


2VISIONG. PHOTO BY DAD DAD (2014)






EDITORS OF THIS JOURNAL AND COORDINATORS OF TRANSNATIONAL DIALOGUES
Luigi Galimberti, Lorenzo Marsili and Robin Resch

PUBLICATION DESIGN Gabriela Castro and Julia Masagéo

TRANSLATION AND PROOFREADING Daniel Liihmann, Zhang Weimin, Fang Liu,
Fernanda Ramone and Sally Hole

Forvideos, pictures, up-to-date information or for a digital copy
of this journal visit the website www.transnationaldialogues.eu

For further information do not hesitate to contact us af fd@euroalter.com

While the editors have striven to provide accurate and timely information, there may
beinadvertent inaccuracies, errors and omissions, for which we apologize.

COVER IMAGE My Promise for Your Happiness (detail, 2014) by Lin Jing Jing.
Courtesy of the artist and de Sarthe Gallery, Hong Kong.

IMAGE CREDITS

11:No Way (Fade Out) (installation view). Artwork by Andrea De Stefani (2011). Cour-
tesy Fluxia Gallery | 18: “Everyday is like Sunday". Artwork by MP5. Gourtesy of the
artist. www.mpcingue.com | 21-22: Allimages by Hu Fang | 32: “The River Seen From
aGonstruction Site, Inner Mongolia”. Phata by Zhang Kechun (2010). Courtesy of the
artist and ThreeShadows +3 Gallery, Beijing | 40: “Free and Easy Wandering” (video
documentation of performance, 07m 42s). Still from video by Xing Xin (2008). Cour-
tesy of the artist | 42: “Nimbo Oxalé at the Parque Lage School of Visual Arts” (fire
extinguishers). Still from video by Ronald Duarte (2014), available a: htps://vimeo.
com/36524107, retrieved on 6 Seprember 2014, Courtesy of the artist | 43: “Fake
Pattern 03" Artwork by FangER&Menglin. Gourtesy of Fake Studio, London | 50;
“See Saw Seen” (hand-blown glass, mirroring chemicals, lacquer, steel and wood,
400x80x 30 cm). Artwork by Adeline de Monseignat (2014). Courtesy of the artist |
51 “Untitled”. Photo by Luca Forcucci (2014). Courtesy of the arfist | P.58: "Visions”.
Photo by Dao Dao (2014) | P. 60 (from left to right, from top to bottom): Photos by
Tahian Bhering; T.8., B TB., Isahella Guedes; Emilijia Skarnulyte, T, T.B,; T.B.; You
Mi, T.B. and Wellington Dias | 61 (from left to right, from top to bottom): Andressa
Vianna, A\V., Chris Daniels; AV, C.D., G.D., Pauline Doutreluigne; AV., Chico Davifia;
Tianji Zhao, Matilde Malaspina

This publication is licensed under the Creative Commaons Licence “Attribution-Non-
Commercial-NoDerivatives 4.0 International (GG BY-NG-ND 4.0)". More information
at: hitp://creativecommons.org/licenses/by-nc-nd/4.0/. Images may or may not
permif reuse and modification.

Printed in the European Union, November 2014

TRANSNATIONAL
DIALOGUES

FURCPE |

With the support of

Youth
in Action

This project has been funded with support from the European Commission. This pub-

lication reflects the views only of the author, and the Commission cannot be held
responsible for any use which may be made of the information contained therein.

“Transnational Dialogues: A Factory for Imagination, Innovation and Integration

across Europe, China and Brazil” is an initiative of

o
o

a fransnational membership organisation promoting democracy, equality and
culture beyond the nation state. European Alternatives believes that social and
political change requires artistic and cultural engagement as much as other forms
of engagement. It seeks to promote alternative forms of political subjectivity and
collective political action.

Formore information please check the website: www.euroalter.com

The partners of Transnational Dialogues in 2014 are:

ORGANS

Transnational Dialogues acknowledges the support of the following insfitutions:

Youth | o 8@ BRITISH
in Action uciane @@ COUNCIL
. ﬂ EI Istituto
- 8 ] ] .
| SVIZZer0

A special thanks goes to all the participants in the activities of Transnational Dia-
logues in2014.Itis their enthusiasm, knowledge, vitality and critical spirit that made
possible such an extended and intense exchange of information, skills and network-
ing. A precarious list of those involved in this year activities reads as follows: Alexan-
der Pertersson, Ana Hupe, André Leal, Anna Arutyunova, Bel Falleiros, Chiara Tinonin,
Chico Davifia, Christopher Daniels, Golectivo Opavivard!, David Limaverde, Emilija
Skarnulyte, Fernanda Garvalho, Hanna Husberg, Irina Pienaru, Isabella Guedes, Jay
Lai, Julia Masagdo, Laura Engelhardt, Laura Sobral, Li Li, Liu Minyi, Lucie Blanche, Malu
Andrade, Marc de Maisonneuve, Marina Trancoso, Martin Gollins, Matilde Malaspina,
Matti Aikio, Mi You, Nina GschldBl, Nuno Cassola, Pauline Doutreluingne, Rachel
Marsden, Rachela Abbate, Raphael Couto, Raphael Franco, Seila Fernandez Arconada,
Solveig Suess, Sylvana Jahre, Tianji Zhao, Vanessa Rosa, Vicente Pereira, Wang Dong,
Wang Xiaozhou, Wellington Dias, Yan Shuo, Yane Conradi and Zandie Brocket. Our
deepest gratitude goes fo Transnational Dialogues’ local coordinators in Brazil,
Chinaand Europe, who have given essential inputs in developing and implementing
the programme during the Caravans: Alessandro Rolandi in Beijing, Andressa Vianna
in Sao Paulo, Chen Yizhong in Chongaing, Petra Palzl in Berlin and Tahian Bhering in
Rio de Janeiro. A big thank you also to Julia Masagdo who has been coordinating the
overall design of Transnational Dialogues in 2014, to artist Veikko Tdrménen who
has kindly granted us the permission fo use one of his drawings as the hasis for our
20141ogo and to Andrea Montuori for his web-designing skills. Finally, we would like
to thank our network of friends who have been giving us their time, energy and
support across the world: Alessandro Vitali (Kreuzberger Pavillon, Berlin), Ambra
Corinti and Rong Guang Rong (Zajia Lab, Beijing), Amy Cheng (1314, Chengdu), André
Komasu (S0 Paulo), Barbara Szaniecki and Beppe Gocco (Rio de Janeiro), Berardo
Carboni (Teatro Valle Occupato, Rome), Gai Hui (Qbservation Society, Guangzhou),
Carla Ghaim e Laura Gorski (Jardim do Hermes, S&o Paulo), Carlos and Jofio Vergara
(Arelié Carlos Vergara, Rio de Janeiro), Chen Chen (Flicking Forehead!, Beijing), Chen
Qiang (Chengdu), Chen Xuejian, Zhao Mi and Fan Xue (China Art Treasury, Chengdu),
Chiara Cartuccia (SAVVY Gontemporary, Berlin), Claudia Afonso (Geniro Gulrural S&o
Paulo), Corrado Gemini and Matea Gili (M" G0, Milan), Costanza Assereto and Nicola
Rombi (Casa Momus, Rio de Janeiro), Gruz and Nathalie Frankowsky (Infelligentsia
Gallery, Beijing), Daniel Murgel (Rio de Janeiro), Daniel Rubim (Latitudebrasil.org, S&o
Paulo), Deng Dafei (Beijing) and Lijuan Independent Art School, Dong Xun, Yu Guo, Liao
Wenchao and Liu Weiwei (Arfists, Chongaing), Dong Yifei (Ari+Gallery, Chengdu), Di-
dier Schulmann, Mica Gherghescu and all the participants in the Summer University
2014 atBibliothegue Kandinsky (Genire Pompidou, Paris), Espaco Aurora (Séo Paulo),
Fabia Schnoor and Valerio Ricei Montani (S Paulo), Fabricio Cavalcanti (Rio de Ja-
neiro), Feng Hao and Li Qing (Mijilab, Beiling), Francesco Perrucci (Gagliano del Gapo),
Gabriela Maciel (TAL, Rio de Janeiro), HeiQiao artists’ community (Beijing), Hou Hanru,
Irene de Vico Falliani, Giulia Ferracci and many others (MAXXI, Rome), Hu Fang (Vita-
min Creative Space, Guangzhou), IOWA artists’ community of Gaochangdi (Beijing),
Jaakko Mattila (Helsinki), Juca Ferreira, Jodo Brant and Paulo Menechelli Filho (City
of S&o Paulo), Lao Gan (Caoha Commune, Beijing), Li Jie (A4 Contemporary Art Genter,
Chengdu), Li Kun and Mao Zhu (Chengdu), Ligia Nobre (So Paulo), Lin Jing Jing (Bei-
jing), Liu Bolin (Beijing), Lorenzo Romito (Stalker, Rome), Luca Forcucci (Berlin), Luiz
Camillo Osorio and Marta Mesire (MAM - Museu de Arte Moderna, Rio de Janeiro),
Luiz Guillherme Vergara (MAC de Niteroi), Ma Yongfeng (Beijing), Manuel (Cooper-
ativa Unidos do Alemao), MAR - Museu de Arte do Rio, Mércio Boner, Ernesto Nero
and Laura Lima (A Gentil Carioca, Rio de Janeiro), Marcos Gallon (Galeria Vermelho,
Sao Paulo), Maria Monteiro (Casa Juisi Phosphorus, S&o Paulo), Mariana Lorenzi and
Benjamin Seroussi (Gasa do Povo, S&o Paulo), Max Gerthel (Institute for Provacation,
Beijing), Megumi Shimizu (Beijing), MOCA (Chengdu), Monica Melani (Mirreo-Iside
del Corviale, Rome), Nanko van Buuren (IBISS, Rio de Janeiro), Pedro Rivera (Studio-X,
Rio de Janeiro), Qian Long (Action Space, Beijing), Qiaochu Ze (Beijing), Rain (L-Art Gal-
lery, Chengdu), Ren Han (Tianjin), Renata Pereira Figueird (SESC Pompeia, So Paulo),
Roberro Ceresia and Adrian Wang (Aike-Dellarco, Shanghai), Ronald Duarte (Rio de
Janeiro), Serge Onnen and Esther Kokmeijer (Institute for Provocation, Beijing), Stella
Tang (London), Sasha Hu (Beijing), Sue, Sarah and Olivier (Video Bureau, Guangzhou),
Sun Shaokun, Qiao Xingyue, Li Jie, He Chengyao (I0WA, Beijing), Susana Queiroga (Rio
de Janeiro), Tania Alice (Rio de Janeiro), Taru Elfving (FRAME, Helsinki), Tatiana Rich-
ard (Rio e Janeiro), Tej Tadi (Lausanne), Thais Rivitti (Atelié 397, S&o Paulo), Ty Wang
(6uangzhou), Video Bureau (Beijing), Vivian Gaccuri (SAo Paulo), Wang Haichuan
(Chongging), Weijing Zhu (The World of Chinese, Beijing), Wellington Dias and Sarah
Marques (Gasa Giramundo, Rio e Janeira), Xinran Guo (Chicago), Xu Lang (Chengdu),
Yang Shu, NiKun, LiLiand Dao Dao (Organhaus, Chongaing), Yaowei (Heigiao, Beijing),
YuBugong (Beijing), and many others fo whom we say a silent thank you.



TRANSNATIONAL
DIALOGUES
JUURNAL 214

9 CHANGE UTOPIA: FRAGMENTS OF A PROLOGUE
MUDAR A UTOPIA: FRAGMENTOS DE UM PROLOGO
CAR AR IR 3 E A W
Luigi Galimherti | Lorenzo Marsili | Robin Regeh

M1 AFEWTHOUGHTS ON AESTHETIGS AND POLITICS
ALGUMAS CONSIDERAGOES SOBRE ESTETICA E POLITIGA
KT HEUARR) Ll
Ltz Gamillo Osorio [U]

16 HONG KONG'S VISUAL POLITICS -
A GITY DRSERVATION OR GLOBAL ‘AGITPROP"?
Rachel Marsden [U]

21 ROCKS AND RICE
F5HE
HuFang (U]

21 FRON THE ART OF THE STATE TO THE ART OF BUSINESS,
OR ARTISTIG OLTPUT ON A PRECARIOUS SCALE
DA ARTE DE ESTADO A ARTE DE EMPRESA,
(U A SAIDA PELA ESCALA PREGARIA
HE R ZAREHNZR,
BTG R e %
JotaMomhaca [P

31 PUBLIC AND GOLLEGTIVE MAKING
( FAZER COLETIVAMENTE EM PUBLICD
INFLR B SRR TS Bl
Laura Sobral [C]

SEETIONS
JTOPIS FUTURES AND DREAVS
IRTSTS AND TS B
CUTURALPOUCIES P

30 ENTREMEIOS: WAYS OF LIVING AND CREATIVE PRACTICES
IN RID DE JANEIRD
Barbara Szaniecki | Zoy Anastassakis [C]

39 CULTURAL POLIGY AND GONTEMPORARY ART IN GHINA
A POLITIGA CULTURAL CHINESA E A ARTE CONTEMPORANEA
HATHEAABCR S B SR
Wang Dong [P]

4% HOW 13 GULTURE FUNDED IN'BRAZIL?

COMO A CULTURA E FINANCIADA NO BRASIL?
Mariana Lorenzi [P]

49 PUBLIC THOUGHT AND THE NEEDG OF THE ARTIST
PENSAMENTO PUBLIGO £ AS NEGESSIDADES DOS ARTISTAS
Tatiana Richiard [P]

53 RETHINKING CULTURE, AN INTERVIEW WITH JUCA FERRFIRA
REPENSANDO A CULTURA, ENTREVISTA COM JUGA FERREIRA
Luigi Galimberti | Lorenzo Marsili [P]

57 SITORID
SITORID
SITORID
Andressa Vianna | Chico Davifia [C]

0 TRANSNATIONAL DIALOGUES 2014: AYEAR DF AGTIVITIES



B GHONGUING FLYOVER. PHOTO BY TIAN ZHAD (2014)






uupwyn'y (21uUp 40d s313U1 0p 0P1ZNPYA],

‘songorel( [euoneusuel], 032(o1d o ureuspiood
HOSTYUNIFOU 3 I'TISHVIN OZNAHOT ‘LLAAIINITVD IDINT

‘seaniny saodeoriqnd @ sop
-ep1Ane sens d sangofel( [euoneusuei], 032loid o wod 1o
-[oAuD as @ reyuedwode € JePIAUOd oY eled sowelroaoide
9 ‘e[-9ZeJ 9p oy[eqen) o sowrerdaide sou ojuenb ojue) oed
-eorjqnd B1sop BINIIS[ BP 2INIJSOP 9204 oanb sowreradsy
‘(8% -d ‘preyory eueney, o ‘c¥ -d ‘eirorro eonf)
soonod ap waquie) owod (9z *d ‘edequioly e10f @ V¥ °d
‘1ZUd10T BUBLIRJA) SOAIJR STRUOISSyOId op 0jue) $903mMqLiy
-U0D WO ‘[ISeIg OU BIIUIOUOD 3s 0BIAS BSS? ‘(g€ *d ‘Suog
Suepy) euryD B 21qOS (8193 0BSIA BpIdRI BN WO OPURID
-1U] "OATIBLIO 9 [RININD ‘0O1IS]IIE $21039S sou eoryeid o [erd
-IOWOD ‘[RJUSWIBULIOAOS SBIDJSO SB 211U OBIRIAIUI B 91q0S
S90x9[ja1 @ sasifeue e1dwod [g] SAIdI[OJ [eInI[nD B ‘sieu
-OIDRUSURI) SOSO[BIP SIS WOJ JOAJOAUD SOU OB 0110JU0D 3P
BUOZ B IBXISP B WEPIAUO0D sou (9S *d) BUIAR( 021UD) 9 BUBIA
essalpuy ‘wy 104 *(9 *d ‘[e1qos eine ) eA139[0d 2 BI1[qnd
eoneid e opueploqe ejejeq ep 081e] op BIOUQLIAAXD B WA
‘oineg oes o (V€ *d ‘siyesseiseuy A0Z 9 {OSIURZS BIRqIR]
10d) oxroue[ op ory ou oueqan ugdisap ap o3aloid wn ‘so1a1u
-247U] Op SOPEPIAIIR sep opeyuede wn WO dPBPINUNIIUOD
ep [D] sanID pue sysnay ef *(1z 'd) Sueg ny suIYd BISID
-UBWOI OP ‘@10UQa0xa Jod erdoin e ‘wiprel wn e €IISIA Bp
SBLIOWAW WO BNUNIU0D 0SINISIP O *(91 *d ‘USpSIeIA [o10
-ey) Suoy] SuoH wo s031sa101d op BpUO U1 € BO1dE 95
0SST OWO0D 9P opey[elop eweloued wn ap epmgas (1t *d)
or10sQ ofiue) zm7J 1od epeulsse eonrjod d BI119189 91q0S
OBXQ[Jo1 BWIN WO0D BI2WO0D [] swreax pue saanin g ‘seid
-010) oBdas y ‘stedrourid sewa) $911 qOS SOPEZ1I03a1ed 19$
woapod sodnie so ‘oedeorjqnd ep o3uo[ oe sopey[eiequid
og[e wiefeyse vroqury Teuinof songofei [eUOIIBUSURI], OP
0B31pa BISoU sepeploqe sa03sanb sep sewns[e oes sessy
{[euonRU
-suer) oede1adood e o odofeip o eied eisar odedss ojuen)
isoperoogdaual opuas oelse [ernind oednpoid op sodedss
SO OWOY) (BOIIS[IIE 2 [BININD BUIIER BU STRJUIWEBUIJAOS
seonyrjod sep [oded o 9 (e ¢sefo e 3uIp os ered sepia

-[OAUSSIP OPUSS OBIS SBAIIRLID SBI391RI)Sa sTenb o ‘steq
-0[3 SOpEPIO SESSOU WIS WENJIS S STRINI[ND  SEITWQUOID
‘STRID0S SOOJTPBIIUOD SE OW0)) $91uasaid o reuonsonb ered
SBAIJRLID sed10] sep [oded 0 9 [enQ) "BUD W BIUL san3o[
-e1q [euoneusuei], o3aloid o anb wo ojuod assou 9 g
"opunw 0 0po} 9p sedrjeid o SLIOPI Op OJTWEBUTP OIqUIEDID]
-UT WN OPUTUNI ‘[RUOIDRUSUERI) [OAIU WS seudde 10093u0de
opod 0ssT ‘solyesap s9sSIP [BQO[3 I91BIED O OPIIOYUOIAI
ZOA BUI() "SOLIdQR 195 wes1oald orning o eied eATIRIIRU O
OLIBRUISeWI 0AOU WN  ‘epe1odnoal 19s 9ASP OBIIqUIE BSSH
"SOIO[BA 9P SB[BISO SBAOU 9 IQAIAUOD 9P SBULIOJ SBAOU OP
-uBjUAWOJ 3 [eorpes eanidni ewn opuenisod ‘soArieuId)E
SOININJ Op 0BILIOQR[d BU 9 9)udsa1d OB BOIILID 9JUSWI[RIIP
-B1 OBSBIUSLIO BWIN 9P JUIAD OU WIBIJAIISD 21dWIos SOATIR
steuorssyold o seisiane ‘saropesinbsad ‘sojosory ‘seisn
-1e ‘9JUSWIEBDII0ISTH "9IUSIdIJNSUl epule a0a1ed oedeurd
-BWI Bp B1S0dSal © ‘SOIJBSop SISSOp B[RS Bp 1uBIg
"ONPIATPUT d OBPEPID 0juenbus 03
-12[ns op oeddoouod e ‘wiy J0d ‘o owsturgIn Op ‘OpePAIO0S
BP OBSBUIPIO B 2 OBIRU-OPEISH O ‘BdI1QUO0d? oednpoid e
BIBDOUD B[O OWIOD BITOUBW B @ OPO) WIN OWOD SPBPIUISPOUT
BP BIOUQIOLOP B SOPB[NOUIA OBIS SUNWIOD SOATJOW SISSH
*SOJUTISIP OB) dudurajudrede s01Xa1U0D $913 SISSAU SAJUD]
-SIXd so[opow sop ey[e] ep se1} 10d sojuadueiqe o sunw
-0 SOATJOW BPUTR I1ISIXd SOWRIIPAIOL ‘OJUBISIIUY WIS
-se eonyjod oe} WU BIOQUID ‘BTWIQUODD OBIU() Bwun J0od
epeotew nodoina odedss op ordejuowdeny e ‘eury) eu
orrepriredrun WSS O ‘[ISeIg ou dpeprendIsop esuawl
© :0jue] eIied sOUaS0pUS SOATIOW SUNS[R WISISIXS dJUSW
-B119)) ‘TRUOIDBU 01X9)U0d Op dudpuadopur ‘urejuodesap
STRININD 9 SOJTWIQUODD ‘STRIDOS SO[OPOW STenIe SO
‘sopezI[e1ouad [e100s
OJUSUILIJOS 9 OJUSWIBIUIUOISIP BSnNed anb eorwrouoss o
eonyjod asL1d ewmu epinjeyd edony e ‘Ope[ 0130 10J “ZI|
-9yur e[osow ewn wooduwod 0o1rjod OWSLIBILIOMNE O @ 0D
-IWIQUO02d OWISI[BIqI] 0 anb op 91U STRW 9191qUIS] WN
seuade oes ‘Suoy] SuoH ws Y107 9p 01quIalas Sp solsajoxd
soe opewos ‘w0l stew oederod e o13ud djuswiferoadso
‘eury) eu 9pepoIsuE 2 opepaLredard op Opezi[erouds srew
OJUAWITIUSS WI() *, OIIA[ISBIQ d1SR[IWI OP 9 B[NT OUISAOS
Op SOUE SOp OBIBULIOJSULI) BUIN WIBDdIBW ‘Y TOT 9P SIBID

-uopisa1d $O03T[0 SBU BITOJUBIP B ITWINSSE W SAIOPRY[Bq
-B1], SOp OpI3IeJ Op 0BS211p B[od BpRIIUOIUS SPRP[NOYIP B
owo0d Waq ‘107 2 £107 W [I1selg op seni se[od sosajord
sop o [1a10 oededonaed ep reyrodsop opueid O "SOBpEPIO
soridoid snas op soymuw eied soriojejsijesur wereaord
9S SQUIYD 9 OII[ISBI] SO[OPOW SO "0ATIISOd SJUSWI[RIOUD]
-od o3[ 9 0sS1 @ - onb snIY1s 0 WO OJUSWEBIUIIUOD W)
-SUOWOP SOONOJ "ZBJSTILS OBU 9)uasaid 0 ‘wisse epury
*SBII9IUO01] O
BIUBPERPIO OWO0d $001d0] 9p OPeIYTUSIS 9P 0JUSWRIO[SIP
0 918 0321dWaSIP P SISAIU SOI[B TeIU0IJU0D BIed SATIRLID
SBI391RIISO 9P ‘SBAIIRUIS)[B SBILIOU023 91k 0d1[qnd odedss
OU OPBAOUDI 000] WIN dPSIP — SO[OPOW SOAOU P OJUIWIS
-Ins 0 wWo? ‘sepuawarl seduepnur Jod opuessed viso woq
-ure) edoIny ep [e100s BINJISSI] € ‘B[op esned 1od 91e ZoA[e)
no ‘msisiad eo1wQuods ordeusdelss ep 1esady ‘SI9ATU SO
SOPO] W ‘SOPBPAIO0S SBNS W SEIUBPN d SOARIYTUSIS
sojoedwr wesned anb ws ossed oe ‘ernimd ep s oedeziu
-eQIN BP ‘BTWOUO0I? BP ‘OBIRONP BP 0BILAOUDI 9P 0SSO
-01d o11981] win 10d opuessed sedrwreurp serouglod oes
soquIy *SOUE SOWTN SOp 09131[0d 9 0ITWQUOID OSINISIP
ou sojudsaxd ajuelseq oprIs WPl d s1eqo[3 s4a(v)d urereuio)
s [1SeIg 9 BUIYD "SOPBIS[oIL s0dUIa] WS OPUIAIA SOUIRISH

HJ53d NId0H
| TISHVIN OZNRM0T | 1LE3ANIV 19101

okl ~

”-- r< _
Va1V gyl

T CHE( TR, OGN T f S (9 GH R L
MG TN HOT=E1102 WM 3 #i 2
LML 5 M7 11021 ET03 Bd T H B M N M3 27
CHZ DBV Y E b S A TE 28 43
SANE R — BN RO G B ) BN R (G —DE3 <Y

PR L 0B [ N7 [ S
TG L AN B XN 482N B[S 23\ e 5 B LH A
H W EAGEHONC R DI SR CHY B L7 TN T
BT Mk 3 BTN 8L G 3 S TP i N A L
ST FHI NG e o S FORLH LR 2 5 L 48
V% B I (7R E M N7 = (T 150
TR RO D RATA Y [ b N RHGH R IR (0 — - B L

W . M4
WA - TG
NI - B

-5
G sl
T e I

A

FAAGMENTS Or A PROLOGUE

B GHANGE UTOPIA



UANGE TR

BIES
003
LUIGI GALIMBERTI | LORENZO MARSIL | 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,
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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 Sao Paulo comes the experience
of Largo da Batata, which looks at public and collective making (Laura Sobral,
p- 31). Finally, Andressa Vianna and Chico Davina (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 Mombaga, 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.
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LUIZGAMILLO DSORIO

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
avariety of voices, the variety of wills.” Having the latter as point of departure,

1 Nunes, Rodrigo - “A organizagdo dos sem organizagio: oito conceitos para pensar o inverno bra-
sileiro”, in: www.diplomatique.org.br
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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 Pél 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”.> 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 P4l Pelbart, Peter, “Anota ai: eu sou ninguém”, Folha de S. Paulo, July 19,2013, Tendéncias/Debates
section, page 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 Projetagdo during the June protests are simultaneously artistic

and non-artistic, just as the photographs and videos by Midia 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.” 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 Ranciére 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.™

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: multidio e arte”, in: http://uninomade.net/tenda/
amar-e-a-mare-amarildo-multidao-e-arte-rj-2013/

4 Ranciére, 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,’ 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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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 Sao Sebastidao,® 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, aftec-
tion and effect, judgment and action, spectator and actor, I would like to quote
another excerpt of Jacques Ranciére: “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.”” 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.”® 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-Rio0).

Translated from Portuguese by Daniel Liihmann

7 Ranciére, 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.
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RACHEL MARGDEN

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.

IMAGE COURTESY OF TIVE MAGAZINE L 13 DGTOBER €014,

R 20 CTOBER 2014

“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 )] 55 5% (shandong yi xuanchudn) -
“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-

B UTOPIAS, FUTURES AND DREAMS

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.

HOMGEDM
LUMBRELLA F!E'u'DLLITIC.lN E %
— Ny

Y/o\v'

EaEER TEEN

Umbrella
Revolution

SCREENSHOT FROM KACEY WONG'S FACEBOOK ALBUM UABRELLA MOVEMENT LOGO COMPETITION: A CONTANTLY UPDATED ONLINE FOLDER OF DESIGHS AND IMAGES, OPEN SOURCE
FOREVERVONE TOUSE INTHENEAT REVOLUTION. THE TOP THREE PRIZES ARE JUSTICE, DEOMCRACY AND FREEDOM.

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 ‘73 (demolition)/China’ (2010).

Wearing a Taoist costume, a black and white robe bearing the words “China”
and “¥¥7Chai 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
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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 ‘¥&#(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.

'GODDESS OF DEMOGRACY, PHOTCGRAPHED N 1989 BY SCOTT SIMMIE

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

IMAGE TAKEN FROM SOCIAL MEDIA
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-méché
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.

‘YUEN'CHI KU AND'DONNA CHAN TAKEN BY LA YIKFEL7 OCTOBER 2014

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
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IMAGE COURTESY OF VE YUN AND NOZOMIKANEMITSU

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
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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.”
his essay ‘A City that Abandoned Artists’, 12 February 2010)

- Huang Rui (excerpt taken from

“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.

Itis 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.

Itis 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
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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.
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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
Inthe depths of clouds*

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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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.

0.

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.

22 UTOPIAS, FUTURES AND DREAMS

b.

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.”

I

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 (#j) 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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Ilive in North-east Brazil. In a city that I call Natwon'. 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 14™ 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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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 ArtePraia’ project. Funded
by Banco Itat 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 performer+, in the striking
photography of Catarina Santos’, in the digital art of Christalina‘ and Isaac
Luna’, in the tireless curatorial work of Dora Bielschowsky, in the insistence
of the Coletivo ES3® with their Circuito Bode Arte?, in the ethno-psychedelia of
Igapo de Almas'™ and Esquizophanque, in the medicinal music of Mahmed?®,
in the authorial film of Carito, the proliferation of independent spaces such
as Casa Chiapas® and Atelier 1224, and independent projects without defined
space such as Maloca Arte and EcoPraca, in the feminist art-action collective
such as Coletivo Autonomo Leila Diniz®... 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 MOMBACA is a writer, performer and autonomous researcher. He is a par-
ticipant in Transnational Dialogues 2014.

4 Jota Mombaga: 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 Igapo de Almas: http://igapdealmas.bandcamp.com/

11 Esquizophanque: http://esquizophanque.bandcamp.com/releases

12 Mahmed: http://mahmed.bandcamp.com/

13 Espago Casa Chiapas: https://www.facebook.com/espacocasachiapas
14 Atelié 122: http://www.youtube.com/watch?v=IFOoVZoCqVs

15 Coletivo Autdnomo Leila Diniz: http://www.mamu.net.br/?p=569#!/loc=-5.789158000000013,-

35.208692,17
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For many years, those who thought about the city were not the ones actually

C

)

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 Sao 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 Sao 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 Sao 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 Liihmann
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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/
UER]J, held from August 8-11, 2014, at the Carioca Center for Design (CCD)
under the Pro-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/UER]), with the professors and

A ARTISTS AND Gy

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/UFR]), 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 21% century design, with a particular mix of boldness and
cautiousness.

I.RIO DE JANEIRD: 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-



nia:Rio was then created, and more than a Facebook discussion forum,! it also
involved weekly meetings at ESDI/UER] 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 11. 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 Faper;j
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 FI1FA 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 PRACTIGES 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 Pro-Design call of the Rio Heritage of Mankind
Institute. The Design and Anthropology Laboratory of the ESDI/UER] 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 Sao Paulo, Maranhdo, and Para, 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 Praca 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,?
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
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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/UFR], 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



status, which relinquishes the pretension and becomes more cautious, accord-
ing to a concept coined by Bruno Latour.+

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 Liihmann

BARBARA SZANIECKTI has graduated in Visual Communication from the Ecole
Nationale Supérieure des Arts Décoratifs and holds a master and a doctorate
in Design from the Pontificia Universidade Catolica. She is author of the book
“Estética da Multidao”.

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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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>
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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
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A4 COLTURALPOLICIES



O BRI

MARIANA LOREN

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 taxes! 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 Law?, 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 Sao 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 Itau Banks, the phone company Oi* and the Iguatemi Comercial Centers.
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 million®. Furthermore, the cost of the ticket
to attend the fair is approximately U$20,00 - in Brazilian currency R$40,00

3 Itau 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 Sao 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$s,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 (Itau 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 Brazilians’. 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$6 million, of which almost U$s 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 Mauricio Ianés?, 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. Sonia Gomes?, 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 Mauricio Ianésis a Brazilian artist who has developed an important work focused on language and
performance, he is represented by Vermelho Gallery (Sdo Paulo).

9 Sonia Gome is a Brazilian artist represented by Mendes Wood Gallery (Sao Paulo).

part of the entrepreneur. I was sad with the intention to build a hotel and a com-
mercial centre. If Thad known about this beforehand, I would have turned down
the invitation.”* 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 Sdo Paulo “culture is investment and needs to generate income, but
I don’t see Brazilians selling culture, turning it in business™. In another article
for Casa Vogue magazine he said he considers “Bernardo Paz the most import-
ant artist in Brazil”? - 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?”, there is quote from Charles Esche - curator
of the 31°t Sdo 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 law*4, 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 LORENZIDE AZEVEDO is a curator. She is responsible for the project
programming of Casa do Povo, Sao Paulo. Casa do Povo hosted and co-organized
the conference “Auto-gestdo, espacos de arte comunitérios e independentes |
Self-managing, Independent and Community Art Spaces” (18" 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://wwwai.folha.uol.com.br/ilustrada/2014/09/151274 4-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-aa47-00144feabdco.html#axzz3EMshpuyZ
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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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 Sao 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 oftfered 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 Canada Centro de Arte e Tecnologia (Minas
Gerais), Barracao Maravilha Arte Contemporanea (Rio de Janeiro), Casa Tomada
(Sao Paulo), Phosphorus (Sao Paulo), Atelié Subterranea (Porto Alegre), Casa da
Ribeira (Rio Grande do Norte), and Atelié Aberto (Sao 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 Liihmann
TATIANA VIEIRA ASSUMPCAO 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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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
amomentum 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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LG/LM: As the Brazilian Minister of Culture, your political choices fo-
cused on breaking the Rio de Janeiro-Sao 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
Sao 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 Sdo 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-
dialogoemSpP, or #thereisdialogueinSP), aimed at collaboratively building its
policies and actions. On August 2013, the 3" Municipal Conference of Culture
was held, gathering some 3,600 people - for comparison purposes, the 2" 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 Sao Paulo.

LG/LM: In a previous interview for ‘Produg¢ao Cultural no Brasil’ (Sep-
tember 28", 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 Sdo 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.

a0



"o[neJ OBS W dAIA d Jopesmbsad 9 VNIAVA ODIHD

Y10z sango[er [euonRUSURIL],

Op [ISeIg OU [BD0] BIOPBUIPIOOD 9 B[ "TIAID d [RIO0S OBSSTID
-s1p eaed (seSnue 2 seAOU) SBISO[OUII) 21IUD 0BIIOSIAIUIL
B BUWE 9 BIpIWN[NW eiopesmbsad 9 VNNVIA VSSTAANV

JBILI B 9O0A 19S OW0D
‘opepo ens e 1os opod 900A owod :ejungdiad e opuolse g
Jmput 9204 9nb wd o gooa
wd anb o ‘1Te 18159 Oy ¢ojusWISuLrIISUOD WNS[E BH (I[€ OpP
-UB)S? [BLISJRWI NO [BLISIRUI 9JUIS 3S PO0A (03s0dwod efou
OUIILI Op BOISAP D0/ 03[k ered O[noeIsqo wn 9 9O0A
*9S-WIRZI|
-BJ0[ 10pa1 Nds ok seossad 2 s012[q0 SO 0W0d 9AIISqQ
‘edourwiad 9 0dedso ou 95-0UOIISOJ
‘BdoURW
-10d 9 15 ® BYURIISS BN Bwn 9p ojuod wnu as-anbojo)
:0]SISUT OSST 10
*OpePAID0S BU PEPHIIUPI 9P BIUN(U0D 0BINIISUOD
BU BISI[ENPIAIPUT OATJRISWIT O 193I9AQNS :ITIISTXI-0D Wn 9
‘SOU 9p BWIOE NO OUIAIXS 03[€ 9P ‘01IN0 0 W0od 113odwod no
1opuadap stewr oeu 9 0391dWS NAS 9P OBSIOAQNS B ‘BININD
Bp OJUdWIPUIUS O eied 9JUBUIULIOIOP Owod ds-dodwur
[eq1oA woSen3ul] ® 9§ “BIIS[ISBIQ 9PEPIIO0S BU BISI[RIU
-0[0d O[opOW WN 9P OBILNUIIUOD BU BISIABIISD O [BIIRLI)
-ed edueIay e zoA ens 1od BIISUOWIP 9 -  snaqga[d so wod
ered sorrned sop oedajoid | ‘Ojuswredriolsty ‘oedajord
9P OJUSWIAOW — WUNIU120.47Pd WD [edTPRI WSLIO BNS W) 9
oturooiyed 9 diys.sosuods eied sondnyiod wo eisefed y
*SBOYTIUSID ‘SBOTISIII. ‘STRININD S90S8 © 9110dns op
1opod o wa) wanb op ogde[o1 B OPUBZI[RIIUIISIP d BIOUYIOPE
o1u00sa10 ® opuendidoid ‘ojuswirousliod op oede[aol1 e OpuBLID
opeoy1ugis op 01593 0 9s-e11aq1] ‘eiAe[ed ep ogdejouap e anb
STRJAl "OJUSWIBIOURUY B BAIJRIOQR[0D BiAR[Rd ® Opurun $9[3
-U1 Op OPIZNpeI] 10] ¢ BSSBUIL B ¢ ORPINUL B 9191 SOU BPES
-saxde ogdnpen ewnu anb Fuipunfpao.o ‘sgndnizod wry
‘1opod ou oe1s9 anb soonod ap oes1oop op BpRWO] BWN
seuade op sojue sopepianalqns op oedejussaidai eu ojdure
o1eqop wn eied odedsa U] [IAID OBPEPID OP ZOA B 9pUO
oanjedronaed oonpjod ojopow win 10d afoy os-eIN| ‘eATIBIOq

-B[0D STEWI ZJA BPRD 9 [ISBIg OU 9JUZINSUI BUBQIN BININD
V "ean3no op oud[d OIO12I9Xd OWI0D SZOA 9P dpeprordnnu
B 9 SBSUDIQJIP 9P BIOUQISIXO00 B Ie1opodid 9 onupuod 0}
-~USWITAOWI WS BN BU OPBPIIUIPI B 19DI9X7 ‘0BIBZIURGIN BU
onpjarput op oede er1doid Bu 9 STBIO0S S905B[21 SBU 91UE)
-1oduwt stew zoA eped [oded win Wl 9pEPIATIBIOqR[0D
‘oedeo11I2[qo Bp sojue 01593 OB 1918 dW PN ‘SBP
-euTWLINLP-21d seonsm3ut] sedueiay op no o1o]A 1onbjenb
op ope3a1dsop 01IUOOUD P OIDIDISXS WINU STRINI[ND SEILI
-01STY SBSUQIJIP S BULIOJSUEI) anb opepIjeuoIdRUSURI) BP
eroueliodwl e e)essal [iseig op ooyeiSoas o3sodo o wod
OPBRUBWLIT 95-19A :sTed NoW WOd 9uaWeIdIIp wedo[erp 9
WeuedUd dw onb sO0Xoa1 op OBPISUIWI BWN JS-ILIQR
opod ‘(seorsiiae s90ssa1dxa OpPUSIAYU0II ST W Op
-ue)s9 efos ‘OXN NOS OPUBAIISQO SBNI SBU OPUE)IS Blos) 01
-sa3 Op [9AISUDS BIDUYFRIQR BU ‘0JIXI] NOS IopUaIus oru Jod
BUIYD B WOD I1}9[a1 0ssod epeu no [eqIoA en3ul| eU 9
"OAT}9[00 OB OXopa1 eIed [eNpIAIPUT SPEPI[IqISUSS Bp okssaid
-X9 BP OIDIDIOXd O JRWIO}I AP 01593 () "[PAISUS OP [B100S
eduasaid esso 1od eprda1 opuas @ opuadar ‘0odxo os eni e
wonb e wWNWOd OP1Iuas Wn BLIdAI 3 BLID ‘0A1IR[00 0Sedsa ou
os-enyis ‘erej 1onbrenb op sojue - soodusjur op sojuB[qUIDS
Ow0d 03210SIp NO dQueurwopaid ‘oysoduiod o opejosi [oded
nas W 0312(Ns eped :03unfuod 9199104 WnN B Waznpuod onb
$01593 0BIOS SEILI SB ‘WISSY "SOPRPIIUPI SENS AP OIIIIOXD
op olosap ou sepIy[0da1 SOPePIAIRIqNS 9p O[NWMO. W ‘Teq
-TOA-OBU OLIBSSO[3 OSUIIXD WIN OWO0D SPEPID B dI9PISUOD)
*SEPEOYISI SOPBPIIUIPI 9P BIUOJOIBD B OIOWI WD
wo190a1edsap [RININD BIOUYISJAI NO orderardiajut ‘opep
-1a132(qns 1onbrenb suadrew se opuextop {sopepio se wrood
-wod 3s dfoy anb oaryeradur 3ss9 10d  "OpIUYSP OUIOIUOD
wos ‘epelalord woFewr ewn seuade BUIO} 9S 0IINO OE O}
-un( eduosaid e 1BIOPISUOISIP OB NS Op 0BILI[BXD V "BY[R]
9 BINJ[ND BU [ENPIATPUT TBIN] NOS JBISN( B ‘Ojuswuyeroedsd
9S-TeNIIS B “ITISIX B OpI[oduil 9JUduIajuelsuod 9 oyams O
*OpEePIIUSPI 9p OBIBUWLIOJ BU BOYISIS BY[BIRq BWN BIPUIS
-ud sopeprd sopueid seu ogdendodrodns 9jua0s210 v
se1ado osinostp [enb eied o opryuas zej osst wonb
eIed joune] ‘ooneise ‘nodoina - [Bq1oA OBIRZI[RIOUSS BN
wo duawisa[dwis sopeprie[nonied sens op ewn BPed 9 09

-13e1SE NO NodoIN? 2JUAUNIUO0D 0 19FUBIGE 0SSOJ ¢STBINITND
sojoquis znpoid anb [euoroel oednpesy efod e1a11p BOSNQ B
wos seiae[ed sep oesuaaidwod e ep 9s owo) ¢nadoina no
SQOURIJ ‘SQUID 9JUB[R] WN B BLIOJOWAI SeIAR[ed SESSIP WOS
o0 anb o ‘sgndniiod wo asse[e] Nd 9S “[BUOIOBUSULI} OBSSTID

-SIp BUWIN W BLIRUOIOISOd 9 I0Y[9W SP[SUT O dJUSUIBAIIBU
osse[e] na s ‘o3[ op oesuaaidwiod vied ogdnperl ap eLdp

-uadop o®U SQUIYD 9sse[e] Nd 9§ ‘epelaidiojur wadendul|
© - STEQIOA SO0INPEI) SEP SPBPI[BALINS B WIOD TBPI] ‘SAIUE 9
sajuedionied sop steossad serougriadxo op anyied e [iseig
o edoanyg “eury) 21qos/213ud 1209yuod ap eisodoid y
‘eine[ed ep (eo110301d) [BOTpRI WOSLIO B B[odo1Ie ‘01Xa1U0D
9P 0BINIISUOD B 95-20d 101Ul ‘OpepLIdl[R BP OBSUaa1dwod
& opadajue 0s1nosip ofod eindsip e :epezijeqo[3 oesuodid

-wod & ered ojnquieaid owod OpeZIuegIn Opunw ou afoy
9s-oodwr wogenSul] Bp 0BIBZI[BQISA Y SOI0INOO[IdIUL
SNOS B 0T 9JUSWIRY U RIS SOZIA SBIINW ‘OpedoyTugis wn
1opusa1dwo 9 9s-1BdTUNWOY) *$032[qO NO $OII2MS SAUIJ

-1p soureawou ojuenbud sjuswI[RId0S SOWNISIXS :eIudsaid
ep oedepifea e erd (enduj) woden3ul] e ‘03[ 19A210s9p
op BWLIOJ BWIN JBOSN NO ennuw oesudaidwod e ered ep

-nnred op ojuod win 1009[0qeIso op oedunj e onb stey

‘ourwNY I19s Ok eANjRIddWI 9 Wwogendul] y
Jmput 9204 9nb we o gooa
wo anb o ‘T7e 18189 0y ¢0jusWISURIISUOD WNS[B BH (I[R OP

-UB)S? [BLISJRWI NO [BLISJBWI 9JUIS JS QO0A (03s0dwod e[ou
OUILI OP BOISAP 9D0A 03[k ered o[noeIsqo wn 9 900A

*9S-WBZI|

-B00[ J0Pa1 Nds ok seossad 2 $012(q0 SO OW0d 9AIISqQ

‘edoururIad o odedss ou 9S-0UOIdISOJ
‘BSoU
-eurrad 9 1S B BYURIISS BILI BN 9p ojuod wnu as-anbojo)

VNIAVO OJIHD | YNNVIA VSS3HONY

Liill

*rh{fE LA G AR o —T)
Ak GBS0 S SRSk W BRe
e SHEGH B NG T A & AR QDI B 283 — 8L
FE) RESENE ALY W E R NG HAE B T
e AT R el R R A LY Y
BTN TN A b TR LUV LT o R Y
& BH VL By [} 7 & 0 B IR ¢ ' AT T P Y
A5 YA B BR S [L CHYZ R SULHSE T S DU~ BH
Y EH T b [ B ¢ I [y il o) L 0C o 2 e R e
B BN I FOR VR -H R U 5 DR O st sl Y
GRS HEVATE R S SR o L o f B AL TR R 1 T 5
GV I el 5 36 e A LA [0 Bl “ B3 e DR 1 <L
SR 2 - H R B PLE < A R A S e
MR 2 DI R ) S LI L)
[ BAAMWN CEhE HRSEEY F 52
CEIEHEH (DHACED SR LI N BER Rl By S kg 2
St LML LI A M & LU 2 (BT
¥ g [ UL 28 S R LR O S
Sy— HZEH B, DD WS HIUNAE FOW 2y LEN
BRLIE R PN GELHT DG (241 (et 380 LY L LA o=
LEARVILE S S CF TR AR T ) (R A SR (Rt SR I Tt
RECEA S Ba L DS
& 7-H Lz ) L7 7-H TR R
Ty BT B ¢ YA AR PO OHMA 782 BB T sl &
REq 2 S D < B Sl 5l & o Bt R B M i T
B YT U G e (R 38
(S s T Blsa
i — TN RSO E 3

IR B(H77  Hi
I » 930637

ill

a6 ARTISTS AND Gy



(LA

ANDRESSA VIANNA | GHICO DAVINA

Place yourself'in a spot at an unfamiliar street for you and remain there.

l_l

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
itselfin 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
initsisolated 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-
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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’ (‘patrocinio’) 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 Liihmann

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 DAVINA is an independent researcher based in Sao Paulo.
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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 Sdo Paulo for the First Caravan, meeting at Ponto Aurora,
Phosphorus, SESC Pompeia, Atelie397, Jardim do Hermes, Centro Cultural
de Sdo 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 Sao
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 Chongging.

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 25
anniversary of the Tiananmen Square protests 0of 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 21% 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 Chongging 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.
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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.
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Iniciado em 2011 pela European Alternatives, o projeto Transnational Dialo-
gues é uma plataforma aberta e em andamento de gerenciamento e cria¢do para
projetos artisticos e culturais com foco em novas geografias decorrentes da glo-
balizagdo e da emergéncia de um mundo multipolar e artistico.

Transnational Dialogues facilita o encontro de artistas, criativos, profissio-
nais, intelectuais e escritores de diferentes continentes para uma série de in-
tercambios e coprodugdes, em forma fisica e virtual. Sua plataforma promove
o compartilhamento de informagdes, a criacdo de uma rede e a colaboragio
conceitual entre individuos e organiza¢des que trabalham em uma variedade
de disciplinas, em escala transnacional, e oferece um trampolim para colabo-
racdes e iniciativas futuras.

l”

Com o titulo “Change Utopia!”, em 2014, conduz uma colaborag¢io entre
jovens criativos da China, Europa e Brasil para refletir sobre a falha dos mo-
delos econdmicos e sociais existentes nessas trés regides além do papel dos ar-
tistas, da produgdo cultural e de seus gestos em dire¢ao a alternativas futuras.
A pesquisa toma forma em um processo de produgdo em rede, com um ano
de duragdo. Uma troca entre muitas camadas, produgdo colaborativa virtual,

encontros, seminarios e caravanas.






