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Editorial Decolonizing Art Institutions

Editorial
Dorothee Richter & Ronald Kolb

For the Oncurating Issue 34, we asked artists, theorists, and researches to send us their
proposals for a decolonized art practice, or how to deal with institutions in that
regard.! The 34 invited artists were given a carte blanche to contribute to the topic
decolonising art institutions. The only restriction given was in the format, with artists’
contributions to take the form of either an DIN A4 -sized PDF. The aim: to provide a
platform for a multiplicity of voices from the arts. These voices would propose an
image of a decolonised art practice, all the while raising questions with regard to how
one can engage with pre-existing institutions in a congruent manner. The format of the
material was crucial. It too was thoroughly accessible, printable by everyone from
readers of the magazine, to the very students and teachers in the postgraduate
Curating Programme who had initiated the project. Thus the form mirrored the
democratic modes of presenting and distributing art that were being explored in the
contents of the issue. This issue contains proposals from 34 artists and an implicit call
to action. You can download the material and assemble it in your preferred way: a
book, an exhibition, or something else. The curatorial role liberated, it stands open and
available to any reader of the issue, mutable between various local contexts.

These local contexts were as apparent in the creating of this issue, as they are in the
final product. The diverse group of students in the Postgraduate Programme in
Curating - from Brazil, Mexico, the US, Russia, Germany, Switzerland, the UK, and
Australia - incited a multiplicity of approaches to the topic. This, in turn, led to contact
with a great assortment of artists. This was an opportunity to take into consideration
the myriad of situations within which these practitioners work. Thus we could find not
only highly specific solutions that work within their local contexts, but also provide
platforms for strategies that might surprise us by extending across different, unex-
pected networks. They would become newly discovered constellations of decolonising
tactics.

And yet, the longer the specifics of these ideas were engaged with, the more fraught it
was to grapple with the very idea of decolonisation, as a broader concept. While there
was an advantage in the variety of frameworks within which the issue was problema-
tised, this also functioned as a point of friction. It exposed the difficulty of decolonising
across such divergent contexts, and rendered it nearly impossible to speak on a
common ground. Furthermore doubts were seeded about the efficacy of approaching
these concerns from the perspective of the arts. Nabil Ahmed argues, for example, how
colonialism, reinforced through capitalism, works in a destructive manner against the
environment, with a breadth of reach and depth of effect one can hardly imagine. A
malignant force spread far beyond the scope of the arts.

“Environmental violence can only be understood via the field of environmental
history, which, broadly, gives a dialectic accounting of humanity-in-nature and
nature-in-humanity. It incorporates a history of the externalization of nature,
from the mineral to the vegetal, silver to sugar, that allowed for the fetishization
and commodification of the environment in ways foreign to the peoples that
colonialism encountered and whose forms of knowledge it would obliterate.™
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“Environmental colonialism” then, along with all its disastrous consequences, is
enforced in accelerated capitalism. This naturally has implications for any discussion
of decolonisation that takes art institutions as its basis, particularly when the focus
inevitably broadens to that which is under a political jurisdiction - land, heritage,
appropriation. And yet, as responses to the invitation manifested themselves, they
provided further evidence for the ability of art-driven processes to disrupt representa-
tional space. The proposals were a microcosm of the broader reality of the art world,
which constantly propagates ideas concerning how to live together in new and
different ways; how to use representational space in a radical manner; how to disrupt
the hegemonic ideas of communality and subjectivity.

What is clear is that how, who, and for whom a representational space is used is of
utmost importance. These questions must be brought to the fore in order to effect
structural changes, in policy and otherwise. What's more they apply as much to the
museum and the gallery, to these institutions respective collections, and modes of
representation, as they do to society at large. Further a re-reading of existing collec-
tions through the lens of texts such as Fred Wilson's “Mining the Museum” can
dramatically expose those that have misjudged the parameters of these questions.

It is to that arena of discourse that exposes, enlightens and, proposes that the
contributions collected herein may be added. They surprise, with unforeseen
approaches, drawing our attention to specific issues, and ultimately, to specific
understandings. Not a final word but diverse offerings to a diverse problem.

The material can be used to create an instant exhibition, wherever it can be printed.
We are extremely grateful to the artists, who so generously shared their thoughts and
images. And to you, the reader, or perhaps better put, the curator of the works
collected herein.

Notes

1 The Oncurating Issue 34 arose from a shared project with the students of the
Postgraduate Programme in Curating, ZHdK in summer 2017. We invited artists
related to the symposium “De-Colonizing Art Institutions” at Kunstmuseum Basel,
Switzerland. The material we received was organized to print out and be displayed

by us and the audience of the exhibition in the Oncurating Project Space.

2 Nabil Ahmed, ,Negative Moment: Political Geology in the Twenty - First Century; in
Quinn Latimer, Adam Szyceck, South Magazine Issue 8, documenta 14, 2017.
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Summer Academy & Symposium
De-Colonizing Art Institutions:
Questions And Ideas after Ten Days
of Intensive Propositions

Giovanna Bragaglia

In Zurich, studying at ZHdK in the MAS Curating Programme, one of my aims is to be
able to look at cultural institutions from a distance and have the time to reflect on its
structures. Taking part in the De-Colonizing Art Institutions Summer Academy &
Symposium helped me to understand and exchange ideas about museums and art
institutions that all over the world tend to have a uniform appearance, following
“Western” examples. Today, it is more important than ever to understand and reflect
on how art institutions and museums could work differently, and what and how would
be the new formats.

With this in mind, in May 2017, a group of curators1 asked artists and researchers
worldwide to contribute with proposals, images and concepts regarding De-Colonizing
Art Institutions. The material is available online” and can be freely accessed and
download. Access to the material was also available within the On Curating Project
Space, in an exhibition project, which was proposed to recreate and rethink the
exhibition space and its visitor perspective. There, one could find a computer and a
printer available to access and print out the contributions. Exploring and expanding
the sense of curating, visitors could decide by themselves what to print out and hang
on the space’s wall (with hammers, nails, and tape), or take the printed material with
them.
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It is well known how intimidating the white cube can be. Curiously, in Rio de Janeiro, I
was working in an institution that was once an inhabited house, the Instituto Moreira
Salles, but I don’'t know if one can say that being there feels like home. It is not only
about the architecture.

However, building a familiar environment can take time. When far away from home, in
an unknown environment, it is more than natural to try to find a certain comfort so
you don't feel like a stranger anymore, and you can feel safe to go wrong. By the way,
who said what is wrong and what is not?

The Brazilian artist Maria Thereza Alves, one of the 34 artists invited to the project
De-Colonizing Art Institutions, describes in her text an interesting passage about her
mother approaching museums:

My mother had such fear of visiting museums that years later, when working as
amaid in the Upper East Side of Manhattan, and living quite close to the
Metropolitan Museum of Art, she never visited it until after I took her there.
That day, she held back climbing up the stairs and even after we purchased
discounted tickets and walked to the entrance door—which are quite tall and
fascistic, she was dragging back and nervously whispered that the guard would
not allow us to go inside. She thought he would shout at us to get out of the
museum and as a naturally shy person feared being publically embarrassed. We
made it in and after that she would often visit the museum but never one in
Brazil.

In the book 7he Birth of the Museum, Tony Bennett narrates the emergence of
museums, fairs, and exhibitions in nineteenth and twentieth century within a process
that he calls the exhibitionary complex. Within it, visitors observe the show at the
same time that they are observed. The author analyses how institutions have not only
organized their collections, but also their visitors, teaching them how to behave and
regulating their social routines.

Home sweet home

Museums have, or at least should have, very different aims; however, how can they
continue using the same structure as before? There is a need to rethink its nature as a
social space, as a space of representation, observation, display, and regulation. How to
build a place that people are not afraid of ? How to engage people to be part of it? In
order to make contemporary art more open to the world, perhaps the solution is to try
to transform it into a home, where visitors and artists are not received as numbers or
even guests, but in a place that they can feel at home.

The contemporary art space located in Sdo Paulo, Casa da Xiclet, which was also
invited to collaborate in the De-Colonizing project, briefly describes themselves in the
received contribution as follows:

(...) the mixture of someones house and art gallery, the latter being a kind of
anti-gallery (since it is democratic, nonrestrictive and having a contaminated
“whitecubeness”) and the former, a kind of non-house (since the private ends up
turning into public...). A blend, thus, of house and gallery.

And not by chance, they cite the concept of mess by Robert Filliou, who says that a

real democracy is not possible if we do not welcome lack of discipline. Improvisation is
needed in order to allow for creation.
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And what is the concept of home if not a place where you feel comfortable, where
mess is allowed, where you feel you can stay and that you are more than welcome? A
place that is part of your life since it may contain stories with which you can identify
and thus somewhere you may wish to go more often.

Take Your Time And Feel Free

The concept of home also carries the idea of a place where you can fail, such as The
Centre for Less Good Idea. Founded by the artist William Kentridge, it is an interdisci-
plinary incubator space for the arts based in Maboneng, Johannesburg. The place’s aim
is “to find the less good idea by creating and supporting experimental, collaborative
and cross-disciplinary arts projects,” as described on the website:

The Centre is a space to follow impulses, connections and revelations. It’s a
physical space for artists to come together over two seasons every year and for
curators to bring together combinations of text, performance, image and dance.
The Centre believes an ensemble sees the world differently to how one indi-
vidual does.?
The place functions as a home for artists. “It is a safe space for failure, for projects to be
tried and discarded because they do not work. It's a space for short form work, which
doesn't have a natural home in a theatre or gallery. As pointed out by Jeebesh Bagchi
in his talk at ZHdK, art is not an object; it is about the production of a space. It is
perhaps something that you inhabit rather than see. However, it is not a laboratory, as
one might think, since no one is looking for results.

Still reflecting on the production and role of this space called museum, the Brazilian
artist Daniel Jablonski, another of the invited artists of the project, presents “No
museum exists, none has ever existed, a montage over the introductory pages of the
book Le Musée Imaginaire by the French writer André Malraux. Jablonski simply
flipped the colors of the facsimile, showing its “reverse” side and replacing the original
images—an image of an exhibition room at MoMA and a reproduction of a painting by
David Teniers—with two photos of the fire that destroyed the Museum of Modern Art
of Rio de Janeiro in 1978. It is interesting to point out, in this introduction, Malraux
reminds us how museums seem so fundamental nowadays that we can no longer
understand that they are a very recent Western invention.

Art is the world without absolute answers, boundless and timeless—it is not possible
to delimit either the beginning or the end. Museums and art institutions should be a
place where people should feel safe to navigate, since, “It is navigation out of any ship,
sometimes with any safe or correct direction, with no wave, and with no sand, as the
Brazilian poet and politician Jorge de Lima® once wrote. We may never arrive, and even
when we arrive, we will never have actually arrived anyway, because there will be
always more and more paths to navigate. What is most important is not drowning and
having the tools to be able to go forward, looking for the means to grow and overflow.

Notes

1 The curatorial team of the project De-Colonizing Art Institutions: Giovanna Bra-
gaglia, Emilie Bruner, Ronald Kolb, Miwa Negoro, Swati Prasad, Dorothee Richter,
Silvia Savoldi, Regula Spirig, Laura Thompson.

2 All the contributions of the project “De-Colonizing Art Institutions” described in the

6 Issue 34 /December 2017



Questions and Ideas after Ten Day of Intensive Propositions Decolonizing Art Institutions

text can be found in this publication or accessed online http://www.on-curating.org/
issue-34.html

3 “The Center for the Less Good Idea.” Accessed 19.06.2017. https://lessgoodidea.com/.
4 Ibid.

5 A reference taken from the 29th Sdo Paulo Biennial, 2010, titled 7xere is Always a Cup
of Sea to Sail In-aline borrowed also from the poet Jorge de Lima in the work /nven¢do
de Orfeu (The Invention of Orpheus), 1952.

For about six years, Giovanna Bragaglia has worked in cultural institutions in
Brazil focused on contemporary art. At Paco das Artes, an experimental,
dynamic, and multidisciplinary institution, linked to the Cultural Secretary of
Sao Paulo, she worked closely with young critics, curators, and artists as a
researcher and as a producer, promoting national and international art through
exhibitions, catalogues, and educational activities. After that, she worked as a
curatorial assistant on international exhibitions at Instituto Moreira Salles in
the Visual Arts and Photography Departments, including shows of Richard
Serra, Tacita Dean, William Kentridge, and Luigi Ghirri. She curated the
exhibitions Processos Publicos (2010), Paco das Artes, Sao Paulo; Alice Birill:
impressées ao rés do chéo (2015) IMS, Sao Paulo; De-Colonizing Art Institu-
tions (2017), OnCurating Project Space, Zirich, and Say The Same Thing
(2017), OnCurating Project Space, Zirich. She currently lives in Zurich and
studies in the MAS Curating Programe in ZHdK.
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All images taken from the opening of the exhibition in the Oncutating Project Space,
Sihlquai 55, Zurich, 2017.
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A Question of Aesthetics and Colonization

A Question of Aesthetics and
Colonization

Maria Thereza Alves, May 10, 2017, Berlin

(along with Jose Gaspar Ferraz dos Campos),
founders of the Green Party of Sdo Paulo .
Photograph by John Ashley of the Missoulian.

In 1987, | along with Domingos Fernandes
and José Gaspar Ferraz de Campos were
discussing how to make politics in the new
possibility of the end of the military
dictatorship and the beginnings of democracy
in Brazil. At the time, there was a celebration
of political freedom and there were over fifty
parties registered for the upcoming elections
and we tried to figure out where we would
best be able to contribute politically to Brazil.
I had worked as the representative for the
Workers' Party of Brazil (the Partido dos
Trabalhadores - PT) but was no longer active
within the PT due to an influx of upper class
people who had taken over many positions
within the party. Both Domingos and Jose
Gaspar had belonged to a wide range of
political parties and movements. We thought
that none of the parties reflected new
potentials of working in politics and founded
the Green Party (Partido Verde) in Sao Paulo.
In between this and my paying job, working as

an English teacher | would also work on my art.

The Museu da imagem e do som in S&o Paulo
was in my neighborhood, Pinheiros. | took my
heavy and large portfolio which was not
allowed on buses and walked the 2.6
kilometers to the museum. | had previously
called and made an appointment with the
director, whose name | can no longer
remember. | arrived just as Domingos of our
nascent Green Party was coming out of the
director’s office. He asked me what | was

doing there and | in turn asked him, who did
not like art, why he was in a museum. He said
that he had just done a political favor for the
director, a large one and suggested that we
both go and speak to the director and | could
ask for a solo exhibit and we could look at the
calendar and see when was the best time for
me. | was shocked and said that that was not
how things are done in the art world. | had
graduated from art school three years
previously. Alone | went into the director’s
office. He asked my name. He asked which
Alves family was | related to. | said, “None
that you would know”. He would not, my
family at the time were peasants or small scale
farmers in the countryside of the state of
Parana. The director then refused to look at
my portfolio. This was the first time, as an
artist that | was presenting my work to a
museum director having followed all the steps
| had been taught in art school. So | placed
the portfolio on the table but he would not
flip through it. | then opened the portfolio. He
still would not flip through it. | then flipped it
for him. As we were reaching the end, and he
had been silent throughout, | explained to
him that it was his obligation to discuss with
the artist about the work — what he thought
was interesting or not. At this point, my
frustration with his rude and arrogant silence
was obvious. The director was then forced to
explain that he was actually a medical doctor
and that his family had been helpful in getting
the mayor elected and in return the
directorship of the museum had been given
to them. He confessed he knew nothing
about art.

A few months later, | dropped off my portfolio
at a renowned local cultural center, SESC also
in S&o Paulo. They also did not bother to look
at my portfolio. Then | asked Domingos to call
in a political favor. Some months later, |
received a call from the cultural institution
who were now enthusiastic about giving me
an exhibit whenever | wanted one. | declined
to participate in corruption and explained |
was only verifying if that was how things were
done in Brazil.

A few years later, | was working on an issue of
Documents magazine published in New York

13
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and met with some people from the culture
department of the state of Sdo Paulo. | was
treated well — | mean | was taken seriously as a
person. | was not interrogated as to which
family | am connected to and if | am not
connected to any important family who was
my political ‘godfather’. (As a young woman
with a family of no political or social import at
the time, all this could possibly mean would
be that | was the mistress of politically or
socially powerful people. | was given this
opportunity several times —that is to be the
sexual mistress of someone - as | looked for
employment in fields for which | was qualified
but had no social connections to assure
employment and finally settled for teaching
English for a small company run by a woman
who agreed | did not have to accept any
sexual offers to hold my job.) | returned a
week later to continue my discussions with the
cultural department and was treated as | am
normally treated - that is as an intrusion where
| am not welcomed because | do not belong

- and wondered what | had done wrong to
merit this. | was to be enlightened - they
explained that originally they thought | was
connected to the secretary of culture of Rio de
Janeiro who was an Alves and were
disappointed to have discovered during that
week that | was not.

Lina Bo Bardi's Museo de Arte de S&o Paulo
is thought to be appealing due to what is
considered by some to be its “democratic
openness” in design. To us it is a fortress
which begins with its moat like entrance as the
building floats above the ground and
becomes more intimidating because the
entrance is not visible and is reached only
after a flight or two of stairs and therefore you
cannot figure out if someone like you would
be allowed in. | must confess that | myself
never thought | would be allowed in and only
finally went in when | was invited to
participate in the S&o Paulo Biennale in 2010.
And neither my mother nor my father, who
lived in the city would ever have thought they
would be allowed to visit such a place. My
mother had such fear of visiting museums that

years later, when working as a maid in the
upper east side of Manhattan, and living quite
close to the Metropolitan Museum of Art, she
never visited it until after | took her there. That
day, she held back climbing up the stairs and
even after we purchased discounted tickets
and walked to the entrance door — which are
quite tall and fascistic, she was dragging back
and nervously whispered that the guard would
not allow us to go inside. She thought he
would shout at us to get out of the museum
and as a naturally shy person feared being
publically embarrassed. We made it in and
after that she would often visit the museum
but never one in Brazil. It would take me
another year to have enough nerve to walk

into the Guggenheim and Whitney in
Manhattan.

Detail of the installation: The Return of a Lak-e.
Courtesy CAAC.

In 2014, | exhibited at the MUAC in Mexico
City, a large installation, The Return of a Lake,
originally made for JOCUMENTA (13) of 2012.
The aesthetics of the work is in homage to the
Museo Comunitario del Valle de Xico in the
state of Mexico, whom | have worked with
since 2009. Some of the staff of MUAC did

not and still do not consider this work to be
art, due to its popular aesthetics.

How to decolonize the museum? Staff that
have a colonial idea of art can retire to Europe
and the Museo Comunitario del Valle de Xico,
can take over.

www.mariatherezaalves.org
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installation of The Return of a Lake in MUAC in Mexico City. Photograph by Pedro del Llano.
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Meeting of members of the Museo Comunitario del Valle de Xico. Photograph: Courtesy of the Museo
Comunitario del Valle de Xico
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Silent Walk

Song-Ming Ang

Silent Walk is an
improvisational exercise
in which a group of
participants takes an
improvised walk
through their immediate
environment.

Participants stay silent
throughout the walk,
listening to the sounds
they encounter.

Instructions

1. Participants should
turn off all phones and
sound-emitting devices,
and remain silent
during the walk.

2. There should be at
least one timer/watch to
keep time.

3. Participants take
turns to become the
group leader, who leads
the walk for five
minutes. The suggested
group size is six to ten
participants.

4. During these five
minutes, the leader
decides which path or
direction to walk in. All
other participants follow
the leader.

5. After five minutes, the
leader tags another
group member who has
not yet been the leader.
This tagged participant
becomes the leader and
leads the group for five
minutes.

6. The tagging process
continues until every
participant has led the
group once. The walk
ends when the last
leader has led the group
for his/her five minutes.

7. It is suggested that
the group gathers after
the walk to exchange
experiences on what
they heard during the
walk. This can be done
in a formal or informal
setting.

16
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Photo credits:
Song-Ming Ang, Silent Walk, Institute of Contemporary Arts
Singapore, 2014. Documentation photos by Olivia Kwok.
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PACO COMUNIDADE (PAGCO COMMUNITY) PROJECT | PACO DAS ARTES — SAO PAULO - BRAZIL

Paco Comunidade (Pago Community) is an art education project whose objective is to generate closer ties between
Paco das Artes—an institution connected to the Culture Secretariat of the State of Sdo Paulo—and the surrounding
community. The program aims at expanding sociocultural accessibility, contributing to contemporary art training of
the participants and encouraging the creative potential of these individuals based on the demands of the community
itself.

It was from the perspective of rethinking its institutional role, aiming at creating devices that are more connected to
the community surrounding the institution, that Paco das Artes created the project in 2013. Idealized by Priscila
Arantes, the project was born from a basic perception: that most of the Paco das Artes visitors were middle to upper
class, and that the population surrounding the Pacgo das Artes, especially the residents of the Sdo Remo community,
did not know or visit the institution. The project objective was to create a device that could somehow bring Pago das
Avrtes closer to the people who lived nearby but who did not have access to what it provided. Based on this initial
perception, we started investigating and mapping the region to bring us closer to Jardim Sd Remo, a poor

neighborhood in the western zone of Sdo Paulo while Pago was based at the University of Sao Paulo (USP), the major

institution of higher learning and research in Brazil.

Stencil and painting workshops in the S&o Remo community (Photos: Mariana Ambrosio/Pago das Artes)

Thus, we established a fluid “format” for Pago Comunidade, and it is remodeled with each edition, based on dialogue
between the participants and featuring a guest artist to offer workshops to the residents of the community. As a result
of the workshops, an activity is developed, be it an exhibition and/or intervention at the Pago das Artes space or in the
community itself. The first edition of the project took place in 2013, based on the stencil and painting workshops
taught by artist Anderson Rei. Topics covered included urban interventions and public spaces, and the actions
developed at the workshop culminated in a collaborative intervention at Jardim S& Remo, especially on a wall that

separates Sa0 Remo from the University.

In the first half of 2014, it was the turn of artist, teacher, and art educator Alberto Tembo. Working on the theme
“Obra-jogo de construcdo, uma instalacéo artistica coletiva” (Building work-game, a collective artistic installation),
Tembo and the participants, based on several workshops, collectively created tridimensional objects, like toys,

sculptures, and prototypes for a playground that was set up together in the community.

18
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For the 3rd edition of the program, Paco das Artes invited artist Monica Nador, a reference in the art/community field,
to teach weekly workshops on stenciling on fabric to women at the NGO Girassol. During the meetings, the
participants created forms from their experiences and personal memories that were replicated in stencils and printing.

Later, the fabric and the prints gained another conceptual dimension, being transformed into clothes by textile
designer Renato Imbroisi, invited to participate in the project by Ménica Nador. In addition to the clothes being made
with prints developed by the participants, the model for each garment was a replica of the preferred clothes of each
participant in the workshop. The results of these workshops—the prints, as well as the clothes developed—were then
exhibited at Pago das Artes, at the exhibition Monica Nador + JAMAC + Paco Comunidade, January 25 through

March 22, 2015. On the day of the opening, the participants got dressed and presented a fashion show with the items

they printed, to the sound of live music.

Exhibition Monica Nador + JAMAC + Paco Comunidade (Photos: Leticia Godoy / Thais Scabio)

For the 4th edition, Paco das Artes promoted activities in several phases to resignify the community space at the Circo
Escola (Circus School). For the activity, Paco das Artes invited the artists of the SHN (Coletivo Rua Producdes

Artisticas [Street Collective Artistic Productions], which includes Eduardo Saretta and Haroldo Paranhos), responsible
for street art theoretical-practical meetings and for the occupation of the spaces with contributions by graffiti artist Izu,
who lives in the Sdo Remo community. As a result, as proposed by the young participants, walls were painted in the

lateral and external areas of the Circus School, in Sdo Remo, covering 100 sg m in paintings.

In 2016, while searching for a permanent headquarters (Paco das Artes lost the headquarters in which it had operated
from 1994 to 2016, at the University of S0 Paulo/USP), the program expanded its coverage and started running
throughout the city of Sdo Paulo. Thus, Pago das Artes promoted the 5th edition of the project between September and
December, within the sewing workshop in the Occupation at the former Hotel Cambridge, located at Avenida Nove de
Julho, 2186, in partnership with the Occupation of the Homeless Movement in the Downtown Area (MSTC).

This Occupation, which includes over one hundred families, currently counts on several external and internal
activities, including language teaching to foreigners; an artistic residence; a bakery; a sewing workshop; a beauty
parlor; a vegetable garden; a second-hand clothes store; a dentistry office, etc. In 2016, the occupation also started

housing several activities geared towards culture and arts, fields that include Pago das Artes’ activities. For the
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occasion, curators Claudio Bueno and Priscila Arantes invited artist, stylist, and fashion consultant Agustina Comas to

hold workshops alongside the Occupation sewing team, focusing on the upcycling concept.

Upcycling is the process of making residues or disposable products into new materials, increasing their value, use, or
quality, and placing it back into circulation. Different from discarding a product for a new one to be produced—as is
typical in the recycling process of plastic material—the upcycling work method makes use of the structural qualities of
something existing. Working together with the sewing group of the Occupation, it was, therefore, proposed as the
sharing of practices by artist Agustina Comas, with the production of garments that use the waste of the textile and

garment industries in the city of So Paulo as input.

Finding the fabric or the discarded clothes to be remodeled allowed us, in this context, to find an abandoned building
that we desired to inhabit, but it was, firstly, necessary to transform it, sensitize it another way, turn it inside out, from
hotel to housing, from square to cultural institution (current situation of Pago das Artes, while prospecting new spaces,
in 2017). In the process experienced, the garments—produced intentionally by the industry, as excess material,
something that was known would not be turned to sales—were transformed by manual manufacturing, modelled to the
singularity of each body, in the time and intimacy of the creative school-workshop, with no engagement with the

fashion market or the industry, but with total freedom for experimentation.

Pago Comunidade in the Occupation in the former Hotel Cambridge (Photos: Carolina Ferreira)

The five editions of Paco Comunidade are a testament to how it is possible to build alternatives that, in fact, may
contribute to the formation of citizenship and empowerment of individuals. We hope that, with these actions, and with
the future editions of Pago Comunidade, Paco das Artes, as a public and democratic institution, may play its role:

contributing and fostering the creative potential of an audience that often has no access to institutional subsidies.

Priscila Arantes
Artistic director and curator of Pago das Artes
Creator of Pagco Comunidade

www.pacodasartes.org.br
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DESTINED TO FAIL

text fragments by Stefan Baltensperger + David Siepert

We are used to fail
People expect us to fail
Failure is in our DNA

The terms Decolonizing and Institution fit so
well together — just like Diversity and Unity. We are
stuck trying to think about the idea of Institution
without thinking about power structures, the
apparatus that defends values.

We fail

The field of art is a hierarchic one and aesthetics is just
another word fort the way we perceive and interpret
what surrounds us - the world. Visual expression is
embedded into culture and tradition. To develop a
forward-looking visual discourse means to encourage
a continuation of modernism and a declassification
of everything that does not originate from a western
tradition.

We try to spin the wheel, mix the ingredients and squeeze them through the
pastry tube — another device, a kaleidoscope for reality. It's great to be curious
and to have no expectations. If we try to think beyond the scope of a single
civilization, we have to forget about traditional terms and think about their
meaning within the context of other traditions. At this point it starts becoming
complicated when we try to use intellectual terminology.

Maybe it is more of a burden to have
gone through a formal education, to
know what other people have approved
as important, to find oneself in this tried-
and-tested system, and to repeat what
already has been said before. If you
aren't familiar with existing traditions,
you are less likely to follow them.

Institutions are bound to the
established. Consequently
they are backward looking,
one foot in the past, the
other in the present, while
trying to exercise their
influence and authority onto
the future.

We invent imagination machines through
which we dare to try and understand the
world, a kaleidoscope for reality, which
is, philosophically speaking, just another
fiction. Machines for confusion with no
answers but countless questions - We
really should think about establishing our
own institution to defend our own values.

Baltensperger + Siepert

At birth we're all allocated a place in
society. We learn how to behave according
to this placement and we value ourselves
accordingly. This applies to social class, as
well as to regional identities. We learn to
identify ourselves through what we were
taught to be like. Over time it becomes
natural ... the stigma is internalized.

www.baltensperger-siepert.com
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Players continue to push the ball across the field. De-
and re-contextualizing thoughts and values, goods and
individuals, and thereby accepting that individuals are
subjected by being divided into the different functions
of a economic system. This stigma, the “trust machine”
works well, and spins the wheel again and again.

We are in a whirl, playfully
oscillating between definition
and redefinition. Defining one-
self through the other, through
differences, stigmatizing not
only the self, but creating the
other as a fiction, a collage of
exoticism and fears. A house
of cards, built to collapse,
endangered by knowledge
and a lack of distance and
imagination.

Shall we really limit the ability
to shape one’s society to a few
selected people, or do we have
to invent a new machine to
make the subaltern heard?

Friction can be produced by
confusion and unusual connec-
tions. Deviations from leading
discourses, displacement and
fragmentation of things we
thought were clear, but actu-
ally aren’t. A multifaceted net-
work of thoughts, emotions,
and connections, right and
wrong ones (the wrong ones

are usually the more interesting ones). If we think about new fictions,
we create a multitude of fictional spaces — third spaces located on
a neutral playground that make no claim to truthfulness — spaces in
which we might be able to escape our prejudices — Different shades
of gray appear inside of zones that used to be black and white, defi-
ning a new field by renegotiating space.

Again, we are destined to fail

There is a belief in tomorrow.
A tomorrow that will be
brighter — if not for us, maybe
for a future generation. More
specifically, we wish that
better and brighter future
particularly for our own
offspring, much more than for
somebody else’s descendants
— Again we should establish a
different institution.

It seems that tomorrow is more related to space
than to anything else. Tomorrow happens on a stage
somewhere, and if you want to participate, you need to
be the actor who is there, moving toward the future, to
those places where anything is possible, to write your
own story of success. The further you are physically
from those places, the longer it will take you to get
there. You actually might never get there, or else,
you're already there, but access is denied to you. And
then there is also the day after tomorrow — and one
day you will die.

Baltensperger + Siepert www.baltensperger-siepert.com
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FITEIRO, KIOSQUE, PERIPTERON, KIOSK, etc...
18 ans d’une ceuvre d’Art Public

Fiteiro Cultural [Kiosque a Culture] a été créé pour la premiére fois lors d’une résidence
artistique entre la Suisse, la France et le Brésil, a Jodo Pessoa, au nord du Brésil, en 1998.
C’est alors que Fabiana de Barros a créé Fiteiro Cultural, un espace qui représente pour elle
un lieu culturel idéal, pouvant étre transformé en atelier, en espace d’exposition, en scene de
théatre, en lieu de rencontres privées ou publiques, ou méme en espace de relaxation, de
lecture ou de réflexion.

L’artiste a pensé cet espace comme un kiosque aux multiples possibilités d’ouvertures, de
configurations et de positions. Fiteiro Cultural est inspiré de la forme prise par les kiosques
de rue a Joao Pessoa, propre au Nord du Brésil. De fait, aprés avoir dépensé toutes leurs
économies pour la construction et l'installation de leur kiosque, les marchands n’ont plus
I’argent nécessaire a I'achat de marchandises. Ils ouvrent alors leur commerce tel quel, sans
rien & vendre et attendent que les clients les conseillent sur les besoins du quartier et de ses
habitants. Ainsi, certains fiteiros réparent des objets électroniques, d’autres vendent de la
glace, donnent des conseils thérapeutiques, vendent des tickets de transport ou du café et
des gateaux pres des arréts de bus. lls offrent de tout et tout est décidé collectivement, a
I’écoute de la communauté dans laquelle le fiteiro est installé. C’est inspirée par cette
démarche que Fabiana de Barros a nommé son kiosque Fiteiro Cultural.

A linvitation d’artistes ou de commissaires, en relation avec un lieu dédié a l'art, Fiteiro
Cultural a été installé tout autour du globe: Brésil, Grece, Suisse, Arménie, Etats-Unis, Cuba,
Portugal, France, ltalie, Palestine et Allemagne. Chaque nouveau Fiteiro Cultural a ainsi été
la rencontre de l'artiste avec un nouveau lieu, de nouvelles institutions et de nouvelles
cultures, a des modes de construction du kiosque différents, et surtout, a de nouveaux types
de collaboration avec les artistes qui proposaient des stratégies et des maniéres inédites
d’interpréter I'ceuvre. Fiteiro Cultural est donc une piece en constant changement, sans
début ni fin, sans évolution ni forme idéale. La découverte de I'autre faisant partie intégrante
de I'ceuvre, l'artiste I'appréhende en tant que « sculpture sociale ». Le Fiteiro est un « non-
lieu » qui, pour exister, dépend de la communauté dans laquelle il est installé. A chaque
nouvelle construction, il positionne ainsi I'artiste en tant que spectatrice de sa propre ceuvre.

s h . =G B e 4 &
Fiteiro Cultural, Jodo Pessoa. Exposition Laboratoire, 1998.
Photo : Roberto Coura
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Depuis que le premier Fiteiro Cultural a été installé a Jodo Pessoa en 1998, le monde a subit
nombre de changements politiques, économiques, culturels et technologiques qui ont eu un
impact irréversible sur les dynamiques des sociétés contemporaines. Méme si des progres
ont été effectués dans de nombreux domaines, ont ne peut ignorer le contexte de crise
pluridimensionnelle a laquelle le monde est actuellement confronté.

« Je pense qu’il est impossible en tant qu’artiste, surtout en tant qu’auteure d’'un travail
orienté vers I'art public, de rester indifférente a la globalisation des conflits, a la crise de la
démocratie, a la démission de I'Etat quant aux questions de bien-étre social. Il est devenu
impossible pour moi d’occuper avec impunité I'espace public avec une ceuvre d’art, quand la
priorité est de survire a un processus de déshumanisation extréme. »

Dans ce contexte d’incertitudes, I'artiste expligue penser qu’il y a de moins en moins de
possibilités pour des projets comme celui de Fiteiro Cultural. Symboliquement, le projet a
terminé son parcours physique en Palestine, a Jérusalem, point décisif dans le travail de
Fabiana de Barros, constatant alors une évidence: les changements se produisant dans le
monde ainsi que leurs urgences, ne sont plus les mémes qu’au commencement du projet.

AL
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Fiteiro Cultural, Festival, Eternal Tour 2010.
Université Al-Quds, Jérusalem, Palestine, 2010.
Photo: Dominique Fleury

« Dans la sphére des politiques culturelles, nous vivons dans un moment de peu de
motivations et de beaucoup de détérioration des espaces destinés a I'art. On ajoute a cela le
probleme complexe de la frontiere éthique entre ceux qui financent I'art et ceux qui défendent
I’Art Public. Détournée de ses buts initiaux, une ceuvre d’art peut devenir un instrument de
manipulation et de propagande, servant des intéréts politiques et idéologiques avec lesquels
on est en désaccord. »

Paradoxalement, ce n’est pas dans les rues, ni sur les trottoirs, ni dans les parcs ou jardins
que les artistes se sentent les plus libres, mais dans les galeries ou les musées, non
seulement du fait de leur caracteére privé, mais également du fait de leur public averti. Dans
ces environnements, hermétiquement construits pour I'art, les artistes peuvent créer sans
entraves; dans I'espace public en revanche, la liberté est sans-cesse renégociée. Or, savoir
jusqu’ou l'art peut aller est précisément ce qui intéresse I’Art Public; I'ceuvre nait de cette
tension. L’analyse d’une ville et de sa structure, tout comme de ses limites physiques et
administratives, fait partie intégrante du processus qui n’est ainsi pas sans conflits. Il n’y a
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pas de travail public sans affrontements. En revanche, aujourd’hui, les espaces sont
restreints et le processus est rigide, ce qui devient de plus en plus difficilement praticable.

Incapable de continuer a occuper cet espace public, Fiteiro Cultural a alors pris une nouvelle
forme lui permettant de se réinventer et d’acquérir de nouvelles significations. En
investissant le web, sphere publique par excellence, Fiteiro Cultural a trouvé de nouvelles
possibilités d’existence. Aprés plus de quarante installations, c’est depuis 2007 en tant que
travail tridimensionnel dans I'espace virtuel Second Life, 'un des derniers a I'avoir hébergé,
que Fiteiro Cultural existe durablement. En occupant un tel médium, il assume encore plus
frontalement sa nature publique, préservée par les outils disponibles dans l'univers virtuel. L3,
il est transformé en une ile, dans laquelle des milliers de personnes circulent chaque jour et
ou 'on peut apercevoir I'utopie d’un monde interactif et sans frontieres.

Tout au long de son développement physique, Fiteiro Cultural s’est ainsi détaché de l'artiste
qui I'a congu pour devenir plus autonome, tel un objet archétypal qui serait défini par ses
usages et contiendrait toutes ses variations. De son c6té, en explorant les caractéristiques
constructives de son ceuvre, du virtuel au modele physique, Fabiana de Barros a pu se
réapproprier ses formes, sa géométrie et son volume, réactivant de la sorte une pratique plus
intime, écho aux prémices de son ceuvre lorsqu’elle n’avait pas encore de fonction publique.

Exposition Fabiana de Barros Mais é igual a menos (+ = -) 18 ans du Fteiro
SESC Pompeia, Séao Paulo, 2017
Photo : Michel Favre

Julie Marmet, sur Fiteiro Cultural de Fabiana de Barros
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In den vergangenen Jahren habe ich mich intensiv

mit dem Thema Bergbau befasst, vor allem in Minas
Gerais, wo ich die kulturellen und sozialen, aber auch
geologischen und physischen Konsequenzen der
regionalen Bergbauwirtschaft untersuchen konnte. Der
Abbau von mineralischen Rohstoffen ist ein weltweites
Geschéft, das von einer Handvoll multinationaler
Unternehmen kontrolliert wird. Andererseits finden die
Auswirkungen ihrer Aktivitat auf Landschaften und
umliegende Gemeinschaften in lokalen und nationalen
offentlichen Debatten kaum Erwdhnung. Um die
offentliche Aufmerksamkeit auf dieses Problem zu
lenken und eine Debatte anzustoRen, habe ich 6ffentliche
und private Dokumente und Fotografien aus historischen
Archiven und der Presse sowie vor Ort gesammelte
Materialien zusammengetragen.

Fir den landesweit grofiten Museumskomplex der
jungeren Zeit, das Museum fiir Bergbau und Metall

in Belo Horizonte, der Landeshauptstadt von Minas
Gerais, wurden Gebaude der 6ffentlichen Hand in private
Kulturzentren umfunktioniert. Das Museum wurde

von einem Bergbauunternehmen errichtet, wahrend

das grofite multinationale Bergbauunternehmen der
Region in einem weiteren Gebdude die Geschichte des
Bundesstaats erzéhlen darf. Kollektive Geschichte und
kulturelle Produktion werden hier vom privaten Sektor
diktiert. An diesen Orten werden wichtige Fragen zu
Nachwirkungen des Bergbaus ausgeklammert, Kritik ist
nicht erwiinscht. Derweil fristen die unterfinanzierten
offentlichen Einrichtungen ein tristes Dasein.

Das Museum of Public Concerns (Museum fiir
offentliche Anliegen) versteht sich als Antwort auf
diese Geschichtsfalschung, die mit Desinformation
beziehungsweise Mangel an Informationen operiert.
Ziel ist es, anhand eines mobilen digitalfotografischen
Archivs, das durch Belo Horizonte und durch Minas
Gerais touren und verschiedene Présentationsformen
annehmen wird, eine Debatte Uber die Berghauwirtschaft
anzustoRen. Das Museum of Public Concerns versteht
sich als Diskussionsforum flir Akademiker aus
unterschiedlichen Wissensbereichen. Die modulare,
leicht zugéngliche Plattform soll ferner eine 6ffentliche
Anlaufstelle fur Beratung und sozialpolitisches
Engagement sein. Wahrend seiner Reisen wird es
weiteres Bildmaterial sammeln und so das Archiv auf
kollaborative Art und Weise erweitern.

Ausgangspunkt des Museum of Public Concerns sind
verschiedene fotografische Sammlungen: Fotos von
Inspektoren der fur die Regulierung des Bergbausektors
verantwortlichen staatlichen Agentur (Abteilung

Over the years [ have been working on the issue

of mining, especially in the Brazilian state of

Minas Gerais, by studying the cultural and social
implications of its mining economy while also
observing the geological and physical effects of its
presence. Mineral extraction is a huge global business
dominated by a few multinational companies,

while the damage done to the local landscape and
surrounding community is conspicuously absent
from local and national public debate. In an effort
to raise critical awareness and foster debate, [ have
compiled documentary and photographic material
from historical archives, the field and media outlets,
and from both public and private sources.

For the largest museum complex implemented in
Brazil in recent years, the Museum of Mines and
Metals in Belo Horizonte, the state capital of Minas
Gerais, state-owned buildings were transformed into
corporate cultural centres. The museum was built by
a mining group, and the largest multinational mining
company was allowed to tell the history of the state
in another building. The collective historical and
cultural production is being dictated by the private
sector. In these places relevant questions are ignored,
and implications and criticism are absent. Meanwhile
public institutions deteriorate for lack of public
funding.

The Museum of Public Concerns is a response to

the corporate rewriting of history, characterised by
disinformation and/or lack of information on mining.
The aim is to foster debate using a mobile digital
photographic archive that will travel through the city
of Belo Horizonte and the interior of Minas Gerais
and be viewable in various formats. It will serve as a
forum for discussion by academics from various fields
of knowledge. An accessible modular platform, it

will also provide a public forum for consultation and
engagement. While on the road, it will incorporate
further images from the public, allowing the archive
to grow in a collaborative manner.

The Museum of Public Concerns takes as its

starting point various photo collections: photos by
inspectors from the government agency responsible
for regulating the mining sector (Department of
Occupational Health and Safety of the State Ministry
of Labour and Employment); daily life recorded
continuously by Maxacali Indians, an indigenous
group historically affected by land disputes and the
economics of agriculture and mining; a private diary
on the establishment of the first mining companies
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flir Gesundheit und Sicherheit am Arbeitsplatz des
Staatsministeriums fur Arbeit und Beschaftigung);
Aufnahmen des téglichen Lebens von Maxacali-
Indianern, einer indigenen Bevdlkerungsgruppe,

deren Geschichte von Landkonflikten im Zuge von
Landwirtschafts- und Bergbauprojekten geprégt ist;
ein privates Tagebuch uber die Griindung der ersten
Bergbauunternehmen in Minas Gerais; das Fotoarchiv
einer NGO uber ihren Kampf gegen die bevorstehende
Zerstorung von Wasserquellen im Zuge neuer Eingriffe
der Bergbauindustrie usw. Das Museum wird Aspekte
beleuchten, die nicht erst seit heute ignoriert werden, um
langfristig eine Gegengeschichte zu schreiben.

Wie wir wissen, ist der Neoliberalismus das Zeitalter
der Privatisierung: Privatisierung der Krankenhiuser
und Wasserversorgung, des Wissens und des
Transportwesens, des menschlichen Genoms und des
offentlichen Raums. Die 6ffentliche Hand zieht sich
zuriick, private Unternehmen springen in die Bresche
und nehmen ihren Platz ein. In Italien beispielsweise
lieBe sich heute kein 6ffentliches Monument mehr ohne
riesige Fassadenwerbung fiir einen Sponsor restaurieren.

Genauso werden Gedéchtnis und Wahrnehmung
privatisiert: Die Art und Weise, wie Vergangenheit und
Gegenwart unserer Welt dargestellt werden, bleiben
zunehmend privaten Interessenvertretern — oder, grob
gesagt, groRen Unternehmen — (iberlassen. Es sind

dies in der Regel die gleichen Unternehmen, deren
Arbeit unabhangig begutachtet werden soll, sprich von
Menschen, die kein personliches Interesse daran haben,
sie zu verteidigen.

Wir haben es hier mit einer Art mentalem Kolonialismus
zu tun. Die, die dafur verantwortlich sind, dass die Welt
S0 ist, wie sie ist, mochten gleichzeitig festlegen, was wir
Uber ihre Handlungen denken. Wiirde die Kirche heute
ein Museum der Inquisition er6ffnen oder ein Verband
von Zuckerrohrerzeugern eine Ausstellung tber Sklaverei
organisieren wollen, wiirde dies zweifellos einen
Skandal ausldsen. Aber ist es nicht das Gleiche, wenn

ein Bergbauunternehmen in Brasilien private Museen
zum Thema Bergbau mit 6ffentlichen Geldern ertffnet?
Hier wie auch andernorts hat der sanfte Totalitarismus
des Markts den unverhohlenen Totalitarismus der Politik
abgeldst. Alle modernen totalitdren Systeme wollen die
Geschichte neu schreiben und sich das Monopol ihrer
Darstellung sichern; Stalinismus und Maoismus trieben
dies auf die Spitze.

Diese Situation ist zwar ein globales Phanomen, doch
nirgendwo so offensichtlich als in Brasilien. Hier ist
der 6ffentliche Raum schon immer sehr eingegrenzt
gewesen — nicht nur weil der Staat im Vergleich zu den
vermogenden Klassen historisch schwach ist (was sich
heute beispielweise in dem Umstand zeigt, dass der

in Minas Gerais; a photo archive of an NGO'’s fight
against the imminent destruction of water sources as
the result of encroachments by the mining industry,
etc. The Museum will spotlight aspects ignored today
and in the recent past and produce a counter-history.

Neoliberalism, as we know, is the epoch of privatisation:
privatisation of hospitals and water supplies, knowledge
and transport, the human genome and public space.
Public powers are in retreat and corporations are
invading, taking their place. In Italy, for instance,
historical monuments can no longer be restored without
a company sponsor covering the facade with a gigantic
advertisement. Equally, memory and perception are
being privatised: the choice of how to speak about the
past and the present of our world is increasingly left to
private parties — or, to be more blunt, to big companies.
Companies which in general are those whose work
needs to be examined impartially by people who have no
personal interest in defending them.

It is a kind of mental colonialism: those responsible

for making the world the way it is also want to define
what we think about their actions. If today the Church
were to create a museum about the Inquisition, or if

an association of sugarcane growers were to hold an
exhibition on slavery, there would no doubt be a scandal.
But when extraction companies in Brazil organise
museums about mining, with public funds but in a private
setting, is this not the same thing? Here, as elsewhere,
the soft totalitarianism of the market has replaced open
political totalitarianism. All modern totalitarian powers
want to rewrite the past and have complete monopoly of
perception: Stalinism and Maoism attempted to take this
to extremes.

If this is true the world over, it is even more so for a
country like Brazil. Here, public space has always been
very limited. Not only in the sense that the state has
been historically weak in comparison with the propertied
classes (which is expressed today in the fact that, for
instance, the tax rate for the rich and big businesses is
very low, while there are huge fortunes that can afford
any investment in the field of culture). But the public
space is reduced even in the primary sense that the street
is generally abandoned to the poor and the “dangerous
classes”; those who can avoid it never set foot there,
going from one protected space to another by car.

The official discourse in this “emerging country” is

an unbridled enthusiasm for a future supposed to be

bright; people are supposed to forget the often shameful
foundations of “economic development”. Of course, some
important events — slavery, military dictatorship —are
periodically evoked, but it is always stressed that this was in
the past .... But where does this leave the innumerable daily
sufferings and injustices that may remain forever hidden?
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Steuersatz flir Reiche und grofle Unternehmen duRerst
niedrig ist, wihrend sich gleichzeitig riesige Vermogen
angesammelt haben, die sich jede Investition im Bereich
der Kultur leisten kdnnen). Doch der 6ffentliche Raum
Brasiliens ist auch buchstéblich eingeschrénkt, insofern
die StralRen in der Regel den Armen und ,,geféhrlichen
Klassen® Uberlassen werden; jeder, der es sich leisten
kann, macht einen Bogen um sie herum und fahrt mit
dem Wagen von einer geschiitzten Zone in die nachste.

Im offiziellen Diskurs dieses ,,aufstrebenden Lands*
herrscht die Begeisterung flr eine vermeintlich
strahlende Zukunft vor; dementsprechend wird erwartet,
dass seine Einwohner die oftmals beschamenden

Urspriinge der ,,wirtschaftlichen Entwicklung* vergessen.

Natiirlich finden wichtige Ereignisse wie Sklaverei und
Militardiktatur regelméRig Erwéhnung (wobei aber
immer wieder betont wird, dass sie der Vergangenheit
angehdren). Doch 