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 d

es
en

vo
l-

vi
da

s 
pa

ra
 s

e 
di

ri
gi

r a
 e

la
s?

 Q
ua

l é
 o

 p
ap

el
 d

as
 p

ol
íti

ca
s 

go
ve

rn
am

en
ta

is
 n

a 
ar

en
a 

cu
ltu

ra
l e

 a
rt

ís
tic

a?
 C

om
o 

os
 

es
pa

ço
s d

e 
pr

od
uç

ão
 c

ul
tu

ra
l e

st
ão

 se
nd

o 
re

ne
go

ci
ad

os
? 

Q
ua

nt
o 

es
pa

ço
 re

st
a 

pa
ra

 o
 d

iá
lo

go
 e

 a
 c

oo
pe

ra
çã

o 
tr

an
s-

na
ci

on
al

?
Es

sa
s s

ão
 a

lg
um

as
 d

as
 q

ue
st

õe
s a

bo
rd

ad
as

 n
es

ta
 ed

iç
ão

 
do

 T
ra

ns
na

tio
na

l D
ia

lo
gu

es
 Jo

ur
na

l. 
Em

bo
ra

 e
st

ej
am

 a
lg

o 
em

ba
ra

lh
ad

os
 a

o 
lo

ng
o 

da
 p

ub
lic

aç
ão

, o
s 

ar
tig

os
 p

od
em

 
se

r c
at

eg
or

iz
ad

os
 s

ob
 tr

ês
 te

m
as

 p
ri

nc
ip

ai
s.

 A
 s

eç
ão

 U
to

-
pi

as
, F

ut
ur

es
 a

nd
 D

re
am

s [
U

] c
om

eç
a c

om
 u

m
a r

efl
ex

ão
 

so
br

e 
es

té
tic

a 
e 

po
lít

ic
a 

as
si

na
da

 p
or

 L
ui

z C
am

ill
o 

O
so

rio
 

(p
. 1

1)
, s

eg
ui

da
 d

e 
um

 p
an

or
am

a 
de

ta
lh

ad
o 

de
 c

om
o 

is
so

 
se

 a
pl

ic
a 

à 
re

ce
nt

e 
on

da
 d

e 
pr

ot
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s e

m
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on
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K
on

g 
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a -
ch

el
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ar
sd

en
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ua

 c
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 d
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in
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Fa
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. 2
1)

. J
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 c
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 d
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 d

e 
Ja

ne
iro

 (p
or

 
Ba

rb
ar

a 
Sz

an
ie

ck
i e

 Z
oy

 A
na

st
as

sa
ki

s,
 p

. 3
4)

. D
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ra
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 D
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 d
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 c
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Fe
rr
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ic
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rd
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.

Es
pe
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os
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 d
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 d
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fa
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ap
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ve
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os
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l D
ia

lo
gu

es
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 su
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de
s e

 p
ub

lic
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õe
s f

ut
ur

as
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lu
ig

i g
a

li
m

be
rt
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lo

re
n
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 m

a
rs

il
i e
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ob

in
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es
ch

 
co

or
de

na
m

 o
 p

ro
je

to
 T

ra
ns

na
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l D

ia
lo

gu
es
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Tr
ad

uz
id

o 
do

 in
gl

ês
 p

or
 D

an
ie

l L
üh

m
an

n

改
变
乌
托

邦
：
开
场

白
片
断

路
易
吉
 •
 加

林
贝
蒂

罗
伦
佐
 •
 马

尔
西
利

罗
宾
 •

 雷
希

我
们
置
身
于
一
切
都
在
加
速
的
时
代
。
中
国
和
巴
西
已
成
为
全
球
性

的
玩
家
，
近
几
年
是
政
经
论
述
的
要
角
。
两
者
皆
经
历
了
在
教
育
、
经

济
、
城
市
化
与
文
化
各
方
面
的
迅

速
变
革
，
同
时
也
引
发

社
会
上

全

面
的
重
大
冲
击
与
转
变
。
另
一
方
面
，
欧
洲
经
济
持

续
停
滞
，
正
因
为

如
此
，
欧

洲
社
会

经
历
着
巨
大
的
变
化
，
新
的

模
式

开
始
浮
现
－
更

新
的
焦
点
包
括
从
共
享
体
到
替
代
经
济
，
从
面
对
高
失

业
率
的
创
造

性
策
略
到
公
民
和
国
界
意
义
的
变
迁
。

然
而
，
眼
前
一
切
均
不
起
作
用
。
很
少
人

对
现
状
满
意
－
这
或
许

是
件
好
事
。
事

实
证
明
许
多
巴
西
与
中
国
人
民
对
他
们
自
己
国
家
的

发
展
模

式
并
不

满
意
。
在
巴
西
，
2
01
3
和
2
01
4
年
公
民
参
与
意
识
的

觉
醒

及
街
头

抗
议
，
20
14
年
10
月
总
统
大

选
工
党
维
持
大
多
数
支
持

所
遭

遇
的
困
难
，
标
志
了
卢
拉

政
权
和
“
巴
西
奇

迹
”
后
的
转
变
。
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Change Utopia: 
Fragments of  
a Prologue
Luigi Galimberti | Lorenzo Marsili | Robin Resch

We are living in accelerated times. China and Brazil have turned into global 
players and have been very much present in the economic and political dis-
course of recent years. Both are dynamic powerhouses undergoing a rapid 
renovation of education, economy, urbanization and culture, while causing 
significant impacts on – and changes to – their societies, at all levels. Despite 
persisting economic stagnation, or because of it, the social texture of Europe is 
also undergoing tremendous changes, with new models emerging – from a re-
newed focus on commons, to alternative economies, from creative strategies to 
confront high unemployment, to shifting meanings of citizenship and borders.

And yet, the present is not delivering. Few appear content with the status quo 
– and that is potentially a very good thing. The Brazilian and Chinese models 
have proven unsatisfactory to many of their own citizens. The great awakening 
of civil participation and protest on the streets of Brazil in 2013 and 2014, as 
well as the difficulty for the ruling Workers’ Party to maintain a large majority 
at the October 2014 presidential elections, mark a shift away from the years of 
Lula and the “Brazilian miracle”. A more general feeling of precariousness and 
anxiety in China, in particular amongst the younger generation, as well as the 
September 2014 protests in Hong Kong, are just the latest reminder that eco-
nomic liberalism and political authoritarianism form an unhappy mix. On the 
other hand, Europe is mired in a prolonged economic and political crisis that is 
causing widespread discontent and social suffering.

Current social, economic and cultural models are failing us, regardless of 
the national context. There are certainly endogenous reasons for this: the great 
inequalities of Brazil, the one-party system in China, the fragmentation of the 
European space marked by an economic but not yet a political Union. But there 
are also, we believe, common and overarching reasons for the failure of exist-
ing models in these three apparently very different contexts. These common 
reasons are linked to the shortcomings of modernity as a whole, and the way 
it envisaged economic production, the nation state and the ordering of society, 

urbanisation and ultimately the conception of the individual, both as citizen 
and subject.

Faced with the scale of such challenges, the response of the imagination 
seems as yet insufficient. Artists, philosophers, researchers, activists and prac-
titioners have historically been at the heart of a drive to radically critique the 
present and imagine alternative futures, positing a radical break from the 
norm and fostering new forms of living together, with new scales of values. 
This ambition needs to be recuperated, and a new imaginary and narrative for 
the future needs to be opened. Once the global character of today’s challenges 
is recognized, this new imaginary and narrative can begin to unfurl only at a 
transnational level, through the bringing together in a dynamic exchange di-
verse ideas and practices from all over the world. 

And this is where Transnational Dialogues comes in. What is the role of the 
creative forces in questioning the present? How are social, economic and cul-
tural contradictions situated in our global cities, and what creative strategies 
are being developed to address them? What role can governmental policies 
have in the cultural and artistic arena? How are spaces of cultural production 
being renegotiated? How much space is left for transnational dialogue and co-
operation?

These are some of the questions at the heart of this issue of the Transna-
tional Dialogues Journal. Although they are dispersed throughout the journal, 
the articles can be traced back to three main strands. Utopias, Futures and 
Dreams [U] starts with a reflection on aesthetics and politics by Luiz Camillo 
Osorio (p. 11), followed by a thorough overview on how this applies to the recent 
wave of protests in Hong Kong (Rachel Marsden, p. 16). The discourse contin-
ues with memories from a visit to a garden, the utopia par excellence, by Chi-
nese novelist Hu Fang (p. 21). Artists and Cities [C] follows with an account of 
the activities of Entremeios, an urban design project in Rio de Janeiro (Barbara 
Szaniecki and Zoy Anastassakis, p. 34). From São Paulo comes the experience 
of Largo da Batata, which looks at public and collective making (Laura Sobral, 
p. 31). Finally, Andressa Vianna and Chico Daviña (p. 57) invite us to leave our 
comfort zone when undertaking such transnational dialogues. Cultural Pol-
icies [P] brings together analyses and reflections on the interaction between 
the governmental, the commercial, and the practitioners’ spheres in the artistic, 
cultural and creative sectors. Starting with a quick overview on China (Wang 
Dong, p. 39), the section focuses on Brazil with contributions from both prac-
titioners (Mariana Lorenzi, p. 45, and Jota Mombaça, p. 27), public managers 
(Tatiana Richard, p. 49) and politicians (Juca Ferreira, p. 53). We hope you will 
enjoy reading the publication as much as we have enjoyed putting it together, 
and we warmly invite you to stay engaged with Transnational Dialogues and 
its future activities and publications.

luigi galimberti, lorenzo marsili and robin resch are 
coordinators of Transnational Dialogues.

在
中
国
，
一
种
尤
其

存
在
于

年
轻

一
代
的
普
遍
不
安
与
焦
虑
，
以
及

20
14
年
9月

发
生
于
香
港
的
抗
议
行
动
仅
仅
是
自
由
经
济
和
威
权
体
制

的
不
幸
结
合
下
最
近
的
例
证
。
另
一
方
面
，
欧
洲
深
陷
于
长
期
的
经
济

与
政
治
危
机
所
引
生
的
普
遍
不
满
与
社
会
上
的
痛
苦
。

不
论
在
上
述
哪
个
国
家
，
当
前
的
社
会
、
经
济
和
文
化
模
式
都
失

败
了
。
当
然
这
样
的
结
果
有
一
些
各
自
的
原
因
：
巴
西
社
会
的
极
度
不

平
等
，
中
国
的
一
党
制
，
欧
洲
空
间
的
碎
片
化
，
尽
管
有
统
一
的
经
济

体
（
还
不
是
政
治
体
）
支
持
。
但
是
我
们
相
信
，
还
有
别
的
共
同
因
素

导
致

上
述

三
种
彼
此
极
不
相
同
的
体
系
的
失

败
。
它
们
和
现
代
性
本

身
的
缺
陷
、
在

此
概

念
下
展
开
的
经
济

生
产
、
民

族
国
家

和
社
会
的

排
序
、
城
市
化
、
还
有
同
时
是
市
民
与
主
体
的
个

体
概

念
等
皆
脱
不

了
关
系
。

面
对
如
此
大
规
模
的
挑
战
，
想
像
力
似
乎
也
不
足
以
反
映
。
艺
术

家
，
哲
学
家
，
研
究
者
，
行
动
派
及
实
践
者
历
来
都
是
现
状
的
严
厉
批

判
者
，
他
们
擅
于
想
像

未
来
的
各
种
可
能

选
项
，
设
想
某
种

激
进
的

突
破

方
式
，
培
养
新

形
态
的
共
生
关
系
及

新
的
价
值
衡

量
标
准
。
这

样
的
野
心
需
要

被
复
苏
，
开
启
对
未

来
的
全

新
想
像
和
陈

述
。
一
旦

这
些
挑
战
的
全
球
性
格
在
跨
国
层
次
被
认
识
到
，
整
个
世
界
将
会
充

满
生
气
勃
勃
的
思
想
交
流
与
实
践
。

跨
国
对

话
的
重

要
性
由
此

显
现
。
创

造
性
的
力
量
在

对
当
下
的

质
疑
中
扮
演
什
么
角
色
？
社
会
、
经
济
与
文
化

上
的
矛
盾
如
何
栖
身

于
全
球
性
城
市
里
？
什
么
样
的
创
造
性
策
略
被
发
展
来
陈
述
它
们
？

政
府
的
政
策
在
文
化
艺
术
领
域

担
任
什
么
角
色
？
如
何
为
文
化

生
产

的
空
间
重
新
谈
判
？
还
有
多
少
容
许
跨
国
对
话
与
合
作
的
可
能
？

以
上
问
题
是

本
期
跨
国
对
话
期
刊
的
核
心
。
这

些
主

题
全

部
可

以
回
溯
到

三
条
思

路
上
。
首
先

Lu
iz

 C
am

ill
o 

O
so

ri
o 

的
乌

托

邦
，
未

来
，
梦
(
p
.1
1)
审

视
美
学

和
政

治
的
关

系
，

 
然
后
是

对
它

们
如
何
适

用
在

最
近

发
生
于
香

港
的
一
波

抗
议
行

动
的
全
面
概

述

(R
ac

he
l M

ar
sd

en
, p

.1
6)
。
接
下
来

是
中
国
小
说

家
胡
昉
对
某
个

乌
托
邦
般
的
花
园
的
回
忆

(p
.2

0)
。
艺

术
家
与
城
市
陈

述
里
约
的
一

个
都
市
设
计

计
划
E
x
tr
e
m
ei
os

 
(B

ar
ba

ra
 S

za
ni

ec
ki
 
和

 
Zo

y 
A

na
st

as
sa

ki
s,

 p
.3

4)
。
圣
保
罗
L
a
rg
o 

d
a 

B
at
at
a 

有
关
公
共
集

体
制
作
的
经
验

(L
au

ra
 S

ob
ra

l, 
p.

31
)。
最
后
，

A
nd

re
ss

a 
V

ia
nn

a 
和

C
hi

co
 D

av
iñ

a邀
请
我
们
在

进
行

这
些
跨
国
对
话
时
离
开
习
惯

的
舒

适
地
带

(p
.5

7)
。
文
化

策
略

分
析
并
反

思
政

府
、
商
业

和
实

践

等
领
域

在
艺

术
、
文
化

和
创
意
范
畴
的
互
动
。
首
先

是
对
中
国
文
化

策
略

的
简
洁

概
述

(王
东
，

p.
39

)，
然

后
聚
焦
于
巴
西
来
自
实

践
者

(M
ar

ia
na

 L
or

en
zi

,p
.4

5,
和

Jo
ta

 M
om

ba
ça

,p
.2

7)
与
政

治
家

(J
uc

a 
Fe

rr
ei

ra
, p

.53
,和

Ta
tia

na
 R

ic
ha

rd
, p

.4
9)
的
贡
献
。

我
们
希
望
您
们
阅
读

这
份

刊
物
获
得
的
喜
悦
和
我
们
享
受
创
作

这
份
刊
物
的
程
度
相
当
。
我
们
诚
挚
地

邀
请
您
们
继
续
支
持
并
参
与

跨
国
对
话
未
来
的
出
版
与
活
动
。

lu
ig

i g
a

li
m

be
rt

i,
 l

o
r

en
zo

 m
a

r
si

li
 
和

 
ro

bi
n

 
r

es
ch

皆
负
责
跨
国
对
话
的
协
调
任
务
。

翻
译
 刘

芳
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po
r u

m
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rie

 d
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m
an

ife
st
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s r
ar
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 v

ez
es

 v
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ta
s n

o 
pa

ís
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Em
 c

er
ta

 m
ed

id
a,

 s
em

 r
et

ir
ar

 a
s 

es
pe

ci
fi

ci
da

de
s 

lo
ca

is
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ec
oa

va
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qu
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 c
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C
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, N
ov
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Yo

rk
 e

 c
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 c
ap

ita
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关
于
美
学

与
政
治
的

一
些
思
考

路
易
兹
 ·

 卡
米
罗
 

·
 奥

索
里
奥

自
20

13
年

6月
，
巴
西
的
街

道
便
被
这
个
国
家
所
少
见
的
一
连
串
的

示
威
游
行
所
占
据
。
某
种
程
度
上
，
不
缺
乏
地
区
性
的
特
色
，
是
遍

布
全

球
的
一
系
列

运
动
的
回
响
，
从
西

班
牙
到

伊
斯

坦
布
尔
、
从

开
罗
、
纽
约
一
直
传
到
巴
西
的
各
大

城
市
。
所

散
发
的
力
量
，
强
烈

要
求

改
变
的
呼
声
，
其
本
身
，
就

意
味

着
运

动
对
政

治
体
制
的
胜

利
。
众
议
纷
纭
，
大
多
是
批
评
的
口
吻
，
说
发

生
在
街

道
上
的
事
情

缺
乏
计
划
，
内
部
组
织
混
乱
，
没
有
意
识
形
态
思
想
，
换
句
话

说
，

是
呼
吁

一
种
明
确
的
目
的
和

有
计

划
的
引
导
，
给
那
些

抗
议
一

个

指
导
方
针
。
想
给
政
治
运
动
确
立
一
个
方
向
本
身
，
正
是
对
运
动
动

员
力
的
消
弱
。
恰
恰
是
由
于
没
有
集
中
，
没
有
使
抗
议
单
纯
化
的
确

定
的
思
想
，
使
运

动
对
直
到
那
时
还
处
在
政
治
的
边

缘
的
年
轻

人

有
了
吸
引
力
，
给
予
他
们
一
种
政
治
事
件
的
宏
大
规
模
，
和
所
要
求

的
、
且
继
续
所
须
的
，
政
治
性
地
思
考
的
新
形
式
。

数
量
浩
繁
的
各
种
权
利
诉
求
的
海
报
，
是
上
街
示
威
的
最
突
出

的
特
点
。
形
色
各
异
的
，
代
表
不
同
思
潮
的
各
种
颜
色
的
旗
帜
的
泛

滥
，
多
元
化
政
治
的
表
达
形
式
，
让
人
按
照
传
统
类
别
难
以
解
读
和

区
别
究
竟
是
哪
一
派
。
正
如
罗
德
里
格

 
·

 
努
内
斯

1 在
讨
论

6月
事
件
的
时
候
所
说
：“

尽
管
相
当
普
遍
地
有
明
显
的
触
发
因
素
（
警

察
暴
力
，
生
活
成

本
上
涨
，
大

型
体
育
赛

事
的
冲
击
）
，
运

动
表
现

出
情
况
各
异
，
有
的
甚
至
是
相
互

矛
盾
的
，
不
同
的
声
音
，
不
同
的

意
愿
，
十
分
繁
杂
。
”
出
自
这
种
多
样
化
的
意
愿
，
应
该
思
考
政
治

运
作
的
程

序
，
采
取
机
构
的
调
解
（
政
党
，
工
会
，
宗
教
组
织
）
，
而

摆
脱
掉
非
此
即
彼
的
，
非

集
体
的
团
结
便

是
个
人
的
疯

狂
的
这
种

传
统
的
两
元
论
。
根
本
上
，
问
题
成
了
当
今
世
界
政
治
干
预
以
什
么

1 
努
内
斯
，
罗
德
里
格
；《

无
组

织
者
的
组

织
：
对
巴
西
冬
天
的
八
种
思
考
，

w
w

w
.

di
pl

om
at

iq
ue
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rg
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A Few Thoughts 
on Aesthetics and 
Politics
Luiz Camillo Osorio 
Since June 2013, streets in Brazil have been taken by several demonstrations rarely 
observed in the country. Not relinquishing the local particularities, it echoed, in a 
certain way, a set of movements spread throughout the globe – going from Spain, 
to Istanbul, Cairo, and New York, until reaching the Brazilian capital cities. Per 
se, the strength of dissemination combined with the clamor’s intensity imply the 
victory of these movements over the institutional politics. A lot has been said – 
regarding the absence of an agenda, the internal lack of organization, and the 
ideological vagueness of what was taking place on the streets, i.e., the clearness 
of objectives and a programmatic orientation were claimed in order to give them 
a guiding line. Although, the will to determine a direction for this political inten-
tionality would precisely destitute it of its moving force. The ideological uncer-
tainty and decentralization were exactly what made these demonstrations strik-
ing, thus becoming attractive to young people who were politically marginalized 
and, after that episode, ended up realizing the magnitude of this political happen-
ing, which required, and continues to require, new ways of thinking politically.

One of the most remarkable features of this occupation of the streets was 
the sterling amount of signs with assorted claims. Proliferating flags and ideo-
logical colors multiplied the forms of political exposure and encumbered the 
reading and identification of actors according to traditional categories. As ob-
served by Rodrigo Nunes when discussing the June events: “Despite the relative 
generalization of the most evident triggering factors (police brutality, increase 
in the cost of living, the impact of major sports events), the movement came 
out due to miscellaneous factors, some of them even contradictory; more than 
a variety of voices, the variety of wills.”1 Having the latter as point of departure, 

1 Nunes, Rodrigo – “A organização dos sem organização: oito conceitos para pensar o inverno bra-
sileiro”, in: www.diplomatique.org.br 

one must start to think of political mobilization procedures bypassing instituted 
mediations – parties, unions, religious groups –, leaving behind the traditional 
dichotomies of collective unit and individual alienation, intentionality and di-
rection. Deep inside, the issue goes through the ways that the political engage-
ment is processed in the world these days, and how it goes around the raising 
of awareness by the actors; at least considering the most conventional terms by 
means of which such awareness would equip the action with direction as much 
as with transforming effectiveness. The question was how to come up with new 
models of participation that do not give in to tradition-inherited procedures, yet 
not waiving the power of confronting the instituted order.

One thing that arguably changed during these demonstrations was the 
abandonment of an ideological center formed by the soapbox and its mobilizing 
voice. Once abolished, a generalized scattering of voices and signs came about, 
thus composing transitory discursive cores generated in motion during the pro-
tests. As Peter Pál Pelbart recalls, “we talk about desires, not only about claims, 
because these ones can be satisfied. The collective desire implies in the huge 
pleasure of going to the streets, feeling the multitudinous pulsation, bumping 
into the diversity of voices and bodies, genders and types, as well as learning 
something in ‘common’ that is related with the networks, the social networks, 
the collective intelligence”.2 How can these new action forms redefine expres-
sion forms, that is, which aesthetics rise from this new politicization? How does 
it act upon the boundaries of a spectacularized aestheticization and a potent 
aestheticization? In order to discuss this politics of aesthetics it is also pertinent 
to think about how the art has been building itself a politics on the sidelines of 
its expected political action. What forms of participation were sought by ex-
perimental poetics throughout the twentieth century and how do they open a 
political scene resistant to its spectacular and institutionalizing appropriation? 
Which politics of aesthetics – ways to unfold new senses for art – would be ca-
pable of resisting to the aestheticization of art – ways of absorbing and manipu-
lating? How to resist the aestheticization without relinquishing the aesthetic di-
mension of art, of major importance to the establishment of singular means of 
feeling and thinking? It must be highlighted that this tension between aesthetic 
power and aestheticization should remain unsolved, since a full detachment of 
these fields, thus protecting the political resistance of the manipulative appro-
priation, seems to be just one more impossible and undesirable dream of a given 
modernist ideological purism. The resistance continues alive in the bosom of 
this tension, producing divergent effects that hamper the immediate absorption 
of the affection that turns everything into a spectacle.

The specificity of art is then placed between brackets, in the sense of not con-
cerning us here the discussion of possible conditions for something to be consid-

2 Pál Pelbart, Peter, “Anota aí: eu sou ninguém”, Folha de S. Paulo, July 19, 2013, Tendências/Debates 
section, page 2.

NO WAY (FADE OUT). ARTWORK BY ANDREA DE STEFANI (2011)
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方
式

操
作
，
乃
至
于
何

种
程

度
它
是
行
为

者
一
方
所
采
的
觉
悟
的

问
题
；
至
少
这
种
觉
悟
以
其
最
传
统
的
概

念
上
会

给
行

动
以
方
向

并
制
造
出
效

果
。
如
何
创

造
参

预
的
新
模

式
，
不
通

过
由
传
统

继

承
的
手
段
，
却
又
不
放
弃
对
抗
成
命
的
潜
力
。

示
威

活
动

有
一
种
不

可
争

辩
的
变
化
，
就

是
放

弃
了
由
主

席

台
和

动
员
口
号
所
构
成
的
中
心
思
想
。
取
消
主

席
台
，
而
涌
现
出

分
散

遍
地
的
声
音
和
海

报
，
构
成
临
时
的
演
讲
中
心
，
产
生
于
抗

议
活

动
的
进
程
的
本
身
。
诚
如
佩
特

 
·

 
帕
尔

 
·

 
沛
尔
巴
特

所
说
，“

我
们
说
的
是
欲
望
，
而
不
是
权
利
诉
求
，
这
些
权
利
是
可

以
得
到
满
足
的
。
集
体
欲
望
意
味

着
要
走

上
街
头
的
巨
大
快
感
，

体
验

大
众
的
脉
搏
，
交
错
各
异
的
呼
喊

和
身
体
，
不
同
的
性
别
，

各
类
的
人
物
，
学
习
相
关
网
络
、
社

交
网
络
、
集

体
智
慧
的
一
种

共
同
性
”

2 。
这
种
新
的
行
动
方
式
是
怎
样
重
新
界
定
表
达
方
式
，

抑
或
，
从
这
种
新
的
政
治
形
式
究
竟
产
生
何
种
的
美
学
概

念
？
它

以
何

种
方

式
作
用
于
标

新
立
异
的

美
学

与
力

量
美
学
的
临
界
之

间
？
要
讨
论
这
种
政
治
美
学
，
应
该
也
反
思
一
下
，
艺
术
以
其
政
治

行
为
所
期

待
的
幅

度
，
如
何
逐

渐
为
自
己
设

立
了
政

治
藩
篱
。
在

二
十
世

纪
，
实

验
诗

歌
寻
求
了
何

种
方

式
参

预
，
他
们
是

怎
样
开

辟
了
一
个
政
治
舞
台
来

抵
御
壮

观
的
体
制
性

经
费
。
何

种
美
学
政

治
、
吸
引
与
操
纵
—

—
为
艺
术
开
启
新
感
官

方
式
—

—
得
以
抗

拒

艺
术
的
美
学
化
？
若
不
在
建
树
感
觉
与
思
维
的
独
特
方
式
上
如
此

重
要
的
艺

术
美
学
维

度
放
手
，
怎
能

抗
拒
美
学
化
。
重
要
的
是
指

出
，
这
种
美
学
力
量
与
美
学
化

之
间
的
紧
张
关
系
继
续
维
持
着
，

得
不
到
解
决
，
因
为
完
全
的
隔
离
这
两
个
范
畴
，
防
范

经
费
操
纵

的
政
治
抵
抗
，
似
乎
是
不

可
能
的
、
某

些
现
代
主
义
纯
艺
术
思
潮

所
不
愿
实
现
的
梦
想
。
在

这
种
紧
张
关

系
的
内
部
，
抵

抗
保

持
活

力
，
产
生
分
歧
的
效

果
，
困
扰

着
影

响
的
直

接
效

果
，
将
一
切
化

解
成
形
式
。

艺
术
的
特

殊
性
，
代
引
号
的
，
意
思
是

此
处
并
不

想
讨
论
某

种
事

物
属
于
还
是
不
属
于
艺
术
的
可
能
条
件
。
大
部
分

情
况
下
，

我
认
为
对
这
一
界
线
问
题
的
提
出
，
就
象
铺
展
开
不
可
回
避
的
折

叠
，
指
向
建

立
一
种
新
类

型
的
观

众
和
新
的
、
更
开
放
的
、
不

确

定
的
参
与
方
式
。
我
没
有
兴
趣
在
此
讨
论
是
否
与
观
众
这
一
概
念

有
关
系
，
我
所
感
兴
趣
的
是
分
析
艺
术
如
何
产
生
感
染
世
界
的
影

响
和
效
果
的
方
式
。
现
成
品
的
杜
尚
艺
术
所
提
出
的
问
题
，
恰

恰

是
构
成
一
种
态
势
，
使
得
一
种
事
物
可
以
同
时
既
是
艺
术
又
是
非

艺
术
。
所

谓
是
艺
术
，
是
指
它
所
产
生
的
关
系
和
开

创
的
过
程
。

而
6月

示
威

运
动
中
的
集
体
设

计
的
参

预
，
在
空
间
与
时
间
上
的

巨
大

跨
越
，
示
威
、
还

有
那
些

照
片
和
米

迪
娅
•宁

雅
的
电

影
，

和
所
有
在

示
威
游
行
中
表
演
的
集
体
，
并
非
都
是
艺
术
性
的
。
正

如
巴
巴
拉
•瓒

聂
基
在
讨
论
示
威
的
美
学
与
政
治
力
量
的
时
候
写

道
：“

在
最
后
的
几
个
月
，
网
络
和
街

道
上
，
编
派
出
层
出
不
穷
的

语
言
，
是
里
约
热
内
卢
都
市
生
物
政
治
的
’
艺
术
’
创
作
，
在
面
对

矛
盾
与
危
险
的
时
刻
，
应
该
给
我
们
的
集
体
决
策
和
共
同
的
生
命

2 
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ered as art or not. Mostly, I would say that problematizing this frontier, as some 
sort of unavoidable unfolding, points out towards the composition of a new spec-
tator along with more open and undefined ways to participate. I am not interested 
in discussing here whether it is pertinent or not to use the term spectator, but 
rather to analyze how art produces affections and effects that spread throughout 
the world. The problem brought out by Duchamp’s ready-mades was exactly the 
constitution of a gesture capable of turning something into art that can also be 
non-art. What makes it art refers to the relations it produces and the procedures 
it engenders. On its turn, making a huge leap in time and space, the interven-
tions of Coletivo Projetação during the June protests are simultaneously artistic 
and non-artistic, just as the photographs and videos by Mídia Ninja and several 
others collectives that acted on the demonstrations. As Barbara Szaniecki puts it, 
when discussing the aesthetics of the manifestations and their political power: 

“What the past few months called forth in a wide range of languages, both on the 
networks and the streets, is the ‘artistic’ aspect of the biopolitical work in Rio de 
Janeiro, which, faced with the current hazards and contradictions, must give an 
ethical meaning to our collective decisions and our common life. On the days to 
come, this multitude art will consist in keeping this connection active, bound, 
intense.”3 The point is to discuss how some political action strategies redeem a 
dissonant distribution of the sensible, which refers to how art produced sense 
during the period that Jacques Rancière named the aesthetic regime of arts. “The 
arts only ever lend to projects of domination or emancipation what they are able 
to lend to them, that is to say, quite simply, what they have in common with them: 
bodily positions and movements, functions of speech, the parcelling out of the 
visible and the invisible. Furthermore, the autonomy they can enjoy or the sub-
version they can claim credit for rest on the same foundation.”4

To what extent can art continue to be art and simultaneously be politics? To 
what extent can the political intervention simultaneously be politics and point 
towards a heterogeneous sensible proper to art making? How to talk about this 
political pretension of arts or the artistic reverberation of politics, now that both 
artistic and political institutions are in crisis? When the traditional forms of po-
litical representation are constantly put at stake by current events, the ideolo-
gies that used to give us some safety regarding our expectations can no longer 
aggregate more hearts and minds, and the question on the political character of 
arts and the artistic dimension of politics gains a peculiar urgency.

The question that seems crucial to me was the one posed by Duchamp: how 
to make a work of art that is not a work of art? What matters the most in this 
question, at the same time ironic and deep, is the need to think the arts beyond 

3 Szaniecki, Barbara – “Amar é a maré Amarildo: multidão e arte”, in: http://uninomade.net/tenda/
amar-e-a-mare-amarildo-multidao-e-arte-rj-2013/ 
4 Rancière, Jacques. “The Politics of Aesthetics”, translated by Gabriel Rockhill. New York: Contin-
uum Impacts, 2011, page 19.

what was then considered possible as art. With this transgressive and contradic-
tory grounds that go beyond what is already established and open new jurispru-
dences concerning what is art, a new political energy was inserted in art making, 
which seems determinant to me. This political potency is directly proportional 
to the possibility of art always becoming something more than art itself, more 
than what used to be considered as art. Therefore, it seems interesting to me to 
think of a political becoming of art as well as of an artistic becoming of politics, 
in which both, within a radical identity crisis, are putting themselves in ques-
tion, thus forcing and combining heterogeneous meanings and temporalities 
that give room for the new to rise, unattached of its institutional practices and 
conventions.

It is faced with this perception of a new politics of arts on the sidelines of its 
politicization that I see the non-political engagement of Duchamp and his ap-
parent nonchalance towards the programmatic politics, essentially as political 
acts. The invention of a new artistic possibility summons the spectator-partic-
ipator to position him/herself and to take part in the way that the non-art be-
comes art. This participation would be constituted (as) from the effects that the 
proposition, at first nothing more than a state of art without art,5 would be capa-
ble of producing new ways of feeling and thinking for the spectator-participator.

By disputing their affections and making them public, each one would then 
participate in a common, shared, and plural world, while each work would then 
produce effects to constantly displace and recreate themselves. If we consider 
a video like the one made during a manifestation in Rio – in which a protestor 
dressed as Batman talks to a filmmaker that lives in Leblon and to his assumedly 
right-wing followers –, we observe the formation of a political contest scene, in 
which any ideological parameter is suspended, and the capacity of producing di-
vergent affections is elevated to its maximum power. Made by a French journal-
ist in an attempt to follow a manifestation or “rolezinho” (synonym for “stroll”) 
at Shopping Leblon, everything proves the differences, and nothing composes 
the minimum grounds of ideological articulation besides the genuine will of 
the French journalist to understand what goes on in Brazil. A scene like that 
can only take place when the political moods flourish and the need to step in/
fictionalize the reality is confronted with the normative discourse’s volition of 
framing it in a fixed logic – in which Batman, for instance, would be the hero of 
the international capitalism, contrary to the ideological left-wing pamphlet that 
they wanted to paste on the protester. On the one hand, politics, through the fic-
tionalizing action of Batman, displaces the fixed identities; on the other, the po-

5 The expression. “state of art without art” was coined by the Brazilian artist Lygia Clark to account 
her therapeutic interventions and the way the relational objects created by her would act along with 
the body of the patient-participator. It is also important to remark how much her poetics, along with 
Hélio Oiticica’s, would give room to transform the traditional work-spectator relationship into the 
contemporary notion of proposition-participation. The ways that the participation happens, as well 
as the positive and negative aspects of operating, are not part of the scope of this article.
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3.

一
种

道
义
。
这

种
群
体
的
艺

术
，
对
于
以
后
的
日
子
，
意
义
在
于
保

持
活
跃
，
密
切
，
强
烈
的
联
系
。
”

3

有
意
思
的
是
讨
论
它
的

方
式
，
一
些

政
治
行

动
的
某

些
策

略
如

何
借
助

于
共
享
对

敏
感

事
物
的
意
见
分
歧
，
产
生

那
种

被
雅
克
•朗

西
埃
称
为
艺

术
的
审
美

体
系
的
艺

术
境
界
。“

艺
术
从

来
不
给

予
统

治
或

解
放
行

动
超
出
她
所
能
够
给
予
的
，
或
者

说
得
更
简
捷

一
点
，

与
她
们
所
共
同
的
那
些
：
肢
体
的
姿
势
和
运
动
，
语
言
的
功
能
，
对
可

见
和
不

可
见
的
分
享
。
而
他
们

可
以
享

有
的
自
主

权
，
或

者
可
以
反

叛
，
都
在
同
一
基
础
上
。
”

4

艺
术
究
竟
在
何

种
程

度
上
可
以
是
艺

术
，
同
时
又
是

政
治
？
在
何

种
程

度
上
，
政

治
介
入
可
以
是

政
治
，
同
时
又

表
现

为
艺

术
符

号
，
艺

术
行
为

特
有
的
敏

感
异
化
。
当
今
艺

术
与
政
治
机
构
都

处
于
危

机
之

中
，
如
何
来

述
说
艺

术
的
政
治
企
图
，
或

政
治
的
艺

术
回
音
？
当
传
统

的
政
治
表
现
形
式
不
断
的
受
到
事
件
的
质
疑
，
曾
经
让
我
们
对
所
期
待

的
未
来
有
某
种
安
全
感
的
意
识
形
态
不
再
加
入
新
的
心
灵
和
头
脑
，
艺

术
的
政
治
特
色
和
政
治
的
艺
术
维
度
的
问
题
，
显
得
尤
为
紧
迫
。

我
以
为
此
处

十
分

关
键
的

提
问
，
是
杜
尚
提
出
的
，
既

是
如
何
创

作
一
件
不
是
艺
术
品
的
艺
术
品
？
这
个
提
问
有
意
思
，
在
于
它
同
时
既

讽
刺
又
深
刻
，
需
要
思
索
艺
术
之
所
以
成
为
艺
术
之
外
的
东
西
。
在
这

种
既
冒
犯

又
矛
盾
的
背
景
下
，
对
何
谓
艺

术
，
冲
破

约
定
俗
成
，
开
拓

新
的
理
念
，
我
认
为
决
定
性
的
乃
是
在
之
中
植

入
政
治
承
载
。
这
种
政

治
能
量
与
艺
术
从
来
是
超
越
其
自
身
，
超
越
其
之
所
以
为
艺
术
的
可
能

性
成

直
接
的
正
比
。
所
以
，
我
以
为
，
思
考
艺

术
的
政

治
化
，
和

政
治

的
艺
术
化
是
件
十
分
有
趣
的
事
，
在
其
中
，
两
者
处
于
彻
底
的
身
份

认

同
的
危
机
，
受
到
怀
疑
，
强
作
临
时
性
和
含
义
各
异
的
结
合
，
由
此
，
开

拓
以
产
生
他
们
实
践
的
和
体
制
约
定
的
、
新
的
、
分
离
的
空
间
。

以
这
样
的
在
政
治
化
的
边

缘
地
带
存

在
一
种
艺
术
的
政
治
的
看

法
，
在
我

看
来
，
杜
尚
的
所

谓
不
参

预
政
治
和
他
表
面
的
对
政
治
程

序
的
不
感
性

趣
，
其
本
质
上
却
是

政
治
的
。
发
明
一
种
艺

术
的
新
的

可
能
性
，
召
集

观
众

/参
与
者
，
各
自
占
位
并
参
加
，
通

过
此

种
方

式

非
艺

术
转
化
成
艺

术
。
这
种
参
加
，
在
最
初
无
非
是
非
艺

术
之
艺

术

状
态

5
的
，
它

构
成
于
效

果
而

不
是

命
提
，
将

会
产
生
出
观

众
/参

与

者
的
感
受
与
思
索
的
方
式
。

是
互
相
争

夺
着
抢
眼
的
效

果
，
将
其
展

示
于
公

众
，
而
公

众
的
每

一
个
人
参
与
到
共
享
的
复
数
的
共
同
世
界
，
世
界
中
每
件
作
品
产
生
其

效
果
，
在
效

果
中
作
品
移
动
，
再
创
，
继

续
。
让
我
们
来

看
一
段

录
像

3瓒
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5 
非
艺
术
的
艺
术
态
，
这
一
表

述
是
由
巴
西
艺
术
家
莉
吉

娅
 
.
 
克
拉
克
所
提
出
。
用

来
说
明
她
的
治
疗
手
段
，
她
创
作
的
作
品
与
患
者
/参

预
者
的
身
体
的
关

系
。
还

应
该

提
到
她
在
诗
歌

上
的
重
要
性
，
和
赫
利
奥

 
. 

奥
依
蒂
西
卡
一
同
开
辟
的
领
域
，
将
作

品
-观

众
的
传
统
关
系
转
化
成
最
现
代
的
建
议
-参

与
。
参
与
所
发

生
的
方
式
，
操
作
的

积
极
和
消
极
诸
方
面
，
不
在
本
文
的
讨
论
范
畴
。

是
如
何

在
里
约
热
内
卢
的
示
威
中
拍
摄
。
录
像

里
一

个
扮
成

蝙
蝠

侠

的
示
威

者
与
一
个
勒

布
隆

6 区
的
居
民
争
论
，
一
个
电

影
演
员
和
他
的

追
随
者
扮
演
右
派
。
我
们
看
到
在
那
里
形
成
一
场
政
治
辩
论
，
其
中
某

种
政
治
理
念
成
为
悬
念
，
产
生
分
歧
效
果
的
能
力
达
到
极
致
。
这
段
录

像
是
由
一

位
法
国
记

者
所
摄

制
，
他

想
追

拍
一
次
勒

布
隆

购
物
中
心

的
“
逛
街

示
威
”
。
这
段

录
像
，
除
了
法
国
人

要
理

解
在
巴
西
所
发

生

什
么
的
天
真
的
愿
望
，
明
显
见
证
着
分
歧
与
差

别
，
没
有
一
点
意
识
形

态
衔
接
的
余

地
。
这

样
一
种
只
有

在
政

治
热

情
高
涨
的
时
候

才
会
发

生
的
场
景
，
介
入
-虚

构
现
实
情
形
的
需
要
，
与
想
用
事
先
固
定
的
逻
辑

框
架
规
范
演
说
的
愿

望
形
成

对
立
—

—
例
如
，
蝙

蝠
侠

是
国
际
资
本

主
义
的
英
雄
，
与
左
派
要
给
示
威
贴
上
的
意
识
形
态
的
色
彩
相
反
，
一

方
面
，
政
治
通

过
蝙
蝠

侠
虚

构
的
演
出
动
作
，
剔
除
固
定
的
标

识
，
另

一
方
面
，
政
治
作
为
规
范
的
意
识
形
态
，
不
惜

一
切
代
价
要
将
它
重

新

固
定
。
在
录
像
里
，
谁
的
讲
演
最
出
色
，
谁
更
正
确
的
捍
卫
了
事
件
，
都

无
所

谓
，
有
意
义
的
是
所
表
现
出
的
我
们
日
常
的
裂
痕
，
当
一
个
右
派

妇
女
揭
发

共
产
主
义

威
胁
的
时
候

所
面
临
的
危
险

是
对

抗
。
一
位
中

产
阶

级
反

对
街
头
混
混
儿
在
购
物
中
心
滋
事
，
电
影

演
员
，
自
称
是
富

人
，
却
说
他
与
圣
塞
巴
斯
蒂
昂
十
字

街
的
穷
人
的
关
系
和
谐
得

很
。
最

后
，
蝙
蝠

侠
，
当
然
，
走

上
街
去
，
引
用
电

影
的
情
节
，
为

示
威
的

权
利

而
斗
争
。
那
里
的
一
切
都
同
时
既

是
真
实
，
又
是
虚

构
，
既

是
艺

术
又

非
艺
术
，
既
是

政
治
又
非
政
治
。
我
们
每

个
人
都

可
以
用
自
己
的
方
式

对
电
影
作
出
反

应
，
尽
管
被
这

样
的
世
界
惊
讶
得
目
瞪
口
呆
，
她
失
去

任
何
的
统
一
性
，
需
要
由
每

个
人
来
寻
找
道

路
，
在
这
种
肆
虐
断
裂
的

内
部
，
以
多
数
构
建
一
种
共
同
，
使
其
重
获
能
量
。

我
们
同
样
看
到
一
些
政
治
理
想
派
系
杜
尚
式
地
将
艺
术
当
成
万

能
胶
的
虚
无

主
义
，
将
一
切
都
看
成

是
权
力
统
治
和
逻
辑
的
重
复
。

是
由
是
哪

种
类

型
的
经
费
创
作
，
并
不
意
味

着
维

护
某
种
立
场
，
而

是
作
品
对
身
份
的
无
所

认
同
，
由
此
为
不
明
确
的
意
义
的
可
能
性
敞

开
大
门
。
当
体
制
介
入
似
乎
成
为
艺
术
最
终
和
必
要
的
目
的
时
，
如
何

表
述
这
些
事
件
的
政
治
效
应
，
如
何
对
待
艺
术
及
其
改
造
社
会
的
能

力
？
政
治
行

动
和
政
治
性
地
掌
控
艺
术
的
方

法
，
艺
术
能
抵
御
和
超

越
这
种
体
制
的
消
化
吗
？
假
使

是
无
法
被
消
化
的
能

量
，
杜
尚
的
司

法
判
决
的
叫
停

是
作
何
表
现
？
因
此
，
对
改

变
维

持
一
定
的
拖
延
是

种
挑
战
，
除
此

之
外
，
在
艺

术
的
用
途

和
政
治
的
要
求

之
间
重
建
可

能
的
流
通
渠
道
，
主
要
考
虑
到
，
不
同
类
的
和
辅
助
的
临
时
性
。

鉴
于
政

治
及
其
表

现
方

式
处
在
危

机
之
中
，
而
且

此
危

机
联

系

到
共
同
空
间
的
危

机
。
在

这
一
公
共
空
间
里
，
正
面
临
异
构
和
复

杂

的
生
活
方
式
，
我
认
为
，
讨
论
作
为
美
学
-政

治
的
影
响
与
效
果
的
传

播
的
参
与
，
至
为
重
要
。
参
与
性
的
经
费
，
作
为
结
合
了
判
断
与
创
造

的
批
评
活

动
，
是
持
续
的
交
易
，
是
关
于
意
义
的
可
能
性
的
开
放
，
或

6 
勒
布
隆
是

里
约
热
内
卢
最
豪
华
的
市
区
，
十
字

街
是
勒
布
隆
区
中
的
一
个
贫
民

住

宅
区
。

对
艺
术
作
品
审
查
和
政
治
事
件
的
沉
默
。
作
为
政
治
效

果
所
产
生
的

东
西
，
只
有
在
作
品
或
事
件
怎
样
地
产
生
世
界
，
发

生
客
观
影
响
，
并

由
此
表
现
和
发
生
改
变
的
方
式
中
，
才
得
以
看
得
清
。

至
于
关
于
何
谓
艺
术
无
所
定
义
这
一
点
，
十
分
的
激

进
，
司
法

干

预
，
作
为
影
响
，
产
生

必
然
的
效

果
。
为
此
，
应
该
区
分
两
种
判
断
，

一
种
是
寻
求
/创

造
意
义
，
而
另
一
种
则
是
判
决
和
框
限
。
判
断
是

主

动
地
去
感
觉
，
是

生
产
差

别
的
创
造

性
的
影

响
；
是

每
个
人
的
一
种

不
断
探
讨
，
与
自
己
，
与
他
人
，
对
内
心
，
对
身
外
，
反
复
的
练
习
，
是

在
想
传
播
一
种
每

个
人

过
去
的
生
活

经
验
，
以
及
任

何
一
个
体
的
不

同
的
感
受
方
式
，
见
证
我
们
作
为
人
在
世
间
，
个
人
和
任
何
他
人
之
间

的
，
不
可
避
免
的
、
建
设
性
的
冲
突
。
阐
释
一
种
最
初
说
不
清
道
不
明

的
情
感
，
 创

作
一
种
话
语
，
一
种
内
含
，
发
出
一
种
声
音
，
给
所
获
的

感
觉
一
段

道
白
，
都
是
那
些

生
活
在
艺
术

和
政
治
中
的
人

应
该
不
断

修
习
的
层
面
。

为
强
调
这
种
发
生
于
批
判
和
政
治
之
间
、
情
感
和
效
果
之
间
、
判

断
和
行

动
之
间
、
观
众
和
演
员
之
间
的
关

系
，
我
很
想
引
用
雅
克
•朗

西
埃
的
一
段
话
：“

政
治
占
据
它
所

看
得
见
的
一
切
，
以
及
关
于
其
所

看
得
见
的
一
切
的
可
能
的
言
辞
，
占

据
有
能
力
看
见
和
说
得
出
所
见

的
素
养
的
人
，
占
据
空
间
的
一
切
所
有
，
时
间
的
一
切
可
能
性
。
”

7
艺

术
与
政
治
相
互
搀
杂
，
相
互
感
染
，
不
停
地
在
抗
拒
和
管
理
、
体
制
系

统
之
内
和
之
外
、
未

来
的
和
将
可
能
成

为
的
之
间
作
着
交
易
。
批
评

的
出
现
恰

恰
是
当
艺

术
与
政
治
采
取
一
种
自
由
的
实

验
的
演
练
，
当

打
破

过
往
的

模
式
，
由
此
，
我
们

有
了
对

意
义
的
、
如

何
开
辟
必

要

的
、
无
论
是
艺
术
还
是
政
治
的
，
那
种
未
确
定
条
件
的
争
夺
。
关
于
什

么
是
和
什
么
不
是
艺
术
的
无
所
定
论
，
打
破
了
固
有
的
成
见
，
敞
开
了

商
讨
的
渠
道
，
在
已
知
者
，
和
不
知
不
觉
中
所
产
生
者
之
间
，
正
如
杜

尚
着
重
指
出
的
，“

一
件
作
品
的
艺
术
系
数
，
在
有
意
保
持
的
未
表
达

和
无

意
间
所

表
达
出
之
间
的
算
术
关

系
。
”

8
。
在

这
种
差

别
，
为

有

创
意
的
手
制
造
出
一

个
世
界
，
给

参
与
经
费
打
开

创
造
的
空
间
，
每

个
人
都
参
与
，
并
有
一

部
分
出
产
。
拉
开
帷
幕
是
种
出
人
意
料
，
将
所

见
到
的
，
不
一
定

就
是
当
初
揭

幕
动
作
时
所

预
想

达
到
的
，
但
却
是

适
合

于
其
他
的
和
新
的
力
量

加
之
于
它
的
。
尽
管
不
是
有
意
识

地
期

待
如
此
，
这
些
力
量
在
作
品
刻
上
字
迹
。
由
此

观
之
，
一
切
乃
是
惊
叹

与
争
夺
，
换
据
话
说
，
美
学
影
响
和
政
治
效
果
。

20
14
年

8月

里
约
热
内
卢
天

主
教

宗
大
学
哲
学
系
教

授
，
里
约
热
内
卢
现
代
艺

术

博
物
馆
策
展
。
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牙
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lice, while ideological norm, wants to refix it at any cost. It does not matter who 
has the best discourse and makes the most correct account of events, but rather 
the fractures unfolded in our daily lives, the antagonisms put at stake when a 
right-wing woman reports a communist threat, when a middle-class man de-
fends the mall from the troublemakers, when the self-claimed rich filmmaker 
states a harmonic living with the poor people from Cruzada São Sebastião,6 and 
ultimately when Batman, of course, the character that goes to the streets, takes 
ownership of fiction and fights for the right to protest. Everything there is at the 
same time real and fictional, art and non-art, politics and non-politics. Each 
one of us can react to the video on his/her own way; however, it throws open a 
world that lost any notion of unit, and the fact that it is up to each and every one 
to look for ways of repotentiating a common ground constituted of pluralities 
within this deliberate fracture.

In a Duchampian fashion, we see ourselves equally apart of the political 
mindset of engaged art, and also of the anything-goes nihilism that faces every-
thing as a repetition of the logic of power and domination. The kind of appropri-
ation served from there does not imply on defending a positioning, but rather on 
the production of disidentifications that open new, undeterminable possibilities 
of meaning. How to approach the political effectiveness of these events, how to 
deal with art and its social potentialities when the institutional insertion seems 
to be its ultimate and essential purpose? What can the political actions and the 
political take on arts perform to confront and overcome this institutional ab-
sorption? What presents itself in the Duchampian judicative suspension as a 
nonabsorbable potency? The challenge, accordingly, lays on keeping some ex-
tent of transformation latency and, furthermore, recreating possible channels of 
articulation between the uses of art and the political demands, mainly aiming 
at heterogeneous and complimentary temporalities.

Considering that politics and its representation are in full crisis, and that 
this crisis is tied to that of the common space where plural and heterogeneous 
forms of life confront each other, I believe the discussion of participation as dis-
semination of aesthetical-political affections and effects to be of major impor-
tance. The participatory appropriation taken as a critical activity that combines 
judgment and creation is a constant negotiation always open to the possibilities 
of silence or meaning when seizing works of art and political events. The politi-
cal effects can only be glimpsed in the way the works or events produce a world 
affecting subjectivities that are exposed and transformed from then on.

When the uncertainty regarding what is art becomes radical, the judicative 
participation as effect-producing affection becomes necessary. For this reason, 
the judgment as pursuance and creation of sense must be distinguished from the 
judgment as condemnation and framing. Under this guise, to judge is an active 

6 The Cruzada is a housing complex for low-income families located in the heart of Leblon, one of 
Rio de Janeiro’s noblest neighborhoods.

feeling, a creative affection that produces differences; it is an exercise of constant 
negotiation with oneself and the other, in and outside of the self, in an effort of 
wanting to disseminate an experience and putting it in relation with previous 
experiences and the distinct ways each one feels, thus evidencing the inevitable 
conflict of our being in the world among each and every one. To translate an ini-
tially undefined feeling, and to create both a vocabulary and a meaning in order 
to give voice and articulation to such feeling are aspects that must be continu-
ously exercised by those who lead their lives with art and politics. 

To highlight this originating relation between criticism and politics, affec-
tion and effect, judgment and action, spectator and actor, I would like to quote 
another excerpt of Jacques Rancière: “Politics revolves around what is seen and 
what can be said about it, around who has the ability to see and the talent to 
speak, around the properties of spaces and the possibilities of time.”7 Art and 
politics commingle and contaminate each other, continuously negotiating the 
resistance and the management of what is in comparison to what could be, of 
being in and outside of the institutions. The criticism emerged exactly when 
art and politics came out as an experimental exercise of freedom, when they 
both broke up with ancient models. From then on, we started to conceive the 
controversy of meaning as the necessary unfolding of an undetermined con-
dition of both arts and politics. The undecidable dispute between what is art 
or not disrupts the constituted competencies and opens negotiation channels 
among what is known and what is unknowingly produced. As pointed by Du-
champ, “the personal ‘art coefficient’ is like an arithmetical relation between 
the unexpressed but intended and the unintentionally expressed.”8 Amidst this 
difference, which produces a world to the creative gesture while giving room for 
the invention of the participatory appropriation, anyone can take part and has 
a productive role. Its unfolding is unexpected and the outcomes are not neces-
sarily those intended by the inaugural gesture, but rather the ones appropriated 
by the forces that availed it of different and new potentialities. These forces are 
inscribed in it, although they were not consciously targeted. From then on, ev-
erything comes as surprise and dispute, that is to say, as aesthetic affection and 
political effect. (August 2014)

luiz camillo osorio is Professor in the Philosophy Department of puc-Rio 
and Curator of the Museum of Modern Art of Rio de Janeiro (mam-Rio).

Translated from Portuguese by Daniel Lühmann

7 Rancière, Jacques. “The Politics of Aesthetics”, translated by Gabriel Rockhill. New York: Contin-
uum Impacts, 2011, page 13.
8 Duchamp, Marcel. “The Creative Act” in: Salt Seller: The Writings of Marcel Duchamp. New York: 
Oxford University Press, 1973, page 139.



16 Utopias, Futures and Dreams 

Hong Kong’s Visual 
Politics – A City 
Observation or Global 

“Agitprop”?
Rachel Marsden
In the few days of writing this article, the political, social and cultural contexts 
embedded in the words ahead changed faster than my fingers could type. As pro-
tests go, the student-led Occupy Central’s ‘Umbrella Movement’ in Hong Kong 
has become a defining historical moment in China’s history, the biggest pro-de-
mocracy protest second to Tiananmen Square of 1989. It has taken hold of the 
world’s (social) media since 28 September 2014, unfailing in its strength and di-
verse voice, developing more unpredictably and faster than China’s city skylines, 
giving a potential new power to the people through what I’m questioning as a new 
global discourse - China’s contemporary “agitprop” culture.

“Agitprop”, a portmanteau word of “agitation” and “propaganda”, was ini-
tially coined during the 1917 Russian Revolution, central to the governmental 
committees of the Communist Party of the Soviet Union, applied to the cam-
paign of cultural and political propaganda materials produced. The “agitation” 
(speech) and “propaganda” (literature, theatre, drama, music and art) did not 
bear any negative connotation at that time. It was seen as the positive “dissemi-
nation of ideas” and very simply favoured Communism, being used to influence 
public opinion whilst achieving political goals. The term made its way to the 
West (Europe and the USA) from the 1920’s onwards as part of then key political 
uprisings, and due to the rise of “agitprop theatre”, which held a similar defi-
nition. It then became propaganda for and from the people, rather than from 
governmental hands.

In Chinese, “agitprop” translates to 煽动与宣传 (shāndòng yǔ xuānchuán) – 
“incitement” (to move to action, to provoke, to urge) and “propaganda”. Similar 
to the Soviet Union, it was initially used without negative connotation, however 
was applied to propaganda materials produced by Mao Zedong during the Cul-
tural Revolution in turn, embedded in a partially ironic way into the Chinese art 
historical movements of ‘Political Pop’ and ‘Socialist Realism’. In this respect, 
today, it has been difficult to view socio-politically grounded cultural practice 
from China without a negative bias connected to Communism, Capitalism, 
governmental censorship and political power plays, however, I suggest the art 
appropriates the ‘Umbrella Movement’, challenging these historical preconcep-

tions. Here, “agitprop” culture is critically illustrated alongside what I’ve called 
political observations of the city, of Hong Kong.

The umbrella became the symbol of the Hong Kong protests after they were 
used on 28 September 2014 by protesters to protect themselves against pepper 
spray and tear gas. Since then, it has become the global icon of pro-democracy 
in the Chinese nation, a semiotic symbol of political protest.

References to umbrellas used in relation to protests can be seen over recent 
years including on 3 June 2009 when government officials and police officers in 
Beijing were seen to block CNN reporters from filming near, or of, Tiananmen 
Square on the eve of the twentieth Anniversary since the Tiananmen Square 
protests. Here, the umbrella was used as a tool of privacy and protection, cen-
sorship and control by the Chinese government. 

Another example is from January 2010, when the Zhengyang Art District in 
Beijing was threatened with being demolished due to an “urban redevelopment 
program”. In response to this, artist Xiao Ge organised the art project ‘Warm 
Winter’ to raise awareness of the issue, bringing together over twenty art cen-
tres and hundreds of artists in the Chaoyang District. Interventions were organ-
ised in the form of exhibitions, performances and seminars all showing the art-
ists’ resolution to fight the eviction, where acclaimed Beijing artist Huang Rui, 
founder of the historic 1979 Stars Group who were fundamental in developing 
a contemporary Chinese art discourse and founder of the 798 Artistic District, 
performed ‘拆那(demolition)/China’ (2010).

Wearing a Taoist costume, a black and white robe bearing the words “China” 
and “拆那Chai Na” (homophonic of the English word) meaning “that demoli-
tion”, was to be understood as ‘Where is the demolition?”, Huang stood in the 
freezing minus ten degree Beijing cold for more than an hour, motionless, po-
sitioned on a painted black and white Ying-Yang symbol holding an umbrella. 
The umbrella was taken from his on-going ‘I-Ching’ performance series that 
explores China’s relationship to the West and the difficulties of cultural transla-
tion. It is directly based on the ancient Chinese book of divination of the same 
name, created in the Zhou Dynasty that contains 64 hexagrams signifying the 
relationship between human life and the natural world, used to predict the fu-
ture. Huang produced 64 handmade black and white umbrellas, each adorned 
with an I-Ching Chinese character and its English translation, inviting vol-
unteers to wear black and white and hold one of the umbrellas for the entire 
64-minute performance. Following Huang’s cue, as he stands firm on the black 
and white Ying-Yang symbol, he speaks to each umbrella carrier for 64 seconds 
and tells participants when they can communicate with each other, aloud or in 
silence. When the performance had finished, each participant received an um-
brella to take home.

‘We speak about the I-Ching, the number and the chance word, I inform 
him I don’t like “corruption”, the umbrella’s marked number of changes and 
he tells me it means “powerful”. It prompts me to in turn trigger a process of 

Image courtesy of TIME magazine L: 13 October 2014, R: 20 October 2014

Screenshot from Kacey Wong’s Facebook Album ‘Umbrella Movement Logo Competition’, a constantly updated online folder of designs and images, open source 
for ‘everyone to use in the next revolution’. The top three prizes are JUSTICE, DEOMCRACY and FREEDOM.



17

transformation.’ (‘Military Craft’ (2011) by Kai-Oi Joyce Yung, an on-going 
performance series that deploys the donated umbrella into further works about 
revolutionary situations.)

In the instance of ‘拆那(demolition)/China’ (2010), the umbrella became a 
statement symbol, a protected space for dialogue, an invitation to stop and en-
gage with the political situation in hand, frozen in a moment of threat and un-
known social change. It was act against society, a performance by and for the 
artist community, not to be seen as propaganda for the people. Whereas for the 
‘I-Ching’ performance series, the umbrella becomes a space for intimate ex-
change, a forced yet spiritual engagement with the individual, a dedicated time 
for the understanding of the other, open to new translations and mistranslations.

In relation to Occupy Central’s ‘Umbrella Movement’, the umbrella encom-
passes all of these prefixes and goes far beyond. In the two weeks since the pro-
tests started, sculptural umbrella interventions have been interrupting Hong 
Kong’s streets. This includes ‘Umbrella Man’ by 22-year old Hong Kong grad-
uate known only as milk. A twelve-foot high human figure made of wood that 
tells his and the people’s story of the protest. Umbrella Man’s face is painted 
white representing all activists who were tear-gassed and pepper-sprayed by the 
police, standing tall and strong for the people, brandishing the iconic yellow 
umbrella. It has been adopted by the movement as a symbol of freedom and 

peace, becoming an icon within which the protesters can see themselves, whilst 
standing as a manifestation of the artist’s spirit. This piece has been referenced 
by the media to the ‘Goddess of Democracy’, the thirty-three foot papier-mâché 
torch-bearing female figure constructed during the Tiananmen Square protests 
of 1989, a context unaware to MILK perhaps due to his age, coming from the 
next generation born in 1992. 

In the Causeway Bay occupation site, umbrellas take charge of the street, 
coming together en-masse as a pop-up exhibit, collectively representing the 
pepper spray incident, where again the yellow umbrella is a key icon.

Although, these works are contextually laced with the political connotations 
of the situation at hand, they are, in my view, only surface level comments. They 
are an immediate reaction to the moment that can only achieve a certain level 
of engagement and exchange with the people and audiences. 

More critically engaged works are provided by the interactive, online media 
and public intervention art project ‘Stand By You: ‘ADD OIL’ Machine for HK 
Occupiers’ (www.occupier.hk/standbyyou). Created by a group of art school 
graduates, it wanted to keep a direct focus on the messages and work of the 
protesters. Using borrowed computers and projectors, they created an online 
platform for people from all over the world to leave messages of support. The 
website has been repeatedly hacked, then reclaimed by the students, where in 
the interim of the site being down, they collected messages via their Facebook 
page (www.facebook.com/standbyyouoc) until it was back online.

Collated messages are projected on the wall of the government headquar-
ters in Hong Kong every evening, positioned in parallel to a message-writing 
‘Democracy Wall’ recently coined the “Lennon Wall” referencing the peace 
protest work of John Lennon. By the 6 October, they had collated over 30,000 
messages including from other areas of global conflict, protest and war such 
as Gaza. This level of exchange and engagement resonates the Hong Kong’s 
political situation on a local to international platform, reinforcing a sense of 
global unity, hope and strength for the people. By creating this platform, that 
will ultimately become an invaluable archive of the event, it helps to build a crit-
ical sense and understanding of the relationship to the protest beyond China’s 
boundaries. 

Hong Kong photographer Lam Yik Fei took a series of posed portrait photo-
graphs of the pro-democracy supporters at the Admiralty protest site on 7 Oc-
tober 2014. These honest, true to life images taken in a makeshift studio, bring 
into clear focus the reality of the students’ and local people’s involvement, a 

拆那 demolition)/China’ (2010) by Huang Rui. Image courtesy of the artist.

Image taken from social media

Image courtesy of AFP/Alex Ogle

‘Goddess of Democracy’, photographed in 1989 by Scott Simmie.

‘Yuen Chi Kui‘ and ‘Donna Chan’ taken by Lam Yik Fei, 7 October 2014 
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different way of seeing their fight, their fear, their dedication, whilst showing 
the power of photography in providing an insight into the human condition. To 
me, he clearly articulates that his motivation behind taking the photographs 
was from a documentary not a propaganda perspective,

‘I believe democracy is not something fought by students and activists only, 
but all people…They are unique and different, but all are fighting for the democ-
racy of Hong Kong…This chapter of my city I worthy of attention from the world.’ 

- Lam Yik Fei (11 October 2014)
Sketches and drawings are another medium that have come to define the 

‘Umbrella Revolution’, from illustrations within global newspaper and magazine 
media, to on location works documenting events as they unfold.

On the 30 September, Urban Sketchers Hong Kong (ushk) (established in 
April 2013, as part of the global Urban Sketchers network) initiated the online 
group ‘Sketching Occupy Central’ (https://www.facebook.com/sketchoccupy-
central) where members upload and post their images. They see their work as 
a process of city preservation in the fast-paced urbanisation of China, where 
‘art plays an important role in all kinds of movements, giving the audience an 
opportunity to analyse the situation from a different perspective’, a now global 
audience. These drawings differ from the photographs of Lam Yik Fei as they 
involve an extended artistic engagement, described by members of the Urban 

Sketchers Hong Kong as a kind of “meditation” in the wake of such unrest.
This intimate digital diary approach provided by the Hong Kong sketching 

and drawing communities becomes more precious than most general photo-
graphs of the protests that have been taken en masse in Hong Kong, flooding 
online and in-print media streams as if like running water. Furthermore, this 
over-saturation of photographs shared through global media sources due to 
the use of mobile phone cameras, social media and the Internet, has the ability 
to dilute and somewhat glamourize the political situation and position of the 
people. The more familiarity, the less shock-value. It becomes, well, “normal” 
or expected. Conversely, the photographs are invaluable in documenting the 
protests building a necessary visual socio-political historical legacy. As media, 
photography and drawing both ultimately achieve the same conclusion - they 
document the political observations of the city as it happens, the human condi-
tion and the human connection.

Barely touched upon in this article is the voice and response of Mainland 
China to the ‘Umbrella Movement’. To my knowledge, there have only been two 

key cultural projects that have taken place, both in the Beijing area - ‘Wishing 
Knots’ (2014) by Ye Yun and Nozomi Kanemitsu as part of Beijing Design Week 
2014 (as shown above), and a poster exhibition and poetry reading in the Song-
zhuan Artist Village. To date, over thirty-three artists and writers in Mainland 
China have been detained for showing support. Social media platforms includ-
ing Weixin (WeChat) and Instagram, have been censored in Mainland China 
and Hong Kong. This has not deterred people, rather encouraged them to use 
other digital online communication and social media platforms such as Face-
book, which is not censored in Hong Kong, and to create new ones such as the 
‘Stand By You’ project. It has reinforced an importance and need for fluid global 
networks of communication, especially to create dialogue and exchange with 
other areas of global conflict, protest and war, and also the need to archive, to 
create a socio-political historical legacy for future generations. As more pop-up 
city street public intervention art projects appear in Hong Kong, it feels like 
there is a clear sense of urgency in the ‘Umbrella Movement’ artistic practice, 
where it is more about impact rather than contemplation. In the coming months 
and years, it will be interesting to see how artists continue to respond to the 
event after having time for reflection and the conceptualisation of ideas. 

Hong Kong is a hybrid city, ruled by an authoritarian China yet created on 
democratic ideals. As the government continues to cancel meetings with the 
students, it seems that the voice of the people is getting louder and more estab-
lished. When interviewed online or by telephone, most artists examined here 
stated that their work was a documentary, an observation, not propaganda yet 
politically grounded - documentation of Hong Kong’s fast-pace of change, its ar-
chitectures of change and socio-political change. However, I see them as obser-
vations and also as part of a developing cultural discourse, that of contemporary 

“agitprop”, fundamental to Chinese contemporary culture. “Agitprop”, in my 
view, is now a multi-dimensional term, redefined in a new global transcultural 
specificity that has changed its meaning to have a positive effect. The word’s 
previous historical contexts and negative connotations need to be renegotiated 
and redefined in the new political, social and cultural parameters.

‘Our city has become an even more complex organization of skin and blood 
vessels. There are countless categories and systems of materials, production, 
products, circulation, order, emotion, exchange, belief, individual, family, or-
ganization, and society. But the manager of every field is a single thought…I 
believe that if emotions, organisms, and rationality are interwoven in urban 
life for a long period of time, you will certainly feel its presence…Ecological re-
search, as a synthetic, interdisciplinary, newly established branch of learning, is 
still maturing…As the Chinese saying goes, “It takes a decade to grow a tree; it 
takes a century to cultivate a talented person.”’ - Huang Rui (excerpt taken from 
his essay ‘A City that Abandoned Artists’, 12 February 2010)

“Agitprop” (12 October 2014) by Rachel Marsden
It is the appropriation of a political event.
It is a transcultural ecology specific to place.
It is short-lived.
It is socialist realism of the 21st Century.
It is to challenge and provoke.
It is art and culture from, and of, the people. 
It is “citizen as activist”.
It is pro-democracy.
It is the next generation. 
It is the human condition and the human connection.
It is an on-going dialogue.
It is a (online) global community, network and voice.

	 It is a series of hashtags: #occupycentral, #hongkongprotests, #democracynow, 
#umbrellarevolution, #umbrellamovement, #occupyhk, #occupyhongkong, 
#hongkongdemocracy. 
It is hope. 

rachel marsden is a transcultural curator, art consultant, PhD researcher, 
lecturer, arts writer and avid blogger in the field of translating Chinese and Asian 
contemporary culture. Also, a language obsessed text and book artist, and book-
binder. Since 2010 living between uk and Shanghai (China). 
http://rachelmarsdenwords.wordpress.com

Alvin Wong, member of the Urban Sketchers Hong Kong

Image courtesy of Ye Yun and Nozomi Kanemitsu
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石
与
稻

 

胡
昉

1  总
是
太
晚
的
到
达
。

  
 

当
我
到
达
京
都
这

座
园
林
，
园
门
虚

掩
着
，
方

丈
已

经
离
去
，
只
留
下
矗
立
在
沙
砾

之
中
的
一

堆
乱
石
，
沙
砾

上
还

残
留
着
他
刚
刚

梳
耙

过
的
痕

迹
，
犹
如
床
单
上

余
留
着
的
爱

人
身
体
的

印
痕
。

2 我
从
一
座
未
来
的
城
市
中
来
，
那
儿
，
楼
顶
、
阳
台
、
楼
前
的
空
地
、
街
道
的
两
旁
，
都
尽
量
种
上

了
蔬
菜
和
植
物
：
苦
瓜
、
小
黄
瓜
、
蕃
茄
、
青
椒
、
甘
蓝
、
薄
荷
、
柠
檬
香
蜂
草
、
菠
菜
、
香
葱
、
茼

蒿
、
紫
苏
、
洋
葱
、
蒜
头
、
莴
苣
、
萝
卜
、
茄
子
、
茴
香
。
人
们
像
迷
上
宠
物
一
样
迷
上
了
蔬
菜
。

3 来
到
这
儿
，
我
以
为
是
来
寻
访
历
史
—

—
时
间
在
这
儿
盘
根
错
节
，
犹
如
眼
前
的
乱
石
。
与
方
丈

或
相
遇
，
或
失
之
相
臂
，
全
靠
因
缘
。

只
在
此
山
中
，

云
深
不
知
处
。

1

如
果

园
林

本
身

就
是

和
山

水
一

样
广

阔
的

存
在

的
话

，
那

么
，
方

丈
也

许

就
在
“

此
山

”
的

某
处

，
宇

宙
的

某
个

拐
角

，
只

是
我

的
肉

眼
尚

未
得

以
辨

识

这
种

种
相

遇
的

暗
示

。
从

遗
留

的
沙

砾
耙

痕
和

石
头

的
排

列
中

，
我

分
明

能

够
感

受
到

一
种

内
心

的
躁

动
，
这

是
和

历
史

上
人

类
所

曾
经

面
临

的
危

险
相

类
似

的
一

种
躁

动
—

—
生

命
攸

关
，
厄

运
难

逃
，
乱

石
纷

争
，
暗

潮
涌

动
。

 

 
在
这
个
宇
宙
的
轶
序
中
，
潜
伏
的
乱
向
以
石
头
不
规
则
的
排
列
呈
现
出
来
，
卷
入
世
俗
纷
争

的
人
，
会
在
园
林
特
有
的
空
间
轶

序
中
，
体
会
到
能

量
始

乱
终
弃
的
结
局
。
权
力
纷

争
还
会

在
幽
暗
的
茶
室
继
续
，
但
终
将
和
茶
水
一
样
消
融
到
渐
渐
衰
弱
的
身
体
中
间
。

就
像

这
些
乱
石
，
曾
经
暗
示
着
纷
争
不
已
的
心
绪
，
但

对
于
每

个
后
来
者
，
它
们
都
已
然

达
到
了
一
种
奇
妙
的
平
衡
，
你
能
感
受
到
的
是
它
们
在
相
互
影
响
之
中
的
轻
微
移
动
。

我
将
一
颗
石
头
掷
向
沙
砾
中
，
掀
起
阵
阵
波
纹
。

4 朋
友
Ｙ
告
诉
我
说
，
他
有
一
天
在
龙
安
寺
，
看
到
众
多
游
人
正
面
对
着
那
十
五
块
石
头
喋
喋
不

休
，
仿
佛
喧
哗
能
掩
盖
众
人
内
心
巨
大
的
不
安
，
这
时
，
夏
日
最
后
一
抹
余
光
拂
过
和
石
头
对

峙
的
人
们
，
人
们
突
然
安
静
下
来
，
坐
着
，
仿
佛
也
在
慢
慢
成
为
石
头
。

1 
［
唐
］
贾
岛
：
寻
隐
者
不
遇
。

他
感
到
不
寒
而
栗
，
同
时
，
也
得
到
了
解
脱
，
从

此
，
他

感
到
自
己
随
身
携
带

着
禅
园
中

的
石
头
。
我
们
身
处
的
时
间
和
松
尾
芭
蕉
真
的
不
同
吗
？
依
然
是
危
机
四
伏
，
灾
难

重
重
。
似

乎
是
为
了
逃

避
，
抑
或
是
寻
找
，
从
北
海
道
沿
着
海
岸
线
，
他
风
餐
露

宿
走
了
一
个
月
，
期
间

精
神
几

近
崩
溃
。
在
路
过
一
个
村
时
，
他
看
到
了
一
块
翠
绿
的
水
稻
田
，
它
不
像
一
般
的
稻
田

是
规
则
的
方
形
，
而
是
以
一
个
点
为
中
心
，
扩
展
成
一
个
圆
形
，
中
心
是
一
根
竖
起
的
木
头
。

“
这
块
水
稻
田
击
中
了
我
。
”

一
段
时
间
之
后
，
他
再
次
来
到
村
里
，
寻
访
那
片
稻
田
，
却
不
经
意
地
走
进
了
自
己
的
未
来
。

5 另
一
个
离
京
都
不
远
的
村
子
，
已
经
荒
废
多
年
，
因
为
持
续
的
人
口
老
龄
化
，
村
里
已
经
再
也

没
有
年
轻
人
。
学
校
广
场
上
的
气
象

箱
成
为
爬
藤
植
物
的
乐
园
，
唯
一
不
变
的
可
能
是

遍
地

的
神
祗
。

几
个

年
轻
的
建
筑
师
和
他
们
的
朋
友
们
，
自
己
动
手
，
刚
刚
在
村
里
修
建
了
一
个
木
结
构

的
厕
所
。
从
厕
所
的
窗
口
望
出
去
，
可
以
看
到
遗
弃
多
年
土
地
上
，
到
处
都
是
生
命
力
充
沛
的

野
花
，
土
地
以
自
身
的
肥
沃
欢
庆
着
人
类
的
遗
弃
。

这
儿
遍
地
都
是
神
祗
，
不
仅
承
受
无
人
的
寂
廖
，
也
随
时
欢
迎
人
类
的
回
归
。

6 这
条
街
的
尽
头
通
向
某
座
寺
庙
，
来
往
的
人
都
会

进
去
祈
愿
一
番
。

在
这
个
街
区
的
咖

啡
店
，
我
找

到
这
个

收
集

风
景
的
人
，
他

醉
心
于

咖
啡
，
也

醉
心
于

洞
穴

探
险
：“

洞
穴

幽
暗
的
内
部
，
就
像

人
脑
内
部
的
空
间
，
它
安
静
得
犹
如
让

人
回
到

子

宫
。
” 和
幽
静
的
洞
穴
相
反
，
这
个
热
闹
的
咖
啡
店
是
他
的
风
景
收
集
站
，
从
咖
啡
店
的
窗
口
，

可
以
看
到
邻
居
们
正
在
准
备
第
二
天
的
祭
祀
游
行
：“

每
个
人
都
是
一
道
风
景
。
”
 

7 那
个
发

明
了
圆

形
水

稻
田
的
人
教
会
了
同

样
是

外
来

人
的
Ｙ
种

水
稻
。
不
知

不
觉

，
五
年

过
去
了
，
虽
然

没
有

碰
到
久

违
的

方
丈
，
他
们
却

碰
到
了
一

群
驻
在
村
里
的
朋
友
：
一

个
在

研
制
羊

奶
的

奶
酪
，
一

个
在
学
习
古

法
烧

碳
和

手
制

味
噌
，
一

个
每

年
夏

天
骑

着
白
马
到

处
云

游
。
也
许

要
等

到
第
五
个
五
年

，
Ｙ
才
可
能

找
到

他
自
己

的
方

式
来

表
达
他

对
土

地

的
情
感
，
但

至
少

现
在
，
他
每

年
的
水

稻
收

成
可
以

用
来

和
村
民

交
换
一
些
日
常
用
品
。
 

 
那
个
收
集
风
景
的
人
和
邻
居
们
一
起
，
动
手

做
一
种
可
以
随
时
避

难
的
小
屋
（
Ko
y
a）

，
它

可
以
复
原
我
们
曾
经
有
过
的
简
单
生
活
：
只
要

有
火
，
基
本
的
食
物
，
一
点
点
空
间
，
人
们
就

可
以
过
更
有
想
象
力
的
生
活
。

在
来

到
这
儿

之
前
，
我

并
没
有
意

识
到
：
我
以
为

我
在
寻
访
历
史

，
却

不
经

意
走

进
了

未
来
。

胡
昉
 小

说
家
，
艺
评
人
，
广
州
维
他
命
艺
术
空
间
联
合
创
始
人
兼
艺
术
总
监
。
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Rocks and Rice
Hu Fang 

1.
Always arrive too late. 

When I reached the garden in Kyoto, the door stood ajar, the abbot had departed, 
only some rocks were left in the sand where gravel traces he combed out, like 
the imprint of the body left by lovers, remained. 

2.
I came from a city of the future, where vegetables and plants were grown in ev-
ery corner of the roofs, balconies, grounds in front of buildings and both sides of 
the streets: bitter melons, cucumbers, tomato, green peppers, cabbages, mints, 
lemongrass, spinach, chives, crown daisy, perilla, onions, garlic, lettuces, rad-
ishes, eggplants and fennel. People were as fascinated by vegetables as by pets.

I came from a city having just recovered from an earthquake, where vege-
tables and plants were grown in every corner of the roofs, balconies, grounds 
in front of buildings and both sides of the streets: bitter melons, cucumbers, 
tomato, green peppers, cabbages, mints, lemongrass, spinach, chives, crown 
daisy, perilla, onions, garlic, lettuces, radishes, eggplants and fennel. People 
were as by vegetables as by pets.

3. 
I thought I came to search for history – time here was intertwined like the ran-
domly placed rocks in front of me. And it all depended on fate whether to meet 
or miss the abbot.

He’s here in this very mountain
In the depths of clouds 1

If the garden is an existence as huge as the mountain, then the abbot might be 
somewhere in “the mountain”, at a certain corner of the universe, only my eyes 
could not tell the hint for the encounter. From the relation between the remain-
ing combed out traces of the sand and the rocks, I felt agitation of emotions, it 
was an agitation resembled to that felt by people in the past when encountering 
dangers – life-threatening situations with dangerous undercurrent. 

The irregularly arranged rocks revealed the lurking chaos alongside the or-
derly universe, people who got involved in worldly turmoil could sense from the 
specific order of the garden space the abandonment of energy. Power struggle 
would continue in the dark tearoom till, like the tea, melting inside of the weak 
body. 

The rocks indicated the fighting emotions, but in the eyes of each subse-
quent visitor, they would have reached a delicate balance where every slight 
movement under the influence of the relations among the rocks is felt. 

I threw a stone unto the sand and caused a wave of ripples. 

1 <Missed the Hermit>, by Jia Dao, Tang Dynasty.
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4.
A friend Y told me that one day at Long An Temple, he saw many tourists were 
looking at the fifteen rocks and chatting about them, as if the noise they made 
could cover the uneasiness in their heart. Then, the last sunray of the summer 
swept across them, they quieted down and sat, gradually they were like becom-
ing rocks themselves. 

He shuddered but was, at the same time, relieved. Ever since then, he felt the 
weight of the rocks from the zen garden wherever he went. 

Is our time different from Matsuo Basho’s? It is still dangerous, disastrous. 
Either for escape or search, for a month he walked along the coast of Hokkaido. 
During that time he nearly collapsed. When passing through a village, he saw 
a jade green rice paddy field, it hadn’t a square shape like the others’, but was 
circling around a center which was a piece of erected wood. 

“The piece of rice paddy hit me.”
After some time, he returned to the village to look for the rice field, and in-

advertently walked into his future. 

5.
There was another village, which was not far from Kyoto, abandoned for years 
owing to the aging population, and no more young people could be found. The 
weather box in the school square had become the playground for climbing 
plants. What hadn’t changed was the ubiquitous gods. 

A few young architects and their friends had just built a toilet with wood by 
themselves in the village. Looking out from the window of the toilet, you could 
see wild flowers grew vigorously everywhere on the long-abandoned land. The 
land had celebrated the abandonment from the human beings with its own 
fertility. 

Gods were everywhere, they bore the loneliness from the absence of people 
but would welcome at any time the return of them. 

6.
The street led to a temple, whoever passed by would go in and pray. 

At the café in the block, I found the scenery collector, he was fascinated by 
coffee as well as cave exploration: “The innards of a cave is like the inside of 
human brain, it is so quiet that one feels like he’s returned to the uterus.”

Contrary to the quiet caves, this bustling café was the base for his scenery 
collection. From the window of the café, you could see the neighbors were pre-
paring a worship parade for the next day: “Everyone is a view to watch.”

7.
The person who invented the round rice paddies was not from the village either, 
he taught Y how to grow rice. Five years had passed, though having not met 
the abbot, they did meet friends stationed in the village: one was studying how 
to make goat cheese, one was learning ancient charcoal-grilled and handmade 
miso, and another travelled on a white horse each summer. It might take an-
other five years for Y to find his own way to express his feelings towards the land, 
so far, he was able to exchange daily goods with villagers with the rice he grew. 

The scenery collector built Koya with his neighbors, it was a shelter and a 
place to allow the simple life people used to live: with fire, basic food and a bit of 
space, people can live a more imaginative life. 
Before I came, I thought I was searching for the history, I didn’t realize that I 
would have walked into the future inadvertently.

hu fang (胡昉) is a novelist, art critic, and the co-founder and artistic director 
of Vitamin Creative Space in Guangzhou.

Translated from Chinese by Fang Liu

All images by Hu Fang.
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由
国
家
艺

术
到
企
业

艺
术
，
或
许

濒
危
规
模

才
是
出
路

卓
塔
 

蒙
巴
萨

我
生
活
在
巴
西
的
东

北
部
。
一
座

我
把

她
叫
做

纳
通
镇
(
N
a
t
o
w
n
)1
的

城

市
。
阳
光

永
恒
的
晒
在
人
们
的
头
顶
。
小
镇
的
边

缘
是
酒
店
，
豪
华
公
寓
，

凉
亭
，
餐
厅
和
俱
乐
部
。
我
，
住
在
您
们
度
假
的
地
方
。
一
座
热
带
城
市
，
旅

游
的
天

堂
。
这
便
不
能
更

显
然
地

意
味

着
，
市
区
的
规

划
会
优
先
考
虑

游

客
们
所

经
过
的
那
一
带
的
卫

生
，
而
牺
牲
掉
另
一
些
更

加
破
落
的
市
区
。

当
然
还
有
些
不
这
么
显
著
的
效
果
。
在
这
篇
文
章
中
，
我
想
反
映
的
是
，
我

的
城
市
的
旅

游
特

色
如
何
影
响
到
政
治
文
化
，
影
响
到
面
向
地
方
的
艺
术

生
产
的
不
同
项
目
，
有
的
获
得
、
有
的
没
有
公
共
襄
助
，
它
们
的
能
见
度
以

及
持
续
发
展
的
条
件
。

我
至
少
能

够
理

解
纳
通
镇

这
种
政
治
文
化

联
系
方

式
的
城
市
规

划
的

两
个
后
果
。
首
先
它
直
接
关
联
到
国
家
，
并
被
一
种
旨
在
生
产
和
强
化
本
地

特
色
的
美
学
原
则
所
指
导
。
这
种
被
官

方
记
忆
的
粗
线
条

勾
画
出
轮
廓
的

国
家
艺
术
，
与
东
北
城
市
联
合
中
普
遍
存
在
的
祖
先
的
实
践
活

动
，（

珂
珂

舞
、
卡
波
埃
拉
舞
、
萨
满
圆
圈
舞
、
茹
莱
玛
节
、
坎
冬
步
莱
、
翁
班

达
等
等
，

有
着
深

刻
的
非
对

称
关

系
。
作
为
非

物
质
文
化

遗
产
构
成

项
目
的
一
个

组

成
部
分
，
以
保
护
祖
先
文
化
为
原
则
，
国
家
采
取
行
动
，
系
统
的
占
有
了
某
些

传
统
文
化
形
式
，
仅
仅
成
了
对

它
的
利
用
，
从
而
使
得

有
可
能
被
平
庸
化
，

1 
N

at
ow

n 
是

对
推
迟
第
4届

圣
诞
节
视
觉
艺
术
展
厅
和
公
共
管
理
者
对
待
艺
术
家
和
地
方

艺
术
的
方
式
的
抗
议
。
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From the Art of the 
State to the 
Art of Business, or 
Artistic Output 
on a Precarious Scale

Jota Mombaça 
I live in North-east Brazil. In a city that I call Natwon1. The sun is constantly 
burning over our heads. The waterside is taken up by hotels, luxury buildings, 
kiosks, restaurants and clubs. I live where you spend vacation. A city from the 
tropics, built as a tourist paradise. This implies, most obviously, an organization 
of urban space focused on sanitized areas - where the tourists go - to the detri-
ment of other parts of the city, that are increasingly more precarious. But there 
are also less obvious consequences. Throughout this text, I would like to reflect 
on how the tourist character of my town interferes with the cultural politics 
aimed at local artistic production, by regulating the types of projects that get, or 
don’t get public funding, as well as their visibility and conditions for continuity.

I see at least two ways in which the city project affects the articulation of 
cultural politics in Natown. The first is directly linked to the State and is guided 
by an aesthetic principle that aims to create and re-enforce a certain regional 
identity. This art of the State is shaped by the harsh lines of official memori-
alism, which coexists in the urban North-east with ancestral practices (capoe-
ira, shamanic circles, Jurema parties, Candomblé and Umbanda, etc.) in a pro-
foundly asymmetrical relationship. By adopting the principle of preservation 
of ancient cultures as part of a program for the establishment of “spiritual heri-
tage”, the State begins to systematically appropriate certain traditional cultural 
forms, which then serve the State to the extent that they become neutralized 
and marked as something of the subaltern colonial matrix: they come to repre-
sent the past. And once captured by the logic of the art of the State, they repre-

1 “Natown” is a protest about the postponement of the 14th Visual Arts Exhibition of Natal and about 
the way public managers have treated the artists and the local art.

sent the value of the past in manufacturing a singular conservative and regional 
identity. Conversely, when we speak about North-eastern popular culture, we 
must keep in mind that we are talking about a living culture and therefore as 
ancient as it is contemporary. Contemporary culture and ancestry can in no way 
be reduced to the format of an official memory. It is as an active memory, ances-
try is re-worked, used, disseminated, and as such it is preserved. Contemporary 
culture and ancestry are, in this sense, much less ingenious than the aesthetic 
principle of the State supposes, because they usually have in abundance what 
the rational colonial State lacks: Ginga, which is the art of infecting new uni-
verses on the road to molecularity.

The second way in which cultural politics suffers interference from the State 
does not operate according to the same dynamic; it addresses public tenders 
and their approvals policy. Currently, in Natown, no more than a small propor-
tion of artists and cultural producers manage to sustain their work thanks to 
resources from public tenders, which is not to say that a considerable portion of 
these same artists and cultural producers do not compete to win these tenders. 
It happens that the tenders mechanism implies government control, not only 
over the writing of projects, but also over the types of projects that qualify to 
apply for these resources. This control, however, is much more subtle than the 
above example. It is no longer about the aesthetic principle of the State overlap-
ping with artistic production and elaborating a static and consistent universe for 
a certain project of regional identity. In the case of tenders politics a multiplicity 
of aesthetic principles can coexist. The unitary art of the State is not repeated 
in another context and the radical fragmentation of universes of reference be-
comes inevitable. It is true that it follows a larger opening for the heterogeneity 
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被
登
记
为
殖
民
主
义
摇
篮
的
附
属
品
：
这

些
文
化
成
了
过
去
的
代

表
。

当
它
们
被
国
家
艺

术
的
逻
辑
所
俘
获
，
它
们
在

生
产
单
一
而
保
守
的
地

方
特

性
中
，
便

成
为
代

表
过
往
时
代
的
价
值
的
东
西
。
往
往
当
我
们
说

到
东
北
民
间
文
化
，
我
们
的
头
脑
中
的
概

念
应
该
是
在
谈
到
鲜

活
的
文

化
，
因
此
，
既

是
那
么
古
老
，
又
是

这
样
现
代
。
然
而
，
这
种
现
代
恰

恰

是
在
它
的
古
老
上
，
一
点
也
不
减
少
官
方
记
忆
的
格
式
。
正
像
一
种
活
的

记
忆
，
祖
先
们
再
现
劳
动
的
场
景
，
他
们
自
己
来
保

护
自
己
的
活
动
。
通

过
感
染
来
保
存
。
从
此
种
意
义
上
，
就
不
像
国
家
美
学
原
则
那
么
幼
稚
，

因
为
它
们
普
遍
地
富
于
国
家
殖
民
理
性
所
缺
乏
的
：
GI
NG
A（

舞
步
）
，
这

种
在
分
子
态
的
道
路
上
作
为
参
照
物
的
新
世
界
的
艺
术
感
染
力
。

其
次

，
尽
管

遭
受
国
家
的

介
入
，
没
有

按
照
自
己
同

类
的
联

系
操

作
。
我

所
指
的
是
出
版
政
策
，
和
审
批
制
度
。
目
前
，
在
纳
通
镇
，
最
多

只
有
很
小
的
一

部
分
艺

术
家

和
文
化

生
产
商
以
来
自
出
版

政
策
的
财

源
为
基
础
维
持
工
作
。
我
的
意
思
不
是
说
相
当
多
的
同
一
些
艺
术
家
和

文
化

生
产
商
不
去
竞

争
这

些
出
版

机
会
。
问
题

是
政

府
的

这
种

技
术

意
味

着
一
种
控
制
，
不
但
在
于
项
目
的
书
写
方

式
，
而
且
在
于
是
何

种

类
的
项
目
，
乃
至
申
请
者
是
否
是
有
能
力
获
得
资
助
的
人
。
而
且
，
这
种

控
制
比
之
前
被
提
出
的
时
候
更
加
微
妙
。
已
经
不
是
所

谓
国
家
美
学
原

则
，
要
求
艺
术
生
产
必
须
表
现
有
参
照
性
的
美
学
范
畴
，
与
某
些
地
方

特
色
的
项
目
保

持
一
致
性
。
在
出
版

政
策
问
题

上
，
多
重
美
学
原
则
可

以
同
时
并
存
。
国
家
艺
术
部
门
，
在
这
种
背
景
下
，
不
重
复
出
版
，
作
为

参
照
物
的
艺
术
世
界
于
是
便
不

可
避
免
的
碎
片
化
。
的
确
，
这
样
对
现

代
艺

术
的
多
样
性
敞

开
大
门
，
但

是
在
意
味

着
多
元
化
的
同
时
，
出
版

政
策
也
成
了
发
明
一
系
列
新
设
备
的
铭
牌
，
转
而
调
控
这
种
多
元
化
。

出
版

政
策
与
纳

通
镇
作
为
旅

游
城
市
的
建
设

之
间
如
何
相
互
作
用

的
一
个
有
趣
的
事
例
，
便
是
艺
术
海
滩
(A

r
te
P
ra

ia
)2
项
目
。
这
一
项
目

由
伊
塔
乌
银
行
赞
助
，
通
过
文
化
部
鼓
励
文
化
罗
瓦
内
特
法
实
施
，
已
经

是
第
三

版
，
是
开
展
河
岸
之
家
(C
a
s
a
 
d
a
 
Ri
b
ei
r
a)

3
活

动
，
在

纳
通

镇
的
城
区
海
滩

布
置
现
代
艺

术
作
品
。

20
14
年
版
恰

逢
巴
西
世
界
杯
期

间
，
城
中
来
自
世
界
四
方
的

游
客
云

集
，
以
轻
松

愉
快
，
色

彩
鲜

艳
，
充

满
趣
味
的
作
品
，《

艺
术
海
滩
》
所
指
的
倾
向
是
将
现
代
艺
术

稀
释
在
娱

乐
文
化
的
肉
汤
，
并
且
，
假
使
说
是
要
在
海
滩
创
造
出
公
共
空
间
，
则
无

非
是
给
那
个
空
间
已
存
的
逻
辑
锦
上
添
花
：
娱
乐
与
消
费
。
至
少
在
这
一

期
没
有
像

蓬
塔
内
格

拉
海
滩
占

据
市
区
那
样
堪

称
灾

难
的
作
品
；
也
没

有
由
于
城
市
里
世
界
杯
效
果
而
产
生
什
么
担
忧
的
批
评
，
虽
然
时
间
的
重

合
。
更
没
有
对
旅
游
逻
辑
产
生
质
疑
，
将
海
滩
乃
至
整
座
城
市
化
为
消
费

空
间
。
我

并
非
认
为
那
些
问
题
都
是
非
提
出
不

可
的
，
但
是
我
自
问
：
倘

若
这
些
问
题
被
提
出
，
对
赞
助
企
业
该
是
何
种
效
果
？

在
这
一
点
，
我
想
重
提
一
件
旧
事
，
一
个
私
人
文
化
机
构
对
一
件
在

巴
西
有
争
议
的
艺
术
品
的
查
禁
。
美
国
著
名
摄

影
家
南

高
丁
，《

性
依

赖
的
叙
事
曲
》
摄

影
集
，
在
里
约
热
内
卢
展
览
开
幕
前
几
个
星

期
被
取

2 
艺
术
海
滩

(A
rt

eP
ra

ia
) h

tt
p:

//
w

w
w

.c
as

ad
ar

ib
ei

ra
.c

om
.b

r/
ar

te
pr

ai
a

3 
河
岸
之
家

(C
as

a 
da

 R
ib

ei
ra

):h
tt

p:
//

w
w

w
.c

as
ad

ar
ib

ie
ir

a-
co

m
.b

r/

消
。
由
于
所
产
生
的
反
响
，
成
了
标
志
性
的
事
件
，
可
是
说

起
来
，
我

更

有
兴
趣
指
出
存

在
无
数
的
小
审
查
，
成
为
私
人
企
业

通
过
免
税

对
文
化

项
目
提

供
公
共
资
金

程
序
的
一
个

组
成
部
分
。
归
根

结
底
，
我
们
不
该

忘
记
，
选
择
，
启
动
，
赞
助
都
是
被
，
此
种
情
况
下
，
企
业
界
所
固
有
的
道

德
包
了
装
的
权
力
的
操
作
。
是
国
家
艺
术
向
企
业
艺
术
的
过
渡
。

让
我
回
到
那
通
镇
的
主
题
。
来
叙
述
旅
游
如
何
给
文
化
生
产
界
定
领

域
，
从
经
济
上
滋
养
那
些
创
意
，
从
某
种
形
式
上
，

 
生
产
出
与
旅
游
项

目
相
配
合
的
城
市
地
域

文
化
。
从
国
家
艺
术
的
角
度
，
直
到
不
久
前
，
还

是
由
北
里
约
格
朗
德
旅
游
秘
书
处
负
责
大
部
分
面
向
地
区
文
化

生
产
的

资
金
；
至
于
企
业
艺
术
，
则
是
一
些
大
型
艺
术
节
，
大
型
演
艺
节
目
，
巨
型

展
览
，
会
吸
引
大
投
资
者
。
两
种
情
况
，
大
规
模
的
生
产
都
服

从
艺
术
圈

和
文
化
生
产
商
吸
引
游
客
的
格
式
。
除
此
之
外
，
就
剩
下
独
立
生
产
者
特

有
的
岌
岌
可
危
的
规
模
，
实
验
艺
术
和
行
为
艺
术
的
规
模
。

我
4 想

我
的
工
作
属
于
研
究
和
表
演
卡
塔
琳
娜

 
. 

桑
托
斯

5 强
烈
的

摄
影
、
克
里
斯
塔
琳
娜

6  
和
伊
萨
克

 
. 

璐
娜

7 的
数
字
艺
术
、
多
拉

 
. 

比
尔
朔
夫
斯
基
不
倦
的
策
展
工
作
、
ES

3集
体

8 以
其
《
山
羊
回
路
艺
术
》

(C
ir
cu
it
o 

Bo
de
 
Ar
te

9 )
的
坚
韧
不
拔
的
努
力
、
伊
伽
伯
 
. 

德
阿
尔
玛

斯
10
和
埃
斯
吉
佐
凡
客

11
的
种
族
迷
幻
、
马
哈
迈
德

12
的
医
疗
音
乐
、
卡
里
拖

的
著
作
式
电
影
、
在
恰
帕
斯
之
家

13
和

12
2工

作
室

14
的
独
立
空
间
扩
散
、
在

像
马
罗
卡
艺
术
和
回
音
场
那
样
没
有
固
定
空
间
的
独
立
项
目
、
在
类
似
雷

拉
迪
尼
斯
自
治
集
体

15
那
样
的
女
权
行
为
艺
术
的
合
作
社
…
 
…
 
正
是
在

此
种
濒
危
的
规
模
上
，
旅
游
的
限
制
因
素
变
得
薄
弱
，
而
一
个
为
数
众
多

群
体
，
再
创
造
了
城
市
。
正
是
在
独
立
创
作
的
道
路
上
，
市
区
的
空
间
发
生

演
变
，
就
像
灰
色
的
墙
壁
就
该
被
涂
鸦
和
恶
搞
的
颜
料
所
涂
抹
得
色

彩

斑
斓
，
如
同
《
混
沌
》
、《

爱
环
愈
》
、《

和
平
的
科
学
》
，
如
此
众
多
。
空
间

会
游
离
。
如
同
艺
术
家
的
群
体
，
推
测
文
化
政
策
和
旅
游
套
餐
。

jo
ta

 m
om

ba
ça

 是
一
位
作
家
，
表
演
者
和
自
发
的
研
究
者
。

20
14

跨
国
对
话
参
与
者
 。
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of contemporary art, yet, at the same time that means an openness to multiplic-
ity, and the tenders politics is the landmark invention of a series of new devices 
focused on the regulation of that same multiplicity.

The relationship between tenders politics and the building of Natown as a 
tourist town can be illustrated by the example of the ArtePraia2 project. Funded 
by Banco Itaú through the Rouanet Law of Promotion of Culture (MINC), the 
project, now in its third edition, is organized by Casa da Ribeira3, and consists 
of the installation of contemporary art in Natown’s urban beaches. The 2014 
edition took place during the same period of the FIFA World Cup in Brazil, 
when the city was packed with tourists from various parts of the world. With 
pleasant works, generally colourful and playful, ArtePraia signified a tendency 
towards the dilution of contemporary art in the broth of culture and entertain-
ment. Its aim to re-create the beach’s public space did nothing more than en-
dorse the logic already existing in this space, that of enjoyment and consump-
tion. There was no commentary, for example, on the disastrous effects of the 
urban occupation of Ponta Negra, nor any criticism relating to the effects of the 
World Cup on the city, despite the dates coinciding; and thus, no one comes to 
properly question the logic of tourism that converts the beaches, as well as all 
of the city, into spaces of consumption. I do not intend to say that these issues 
must be mandatory, but I wonder: if they were raised, how would the sponsor-
ing company have reacted?

At this point, I want to recall the famous case involving the censorship by a 
private cultural institution of a work considered controversial in Brazil. It hap-
pened in 2010, on the part of Oi Future, and the censorship was directed to-
wards the “The Ballad of Sexual Dependency”, a famous photographic series by 
the American artist Nan Goldin. The show was cancelled a few weeks before the 
opening of the exhibition in Rio de Janeiro. This case has become emblematic 
due to the repercussions that it had, but what interests me is the observation of 
numerous small censures that are triggered during the process of granting pub-
lic funds via tax exemption, from private companies to cultural projects. After 
all, we must not forget that to select, to enable and to sponsor are operations of 
power, wrapped up in this case, by the pervasive “ethics” of the business world. 
A passage from the art of the State to the art of business.

I return then to Natown. And to the narrative about how tourism delimits 
the cultural production field, nourishing economically the initiatives that some-

2 ArtePraia: http://www.casadaribeira.com.br/artepraia/
3 Casa da Ribeira: http://www.casadaribeira.com.br/

how produce a coherent territorialization of the city tourism project. From the 
point of view of the art of the State, until very recently it was the Department 
of Tourism that took care of most of the funds directed to local cultural produc-
tion; that is to say, with regards to the art of business, big festivals, big shows 
and big exhibitions that attract large investors. In both cases, the large-scale 
production is associated with the adhesion of artists and cultural producers to 
the tourist network format. Outside of that, art remains on a precarious scale, 
small independent productions, experimental artistic processes and “artivism”.

I think of my own work as an investigator and performer4, in the striking 
photography of Catarina Santos5, in the digital art of Christalina6 and Isaac 
Luna7, in the tireless curatorial work of Dora Bielschowsky, in the insistence 
of the Coletivo ES38 with their Circuito Bode Arte9, in the ethno-psychedelia of 
Igapó de Almas10 and Esquizophanque11, in the medicinal music of Mahmed12, 
in the authorial film of Carito, the proliferation of independent spaces such 
as Casa Chiapas13 and Atelier 12214, and independent projects without defined 
space such as Maloca Arte and EcoPraça, in the feminist art-action collective 
such as Coletivo Autônomo Leila Diniz15… It is all on a precarious scale that fails 
to reach the tourist, and the multitude of artists that work to reinvent this city. 

It is the path of independent creation that transforms urban space, when 
the grey walls get coloured by the paints of graffiti and taggers, such as Chaos, 
Amar Elo Healing, Peace Science, among others. A space that is nomadic. As 
the multitude of artists go beyond cultural politics and the tour packages.

jota mombaça is a writer, performer and autonomous researcher. He is a par-
ticipant in Transnational Dialogues 2014.

4 Jota Mombaça: http://cargocollective.com/jotamombaca
5 Catarina Santos: https://www.behance.net/catarinasantosphotos
6 Christalina: http://christalina.carbonmade.com/projects/5348285
7 Isaac Luna (Isaac T.): https://www.flickr.com/photos/joatan_luna/
8 Coletivo Es3: http://coletivoes3.blogspot.com.br/
9 Circuito Bode Arte: http://circuitobodearte.blogspot.com.br/
10 Igapó de Almas: http://igapdealmas.bandcamp.com/
11 Esquizophanque: http://esquizophanque.bandcamp.com/releases
12 Mahmed: http://mahmed.bandcamp.com/
13 Espaço Casa Chiapas: https://www.facebook.com/espacocasachiapas
14 Ateliê 122: http://www.youtube.com/watch?v=lFOoVZoCqVs
15 Coletivo Autônomo Leila Diniz: http://www.mamu.net.br/?p=569#!/loc=-5.789158000000013,-
35.208692,17
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公
共
空
间

的
集
体
活

动 拉
拉
 ·

 索
布
拉
尔

场
所

很
多
年
以
来
，
人
们
不
认
为

城
市
是
一
座
城
市
，
而
是
，
属
于
不
同
等

级
的
两
个
人

群
。
相
距
如

此
遥

远
，
乃
至
思
考
的
人

感
到
没
有
能
力

去
做
，
而
做
的
人
，
机
械
地
去
做
，
对
做
什
么
不
去
思
考
。

在
巴
西
的
圣

保
罗
，
规

划
设

计
与
实

施
的
不
匹

配
达

到
如

此
程

度
，
乃
至

近
年
来

对
城
市
作
直
接
的
介
入
吸
引
了
越

来
越
多
的
支

持

者
。
公
共
场
所
的
活
动
造
成
市
民
日
常
的
分
裂
，
引
起
关
于
这
种
行
动

所
暴
露
的
情
况
的
反
思
。
如
果
活

动
成

为
经
常
的
并
给
城
市
的
需
要

产
生
立
竿
见
影
的
解
决
，
那
么
就
有
变

成
集
体
自
发
性
的
行

动
的
潜

力
，
换
句
话

说
，
人
们
会
自
发
的
加
入
进
来
，
既
然
这
种
解
决
城
市
问

题
的
样
板
，
给
公
共
空
间
带
来
快
速
而
明
显
的
改
善
。

基
于
这
种
调
查
结
果
，

20
14
年

1月
，
我
决
定
在
圣
保
罗
马
铃
薯

广
场
开
展
定
期
演
出
活
动
。
马
铃
薯
广
场
是
圣
保
罗
市
中
心
扩
建
的

广
场
，
近

十
年

实
施
城
市
改

造
，
工
程
缓
慢
而
昂
贵
，
结
果
却
没
有

城
市
建
设
的
质
量
。

20
13
年

揭
幕
，
是
一
片
荒
旱
的
空
间
，
没
有
树

木
遮
荫
，
没
有
城
市
家
具
，
作
为
现
代
公
共
空
间
的
作
用
明
明
白
白
：

是
通

道
的
空
间
，
而
不
是
停
留
的
空
间
，
如
同
圣
保
罗
的
很
多
空
间

一
样
。
我
的
目
的
是
将
广
场
的
一

部
分
空
间
改
变

成
停
留
空
间
，
利

用
G
A
M
BI
A
R
R
A
 
（
替
代
利
用
）
的
方

法
。

 
G
A
M
BI
A
R
R
A
 
是
将
手

头
的
东
西
，
变

成
所
需
要
的
东
西
，
或

者
说
，
是
临
时

利
用
现
有
的

条
件
。
这
种
意
义

上
相
似
于
黑

客
，
反

对
消
费

者
的
消
极
角
色
，
建

议
以
现
有
的
知
识
，
产
生

新
的
解
决
方
案
。
以
这
种
逻
辑
，
我
们
把

家
具
搬
到
广
场
，
组
织
文
化
活

动
，
在
那
片
荒
凉
中
创
造
出
一
个

舒

适
的
空
间
。
行

动
吸
引
来
居
民
，
围
观
的
群
众
，
和
认
同
这
项
事
业

的
志
愿
者
。
我
们
的
团
体

在
壮
大
，
发

展
成
一
个

运
动
，
今

天
我
们

在
网
络
有
电
子
申
请

表
，
针
对
愿
意
辅
导
文
化
活

动
的
人
员
，
我
们

还
在
广
场
上
建

造
了
家
具
，
自
己
动
手
制
作
木
桌
，
还
有
些
支
持
我

们
运
动
的
人
捐
赠
了
别
的
家
具
。
我
们
占
据
马
铃
薯
广
场
已
经
九
个

月
，
广
场
明
显
变
得
生
气
活
泼
，“

一
个
空
间
，
可
以
空
空
如
也
，
也

可
以
充
满
一
切
”
。
我
们
清
楚
地
见
证
了
占
据
那
个
空
间
的
潜
力
，
并

且
推
动
尚
在

初
起

阶
段
的
到

城
市
外
边

生
活
的
文
化
。
经

过
对

这

个
城
市
介
入
的
注
册
和
系
统
化
，
我
们
的
目
标
是
启
发
别
的
人
去
占

据
城
市
的
公
共
空
间
。

专
攻
建
筑
与
城
市
规
划
。
目
前
专
注
于
和
移
动
性
（
非
机
械
性
的
运
输
）

有
关
的
文
化
计
划
以
及
民
主
化
的
文
学
。
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Public and 
Collective Making 
Laura Sobral 
For many years, those who thought about the city were not the ones actually 
involved in making it – two different, hierarchically distinct groups. The dis-
tance was such that those who thought the city no longer felt able to make it; 
and those making it, did so in an automatic fashion, without adding thought to 
what they were doing.

In São Paulo, Brazil, the discrepancy between project and performance 
reached such a level that the direct intervention on the city is gaining more and 
more adepts in the past few years. The act of making in public provokes a rup-
ture on the daily life of citizens, thus leading to a reflection on the situation ex-
posed by the action. If such making takes place on a regular basis and produces 
immediate solutions, it bears the potential to become a self-generated collective 
action, that is to say, something that spontaneously aggregates people, consid-
ering that the prototyping of urban solutions brings quick and visible improve-
ments to the space.

Based on these findings, on January 2014, I decided to make a regular, per-
formative occupation of the Largo da Batata, in São Paulo. The Largo da Batata 
is a square located in the expanded center of the city, which has been through 
a re-urbanization process over the last ten years – a slow and expensive work 
whose results are devoid of urban quality. On 2013, this arid space was inaugu-
rated, lacking the shade of trees and street furniture, making a clear statement 
of its role as a contemporary public space: an area intended for crossing, not for 
living, just as many other spaces in São Paulo. My goal was to transform part 
of it in a living space, by using methods of what the Brazilians call ‘gambiarra.’ 
It consists in transforming what you have in hand into what you need, i.e., to 

improvise with what is within reach. It has something to do with hacking, in 
the sense that the consumer’s passive role is counterposed, suggesting the pro-
duction of new solutions based on the knowledge that already exists. Within 
this logic, every Friday late in the afternoon, me and whomever else was up 
to occupy the Largo used to take some street furniture and propose cultural 
activities there, thus generating a comfort space amidst that desert. The action 
ended up attracting local dwellers, regular goers of the surrounding areas, and 
also those who identified themselves with this cause. The group grew up and 
became a movement. Nowadays, people interested in conducting cultural activ-
ities there must enroll in an online sheet open for all, and we have already built 
street furniture there, where one can find wood benches made by us and other 
items donated to the space by sympathizers of the movement. It has now been 
nine months since we first occupied the Largo da Batata, and the changes to its 
dynamics are palpable – how ‘a space that is nothing can be everything.’ The 
potential of occupation of that space was evidenced, and we keep on fomenting 
the yet incipient culture of living the city from its outside. By recording and sys-
tematizing this urban intervention, our aim is to inspire people to occupy other 
public spaces on the city.

laura sobral has studied architecture and urban planning. She now works 
with cultural projects mainly about mobility (non-motorized transport) and de-
mocratization of literature. She is a participant in Transnational Dialogues 2014.

Translated from Portuguese by Daniel Lühmann
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ENTREMEIOS: 
WAYS OF LIVING AND 
CREATIVE PRACTICES iN 
RIO DE JANEIRO
Barbara Szaniecki | Zoy Anastassakis 

Entremeios: Ways of living and creative practices in the city is the title of the sem-
inar organized by the LaDA (Design and Anthropology Laboratory) of ESDI/
UERJ, held from August 8-11, 2014, at the Carioca Center for Design (CCD) 
under the Pró-Design call of the Rio Heritage of Mankind Institute. However, 
Entremeios is much less and much more than a mere seminar.

It is much less because it is transected by the thought of a ‘minor design,’ 
something less pretentious than the modern design based on formal knowledge 
and practices, which distanced itself (when not just simply ignoring) from the in-
formal knowledge and practices, many of them coming from the ‘popular field.’

It is much more due to the fact that it does not constrain itself to the four-
day seminar, quite the opposite. It falls on the ongoing research ‘Design and 
Anthropology Laboratory: Ethnography, drawing, cartography, and project 
on/of the city,’ held in partnership with the College of Industrial Design of the 
Universidade do Estado do Rio de Janeiro (esdi/uerj), with the professors and 

researchers Zoy Anastassakis (designer and anthropologist) and Barbara Sza-
niecki (designer), along with the Institute of Philosophy and Social Sciences of 
the Universidade Federal do Rio de Janeiro (ifcs/ufrj), with the professor and 
researcher Karina Kuschnir (anthropologist).

Entremeios intends to be, more than a seminar, a ‘trigger for dialogue’ with 
other research and educational institutions and professionals, holding partner-
ships with different subjects and the public authorities as from the interaction 
between urban design and anthropology. Still, we cannot foresee this reach; we 
can only indicate a few points of departure, the concrete accomplishment of the 
seminar, and some of its findings, so then we can indicate possible directions 
to the adventure of a 21st century design, with a particular mix of boldness and 
cautiousness.

1. Rio de Janeiro: A LABORATORY FOR LaDA
LaDA was born a year ago in Rio de Janeiro. In a certain way, the city stands as 
LaDA’s magnified laboratory: the Carioca metropolis is its experimentation 
space. Without any ambition to encompass its whole extension nor to provide 
a full solution to the heterogeneity of the city, the LaDA only states the need of 
the designer to leave the comfort of his or her office and head to the field, just as 
the anthropologist does. With both feet on the floor, the designer goes through 
the urban territory to recognize its roaming and existing ways of living, to try 
out several manners of representation, as well as to sustain such experimenta-
tion over time before actually starting to design. Such is LaDA’s footprint: the 
assumption that, by extending its process, the design project ensuing from this 
support/suspension of the objectified time of the contemporary city – a place 
where we produce and are produced in return – might avail itself of the existing 
(and resisting) subjects and subjectivities, thus rendering new ways of living 
with creative practices amidst this suspension.

The first steps had already been made on the mayoral elections two years 
ago. Designers were invited to talk to mayor Eduardo Paes – elected in 2008 
and candidate for re-election in 2012. The discussion engendered the percep-
tion that it was mandatory to present thoughts on what is design today for all 
mayoral candidates, and, after this daredevil definition, to present proposals 
of public policies for and with design to the city. The group Design + Cidada-
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nia:Rio was then created, and more than a Facebook discussion forum,1 it also 
involved weekly meetings at esdi/uerj in order to collectively build an agenda 
for further debate with the candidates, possibly generating a later document 
summing up the main discussed issues. The goals of this initiative were only 
partially attained, although it brought forth not only the embryo of LaDA, but 
also some sort of community for thinking and practicing design-related actions 
requiring room and expression in Rio de Janeiro.

Thereby, it was not by chance that the following year started with some 
experiences at esdi’s extension (in partnership with the Agency Networks for 
Youth) and graduation programs with different local partners, notably in the 
disciplines of Project Representation – Means and Methods, and Development 
of Visual Programming Project ii. These experiences took place in ‘pacified 
communities’ controlled by the Pacifying Police Units and in the city center, 
and are gaining practical systematization and theoretic elaboration since Faperj 
approved the previously mentioned research project ‘Design and Anthropology 
Laboratory: Ethnography, drawing, cartography, and project on/of the city.’ 
The title emphasizes the ‘means’ that anticipate and inform the project’s activ-
ity. Yet, before reaching the ‘means’ (processes) and their ‘ends’ (the project), 
we must approach the ‘urban environment’ that is the Carioca metropolis in 
profound (and often violent) transformation. The research proposes a reflection 
regarding the role of the designer amidst the city’s mesh of complexity, starting 
from the assumption that it is his/her means of action, and simultaneously the 
major artifact or product of his/her action.

In the past few months, whomever wanders about Rio de Janeiro, whether by 
foot, car, bike or any public transportation (bus, vans, trains, subways), observes 
not only one, but several construction sites spread throughout all regions – North, 
West, South, and Center. Most of these works are directly linked with two major 
sports events hosted in the city: the fifa World Cup held in 2014, and the Olym-
pic Games to take place in 2016. If the imminence of these events created a com-
plex agenda of infrastructure works demanded by fifa and the Olympic Com-
mittee, alleging the need to create the right conditions for such competitions and 
everything they encompass, it also incited the speedup of the urban environment 

‘transformation’ process. Whether caused by public initiatives of regional scale, 
like the expansion of the subway network, the ‘pacification’ of favelas, and the 
‘revitalization’ of the port area; whether brought by public and/or private initia-
tives of local scale, including the demolition of ancient buildings to give room for 
new ones, expanding towards the ever-increasing overvaluation of real estates, 
which consequently leads to a rather violent property speculation process. All 
this urban transformation intends to be justified as a necessary insertion of the 
post-industrial city in a new productive and so-called ‘creative’ cycle, requiring 
the creation of new practices and concepts regarding ‘creativity.’ Its sociocultural 
consequences call for the university participation with thought and action.

2. ENTREMEIOS: MEANS AT THE DESIGNER’S DISPOSAL,  
DIFFERENT PRACTICES IN-BETWEEN, AND THE DESIGNER  
HIM/HERSELF IN THE MIDDLE
The research project ‘Design and Anthropology Laboratory: Ethnogra-
phy, drawing, cartography, and project on/of the city’ comes up in this 
context of major transformation in the urban field and in the perception that the 
moment requires the university to take part on the public debate and the pre-
sentation of alternatives that, on their turn, devise instances of dialogue with 
the city, whether occupying the territory (the city as metropolis) or exercising 
politics (the city as polis). From this guise, the Entremeios seminar rises as 
the LaDA�s proposal to the Pró-Design call of the Rio Heritage of Mankind 
Institute. The Design and Anthropology Laboratory of the ESDI/UERJ faced 
the discussions held on the Carioca Center for Design, an institution managed 
by the Rio de Janeiro City Hall, as a possibility of opening the dialogue with the 
public authorities and the society, rather as concrete possible partnerships than 
as an abstraction, all its convergences and divergences considered.

Thought as a ‘trigger for dialogue,’ the Entremeios seminar occupied the 
CCD for four days. The arrangements had started long before, since the LaDA 
aimed at mapping, contacting, and composing a wide network of kinship 
among design thinkers and professionals in Brazil. In order to fulfill this ob-
jective, a lot of attention was given to the creation of the event’s visual identity 
and website, as well as to the release of the schedule through the website and 

1 https://www.facebook.com/groups/343854719032671/
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a Facebook page, insisting especially on the calls for registration on some ex-
pected activities: exhibition of panels on the gallery and their respective pre-
sentation, workshops, and the Lab. For the roundtable, designers from different 
states were invited (coming from São Paulo, Maranhão, and Pará, in addition to 
the Carioca ones) along with two international researchers: Wendy Gunn and 
Eeva Berglund. The four days were highly attended, with vibrant participation 
on the debates. It is important to note that, while the presentation activities and 
the debates were held in the CCD, the workshops and the Lab occurred mainly 
outside of it, on the streets and squares of the city center. This immediate re-
lation with the urban surroundings beyond the institutional space, became a 
central feature of Entremeios. The questions mapped by the participants, the 
panels exhibited on the gallery, and the results of the workshops and the Lab 
were all taken to Praça Tiradentes, a square located in front of the CCD. The last 
activity was then the ‘occupation’ of the square. Its bars were removed in 2011, 
an initiative of the City Hall meant to stimulate the citizens to reclaim the pub-
lic spaces of the city center. There, the festive activity promoted by Entremeios 
called the attention of passersby at the same time it displayed the boundaries 
of design in relation with the population that visits or even lives on the square. 
The incitements made by the Lab on the square highlight these contradictions,2 
recalling that the city center is a historical and current stage for demonstrations. 
Several are the challenges faced by the design in such an unequal city like Rio 
de Janeiro, undergoing transformation processes that might as well dissolve and 
intensify such inequality. For this reason, LaDA expects the network articulated 
through Entremeios to keep on its expansion and consolidation motion.

Now allow us to go back a little to formulate some of the first perceptions of 
these intense days without the ambition to embrace everything that was pre-
sented and debated. We offer here a few considerations on three important top-
ics: (1) the first one concerns the ‘means’ we have to research, represent, and act 
upon this urban environment that is the city; (2) the second one presents what is 
‘in-between’ different creative practices, but not only; (3) the third one proposes 

2 Some of them are listed on the ‘Entrada 64’ page on Facebook: https://www.facebook.com/pages/
Entrada-64/357513604401330 

the designer him/herself (or whatever self-recognized ‘creative’ agent) in the 
middle, as a mediator, articulator or as something yet to be formulated.

First of all, a lot was said regarding the ‘means’ of research, representation, 
and action on the city, whether bearing a purpose of design project or not. Some 
of the panelists presented design projects based on photography and cartogra-
phy to anticipate the project itself. Others – some of them students of the Ur-
ban Anthropology Laboratory3 of the IFCS/UFRJ, under coordination of Karina 
Kuschnir – approached ethnographic practices, including the use of drawing as 
an important tactics for teaching anthropology to persist on the territory and to 
dialogue with the local population to produce knowledge. Although anthropol-
ogy students are not worried about ‘objectifying’ their researches with a design 
proposal, this perception of drawing as an observation technique and knowledge 
tactics – it seems to slow down the urban time, as well as to give room for human 
exchanges – brings important contributions for design students. The latter, on 
their turn, offer the anthropology students some tools to ‘stretch’ their researches 
until the project, even if rudimentarily so. What stood out of these exchanges be-
tween designers and anthropologists is how much the chosen ‘means’ relate with 
the way we live and act on this time-space that is the contemporary city.

If, at first place, LaDA’s proposal and the answers obtained over the semi-
nar effectively refer to the ‘means’ of research, representation, and action on the 
city, secondly it invites for the possible places ‘in-between’: either in the city or 
among ‘ways of living’ and ‘creative practices,’ thus drawing in not only design-
ers and anthropologists. These in-between situations are not always easy to han-
dle, since it is much easier for each knowledge and practice to remain in its own 

‘box.’ Add the fact that these ‘boxes’ are hierarchized, which indicates just how 
political these issues are. Research institutions, for instance, consider design to 
be an ‘applied social science’ – and by ‘applied’ it means an activity that applies 
scientific knowledge, although it is incapable of generating them. It looks like En-
tremeios came and, with its name and the several formats embraced, it allowed 
dialogues and the dismantling of hierarchies, something otherwise impossible 
among different areas of expertise and practices of/on the university and of/on 
the city. For a few days, they became pervious to one another, perhaps even more 
than that. Besides the designers, the seminar also counted on the participation 
of architects and urbanists, as well as contributions from visual artists, audiovi-
sual professionals, and dancers. This way, Entremeios managed to acquire other 
expressive media and even a body for itself on the city.

In the third place, the seminar brought, as from the previously mentioned 
topics, a questioning on the attitude and the position of the designer. A designer 
(or a ‘creative,’ speaking generally) leaves the office and adopts the pedestrian 
perspective. In this movement of going to the field and experimenting several 
ways and means, one is displaced from the project to the process. Yet, one also 
is displaced from the center to the middle, becoming more of an articulator (one 
among many, eventually) than the only responsible for project-related activi-
ties. This way, projects tend to be more collaborative. Such displacements of the 
designer also open possibilities for his action as an interlocutor of the society 
towards the public authorities – both of them equally abstract entities that are 
capable of achieving materialness with the cartographies of its actors and re-
lations –, whether forging public policies FOR design or general public policies 
WITH design. We are talking about the design professional as much as about the 
design researcher, although, the City Hall needs to be informed by all of them: 
design offices and autonomous designers, but also by the university. Ultimately, 
all of the designer’s displacements are essential not only to understand the crisis 
of the modern project, but also to highlight the direction to overcome it.

3. FINAL REMARKS AND NEW ADVENTURES
Let us then consider that the seminar Entremeios: Ways of Living and Creative 
Practices contributed for at least three topics of reflection. The first one stands 
for the ‘means’ of research, representation, and action on the city; the 
second one concerns the places of the city in-between the ‘ways of living’ 
and the ‘creative practices,’ among different practices and knowledge (the 
dismantling of hierarchies existing between the sciences and the practices); 
and ultimately the articulation of this know-how along with public authorities. 
Many were the spaces identified in-between, and much more is yet to come. The 
third aspect – the designer in the middle – corresponds to the designer’s own 

3 http://lau-ufrj.blogspot.com.br/2012/04/gilberto-velho-1945-2012.html
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status, which relinquishes the pretension and becomes more cautious, accord-
ing to a concept coined by Bruno Latour.4

During the seminar, it was curious to observe the displacement of questions 
from space to time. Or at least the swinging between these coordinates of our 
existence. In the field, we approached the longer time of permanence offered by 
means such as drawing. Once back to the institutional space, we approached the 
time necessary to discover the spaces in-between, that is, the collaborations and 
partnerships. We even approached the gap between the time of research and the 
time of politics (either the time of protests or that of the elections), considering 
that the latter often runs down the former. When handling all these different 
temporalities, the university tries to play its part. The LaDA wishes Entremeios 
to become a book and a platform (combining website and other forms), thus ar-
ticulating analogic and digital, material and virtual aspects. At last, reckoning 
that despite the remarks regarding time, the space remains as important, LaDA 
studies the possibility of making an itinerant seminar.

Translated from Portuguese by Daniel Lühmann

barbara szaniecki has graduated in Visual Communication from the École 
Nationale Supérieure des Arts Décoratifs and holds a master and a doctorate 
in Design from the Pontifícia Universidade Católica. She is author of the book 

“Estética da Multidão”.
zoy anastassakis has graduated in Industrial Design from the Escola Supe-
rior de Desenho Industrial and holds a master and a doctorate in Social Anthro-
pology from the Universidade Federal do Rio de Janeiro.

4 latour, Bruno. “A cautious Prometheus? A few steps toward a philosophy of design (with special 
attention to Peter Sloterdijk)”. In: glynne, Jonathan; hackney, Fiona; minton, Viv (org.). Network 
of Design – Proceedings of the 2008 Annual Intrenational Conference of the Design History Society (uk). 
University College Falmouth. Boca Raton: Universal Publishers, 2009.
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中
国

文
化
政
策

与
当
代
艺

术 王
东

文
化

政
策
是
一
个
国
家
对
文
化
、
艺
术
、
新
闻
出
版
、
广
播
影

视
等
领

域
进
行
行

政
管

理
的

规
定
与
要
求
。
在

全
球
化
的

语
境
中
，
评

估
一

个
国
家
国
力
与
影
响
的
标
准
已
经
由
原
来
单
一
的
对
军
事
、
科
技
、
经

济
“
硬

实
力
”
的

考
虑
，
慢

慢
演

变
对
文
化
、
艺

术
“
软

实
力
”
的
关

注
。
如
此
一
来
，
软
硬
实
力
的
结
合
便
成
为
一
个
国
家
繁
荣
昌
盛
的
最

佳
方

法
。
因
此
，
在
当
下
全

球
都
呈
现
出
对
文
化
、
艺
术
的
培
植
与
发

展
，
每

个
国
家
也
都
纷
纷
致
力
于
制
定
各
自
的
文
化

政
策
，
以
争
夺
文

化
领
导
权
。

中
国
的
文
化
政
策
因
其
特
有
的
历
史
与
国
情
，
呈
现
出
了
具
有
中

国
特

色
社
会
主
义
的
专
有
属
性
。

19
21
年
，
伴
随
着
中
国
共
产
党
的

正
式

成
立
，
马
克
思
的
共
产
主
义
理
论
传
入
中
国
，
并
成

为
中
国
共

产
党

对
外
论
战
的
理
论
依
据
。
因
此
，
这
一
时
期
的
文
化

政
策

主
要

表
现

为
利
用
文
化
的
传

播
及

影
响
来

对
外
宣
读
共
产
党
的
建

党
之

本
。
在

此
之

后
，
随

着
政

治
斗
争
的

深
入
，
在

土
地

革
命

时
期
，
中

国
共
产
党
建
立
起
了
工
农
民
主
政

权
，
以
此

对
外
宣
称
其
所
营
造
的

不
同
于
国
民
党
政

权
的
新
世
界
。
此
时
的
文
化
政
策
则
由
原
来
的
对

外
论
战
转
向
了
对
内
凝
聚
人
心
，
以
为

19
49

年
中
华
人
民
共
和
国
的

正
式

建
立
奠

定
群

众
基

础
。

19
50

至
19

78
年
是
中
国
共
产
党
巩
固

新
生
政

权
的
阶
段
。
此
时
的
文
化

政
策
首
先
强
调
党
的
领
导
，
而
艺

文
工
作
者
则
作
为
“
国
家
资
源
”
进
行
以
国
家

政
治
与
阶

级
斗
争
为

主
要
目
的
创
作
与
宣
传
。

19
78

年
改
革
开
放
以
后
，
中
国
将
“
经
济
建
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Cultural Policy  
and Contemporary 
Art in China
Wang Dong 
Cultural policy is the administrative regulations and requirements of a nation 
over culture, art, the press and the media, etc. In the context of globalization, 
the standard to evaluating the power and influence of a nation has evolved from 
considerations over the ‘hard power’ such as military, technology and economy 
to the attention over the ‘soft power’ such as art and culture. Thus, the ability to 
combine hard and soft powers has become the best way for a nation’s prosperity. 
At present, the entire world is trying to cultivate and develop art and culture, 
and every nation has its own cultural policy to fight over cultural dominance. 

The cultural policy in China shows the socialistic traits that are unique to the 
country. In 1921, along with the establishment of the Chinese communism, Marxism 
was introduced into China and became theoretical basis for the Chinese commu-
nism. The cultural policy during this period was used to claim the founding of the 
communism. With the deepening of political struggle, Chinese Communist Party 
founded the workers and peasants democratic regime during the agrarian revolu-
tion, as opposed to the new world established by the Nationalist Party, cultural policy 
turned from making claims to building solidarity for the founding of the People’s 
Republic of China. The years from 1950 to 1978 were the stage when the Chinese 
Communist Party tried to consolidate the new regime. The cultural policy at this 
time exaggerated the leadership of the Party, art workers, as ‘resource of the nation’, 
create and publicize with the goals of advancing national politics and class struggle. 
After the reform and opening up in 1978, “economic construction” was considered 
a core development, the cultural policy then focused on developing culture, art and 
education, in order to raise the quality of the people and to achieve the economic 
take-off. Since 1993, with the rapid development of the economy in China, cultural 
policy has gradually prioritized ‘culture’ and turned to the creation of “soft power”. 

The cultural policy in China has always carried historical, political and 
ideological issues that are unique to China, and which has happened to be-
come a rich breeding ground for the birth and growth of Chinese contempo-
rary art and make them show unique cultural traits and forms. Before the 85’ 
New Tide Art appeared, the relation between the contemporary art and poli-
tics was pretty ambiguous, with the characters of being political, instrumental 
and pragmatic. Art, at the time, tended to be a tool that served politics and 
the nation. Since the 85’ New Tide Art was born, artists started to try to break 
away from the cultural claims of the authority, and demanded to reexamine 
the world and pursue humanistic values. <Father> by Luo Zhongli and <Why> 

设
”
作
为
核
心
发
展
之
一
，
此
时
的
文
化
政
策
则
为
努
力
发
展
文
化
、

艺
术
、
教
育
等
事
业
，
积
极
提
高
全
民
素
质
，
力
争
尽
快
实
现
经
济
腾

飞
。

19
93
年
至
今
，
随
着
中
国
经
济
的
不
断
发
展
，
中
国
的
文
化
政
策

也
慢
慢
将
“
文
化
”
提
到
了
首
位
，
转
向
了
“
软
实
力
”
的
建
设
。

纵
观
中
国
不
同
时
期
文
化

政
策
的
基
本
形

态
，
期
间
一
直

裹
挟

着
中
国
所
特
有
的
历
史
、
政
治
与
意
识
形
态
的
问
题
。
当
然
，
这
也
恰

恰
为
中
国
当
代
艺
术
的
诞

生
、
发
展
与
成
长
提

供
了
特

殊
而
肥
沃
的

土
壤
，
使
其
呈
现
出
独
有
的
文
化
特

色
与
形

态
。
八

五
新
潮
之
前
，

中
国
当
代
艺

术
与
政
治
的
关

系
比
较
暧
昧
，
具
有

政
治
化
、
工
具
化

和
实
用
化
的
特
点
。
当
时
的
艺

术
更
多
地
是

服
务
于
政
治
、
服
务
于

国
家
的
利
益
。
八

五
新
潮
之
后
，
艺
术
家
慢
慢
试
图
摆
脱
文
革
时
期

专
制
的
文
化

主
张
，
并

要
求
重

新
审
视
人
所
处
的
世
界
，
开
始

追
求

人
本

与
人
性
。
罗
中
立
的
《
父

亲
》
、
高
小
华
的
《
为
什
么
》
都

标
识

着
艺

术
作
品
开
始
由
原
来
的
理
想
主
义
、
英
雄

主
义
，
转
向
悲
情

现

实
主
义
与
平
民
主
义
。
而

19
84

年
星
星
美
展
在
中
国
美
术
馆
外
的
公

园
举
办
也
标
志
着
中
国
前
卫
艺
术
与
主
流
艺
术
之
间
的
矛
盾
已
经
初

现
雏
形
。

19
87

年
改
革
开
放
后
，
市
场
经
济
出
现
，
为
中
国
当
代
艺
术

后
期
的
发
展
提

供
了
有
力
的
条
件
。
因
为
在
此

之
前
主
流
文
化
的
话

语
权
在
官

方
，
且
官

方
文
化
机
构
的
设

立
与
运
营
也
是
计
划
经
济

体

制
存

在
的
一
种
表
现
与
结
果
。
在
此

之
前
的
中
国
前
卫
艺
术
因
没
有

其
他

路
可
以
走
，
一
直
受
限
于
种
种
现
实
的
体
制
与
文
化

政
策
。
因

此
市
场
经
济
的
出
现
使
得
当
代
艺
术
逐
步
脱
离
集
体
叙
事
的
基
调
，

慢
慢

走
向
艺

术
家
的
个
人

表
达
与
展

示
。
从
而
构
成
了
中
国
当
下
文

化
中
主

流
艺

术
（
官

方
主
导
的
艺

术
）
与
当
代
艺

术
（
市
场

经
济
导

向
的
艺

术
）
两

种
不
同
体
系
并
存
的
现

状
。
中
国
计

划
经
济
与
市
场

经
济
的
并
存
导
致
中
国
具
有
特
殊
的
经
济
双
轨
制
度
。
具
体
体
现
在

文
化

政
策
方
面
则
是
既

鼓
励
文
化
多
元
、
百
花
齐
放
，
又
要
适

度
进

行
整
风
，
让
当
代
艺
术
在
“
计
划
”
政
策
中
稳
步
前
进
。
当
然
，
此
时

的
文
化

政
策
已
经
不
再
是
线
性
的
文
化
干
预
，
而
是
在
当
代
艺
术
蓬

勃
发

展
过

程
中

涉
及

意
识

形
态
、
影

响
社
会

稳
定
团
结

时
适

时
调

节
。
例
如
艺

术
家
徐

冰
的
艺

术
创
造
，
会
较

少
涉
及
政
治
及
意
识
形

态
的
问
题
。
他
一
直
以
来
都
对
秉

承
着
“
艺
术
为
人
民
”
的
宗
旨
，
不

断
审
视
当
下
社
会
的
问
题
并

提
出
质
疑
。
因
此
在
国
内
外
的
展
览
都

不
胜
枚
举
，
且
受
到
官
方
机
构
的
青
睐
并
聘
为
中
央
美
术
学
院
副
院

长
。
而
艺

术
家
艾

未
未
，
则
一
直
行

走
于
艺

术
与
政
治
的
交
界
处
，

不
断
探
寻
着

一
个

理
想
社
会
所
应

有
的
包
容
、
自
由
与
民
主
。
但
由

于
他
艺
术
创
作
所
包
含
的
敏
感
因
素
，
他
的
个
人

生
活
与
艺
术
创
作

都
受
到
了
当
局
政
府
的
“
特
殊
关
照
”
。

可
以
说
“
鼓

励
”
与
“
干
涉
”
的
交
错
上
演
是
当
下
中
国
文
化

政

策
的
一
个
较
为
明
显
的
特
点
。
这
不
仅

呈
现
出
了
中
国
当
代
艺
术
所

处
的
真
实
境

遇
，
也
为

我
们
更
好
地

观
看
、
解
读
中
国
当
代

文
化

提

供
一
种
理
论
依
据
与
视
觉
样
本
！

王
东
 深

圳
何
香
凝
美
术
馆
策
展
人
，

20
14

跨
国
对
话
参
与
者
。
 

by Gao Xiaohua marked the turn from idealism and heroism to sentimental 
realism and populism. The Stars Art Exhibition held in the park outside of the 
National Art Museum of China in 1984 has also started to show the contradic-
tion between the avant-garde art and the mainstream art. Since the reform 
and opening up in 1987, market economy has provided a powerful environ-
ment for the later stage of Chinese contemporary art. Previously, mainstream 
culture was dominated by the State, and the establishment and operation of 
the state-owned cultural institutions were the result of planned economy, 
Chinese avant-garde art had no way to go but was limited by the system and 
cultural policy. The appearance of market economy has allowed the contem-
porary art to divorce itself from collective narratives and to slowly move to in-
dividualistic expression. The result is the current co-existence of mainstream 
art (State-dominated) and contemporary art (market-oriented). The co-ex-
istence of planned economy and market economy is unique to China. The 
cultural policy now encourages cultural diversity, at the same time moder-
ately rectifies it, to allow contemporary art move forward under the ‘planned’ 
policy. Therefore it is no longer simple intervention, but to moderate when 
issues involving ideology or social stability rise along the development of con-
temporary art. Take for example the artist Xu Bing, he constantly examines 
and questions the society under the principle of “art for the people” without 
involving issues related to politics or ideology, he is therefore favored by state-
owned institutions and becomes a regular in exhibitions at home and abroad, 
now he is the vice-president of the Central Academy of Fine Arts. In the other 
hand, artist Ai Weiwei has been treading on the border between art and poli-
tics, looking for values of tolerance, freedom and democracy an ideal society 
shall allow. Because his art creation contains sensitive factors, his personal 
life and artistic creation have acquired “special attention” from the authority. 

The alternate measures of “encouragement” and “intervention” are an ev-
ident trait of the cultural policy of China, which not only reflects the true situ-
ation of the Chinese contemporary art, but also offers a theoretical basis and 
literal depiction for Chinese contemporary culture. 

wang dong is curator at He Xiangning Art Museum in Shenzhen. He is a par-
ticipant in Transnational Dialogues 2014.

Translated from Chinese by Fang Liu



40 Free and Easy Wandering. Xing Xin (2008)
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42 Nimbo Oxalá. Artwork by Ronald Duarte (2014)
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How is Culture Funded 
in Brazil?
Mariana Lorenzi
In Brazil today the most common way to realize a cultural project if you are 
a producer, artist or creator, is through the Brazilian Cultural Incentive Law, 
better known as the Rouanet Law. This uses the political mechanism of tax-de-
duction incentives, giving citizens and companies the option to invest a certain 
amount of their income taxes1 in cultural activities which have already been 
approved by the Government, such as exhibitions, concerts, publications, dance 
and theatre performances. Besides this law, there are other devices available 
for financing cultural projects: federal, state and municipal public tenders; leg-
islation to promote certain cultural areas; prizes offered by the private sector; 
collective financing; institutional support; etc. The intention of this article is to 
present both how the Rouanet Law has been responsible for an important leap 
in cultural production in Brazil in the last 20 years, but also how it has been 
highly problematic, focusing on a marketing logic which has put limits on the 
variety of cultural production in Brazil today.

The Brazilian Cultural Incentive Law was approved by the Federal Congress 
in 1991, replacing a previous law named Sarney’s Law2, which also allowed com-
panies to support cultural projects via tax deductions, but which, however, did 
not demand that the project be of public circulation. The Rouanet Law rectified 
the loopholes of the former law and helped to boost national cultural production, 
managing to activate a number of projects that had been on standby, as well as 
working to professionalize the arts sector. Created to stimulate a private-public 
partnership, the business community would pay part, from their own pocket, 
and the other part would come from taxes. The law suffered several modifi-
cations over the years, reaching a point in which, in most of the cases, all the 
resources given by the support company came from tax exemption money: in 
other words, the money went back to the company in the form of unpaid taxes, 
all with the backing of the law.

When these taxes are not received, it is in practice the Federal Government 
itself that ends up financing the projects, despite the fact that those that have 
the power to select the project to receive the resources, are the companies, or 
more precisely, their marketing departments. The Cultural Office takes only the 
role of approving which projects can request the resources, as well as overseeing 
the proponent’s accountability. As a result, the Rouanet Law turns into a power-
ful mechanism of companies’ marketing strategy, giving them the possibility of 
linking their brands to artistic and cultural initiatives. For obvious reasons the 

1 Citizens can give 6%, and companies can give 4% of their income taxes.
2 The law is named after José Sarney, who was the first Brazilian President of Republic after 20 years 
of military dictatorship.

companies and their marketing directors are much more interested in support-
ing big projects that call much media attention, that is, projects that allow the 
broad publicizing of their brands. Besides this, the projects that receive support 
seem to often serve companies in managing their institutional relationships, 
since it is common to offer, for example, in exchange for the sponsorship, VIP 
lounges for company clients, a quota of tickets, private events developed exclu-
sively for the company. It is also frequently observed that producers become 
more concerned with pleasing the sponsor than pleasing the public. 

All this generates a series of symptoms that undermine the diversity of cul-
tural production: there is a concentration of cultural production in the most rich 
and dense areas of the country, like São Paulo and Rio de Janeiro; there is a lack 
of interest by the sponsors in supporting experimental art projects, while there 
is high-level investment in commercial-based activities; and there is a lack of di-
alogue between companies and cultural agents. Those who lose, following this 
model, are not only the small producers and artists, but also the public, who end 
up consuming a narrow form of culture, guided above all by company interests. 

I do not however intend to demonize the sponsorship made through the Cul-
tural Incentive Law, as it is undeniable that it has also brought much to Brazilian 
Culture, but it is necessary to reflect on this model, which appears to be hooked 
in a process in which big companies merely support big projects. To illustrate my 
point, I present two visual art projects that used funds arising from the law, and 
which for me, epitomise the problematics above-described. The first of these 
projects is SP-Art Fair, which has a widely commercial character, and the sec-
ond project is the exhibition Made by Brazilians, which uses a contemporary art 
status to validate a Real Estate venture. 

SP-Art Fair is the biggest art fair in Latin America. It takes place on an an-
nual basis since 2005, but has sought funds from the Rouanet Law since 2008. 
In 2008 it received an estimated U$200.000,00 of the U$290.000,00 desig-
nated that year. In its tenth edition in 2014, the event gathered 136 art galler-
ies from all over the world. With a budget of almost U$2,5 million, half of this 
amount (U$1,2 million) was fundraised via the Rouanet Law. Its main sponsors 
were Itaú Bank3, the phone company Oi4 and the Iguatemi Comercial Center5. 
During the four days of the fair it was common to see a number of VIP areas, 
to which the clients and guests of the companies were directed. Certain logos 
were also spread all over the building where the fair was taking place. This is 
not an unusual scenario when we talk about events like SP-Art Fair, which re-
ceives much public attention and media coverage, especially because it treats 
art as such a luxury item; something that many aspire to own, but few are able 
to purchase.

It is understood by all that the most important activity of the fair is the com-
mercialization of artwork. Besides a program made for young curators, and a se-
ries of talks, the event is primarily profit-driven. This year it is estimated that the 
total value of sales reached U$56 million6. Furthermore, the cost of the ticket 
to attend the fair is approximately U$20,00 – in Brazilian currency R$40,00 

3 Itaú Bank is the largest Latin America bank. In 2013 it had the largest profit for a Brazilian bank in 
the history of the country. 
4 Oi, formerly known as Telemar, is the largest telecommunications company in Brazil and South 
America, both in terms of subscribers and revenues. 
5 Iguatemi is a São Paulo-based shopping center. It is known for having stores of luxury brands like 
Louis Vuitton, Armani etc.
6 http://entretenimento.uol.com.br/noticias/redacao/2014/04/10/vendas-de-obras-na-feira-inter-
nacional-de-arte-de-sao-paulo-crescem-25.htm
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- a high price, compared to, for example a museum ticket, which costs around 
U$5,00. Considering that the attendance at the fair was estimated at twenty 
thousand visitors, ticket sales alone will have raised at least U$300.000,00. 
This is not to mention the participation fee paid by each gallery, that ranges 
from U$5.000,00 to U$15.000,00. And so when we put these numbers in per-
spective, it is hard to find reason why more then half of the SP-Art Fair budget 
comes from public resources, since not even the advantage of free admission, or 
a popular ticket price, is offered. 

This case thus clearly shows the flaws of the Brazilian Cultural Incentive Law, 
firstly because the Cultural Office has funded an essentially commercial project; 
second because the sponsors use the event as a free space, reflecting the skewed 
power relations (Itaú only gave almost U$700.000,00); third because the event, 
despite half of its budget coming from public resources, does not offer strong 
public initiatives to justify this support; fourth because there are a lack of reg-
ulations that call for the application of the law in a more fair and coherent way. 

Even more complex than the previous example is the recent episode of the 
art exhibition Made by Brazilians7. It was held in the old Matarazzo Hospital, 
built in the beginning of the xx century and bought in 2011 by the French busi-
nessman Alexandre Allard for U$48 million. An heritage-listed building, for 
its historic and architectural significance, this show was the first initiative of 
a mega-project that intends to transform the old hospital into a luxury centre 
that will include a twenty-story hotel, a commercial centre and a cultural centre. 
The investment cost will reach U$580 million. This Real Estate project has been 
in itself controversial, especially for the fact that the Condephat (the Counsel 
for Protection of Historic, Artistic and Touristic Patrimony) has modified the 
historic heritage license, allowing that one of the wings of the building be de-
molished, opening a space for the construction of a tower. The project has also 
raised questions concerning urban growth and gentrification, as central areas 
of some of the biggest cities in the world are becoming transformed into places 
where only the very rich can afford to live.

The exhibition that opens this project had the participation of more than 
one hundred artists from different countries, all of whom has produced works 
especially for the occasion. The total budget of the project was approximately 
U$6 million, of which almost U$5 million had been approved for funding via 
the Rouanet Law, but in reality “only” U$1,3 million was raised by taxes. At first 
it would seem that it is legitimate for the project to have used the Brazilian Cul-
tural Incentive Law, as it fits the prerequisites. However, since its announcement, 
the initiative has mobilised against those of the visual arts community that have 
considered the project to be abusive, opportunist and perverse. It basically uses 
contemporary art to legitimize - once it is inaugurated – a project that will be, 
more than anything else, a profit-making scheme for entrepreneurs. In addition, 
it was publicized in the media a list of artists’ names who had decided not to 
participate in the exhibition, because they considered it to be a project of cul-
tural marketing. Some artists, like Maurício Ianês8, started a dialogue with the 
organizers, but withdrew the invitation when he became aware of the megalo-
maniac project slated to be built. Other artists said that they accepted participa-
tion without knowing that the hospital would become a huge commercial centre, 
and regretted their decision to participate. Sônia Gomes9, one of the participant 
artists, declared to the press: “I came as an artist, I wasn’t aware of the political 

7 www.feitoporbrasileiros.com.br
8 Maurício Ianês is a Brazilian artist who has developed an important work focused on language and 
performance, he is represented by Vermelho Gallery (São Paulo).
9 Sônia Gome is a Brazilian artist represented by Mendes Wood Gallery (São Paulo).

part of the entrepreneur. I was sad with the intention to build a hotel and a com-
mercial centre. If I had known about this beforehand, I would have turned down 
the invitation.”10 And thus we wonder, shouldn’t the exhibition organizers have 
been clearer with the guest artists, regarding the future project for the building?

The project, described by Alexandre Allard as a “creative invasion”, clearly 
tries to appropriate the artists’ creator status to legitimize an idea that flirts more 
with the principals of the creative economy than with artistic freedom and ex-
perimentation. Allard himself expressed in an article for the Brazilian newspa-
per Folha de São Paulo “culture is investment and needs to generate income, but 
I don’t see Brazilians selling culture, turning it in business”11. In another article 
for Casa Vogue magazine he said he considers “Bernardo Paz the most import-
ant artist in Brazil”12 – Mr Paz is a Brazilian businessman and art collector who 
created Inhotim, one of the greatest centres for contemporary art in the world. 

I consider these statements highly symbolic since it reveals the instrumen-
talization of the Arts; those who finance it are claiming its authorship. In an 
excellent article by Rachel Spence for the Financial Times, named “Who funds 
the arts and why should we care?”13, there is quote from Charles Esche – curator 
of the 31st São Paulo Biennial - in which he states, “Creativity has become… in-
strumentalised by capitalism and the nation state.”

I do not intend to only accuse the organizers and sponsors of the projects 
mentioned above, because, after all, in their own way they are making use of 
legitimate mechanisms. I do however consider it very important, and urgent, 
that the artistic class take a political position, pressuring and opposing the 
manner in which art is being funded. It is not a matter of completely deny-
ing this kind of support for cultural projects, but being critical about how, for 
whom, and by whom, such financing occurs. For Rachel Spence “Art and pa-
tronage are ancient bedfellows and bursts of outrage are nothing new. But the 
sheer weight of discontent suggests we are reaching a tipping point”. Particu-
larly in the case of the Brazilian Cultural Incentive Law, where public money 
is being used, it is essential we demand the Government to revise the law14, so 
that the mechanism can serve everyone and not only big projects and inter-
ests. The Rouanet Law should exist to encourage local artistic production, es-
pecially independent productions not focused on commercial return. It should 
not be used as a form of advertising for sponsoring brands. Finally, if more 
independent projects and small institutions do not make an exerted effort to 
keep alive the libertarian character of art, by giving room for experimentation, 
reflection and creative freedom, we face the serious risk that art and culture 
diminishes and becomes increasingly objectified and moulded to serve only 
the interests of big companies. 

mariana lorenzi de azevedo is a curator. She is responsible for the project 
programming of Casa do Povo, São Paulo. Casa do Povo hosted and co-organized 
the conference “Auto-gestão, espaços de arte comunitários e independentes | 
Self-managing, Independent and Community Art Spaces” (18th February 2014) 
on occasion of the First Caravan of Transnational Dialogues 2014.

10 http://cmais.com.br/arte-e-cultura/noticias/artistas-protestam-contra-o-made-by-feito-por-
brasileiros-na-cidade-matarazzo
11 http://www1.folha.uol.com.br/ilustrada/2014/09/1512744-empresario-que-comprou-hospi-
tal-matarazzo-fala-sobre-centro-cultural.shtml
12 http://casavogue.globo.com/MostrasExpos/Arte/noticia/2014/07/complexo-matarazzo-rece-
be-expo-de-arte.html
13 http://www.ft.com/intl/cms/s/2/4313691c-3513-11e4-aa47-00144feabdc0.html#axzz3EM5hpuyZ
14 There is a new proposal of law for the culture, that since 2010 is waiting for approval by Federal 
Congress.
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Public Thought and the 
Needs of the Artists

Tatiana Richard 
Brazil is a country of continental dimensions, spreading through a territory of 8.5 
million square kilometers with a population of 202.7 million people, according 
to a forecast of the Brazilian Institute of Geography and Statistics for the year 
of 2014. Therefore, it comprises a wide range of cultures, which reflects, among 
others, in its multiple expressions and social organization.

The country’s economic context along with its regionalization directly in-
fluences the artistic production, historically concentrated on big urban centers, 
such as Rio de Janeiro and São Paulo, ultimately gaining capillarity in locations 
like Recife, a city now recognized as a major producer of contents related with 
new technologies.

Its cultural investments take place through several programs and projects, 
which have the tax incentives laws as main funding method. Yet, why is there a 
permanent dissatisfaction regarding public investments, especially among artists?

The creation of such tax incentives laws as from the 1990s played a major role 
in the injection of resources and the feasibility of cultural productions. Their bud-
gets are tied with percentages of tax collections; in the state of Rio de Janeiro, it 
stands for 4% of the ICMS collection of the previous year, which amounted to 
approximately USD 265 million in the past six years.

Created with the purpose of ‘stimulating’ culture and the arts, these laws had 
significant importance in the last years, but did not follow the development and 
professionalization motion of the sector. Thereby, they were not able to distin-
guish innovative, structural, and research-related activities from ephemeral and 
mostly entertaining events, thus placing them all under the same umbrella of 
criteria to dispute for the same resources along with projects whose nature and 
objectives are completely different.

Over the two past decades, this mechanism became the main funding tool 
of the State concerning culture, and started to finance each and every project – 
regardless of its divergences in action, public, or access, even if their ability of 
generating profits was proven.

This way, over the years, investments coming from state policies of incentive 
ended up supporting the accomplishment of products and productions of large 
scale and market value, making these resources no longer sufficient to fill the 
ever-increasing demand. In this fight for funds, initiatives related to creation, in-
novation, artistic experimentation, education, and heritage are preempted, just 
as it happens with the contribution for cultural institutions that suffer with the 
lack of resources and the absence of plans considering them as strategic players 
to the development of cities.

In 2013, considering the state of Rio de Janeiro alone, the total amount of re-
sources provided by the tax incentives laws reached USD 56 million in non-re-
fundable values. This means that no invested financial resource was directly 
returned to a system capable of generating reinvestment, although the public 
resources have been massively employed in private sector activities capable of 
generating profit.

Taking into account the major concentration of investments in eventual 
and non-structural activities – something observed in all the federal units –, 
the mappings purporting to the impact of cultural projects in the society are 
restricted to information of public access, amount of accomplished actions, and 
served areas, without measuring the social return or economic results of the 
investment. This brings about a huge difficulty in the definition of plans with 
long-term and permanent goals for culture.

Despite the fact that the public authorities face the challenge of understand-
ing and acting upon the current complex socioeconomic reality through the cre-
ation of decentralized policies and partnerships, the status quo of the absence of 
consistent public policies that strategically observe all the cultural shades has a 
reverse contribution to its development.

The participation of public investment in several parts of this chain – going 
all the way from the creation, offer, until the consumption – has been generating 

price imbalances, thus increasing the production costs, as well as the accomplish-
ment of activities highly dependent of funding. At the same time, market-related 
actions and artistic production strategies are not offered conditions to develop.

But what does the artistic production demand? Brazil’s complex funding sys-
tem, added of the bureaucracy and the little thought on the importance of such 
activity, made the funding requests to be permanently framed in project struc-
tures and cultural concepts that have little dialogue with the daily activity of 
artists and their creation environment. It must be noted that we are not here to 
report creative actions linked with the industry or the market – which are also 
of major importance – and their scale or reproducibility.

The absence of a broader funding thought for this nature turned the impor-
tance of experimentation and art as an open field to the reflection and construc-
tion of an autonomous and critical society, into a perspective of products and re-
sults. Meanwhile, research activities and other permanent action programs must 
be offered new methods that consider the reduction of costs and a structural offer 
allowing the maintenance of their long-term activities, not relinquishing the free-
dom of creation.

As innovative models that call for a vision of future involving the management 
and relationship between public authorities and the cultural-artistic sector, we 
can mention the rise of initiatives – in the capitals cities and several other urban 
centers – that have not reached the attention of public authorities so far, but de-
serve to be observed. Such is the case of independent art spaces. They are orga-
nizations created by artists, each one with different features, but all of them with 
common targets: to invest in the creation, research, and development of artistic 
projects, often acting upon the local reality where they belong.

Among them are: JA.CA – Jardim Canadá Centro de Arte e Tecnologia (Minas 
Gerais), Barracão Maravilha Arte Contemporânea (Rio de Janeiro), Casa Tomada 
(São Paulo), Phosphorus (São Paulo), Ateliê Subterrânea (Porto Alegre), Casa da 
Ribeira (Rio Grande do Norte), and Ateliê Aberto (São Paulo). They range from 4 
to 17 years of existence, and are a sample among several other similar initiatives 
throughout the country.

Unlike other organizations, the management model of these spaces does not 
seek to fully fund their activities with public resources. The independent charac-
ter of their activities lays precisely in the ability of articulation with peers, which 
is one of the results of the precise definition of their operational focus.

Although their activities are totally related with the public interest, the re-
sources coming from public funding are faced as one of their management strat-
egies, but not the only one. That considered, the acknowledgement of the role of 
such spaces and the partnership with public authorities should be based on the 
ability of lowering their maintenance costs in order to have as much as possible of 
the investments directed to their final activities. That is to say, a broadened vision 
of funding, not restrained to financial contributions.

The management model of independent art spaces help us understand that 
the major issue on funding the artistic production these days is not restricted to 
the amount of resources to be offered, but rather looks for sustainability and cost 
cutting strategies to go on with their production.

Hence the importance of reconsidering the conditioning elements and the or-
ganization of this sector not only through the public authorities’ eyes – that still 
crawls when it comes to inserting art and culture in the socioeconomic develop-
ment agenda –, but also involving the perspective of its own players in the cre-
ation of new management and sustainability strategies.

Fiscal exemptions allowing the creation of new spaces, a new design of labor 
relations along with a different social security structure, and special taxation for 
provision of services of transient nature are only a few of the issues that require 
some thought at present.

To do so, it is mandatory that the relation between the authorities and the 
sector be of permanent watch, continuously identifying and mapping its natural 
motions and demands, acting strategically and based on the principle that the 
symbolic dimension of culture and art must be considered a sine qua non by the 
public policies. Only this way the undeniable importance of the artistic activity 
and its participation in an autonomous and critical society will be acknowledged.

Translated from Portuguese by Daniel Lühmann

tatiana vieira assumpção richard is Public Manager of Cultural Promo-
tion for the Government of the State of Rio de Janeiro and researcher in the field 
of economy and funding for culture.
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Rethinking Culture.  
An interview with  
Juca Ferreira
Luigi Galimberti | Lorenzo Marsili

LG/LM: The reform brought by the Pontos de Cultura (‘Culture 
Hotspots’) in 2010 is considered revolutionary in the management of 
the public spending from the State towards the cultural sector. What 
has worked? What has not? As for the latter case, why so?
JF: The idea behind the Culture Hotspots is that the State must have the means 
to strengthen initiatives that already exist in the society. In this sense, the aim 
was to approach culture and citizenship, to build a shared management be-
tween the society and the public authorities, as well as to propel the most di-
verse languages – from the traditional popular culture to the experimentation 
with new technologies. The Culture Hotspots helped consolidating and brought 
scale to thousands of spontaneous and well-succeeded initiatives by contem-
plating activities related to arts, culture, citizenship, and solidarity economy 
in actions ranging from artisanship and typical activities to music, yoga, hip-
hop, engraving, and informatics courses, and even the formation of film clubs, 
reading workshops, community radios, among others. Besides, the Culture 
Hotspots include the most diverse social groups: kids, young people, women, In-
dians, communities from the peripheries of urban centers, African descendant 
communities, neighborhood associations, as well as peasant, riverside, rural, 
landless populations… Also, the actions of the Culture Hotspots have a ripple 
effect: a research by the IPEA (Institute for Applied Economic Research) found 
out that each Culture Hotspot engages around three thousand people per year, 
including those that directly take part on the activities – 300 people, on average 

– and community members that attend the artistic presentations or occasionally 
participate of courses and workshops.

One of the struggles faced in managing the Culture Hotspots regards the 
traditional lack of preparation of the State to handle the lower level of society. 
From the government of President Lula on, the former authoritarian State, pri-
vatized in several aspects and bearer of low social sensitiveness, started to be 
modified. Moreover, on the society side, the precariousness prevails. There are 
tens of thousands cultural groups in the favelas, peripheries, Indian tribes, and 
rural settlements. It is a tough reality: the presentation of accounts is sweaty – 
sometimes they do not keep records and invoices, for instance. There has been a 
strong work in the sense of figuring ways out in order to advance in this relation. 
The Cultura Viva [Living Culture] law and the Regulatory Framework of Orga-
nizations in the Civil Society, approved this year, already represent a positive 
advancement in this regard.

LG/LM: The approach of Culture Hotspots seems to owe a great debt to 
the intellectual legacy of Paulo Freire. How much and in which terms 
has politics still to learn from Freire’s theories?
JF: Paulo Freire criticizes the ‘banking’ conception of education, for which the 
educator – incontestable owner and agent of knowledge – accomplishes the act 
of ‘depositing’, narrating contents, thus approaching the reality as something 
static, compartmentalized, and well mannered, something oblivious to the ex-
istential experience of learners – passive beings who only receive knowledge 

–, something whose transformation is impossible. The essence of the Culture 
Hotspots is precisely to move away from the understanding that has long guided 
the performance of the State, according to which it should ‘deposit’ culture on 
its population through a one-way relation. Before going back to the disabilities 
and absences, it is mandatory to strengthen and to value what already exists, to 
potentiate cultural movements and expressions that already produce culture, 
regardless of the State action. The Culture Hotspots created partnerships be-
tween the State and the society, although they are partnerships in which the 
State does not impose, but rather disposes itself. The State does not draw for 
itself the responsibility of conceiving projects of inclusion, but preferably that 
of contemplating cultural initiatives that already exist, with the purpose of 
strengthening them and broadening the range on their communities of origin. 
Taking back Paulo Freire’s concepts, the Culture Hotspots encourage the over-
coming of the educator-learner contradiction in such a way that the learners are 
able to become aware of their condition, to not see the reality as something im-
mutable, and to take ownership of the situation as a historical reality capable of 
being transformed. Thus, as Freire would put, the fatalism would give room to 
a momentum of transformation and search, to which men feel subject. The Cul-
ture Hotspots are impregnated with this intent of empowering citizens, which 
will then become social transformation agents by means of culture.
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 ê
nf

as
e 

de
sd

e 
o 

in
íc

io
 d

a 
ge

st
ão

 
qu

e 
nã
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ó 

a 
or

ga
ni

za
çã

o 
e 

ar
tic

ul
açã
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uçã

o
 c

ol
ab

or
at

iv
a 

de
 s

ua
s 

po
lít

ic
as

 e
 

açõ
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LG/LM: As the Brazilian Minister of Culture, your political choices fo-
cused on breaking the Rio de Janeiro-São Paulo monopolistic control 
over cultural funding in order to facilitate the emergence of the coun-
try’s ethnic and cultural diversity. How are you doing that in the City of 
São Paulo? Who are the ones marginalized from the current cultural 
policies in that context? How are you addressing them?
JF: Since the beginning of this administration, I have been emphatic regarding 
that it is not possible to build public policies from inside of the offices, which 
makes the articulation with cultural doers and the citizens of São Paulo an ac-
tivity of major importance. Without the population’s participation and appeal, 
democracy starts to degenerate, reason why we must acclaim the popular ac-
tion and use it as a reference. Likewise, we understand the need of broadening 
the presence of public authorities as developers of the full access to culture, and 
also as supporter of social inclusion projects and citizenship promotion pro-
cesses. People want to access public resources, equipment, and social services, 
especially on the neighborhoods farther from the city center. Therefore, the 
construction of cultural policies must come impregnated with the Republican 
spirit that everyone is equal. The cultural rights belong to everyone – whether 
it is the right to access certain cultural goods and services, or producing and 
diffusing them.

There used to be a series of impounded demands claiming the expansion 
and diversification of groups and manifestations contemplated by cultural 
policies. This reflected not only the organization and articulation of ‘new’ cul-
tural agents in the city, but also the shortcoming of spaces for dialogue and 
participation that would represent them. In order to face this context, we im-
mediately opened several communication channels with the city integrated in 
the program inaugurated by the Municipal Department of Culture (#existe-
diálogoemSP, or #thereisdialogueinSP), aimed at collaboratively building its 
policies and actions. On August 2013, the 3rd Municipal Conference of Culture 
was held, gathering some 3,600 people – for comparison purposes, the 2nd Con-
ference, held in 2009 during the term of Mayor Gilberto Kassab [2009-2012], 
counted on 292 participants). Many of the proposals approved and forwarded 
to the State Conference of Culture concern the demands of groups traditionally 
left aside by the city’s cultural policies, who started to claim for more access to 
cultural activities, but also for a bigger participation in the process of producing 
cultural policies.

Moreover, the concept of cultural citizenship started to be part of all pol-
icies and actions of the Municipal Department of Culture. In one-year time, 
the resources destined to programs focused on strengthening cultural initia-
tives in the peripheries had a five-fold increase. The groups chosen to be pro-

moted by VAI (Program for Valuing Cultural Initiatives) were then oriented 
by criteria that prioritize people from precarious regions of the city. The same 
happened when choosing cultural community agents – citizens who started 
to receive a monthly financial aid to keep on performing cultural activities in 
their territories –, for which one of the requirements is to have studied on pub-
lic schools over the three previous years. This inclusive bias was also present 
when implementing the city’s Culture Hotspots, a process that included many 
requisites privileging institutions, actions, and initiatives located in areas of 
greater vulnerability.

Several other actions were put into practice in order to value the ones tra-
ditionally excluded of the city’s cultural policies: policies for graffiti, poetry 
readings in the periphery, and circus-related activities; the acknowledgement 
of samba as an intangible cultural heritage of the city; the fight for diversity and 
funk parties; as well as many other initiatives that seek to prove that culture is a 
right of everyone in São Paulo.

LG/LM: In a previous interview for ‘Produção Cultural no Brasil’ (Sep-
tember 28th, 2010), you said: ‘As President Lula says, we live a magic 
moment, we recovered our self-esteem, our belief in the future’. Four 
years later, is the magic still around? What are Brazil’s expectations for 
the near future? What would you want to see in the next government in 
terms of cultural policies? 
JF: I believe that the State must broaden its action as guarantor of the access 
to culture. This role cannot be left in the hands of the market, since it always 
generates a relative access, directly proportional to an individual’s wealth. If 
you are rich, you have access to major cultural events. If you are not that rich, 
you already do not have as much. If you are poor, you only have access to public 
television. Consequently, the State needs to take on its responsibilities in the 
cultural field and offer unrestricted access to culture. Moreover, culture is not a 
theme that concerns one single Ministry, it must be an essential concern of the 
new government. For instance, despite the fact that public education in Brazil 
has much improved, it still has constrictions, and culture needs to help solving 
those. A similar situation also happens in several other themes, which is natural, 
considering the transversal aspect of culture. For this very reason, cultural poli-
cies must permeate all public policies of the next administration.

juca ferreira is Secretary of Culture for the City of São Paulo. He is a sociol-
ogist and the former Minister of Culture of Brazil.
luigi galimberti and lorenzo marsili are coordinators of Transna-
tional Dialogues.
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Sit
ori

o
安
德
莱
萨
·
威
亚
纳

契
科
·
达
维
尼
亚

在
你
陌
生
的
街
道
，
站
在
一
处
别
动
。

在
空
间
占
位
，
停
在
哪
儿
。

观
察
你
周
围
的
事
物
和
人
处
于
什
么
位

置
。

你
对
某
种
东
西
是
障
碍
物
吗
？
你
与
那
里
复
合
的
节
奏
发
生
冲
突

吗
？
你

在
那
里
，
觉

得
自
己
是
物
质
的
还
是
非
物
质
的
？
有
点
不
自
在

吗
？
当
你
在
那
里
，
什
么
影
响
了
你
，
你
影
响
了
什
么
？

对
人
来
说
，
语
言
是
关
键
性
的
。

远
不
止
于
建

立
一
个
出
发
点
，
以
便
相
互
理

解
或
寻
求
描
述
某
种

事
物
的

方
式
的
功
能
。
词
句
（
语
言
）
创

造
存

在
的
验

证
：
当
我
们
为

不
同
的
主
体
和
客
体
命
名
，
我
们
社
会

地
存

在
。
沟
通
是
运
用
一
种
含

义
，
往
往
奇

怪
的
是
，
为
对
话
者
所
不
悟
。
语
言
的
斟
词
酌
句
，
像
全
球

共
识
的
引
言
强
加
于
今
天
城
市
化
的
世
界
：
话

语
的
分
歧
先
于
理
解
差

异
，
掺
混
着
周
围
的
环
境
，
直
指
词
汇
的
最
基
本
（
像
形
的
）
的
根
源
。

从
参
与
者
个
人
的
经
验
出
发
，

 
在
中
国
、
欧

洲
和
巴
西
之
间
，

作
关
于
她
们
的
了
解
，
这
一
倡
议
，
首
先
面
临
的
是
语
言
的
超
现
实
，

翻
译
的
语
言
。
我

要
是

会
说
中
国
话
，
要

想
懂
什
么
就
不
需
要

翻
译

了
，
如
果

我
的

母
语

是
英
语
，
在
国
际
间
的

讨
论
中
就
占

据
优

越
的

地
位
。
如
果
我

讲
葡
萄
牙

语
，
对
说
中
国
话
、
法
国
话
、
或
欧

洲
话
的

人
，
那
些

语
句
的
声
音
到
底

是
什
么
意
思
？
不
通

过
产
生
文
化
符

号

的
理
性

翻
译
的
直
接

探
寻
，
又
谈
何

理
解
词
汇
？
我
能
简
单
地

用
欧

洲
的
、
亚
洲
的
、
拉

美
的
这

样
笼
统
的
词
语

来
涵

盖
欧

洲
大

陆
，
亚

洲
大
陆
各
自
的
特
色
吗
？
这

对
谁
有
意
义
？
又
何
种
演
说
能
操
作
？

大
城
市
过

剩
增
长
的
人
口
，
造

成
在
身
份

形
成

上
永
无
休
止
的

战
役
。
人
不
断

地
被
驱
使
着
谋

生
，
占
据
空
间
，
寻
找
个
人
在
文
化
中

的
位

置
，
并
且
失

败
。
漠
视
身

边
他
人
的
存

在
，
孤
芳
自
赏
，
仅
会
成

为
一
个
投

影
，
没
有
清
晰
的
轮
廓
。
是
因
为
今

天
构
建

城
市
的
那
种

关
键
性
：
将
一
切
主

观
概

念
，
阐
释
，
或

文
化
参
照
置
于
边

缘
，
消
失

在
一
片
嘈
杂
的
物
化
的
身
份
中
。
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请
将
城
市
看
成
巨
大
的
非
词
语
的
专
用
语
辞
典
，
一
堆
积
聚
的
，

从
行
使
其
身
份
的
愿
望
中
收

集
的
主

观
概

念
。
这

样
，
街

道
是
各
种

手
势
，
引
导
向
共
同
的
入
口
：
每

个
主
体
有
其
孤

立
和
复
合
的
角
色
，

主
导
的
或
分
散
的
，
各
色
意
图
的
面
孔
—

—
 
先
于
任
何
话

语
，
处
在

集
体
的
空
间
，
创
造
并
再
造
暴
露

在
街
上
的
人
的
一
种
共
同
意
义
，

统
治
并
受
治
于
所
感
受
的
社
会
存

在
。
手
势
应

重
作
从
个
体

感
受
的

表
述
到
集
体
的
反
思
。

假
使
说
在
口
头
语
言
上
我
丝
毫
也
不
能
思
索
中
国
，
因
为
我
不
懂

她
的
词
汇
，
那
么
在
手
势
的
广
泛
的
感
受
性
上
，（

无
论
是
在
街
道
观

察
它
的
流
动
，
还
是
在
画
室
识
别
艺
术

表
达
形
式
）
，
却
能
开
拓
宽
阔

的
思
考
空
间
，
令
人
愉
悦
，
并
直
接
和
我
的
国
家
对
话
：
在
巴
西
相
反

的
地
理
位

置
，
兄
弟
般
地
，
突
显
跨
越
国
度
的
重
要
性
，
它
改
变
着
历

史
文
化
的
差
别
，
摒
弃
任
何
预
先
的
习
惯
和
语
言
遗
产
，
我
可
以
在
具

象
化
之
前
，
就
理
解
那
个
手
势
。

合
作
在
社
会
关

系
和
城
市
化
中
的
个
人
行
为
本
身

都
有
着

越
来

越
重

要
的
作
用
。
在
不
断
流

动
的
街

道
实
现

身
份

识
别
，
作
为
文
化

全
面
的
实
现
，
让
各
种
差

别
和
多
种
声
音
的
共

存
。
巴
西

城
市
的
叛

逆
文
化
，
越

来
越

趋
于
合
作
，
今

天
正
在
为
一
种
参
与
的
政
治
模

式

而
斗
争
。
其
中
有
普
通
市
民

声
音
的
空
间
，
广
泛
辩

论
正
在
代

表
主

体
，
而
不
仅
仅
是
掌
权
的
少
数
人
来
作
决
定
。

在
葡

萄
牙

语
中
C
R
O
W
D
F
U
N
DI
N
G
一
词
，
乍

看
上
去
，
会

误
认

为

是
“
人
群
”
“
大
众
”
，
可
是
这
一
词
汇
的
外
延
，
释
放
出
词
意
的
一
种

姿
态
，
创
造
出
一
种
从
属
关
系
，
有
利
于
越
来
越
紧
密
的
联
系
文
化
，

艺
术
，
科
学
活
动
，
而
脱
离
资
助
权
力
中
心
。

sp
on

so
rs

h
ip
 
（
主
办
或
赞
助
）

 
一
词
翻
译
成
葡
萄
牙

语
是

PA
TR
O
CI
NI
O，

这
个
词
最
初
源
于

 
PA
TR
O
CI
NI
U
M，

保
护
运
动
，
历
史

上
，
是
领

主
对
平
民
的
保

护
权
。
含
义
中
带
有
封
建

宗
主
权
，
父
权
和

巴
西
社
会

殖
民

主
义
模

式
下
继

续
的

奴
隶

制
度
。
如
果
话

语
对
于
文

化
理
解
带
有
决
定
性
，
颠
覆
这
个
词
汇
的
使
用
，
是
不
再
从
属
于
某
种

外
在
的
、
高
高
凌
驾
于
我
们
之

上
的
他
人
，
或

是
同
其
竞
争
，
而
是
共

存
：
颠
覆
个
人
主
义
的
关
键
性
，
在
社
会
中
一
起
构
建
共
同
的
身
份
。

因
此
我
坚
持
：

在
你
陌
生
的
街
道
，
站
在
一
处
别
动
。

在
空
间
占
位
，
停
在
哪
儿
。

观
察
你
周
围
的
事
物
和
人
处
于
什
么
位

置
。

你
对
某
种
东
西
是
障
碍
物
吗
？
你
与
那
里
复
合
的
节
奏
发
生
冲
撞

吗
？
你

在
那
里
，
觉

得
自
己
是
物
质
的
还
是
非
物
质
的
？
有
点
不
自
在

吗
？
当
你
在
那
里
，
什
么
影
响
了
你
，
你
影
响
了
什
么
？

并
且
把
这
个
提
问
引
申
：
你
如
何
能
是
你
的
城
市
，
如
何
能
是
街

道
？

a
n

d
r

es
sa

 v
ia

n
n

a
 
是
位
多
媒
体
制
作
人
，
对
新
旧
科

技
之
交

集
在
社
会
和
公
民
事
务
上
的
体
现
极
感
兴
趣
。
她
担
任

20
14

跨
国
对

话
的
巴
西
当
地
协
调
员
。

ch
ic

o
 d

av
iñ

a
 是

一
位
驻
圣
保
罗
的
策
展
人
。
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Sitorio
Andressa Vianna I Chico Daviña

Place yourself in a spot at an unfamiliar street for you and remain there.
Place yourself on the space and remain.
Observe how the objects and people around you are situated.
Do you represent an obstacle to something? Do you diverge from the rhythm 

composed in there? Do you feel material or immaterial being there? Is there any 
embarrassment involved? Being in such position, what in you and in what do 
you have an affect on?

Language is an imperative to the human being.
More than the role of establishing a point of departure towards mutual com-

prehension or searching for a way to describe something, the language (idiom) 
creates the validation of presence: we exist socially to the extent we name differ-
ent subjects or objects. To communicate means to undertake a meaning, often 
strangely oblivious to your interlocutors. The verbalization of language imposes 
itself in the urbanized world as a preamble to the globalized comprehension: the 
dispute for speech comes before the comprehension of alterity, interposes to 
the construction of context, runs over the radical (pictorial) origin of the word.

The motion of getting to know about each other between China, Europe, and 
Brazil as from the participants’ personal experiences means, at first place, to 
handle the surreality of verbal translations – the interpreted language. If I spoke 
Chinese, I would not depend on a translation to understand something; if I were 
a native English speaker, I would have better positioning in a Transnational dis-
cussion. If I spoke Portuguese, what would the sound of my words refer to a 
Chinese, French or European speaker? How does the comprehension of words 
take place without the direct search for cultural symbols produced by the ratio-
nal translation? Can the European or Asian continents and their particularities 
be encompassed merely by a verbal generalization – European, Asian, Latin? To 
whom does it make sense and for which speech does it operate?

The growing overpopulation of big cities engenders a Sisyphus battle on the 
composition of identity. The subject is constantly impelled to exist, to place him/
herself spatially, to look for its individual placement on culture and failure. The 
exalting of the self when disregarding the presence with others barely becomes 
a projected image, without definite contours. It is due to this imperative that the 
cities are composed today; leaving margins to any subjectivity, interpretation, 
or cultural reference to vanish amidst the cacophony of reified identities.

Take the city into consideration as an extensive non-verbal glossary, an ac-
cumulation of collected subjectivities in the desired exercise of its identities. 
This way, the streets become gestures that lead to a conjoint entry: each subject 
in its isolated and composed role, predominantly or discreetly as countenances 
of intentions – before any speech, it is placed on the collective space, thus cre-
ating and recreating a common sense to whom the street exposes itself, ruling 
and being ruled by this social presence of sensitiveness. The gesture must re-

capture the exercise of expressing the individual sensibility towards a reflec-
tion on the collective.

If I cannot ponder along with China’s verbal language since I do not under-
stand its lexicon, in the sensible scope of gesture (whether observing the stream 
of the streets or recognizing artistic expressions in artists’ studios), a wide range 
of enchanting reflections was unfolded in direct dialogue with my country. To 
see oneself congregating with Brazil’s geographic opposite highlights the im-
portance of the transnational character that transforms historical cultural dif-
ferences into a gathering exercise detached of any pre-determined linguistic 
vices or heritages. I could then stick to the gesture before the objectification.

The collaborativeness plays a role of growing importance in the social rela-
tions and the individual’s own action in the urbanization process. To practice 
one’s identity in continuous movement on the street means to empower the co-
existence of differences and the multiplicity of voices as a full cultural exercise. 
The Brazilian insurgent urban culture is increasingly collaborative, today the 
struggle stands for a participatory political model in which the voice of civil-
ians must find room to an all-embracing debate regarding the representation of 
subjectivities, more than the mere decision-making of the few ones in the high 
ranks of power.

In Portuguese, the term ‘crowdfunding’ – which in a direct translation refers 
to the multitude, the masses – was translated by using the words ‘collaborative’ 
and ‘financing’. More than its denotative aspect, it liberates the gesture from 
the meaning, therefore creating a rapport of belonging, which facilitates the 
growing adherence and decentralizes the relation of those who have the power 
to support cultural, artistic, and scientific actions.

Also in Portuguese, the term for ‘sponsorship’ (‘patrocínio’) is closer to pa-
tronage, from the Latin radical patrocinium – a protection motion. Historically, 
it means ‘the protection of patricians towards the plebeian,’ and evidences, on 
its turn, the heritage of patriarchy and slavery on the colonial model of the Bra-
zilian society. If the verbal language imposes itself as a determinant aspect to 
understanding the culture, the subversion of its employment is no longer to de-
pend or contend with others, related with something from the outside or from 
above us. It is rather about coexisting: to subvert the individualistic imperative 
on jointly building an identity within the society.

For this reason, I insist:
Place yourself in a spot at an unfamiliar street for you and remain there.
Place yourself on the space and remain.
Observe how the objects and people around you are situated.
Do you represent an obstacle to something? Do you diverge from the rhythm 

composed in there? Do you feel material or immaterial being there? Is there any 
embarrassment involved? Being in such position, what in you and in what do 
you have an affect on?

Also, broadening the question: how can you be your city, how can you be the 
street?

Translated from Portuguese by Daniel Lühmann

andressa vianna is a multimedia producer, who loves the intersection be-
tween technologies (old and new) in social and civil matters. She is a local coor-
dinator for Brazil of Transnational Dialogues 2014.
chico daviña is an independent researcher based in São Paulo.
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“Transnational Dialogues: A Factory for Imagination, Innovation and Integra-
tion across Europe, China and Brazil” has been running an articulated series of 
events in Europe, China and Brazil in 2014 with the involvement of around 60 
young participants from the creative fields. The participants have been involved 
in intense virtual collaboration culminating in three Transnational Caravans; a 
touring event that spans over 10 days and includes seminars, workshops, meet-
ings and site visits.

In February 2014 participants from Europe and China joined their Brazil-
ian counterparts in São Paulo for the First Caravan, meeting at Ponto Aurora, 
Phosphorus, SESC Pompeia, Atelie397, Jardim do Hermes, Centro Cultural 
de São Paulo and Casa do Povo. Two main public events took place: the first 
was a debate on the relationship between creativity and political engagement, 
at SESC Pompeia; and the second was on spaces of independent creation, at 
Casa do Povo. Other notable meetings were with Ligia Nobre, co-curator of São 
Paulo’s Architectural Biennial 2013; with Latitude, a platform for Brazilian art 
galleries abroad; and with André Komatsu of Galeria Vermelho. The Caravan 
then moved to Rio de Janeiro, where the programme started with an opening 
dinner and evening of discussions at Lapa’s Casa Momus. Two key public events 
took place: at Studio-X, about interventions and processes of urban regenera-
tion; and at MAC de Niteroi, where our host curator Luiz Guillherme Vergara 
staged a utopic/dystopic dialogue in the museum’s galleries, surrounded by an 
exhibition by the artist and photographer Carlos Vergara, who also joined the 
discussion. Other notable meetings were with Ronald Duarte, Luiz Camillo 
Osorio, head curator at MAM Rio de Janeiro, and with the IBISS community at 
Complexo de Penha.

The experience in Brazil was intense. The Caravan started only a couple of 
weeks after two headline incidents in Rio de Janeiro: the killing of 9 people by 
the UPP (pacifying police unit) in the favela of Juramento, which was put down 
to the government’s attempt to control and “upgrade” Rio’s urban landscape; 
and the death of the journalist Santiago Andrade, who was hit by a flare that 
was thrown at him by a young protester, as he was reporting yet another wave 
of protests against the government. Both tragic events have rendered more vis-
ible the cracks in a country – and a system – that cuts out those people at the 
margins, failing to deliver to its youth a hope for the future, nor an acceptable 
present. The discussions and meetings that we had during the Caravan proved 
to be dramatically on topic.

The Second Caravan took place in China in late May and early June 2014. 
Participants flew in from Europe and Brazil and met with participants from all 
over China for the first introductory meeting at Zajia Lab – a founding partner 
of Transnational Dialogues – which is an independent space for artistic creation, 
run by filmmaker Rong Guang Rong and Ambra Corinti. Meetings in Beijing 
were held at Flickingforehead, Caoba Commune, Intelligentsia Gallery, Video 
Bureau Beijing, Institute for Provocation, Arrow Factory, Action Space and Li-
juan Independent Art School. The Caravan then moved to Chongqing and met 
at the space of Transnational Dialogues’ founding partner Organhaus, followed 
by a series of local events. After that, the Caravan went to Sichuan’s capital city, 
Chengdu, meeting at MOCA and at the Chinese Art Treasury, where the con-

clusive symposium “Creative Practices in Developing Cities in China, Europe 
and Brazil” brought together around 150 people, including the Caravan’s partic-
ipants and many other young professionals from all over the region.

The Caravan was followed by the “Global Players Residency Programme”, 
a transcontinental artistic experiment that made use of technological inno-
vations to unite, discuss and negotiate the opportunities linked to the issue of 
globalization for a younger generation. The residency was curated by Transna-
tional Dialogues’ coordinator Robin Resch, in collaboration with Organhaus 
and with the support of the Goethe-Institut in Chongqing.

The Second Caravan was also preceded by a research trip across China, 
which saw the participation of the award-winning experimental filmmaker and 
video-artist Chris Daniels, who, inspired by Michelangelo Antonioni’s “Chung 
Kuo, Cina” (1972), is producing the medium-feature film “A Tiger’s Skin” as part 
of the outputs of Transnational Dialogues 2014, thanks to the additional contri-
bution of the UK Arts Council’s Artist’s International Development Fund.

Transnational Dialogues’ deep links with China made the Second Caravan 
an exciting and unique experience, and enabled the young participants from 
Europe and Brazil to explore the complexities of Chinese society, as well as al-
lowing them to establish fruitful, and hopefully enduring collaborations with 
young professionals in the creative sectors in China. As was the case for the First 
Caravan in Brazil, politics was also tangibly present during the Second Caravan 
in China, in particular as the Caravan’s stop in Beijing coincided with the 25th 
anniversary of the Tiananmen Square protests of 1989. 

This edition of Transnational Dialogues ends its activities in 2014 with the 
Third Caravan, which is going to take place in Rome and Berlin in November 
2014. The first part of the Caravan will take place in Rome with a conclusive 
large-scale event to be held at the MAXXI, the National Museum of 21st Cen-
tury Arts, over the weekend of 15 and 16 November 2014. Artists, curators, intel-
lectuals and many young professionals from the artistic and creative sectors of 
Europe, China and Brazil will give life to a two-day programme of conferences, 
video-screenings and art performances. The participation of Transnational Di-
alogues at MAXXI Museum lies in the framework of the exhibition “Open Mu-
seum, Open City”, curated by Hou Hanru. The second part of the Third Cara-
van will have its public events in Berlin on 21 and 22 November 2014, with events 
to be held at Kreuzberger Pavillon and SAVVY Contemporary. The output orig-
inating from the Global Players Residency, which took place in Chongqing in 
June 2014, will also be presented to the public for the first time.

Transnational Dialogues however, does not intend to stop its activities here. 
It is looking forward to conducting new stimulating explorations all over Eu-
rope, China and Brazil, aiming to keep on building and fostering an unmatched 
network of young professionals and organizations across the three regions.

All materials produced by Transnational Dialogues are freely accessible from the 
website www.transnationaldialogues.eu or can be made available by sending us an 
email at td@euroalter.com. Should you have any enquiries, please do not hesitate 
to get in touch.

Transnational 
Dialogues 2014: 
A Year of Activities
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Transnational 
Dialogues
www.transnationaldialogues.eu

Started in 2011 by European Alternatives, Transnational Dialogues is an open 
and on-going cross-media platform managing and imagining artistic and 
cultural projects with a focus on the new geographies of globalisation and the 
emergence of a multi-polar artistic and intellectual world.

Transnational Dialogues facilitates artists, creatives, professionals, intellec-
tuals and writers from Europe, China and Brazil to come together for a series of 
exchanges in both physical form and online. The platform promotes sharing of 
information, networking, and conceptual collaboration between individuals, 
organisations and institutions working in a variety of disciplines transnation-
ally, and offers a trampoline for future collaborations and initiatives. 

Under the slogan “Change Utopia!”, in 2014 Transnational Dialogues re-
flects on the failure of existing economic and social models in the three regions, 
and the role of artists and cultural production in gesturing towards alternative 
futures. The process takes the form of a year-long process of networked-pro-
duction, a multilayered exchange and mix of virtual collaboration, meetings, 
seminars and caravans.

“跨境对话”(Transnational Dialogues) 是一个开放的跨媒体平台，由European 
Alternatives成立于2011年；作为一个持续发展的交流平台，“跨境对话”不断组织

艺术、文化项目，以新的全球化地域视角，带动多极艺术与文化界发展。

“跨境对话“为来自欧洲、中国与巴西的艺术家、知识分子、作家等创意和专业人

士，提供线上与线下的交流与互动；分享与传播信息；精心安排内容丰富的跨国项

目，促进个体、组织和机构之间的关系与未来的合作。

2014年，“跨境对话”以“改变乌托邦”命名，组织年轻有为人士之间的协作，以

此反映当代中国、巴西与欧洲在社会经济模式遭受严峻的考验下，艺术家与文化先

锋所扮演的角色，以及面对未来的深思。整个过程为期一年，以会面、研讨会、调研

团等形式展开，实现多层次的交流与合作。

 
Iniciado em 2011 pela European Alternatives, o projeto Transnational Dialo-
gues é uma plataforma aberta e em andamento de gerenciamento e criação para 
projetos artísticos e culturais com foco em novas geografias decorrentes da glo-
balização e da emergência de um mundo multipolar e artístico.

Transnational Dialogues facilita o encontro de artistas, criativos, profissio-
nais, intelectuais e escritores de diferentes continentes para uma série de in-
tercâmbios e coproduções, em forma física e virtual. Sua plataforma promove 
o compartilhamento de informações, a criação de uma rede e a colaboração 
conceitual entre indivíduos e organizações que trabalham em uma variedade 
de disciplinas, em escala transnacional, e oferece um trampolim para colabo-
rações e iniciativas futuras.

Com o título “Change Utopia!”, em 2014, conduz uma colaboração entre 
jovens criativos da China, Europa e Brasil para refletir sobre a falha dos mo-
delos econômicos e sociais existentes nessas três regiões além do papel dos ar-
tistas, da produção cultural e de seus gestos em direção a alternativas futuras. 
A pesquisa toma forma em um processo de produção em rede, com um ano 
de duração. Uma troca entre muitas camadas, produção colaborativa virtual, 
encontros, seminários e caravanas.
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