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CURATING PUBLICS IN BRAZIL: EXPERIMENT, CONSTRUCT, CARE

Jessica Gogan, MPhil/PhD

University of Pittsburgh, 2016

Grounded in case studies at the nexus of socially engaged art, curatorship and education, each
anchored in a Brazilian art institution and framework/practice pairing — lab/experiment,
school/construct, clinic/care — this dissertation explores the artist-work-public relation as a
complex and generative site requiring multifaceted and complicit curatorial approaches.
Lab/experiment explores the mythic participatory happenings Domingos da Criagdo (Creation
Sundays) organized by Frederico Morais at the Museum of Modern Art, Rio de Janeiro in 1971 at
the height of the military dictatorship and their legacy via the minor work of the Experimental
Nucleus of Education and Art (2010 — 2013). School/construct examines modalities of social
learning via the 8" Mercosul Biennial Ensaios de Geopoetica (Geopoetic Essays), 2011. Led by
chief curator José Roca and Pablo Helguera as pedagogic curator, the 8" edition’s regional artist
residencies, neighborhood cultural center, and mediator team brought an expanded pedagogy to
the center of the curatorial project. Clinic/care explores transdisciplinary practices in art and
health via the Farméacia Baldia de Boa Viagem (Baldia Pharmacy of Boa Viagem) at the Museum
of Contemporary Art, Niterdi, focusing on the use and study of medicinal plants featured as part
of Carlos Vergara’s exhibition Sudario (Shroud) in 2013-2014. Amidst the complexities of each
situation a set of contingent, relational and contextual “lessons” emerge as a possible fount for
imagining a socially engaged curatorship grounded in a praxis of experiment, construct, care. One
shaped by the legacies of post Neoconcrete art practices, decolonial pedagogies, Joaquin Torres
Garcia’s famous upturned map of the Americas as a gesture of radical locality, and the vital anti-
colonial tradition of Oswald de Andrade’s anthropophagy. Drawing on its etymological roots of
curare — to care — here curating affects a network of molecular learning and activism derived
from a poetic and political contagion of encounters — of ideas, practices, people and contexts —

and an ethical commitment to place.
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PREFACE

I have been immensely privileged over many years to have worked at a variety of art institutions
both large and small in Canada, USA and Brazil and this writing reflects those histories, the joys
and challenges of numerous projects and collaborations as well as multiple conversations and
debates with professional colleagues, artists, critics, scholars, educators, community groups and
many others that have shaped my thinking and made the journey incredibly rich. While this
dissertation focuses on recent experiences in Brazil, 1 am indebted to the insights and
collaborations with former colleagues at the Art Gallery of Ontario, Toronto, Canada especially
Matthew Teitelbaum, Cathy Jonasson, Jim Shedden, Kelly McKinley, Douglas Worts and David
Wistow and The Andy Warhol Museum, Pittsburgh, USA especially Thomas Sokolowski, John
W. Smith, Tresa Varner, Maritza Mosquera, Abby Sheehan, and Nicole Dezelon as well as
Colleen Criste, Margery King, Geralyn Huxley and Greg Burchard. | am also grateful to all those
with whom | have come in contact in the ongoing critical and generative search for the
experimental, constructive and caring possibilities of art, curatorship and education in
contemporary contexts, in particular to Mary Jane Jacob, Sarah Schultz, Wendy Woon, Nuno
Sacramento, Claudia Zeiske and Katie Bruce.

This particular journey would never have begun, let alone been realized, without the vital
encouragement of my advisor Terry Smith whose ongoing faith in the project, intellectual
guidance, support and patience have been absolutely essential. | am truly grateful and indebted to
him. My special thanks also to my esteemed committee members John Beverley, Jennifer Josten,
Barbara McCloskey and Kirk Savage whose thoughtful suggestions, observations and
constructive criticism energized and focused my writing at key junctures in the process. | am also
very appreciative of the Frick Fine Arts Department support and administrative assistance and the
Center for Latin American Studies throughout my doctoral program.

As this dissertation is built around case studies of projects at the nexus of socially-
engaged art, curatorship and education in three distinct Brazilian art institutional contexts —
Museum of Modern Art, Rio de Janeiro (MAM), Mercosul Biennial, Porto Alegre, Rio Grande de
Sul, Museum of Contemporary Art, Niter6i (MAC) — | have been extremely fortunate to have
been able to engage directly with and interview many of the individuals who have vitally shaped

their histories and programs. For this essential access | am immensely grateful.
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As a vital force in MAM’s experimental palimpsest, a particular thanks to Frederico
Morais, whose persona and inspirational work and writings are a constant delight to revisit, for
his generosity of time and acumen in reviewing the history of Domingos da Criacdo, 1971, as
well as for providing access to his archive. Other crucial voices in MAM’s richly experimental
epoch also generously offered their time, memories and insights and | am especially grateful to
Anna Bella Geiger, Amir Haddad and Carlos Vergara. In addition, special thanks to Lula
Wanderley, Maria Tornaghi, Luiz Pizarro and Fernando Cocchiarale each of whom shed light on
key moments in the evolution of the experimental in art and education and the relation of the
museum and the public at MAM at different time periods. In addition, my thanks to Elizabeth
Varela and Aline Siqueira at MAM’s Research and Documentation Center who were most helpful
throughout my research.

My involvement with MAM and its history started via the work of the Experimental
Nucleus of Education and Art that began in late 2009 at the invitation of curator Luiz Camillo
Osorio. | am extremely thankful for his support, critical input and graciousness over the three-
year life of the Nucleus and his always simultaneously open and pointedly focused curatorial
practice. | am also immensely grateful to assistant curator Marta Mestre and professor Virginia
Kastrup and the special collaboration with Nucleus of Cognition and Collective Research at the
Federal University of Rio de Janeiro and to those there who were able find the time amidst their
busy schedules to be interviewed and collaboratively reflect on the completed project’s
significance: Ana Chaves, Anita Sobar, Bianca Bernardo, Elielton Queiroz Rocha, Mara Pereira
and Virginia Mota. | am also indebted to Gabi Gusmao, Sabrina Curi and Mara Pereira for their
essays and many engaging conversations exploring their work with the Nucleus. In addition,
many others, who were not able to be interviewed due to time constraints but whose work and
texts on aspects of the Nucleus were most useful, are owed thanks: Bebel Kastrup, Bernardo
Zabalaga and Gleyce Kelly Heitor. It is also important to thank the entire team of artists,
educators, researchers and cultural producers, who at different times and ways, contributed to the
project: Adriana Fontes, Ana Chaves, Ana Clarissa Fernandes, Anderson Aradjo, Anita Sobar,
Beatriz Lahora, Bebel Kastrup, Bernardo Zabalaga, Bianca Bernardo, Eduardo Machado, Elielton
Rocha, Felisa Perez, Gabriela Guzman, Gleyce Kelly Heitor, Graziela Mello, Hugo Richard,
Ignes Albuquerque, Jessica Gogan, Keyna Eleison, Leonardo Campos (AoLeo), Luiz Guilherme
Vergara, Luna Leal, Maira Dias, Mara Pereira, Renata Montechiare, Sabrina Curi, Sabrina Rosas,
Taisa Moreno, Thiago Ortiz and Virginia Mota.

For the invitation to be part of and to accompany the 8" Mercosul Biennial as a

researcher/evaluator 1 am thankful to Pablo Helguera, and together with chief curator José Roca,
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for the wonderful curatorial vision for this vitally geopoetic regional and local biennial and to
Monica Hoff’s dynamic role as pedagogic coordinator. It was a blessing just to be part of this
truly energizing moment of transpedagogy and poetic contamination between art and education
and art and life amidst a vibrant wave of affection, let alone have the privilege of interviewing
many of those involved. | am immensely grateful to each of them and especially appreciative of
the spirit of critical sensitivity and experimental openness that they bring to their work. For our
ongoing rich and evolving discussion on art and mediation and special friendship many thanks to
Diana Kolker and Rafa Silveira, and also to Julia Coelho, Lianne Strapazzon, Gabriela Silva for
production assistance, embracing energy and great conversations, as well as to Renata
Montechiare for the collaboration on the interviews and related research. In addition, | would also
like to individually thank all those we interviewed for their time and interest in the project: André
da Rocha, Diana Kolker, Ethiene Nachtigall, Gabriela Silva, José Roca, Liane Strapazzo, Monica
Hoff, Pablo Helguera, Rafael Silveira, Fernanda Albuquerque, Fernanda Ott, Paula Krause,
Gabriel Bartz, Luiza Mendonga, Michele Zgiet, Rodrigo Nunes, Tatiana Rosa, Tiago Giora,
Alexia Tala, André Vilmar Mers, Lucas Brolese, Méarcia Tomaseli, Marlene Montagner,
Marizangela Secco, Mateo Lopez, Oliver Kochta, Alissa Gottfried, Andréa Paiva Nunes,
Andressa Argenta, Denis Fromer Nicola, Emanuel Silveira Alves, Marcia Wander, Maria
Aparecida Aliano Marques, Maria Helena Gaidzinski, Marilia Schmitt Fernandes, Paula Cristina
Luersen and Roger Kichalowsky.

Carlos Vergara has described the potential of art as a form of making visible and as a
driving force in trying to answer the question “how to live together?” The medicinal plant art and
health initiative Farmécia Baldia da Boa Viagem at Museu of Contemporary Art, Niter6i and
surrounding neighborhood was grounded in just this impetus to explore the potential of art in the
world and its collective possibilities. For the invitation to coordinate and reflect on this
fascinating and challenging endeavor | am immensely grateful to the artist and for his ideas and
ways of making, wonderful persona and many conversations. Much gratitude is also owed to
curator/director of MAC Luiz Guilherme Vergara and former staff, in particular Joana Mazza,
Daniel Whitacker, Katia Alves Duarte, and Eduardo Macado as well as veterans of the museum’s
Art and Environmental Action initiative: Elielton Queiroz Rocha, Douglas Araljo da Fonseca and
Josemias Moreira Filho. Special thanks to Erika Venancio Niches, Fabio Carlos de Sousa, Maria
Angelica Duarte Silva, Maria Celia Vasconcelas, Josan de Oliveira Domingues and the entire
medical time at the Morro do Palacio Family Doctor outpost clinic. | am also indebted to the
project’s academic collaborators and our many rich cross-disciplinary conversations: Bettina

Monika Ruppelt, Luiz José Soares Pinto, Marcelo Guerra Santos in particular, as well as Luiz
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Hubner, Tulio Franco, and Leandro Rocha. | am also immensely appreciative of the time of
community members Luiza P. de Mendon¢a, Dionisia Lina Caetano, Jandira Maria de Lira, and
Nadir da Silva Ramalho and to José Francisco Abreu for his video work. To Bia Vergara and
Jodo Vergara and to the studio of the artist Carlos Vergara. | am also grateful for their support
and Bia Jabor for reviewing aspects of the text. Many others at various moments participated in
the Farmécia Baldia project and my thanks to them: Adriana de Holanda, Alberto A. Lazzaroni,
Antonia Marlene Gomes dos Santos, Aryom de Souza Oliveira, Augusto Fabbri Amaral, Carlos
Ribeiro, Claudia Marcia Dutra Braga, Dalva Miranda, Elienai Faziolato Vieira, Eucilene Franco,
Fernanda Rangel, Fernando Fratane, Helia Dias Cabral, Jane da Silva Alves Pereira, Jorcelina
Carneiro de Moraes, Jorge Roberto da Silva, Luiza Mello, Maria Angelica Duarte Silva, Maria da
Penha Souza, Maria das Gragas Chaves, Maria de Jesus Silva de Almeida, Maria Ignés
Albuquerque, Maria Lima de Jesus (Cida), Maria Marques de Souza, Marilice Marins, Mariana
Mello, Mirian Teresa de Sa Leitdo Martins, Priscila Faria, Priscila Piantanida, Rejane Marins S.
Souza, Severina Alexandre and Zélia de Araujo. During the evolution of the project and its new
vision and traction, | greatly value my ongoing conversations with Nuno Sacramento and current
director of MACquinho Breno Platais. In addition, part of this chapter’s writing was facilitated by
a month’s art writing residency in Edinburgh, Scotland, supported by Edinburgh School of Art
and Edinburgh Sculpture Workshop. This was a vital opportunity to reflect and write and | am
particularly grateful to Maria Fusco for the invitation, her insights and reading recommendations.
Special thanks too to Alison Stirling whose work at Artlink strives to craft a consequential role
for art and artists in healthcare and was an inspiration to re-encounter and to Kate Gray, director
of Collective Gallery in Edinburgh and lzabela Pucu, curator/director of the Hélio Oiticica
Municipal Art Center in Rio de Janeiro for the cultural exchange between Brazil and Scotland
that coincided with my residency usefully informing my thinking on questions of art and care.

Finally 1 am immensely grateful to Sabrina Curi for many working hours spent amidst
achievements and disappointments, always with laughter and hope for the future, to Caroline
Bellomo for research assistance and to Abby Sheehan, Geralyn Huxley and Mary Cathcart for
assistance with final touches.

And most of all | thank and dedicate this to Luiz Guilherme Vergara whose love,

companionship, collaboration, and unending conversations mean absolutely everything.
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1.0 INTRODUCTION

The picture is, in fact, very simple;

We had We need

Epics Novels
Representation Expression
Monuments Homes

Histories Stories

Nations Persons

Groups and Themes Individuals
Large and Expensive Small and Cheap

Orhan Pamuk, “Modest Manifesto for Museums’*

September 2013, Rio de Janeiro — a wave of protests had hit Brazil since June. Millions had taken
to the streets in major cities throughout the country. Propelled initially by a twenty centavos
increase in bus fare, the increasingly vocal and creative placard-bearing crowds protested against
governmental expenses for the mega events of the 2014 World Cup and 2016 Olympics, the
absence of state services and presence of state violence, and screamed, sloganeered, and sang for
education, health and new ways of thinking about the body politic.? The whole country was
riveted to the flow of the multitude. Debates proliferated. Police aggression was alarming. Media
conglomerates skewed reporting. Social media was the only place to go to grapple with what was

happening. Things were on edge. It was unclear what new possibilities were being sketched but

! The Turkish writer Orhan Pamuk was awarded the Noble Prize for literature in 2006. His novel The Museum of
Innocence set in Istanbul from 1975 to the present day tells the story of a rich heir who falls in love and begins to
obsessively collect memorabilia connected to his affair. Published in 2008 and translated into English in 2009 the novel
became an international bestseller. From the outset Pamuk developed the idea for the novel and the museum together
and The Museum of Innocence that was inaugurated in Istanbul in 2013. The museum lobby and website feature the
author’s “Modest Manifesto for Museums.” http://en.masumiyetmuzesi.org/page/a-modest-manifesto-for-museums

2 The street protests were known as jornadas de junho (days of June) but actually kept going through October of 2013
and then sporadically until the 2014 World Cup. The Movimento Passe Livre (Free Transit Movement) active for some
years prior to the protests coalesced countrywide energies following a planned 20 centavo bus fare increase in the city
of S&o Paulo. Notable features were the multiple and creative placards protesting for better education, healthcare and
new forms of politics, along with the direct action tactics of the black blocks, independent media collectives such as
Ninja that ensured minute-by-minute reporting especially on police violence against the protesters, and collectives such
as Coletivo Projetacdo projecting political and activist messages on buildings during protests.
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the very public sense of political participation, not seen since the impeachment protests against
President Fernando Collor in the 1990s, captivated everyone.®

Earlier that year in March of 2013 two major new art institutions were inaugurated in Rio
de Janeiro: Museu de Arte de Rio (Museum of Art of Rio known as MAR) supported by the
municipal government and the Roberto Marinho Foundation, the philanthropic arm of the O
Globo media network, and one of several linchpins in the mayor Eduardo Pées revitalization of
the city’s port area (one of the issues behind the protests) and Casa Daros, a private institution
supported by the Zurich based art collection Daros Latin America, intended as a continent-wide
focal point for the display, research and interpretation of Latin American art.* Both institutions
positioned themselves as embracing innovative and expansive curatorial education programs. The
latter choose to particularly focus on an integrated model of art, education and communication
inspired in Latin American alternative pedagogies and critical art practices.

In September that same year Casa Daros participated in the project Publicness in Art, a
series of three regional encounters of which | was co-organizer, that aimed to reflect on questions
of public engagement and contemporary artistic production within three distinct Brazilian
contexts: Rio de Janeiro, Porto Alegre in the south of Brazil and Juazeiro de Norte in the
country’s northeast.> Each encounter was tailored in collaboration with local partners. Eugenio
Valdés Figueroa, former director of art and education at Daros had long wanted to host a
performative crab dinner of art, education and politics — the best way he conjectured to counter
retrogressive thinking symbolized by the Portuguese expression “quem anda para tras ¢
caranguejo” (he who walks backwards is a crab) and to catalyze lively debate and generate new
ideas, yielding hammers and immersed in flying crab shells and sauce.® Various things got in the
way of the performance not the least of which was a ban on crab fishing during certain times of

the year. But in the research process | had come across a rather curious image in a 1954 issue of

3 1n 1994, a popular mobilization with great appeal amongst Brazilian youth - known as “caras pintadas™ (painted
faces) - took to the streets to demand the impeachment of the president Fernando Collor de Mello. Due to the strong
evidence of corruption the Associacao Brasileira de Imprensa (Brazilian Press Association), the Ordem dos Advogados
do Brasil (Order of Brazilian Lawyers), the Central Unica dos Trabalhadores (Workers Center), and the Uni&o Nacional
dos Estudantes (National Students Union) made an official request asking for the removal of Collor from the
presidency. The congress organized a parliamentary committee of inquiry to review the facts. The impeachment was
passed. However, in order not to lose his political rights, Fernando Collor resigned from his position.

4 For information on MAR see their website: http://www.museudeartedorio.org.br/en Casa Daros unfortunately closed
its doors in December 2015 after being open for less than two years. | will discuss this briefly in chapter three.

5 Publicness in Art was a series of regional seminars coordinated by Instituto MESA (institute of which | am director
and co-founded with my collaborator and partner Luiz Guilherme Vergara) and was funded by the 10th edition of the
Brazilian National Art Foundation’s (Funarte) grant initiative, Redes de Encontros nas Artes Visuais (Networks of
Encounters in the Visual Arts). For more information on the series and related case studies see Revista MESA no.3:
Publicness in Art (May 2015) http://institutomesa.org/RevistaMesa_3/?lang=en

6 Felipe Moreno, “Crabs, Butterflies, Enigmas, and Banquets: A Conversation with Eugenio Valdés Figueroa,” Revista
MESA no.3 (May 2015) http://institutomesa.org/RevistaMesa_3/portfolio/casa-daros-caranguejos-e-borboletas-

03/?lang=en
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Journal of the Warburg Institute of a crab holding a butterfly.” Ancient Roman coins at the time
of Augustus, most likely commemorative ones, featured this rather enigmatic juxtaposition of
lepidoptera and crustacean thought to be an interpretation of the adage “festina lente” — careful
advance or make haste slowly.® The image and adage also appear together in printers’ watermarks
in the 16" century.®

Poetic convergence, impossible coupling or (dis)ingenuous complicity, the image became
the catalyst for a discussion on questions of publicness, institutions, and art and education. A
diverse group of artists, educators, curators and critics were each invited to bring a reference to
the encounter inspired by the image (poetry, critical text, artwork, fiction, non-fiction, found
object etc). The ensuing discussion — a mix of the lively, awkward, staid and generative — seemed
to reflect the interregnum moment. At first, the crab was immediately associated with the
institution, the butterfly was the artist or the youthful multitude menaced by the police. But then,
new associations began to emerge, breaking down rigid dichotomies with observations such as
the police are also youth or a reflection on the delicacy of the crab’s clasping gesture. Engaging
with the crab and butterfly not as separate entities but rather as states of being in the process of
becoming — a butterfly crabness and crab butterflyness - opened up the potential of new
understandings, hybrids and asymmetries that might emerge via such improbable encounters.®
Things are this and that. We are situated, subject to the flip of a coin and the roll of an emperor’s
head but not beholden. As actors and agents within institutions what becomings can we imagine?
What criticality can be construed from within? At the crux of the artist-work-public relation
where art, curatorship and education intersect what instituent practices are possible?

These questions have guided and shaped the evolution of my practice as an educator and
curator in art institutions over the past twenty five years, in Canada, the USA and the last eight in
Brazil, and are the engine behind this research. A project | began to gain critical perspective
regarding the dilemmas | was facing, over time evolved as an investigative tool to deepen my
understanding of the precarious and contingent realities of art institutions in my new found home.
As both insider and outsider, struggling with Portuguese and territories and practices that were at

once familiar and wholly unknown, | was, and still am acutely aware, as Jacques Ranciére noted,

" W. Deonna, “The Crab and the Butterfly: A Study in Animal Symbolism” Journal of the Warburg and Courtauld
Institutes, Vol. 17, No. 1/2 (1954): 47-86. Published by: The Warburg Institute.

8 See example in the collection of the British Museum:
http://www.britishmuseum.org/research/collection_online/collection_object details.aspx?objectld=1216283&partid=1
&people=68587&peoA=68587-1-8&page=1

9 W. Deonna. “The Crab and the Butterfly,” 49.

10 Barbara Szaniecki, “Insertions: Multitudes in the Metropolises and ... our Museums,” Revista MESA no.3:
Publicness in Art (May 2015) http://institutomesa.org/RevistaMesa_3/portfolio/casa-daros-caranguejos-e-borboletas-

02/?lang=en
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“of the poetic labor of translation” that is “at the heart of all learning.”** And it is this immersive
journey with its evolutions, possibilities, questions and frustrations that guide this writing.

What follows is an introduction to critical themes proceeded by three in-depth chapter
case studies, each at the nexus of socially engaged art, curatorship and education and anchored in
a contemporary Brazilian art institution and a particular framework/practice pairing -
lab/experiment, school/construct, clinic/care — each of which | was involved as a coordinator,
researcher, or curator in collaboration with curator/art professor Luiz Guilherme Vergara. The
conclusion posits an inventory of practices, emerging amidst the complex challenges of each
situation, as a set of contingent, relational and contextual “lessons” and a possible fount for
imagining a socially engaged curatorship grounded in a praxis of experiment, construct, care.
One that would also be shaped by the legacies of post Neoconcrete art practices, decolonial
pedagogies, artist Joaquin Torres Garcia’s famous upturned map of the Americas, as a
geopolitical and constructive gesture of inversion and radical locality, and the vital anti-colonial
tradition of modernist writer Oswald de Andrade’s anthropophagy. These synergies propose an
idea of curating drawing on its etymological roots of curare — to care — as a generative and
critical network of molecular learning and activism derived from a poetic and political contagion
of encounters — of ideas, practices, people and contexts — and an ethical commitment to place.

The case studies that are the basis of each chapter and inform this proposed praxis are
not high profile or glamorous projects. They are rather the B-side of institutional speech, existing
(at times barely) and formed within democratic cracks or institutional shadows or as future
potential. This writing is not an attempt to claim front of stage but is rather a refusal to allow such
work to be pushed into mere sidelines.'? It is an insistence on the artist/work/public relation as a
complex entanglement and generative site that requires multifaceted, collaborative and complicit
curatorial approaches and on the importance of narratives that reflect on these complexities and
(im)possibilities from within institutional contexts. It is this ground with which | hope to make

contact — its site specificity, context and body — to contribute a voice to the evolving discourses

11 Jacques Ranciére, The Emancipated Spectator, trans. Gregory Elliot (London/New York: Verso, 2009, (First
published in French as Le spectateur emancipe. Editions La Fabrique, 2008)) 10.

12 Paulo Freire spoke of the critical importance of refusing to sideline education. “One of the forms of struggle against
the lack of respect for education on the part of the constituted authorities is, on the one hand, our own refusal to
transform our teaching into a mere sideline and, on the other hand, our rejection of a domesticating, paternal attitude
towards the students.” Paulo Freire, Pedagogy of Freedom. Ethics, Democracy, and Civic Courage (Lanham, MD:
Rowman & Littlefield, 1998) 65.

4



on institutional practices infused with what poet Seamus Heaney described in his artful

recalibration of turf digger’s spade and writer’s pen as a “clean rasping sound.”

1.1 RECONFIGURING THE PUBLIC/IN PUBLIC

[...] art’s politics — and thus power to reinvent or redistribute public space — lies
precisely in its ability to formally refigure such relations rather than become
workers that render them complete.

Andrea Phillips*

In 1971, responding to what he saw as “schizophrenic” practices in museums and art galleries in
the late 1960s, Duncan Cameron, then director of the Brooklyn Museum, published an influential
article “The Museum, a Temple or the Forum” in Curator: The Museum Journal.®® Cameron
weighed the choices and concluded that bringing the forum inside the temple would detract from
the revered symbolic status of the temple as taste-maker and that, simultaneously, the forum
would loose its edge of experimental freedom from needing to deal with the requisites of the
temple. Both were vital, but collapsing them was not a viable model. Perhaps, revealing, what
theorist Slavoj Zizek more recently described as an “insurmountable parallax gap,” that is “the
confrontation of two closely linked perspectives between which no neutral common ground is
possible.”® Yet, despite insurmountabilities it seems that institutional practices are impelled,
even if proven continually unviable, by the attractive pull of this (im)possible union. Indeed, as
curator and critic Maurice Berger remarked at the 2004 symposium and publication Museums of
Tomorrow, it is noteworthy the extent to which arguments about the museum, whatever model
maybe purported, are markedly energized by the forum and social concerns.” More recently the
2016 symposium How Institutions Think, co-presented by CCS Bard and the Luma Foundation,
proposing to explore how “to conceptualize and build possible institutions/anti-institutions of the

future” suggests that the play of temple-forum is both central to and wholly contemporary (maybe

13 Seamus Heaney, “Digging”, 1966, Opened Ground: Selected Poems, 1966 — 1996 (New York: Farrar, Straus &
Giroux, 1998) 3-4.

14 Andrea Phillips, “Too Careful: Contemporary Art’s Public Making,” in Actors, Agents and Attendants. Caring
Culture: Art, Architecture and the Politics of Public Health, eds. Andrea Phillips and Markus Miessen
(Amsterdam/Berlin: SKOR Foundation for Art and Public Domain/Sternberg Press, 2011) 35-56, 54.

15 Duncan F. Cameron, “Museum, a Temple or the Férum,” Curator: The Museum Journal, volume 14, issue 1 (March
1971): 11-24.

16 Slavoj Zizek, The Parallax View (Cambridge, Mass: MIT, 2006) 4.

17 Maurice Berger ed. Museums of Tomorrow: A Virtual Discussion (Sante Fe/Baltimore: George O’Keeffe
Museums/University of Maryland Center for Art and Visual Culture, 2004) 13.
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necessarily so) to institutions in the 21 century.'® The trick seems, as Zizek notes, to replace the
yin-yang discourse of the “polarity of opposites” with the concept of inherent ‘tension,” gap,
noncoincidence.” Or perhaps, narratives of becoming crab and butterfly.°

At once bastions of elitism and promoters of all things “anti”, edgy and innovative,
contemporary art museums are uniquely positioned to plumb these possibilities. As artist Vito
Acconci has noted art is perhaps the only word/field that simultaneously designates a category
and a value.?® Using and abusing this has been sine qua non of the last few decades’ embrace of
spectacle and entertainment but also of significant programmatic innovation. The latter is marked
by substantive paradigm shifts in curatorial, education and artistic practices coupled with the
emergence of so-called “critical” curating, new institutionalism, radical education, social art
practices, and museum ethics studies. All of which, while not necessarily in dialogue with one
another, are, in varying degrees, informed by feminism, critical pedagogy, queer theory,
postcolonialism, psychoanalysis, performance and social studies, new genre public art, collective
activism, and the emergence of social media. Here the universal museum, morphed through a
contemporary prism, is refashioned to embrace an ethical worldliness, beyond encyclopedic
representation, toward the creation of worldly encounters.

Having absorbed the lessons of institutional critique a new generation of practitioners
position themselves both within and outside of institutions, or, rather as micro modalities of
countering within the larger institution of art in what scholar Gerald Raunig has described as
“instituent practices” — a means of working that thwarts the logics of institutionalization but
embraces a permanent process of constitution (building on Antonio Negri’s notion of constituent
power).?! Curator Maria Lind describes such work under the concept of what she terms “the
curatorial” that is, curating that seeks to differentiate itself from “business as usual” and
constitutes a form of making that challenges the status quo and may incorporate or mobilize
multiple formats beyond that of the exhibition (e.g. seminars, off-site commissions, publications,

education) and be performed from various positions within the ecosytem of art (e.g. curator,

18 CCS Bard and the LUMA Foundation, How Institutions Think, February 24"- 27, 2016, Arles, France.
http://www.bard.edu/ccs/how-institutions-think-symposium/ Similar variants can be seen to permeate the texts/talks
from many such conferences over the past decade: Peter Noever. The Discursive Museum. Vienna: MAK/Hatje Cantz,
2001; Helen O’Donoghue ed. Access All Areas. Dublin: Irish Museum of Modern Art, 2009; Tone Hansen ed.
(Re)staging The Art Museum. Berlin: Revolver Publishing, 2011 and Now Museum: Contemporary Art, Curating
History, Alternative Models, March 2011 co-organized by graduate program at CUNY, New York, New Museum, and
Independent Curators International http://curatorsintl.org/events/the_now_museum

19 Slavoj Zizek, The Parallax View, 7.

20 jto Acconci and Hans Ulrich Obrist, “Museums: The Mausoleum, the Laboratorium, the Meditation Chamber and
the Rave,” in The Discursive Museum, ed. Peter Noever (Vienna: MAK/Hatje Cantz, 2001) 142-156, 156.

21 Gerald Raunig and Gene Ray eds. Art and Contemporary Critical Practice: Reinventing Institutional Critique
(London: MayFlyBooks, 2009) xvii. Maria Lind cites Raunig and the instituent practice of “thwarting” in her essay in
(Re)staging The Art Museum.
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editor, communication officer, educator). 22 A similar refusal to be bound by tradition, format or
genre is shared by the discourse on new institutionalism, a term borrowed from social science and
applied as a concept and praxis that, as curator Sally Tallant notes, “places equal emphasis on all
programs and creates spaces and modes of display that reflect this, including archives, reading
rooms, residency schemes, talks and events as well as exhibitions.”? Working within these
possibilities, radical education, according to the Ljubljana based Radical Education Collective,
not only adopts the practices of progressive educators, artists, and curators to realize “new spaces
of micropolitics, encounter, and intermediate spaces” within institutions, but also, to “chang][e]
the ideological, economic and cultural perspectives of these institutions.” 24

Emancipatory. But no small order. Such critical turns must also be constantly vigilant of
their discourse and to whom it serves. As Zizek’s parallax suggests the revolutionary interests of
the forum may not be those of the temple or at least when in service to the forum. A generative
expansiveness of the curatorial may too readily become the manifest destiny of the temple or the
radicality of education too wrapped up in its own “heterotopic performance.”? The “anti”, if not
actively restaging its “anti-ness” in new instituent and vibrant ways, may also find itself
seamlessly absorbed as representation, a kind of “sacralization of the dessacralized,” a concern
noted by architect Francesco Perrotta-Bosch in relation to Museu de Arte de Sdo Paulo’s (Sdo
Paulo Museum of Art - MASP) recent reinstallation of architect Lina Bo Bardi’s innovative 1968
free standing glass easel-style artwork display designs.?

Yet despite these dangers an array of multifaceted curatorial and education practices has
emerged running parallel to the emergence of social art practices where the production of rarefied
objects has given way to the relational, the experiential, the social, and the contextual. They share
a search for forms of connectivity, conviviality, collectivity and ethical and political action, often
in small-scale gestures. Their co-produced, collaborative and contextual processes point to a
complicit with rather than an about. In the late 1990s museum scholar Stephen E. Weil saw this
shift in relation to the American museum as a gradual turn, beginning Post World War II, “from
being about something to being for somebody” where an “institution focused primarily on the

growth, care and study of its collection” has turned, in recent decades, to a more outward interest

2 Maria Lind in Jens Hoffmann and Maria Lind, “To Show or Not to Show,” Mousse Magazine, no. 31 (November
2011), http://www.moussemagazine.it/articolo.mm?id=759#top

2 Sally Tallant, “Experiments in Integrated Programming,” in Curating and the Educational Turn eds. Mick Wilson
and Paul O’Neill (London: Open Editions, 2010) 186-194, 187.

24 Bojana Piskur, “Radical Education in a Museum,” Talk at the Museo de Arte Reina Sofia, Madrid, February 10th,
2011 http://radical.tmp.si/2011/02/radical-education-in-a-museum-by-bojana-piskur-rec/ The collective no longer exists
but for archived information, blog posts and transcripts of talks and texts see: http://radical.tmp.si

% Andrea Phillips, “Education Aesthetics,” Curating and the Educational Turn, 83-96, 96.

26 Francesco Perrotta-Bosch, <O risco de sacrilizar o museu dessacralizado,” Instituto Morreira Salles blogpost,
December 11t 2015.
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in “primarily educational services to the public.” #’ Even though Weil sought to point toward
ways of rethinking the binary nature of such a shift, his emphasis on service situates the dialogue
in terms of accountabilities, while not in itself something to be ignored, in order to truly
reconfigure practices this “for” needs to be recast in terms of possibilities. 2 More recent studies
on museum ethics seems to be moving in this direction, as scholar Janet Marstine suggests, where
practitioners are rather seeking to renegotiate relationships configured in binary positions to
embrace more contingent approaches to collections and displays and, in particular, a feminist
practice of guardianship that foregrounds collaborative relationships with multiple stakeholders.?
Expertise is here re-imagined in terms of reciprocity or as art museum director Manuel Borja-
Villel provocatively offered “education is the encounter between someone who knows something
and someone who knows something else.”*

Reciprocity clearly implies that generic notions of the public are no longer tenable. Such
practices recognize the fragmented nature of the public sphere and that, as critic Simon Sheik
notes, “making things public is also an attempt to make a public.”! If we then construe, as art
historian Terry Smith suggests, curating as a practice of “mak[ing] public,” Shreik’s statement
and Lind’s diversity of format open up the possibilities for a practice of curating that radically
reconfigures approaches to content and modes of address.®> Here, instead of projects that are
made, vetted and readied for a public to be convoked, “making public” is constitutively made

with (potentially multiple) publics — instead of a linear model, a generative tangle or knot.*

27 Stephen E. Weil, “From Being About Something to Being For Somebody: The Ongoing Transformation of the
American Museum,” Daedalus, vol 128, no 3 (Summer 1999): 229-258, 229.

28 “Museums must not only educate themselves as to how their impact can be captured and described; they must also
educate those to whom they are accountable as to what may and may not be possible in rendering their accounts.” Ibid.,
253.

29 Janet Marstine, “The Contingent Nature of the New Museum Ethics,” in The Routledge Companion to Museum
Ethics: Redefining Ethics for the Twenty-First Century Museum ed. Janet Marstine (London/New York: Routledge,
2011) 3-25, 8 & 18.

30 Borja-Villel made this comment during his lecture at the Now Museum conference in New York in 2011. Dominic
Willsdon curator of education at SF MoMA was in attendance and took the statement as a title for a seminar for the 9t
Mercosul Biennial for which he was also part of the curatorial team. Ménica Hoff & Dominic Willsdon, “Someone
who knows something and someone who knows something else,” in Weather Permitting: 9" Mercosul Biennial, eds.
Luiza Proenga, Sarah Demeuse and Sofia Hernandez Chong Cuy (Porto Alegre: Fundagéo da Bienal do Mercosul,
2013) 119-135, 133.

31 Simon Sheikh, “On the Production of Publics Or, Art and the Political in a World in Fragments,” in Educacéo para a
arte/Arte para a educagdo, eds. Gabriel Pérez-Barreiro and Luis Camnitzer (Porto Alegre: Fundacéo Bienal do
Mercosul, 2009) 326-334, 329.

32 Terry Smith, “The Discourse,” Talking Contemporary Curating (New York: Independent Curators International,
2015) 13-36, 34.

33 Mick Wilson makes the point about not a linear construct but rather a tangle in the panel discussion: “Avrtists,
Institutions and the Public Sphere,” Mick Wilson, Ernesto Neto, Eugenio Valdés Figueroa, Ricardo Basbaum,
Moderator: Luiz Guilherme Vergara, Reconfiguring the Public: Art, Pedagogy, Participation organized by the
Experimental Nucleus of Education and Art, Museum of Modern Art, Rio de Janeiro, November 8t — 10, 2011. Mick
Wilson’s presentation is in English. Others in Portuguese and Spanish:
https://www.youtube.com/watch?v=0uXIlkUUyhs&Ilist=PLO-GRBB0QZrjDOO0B7xSTsSu40BYBE48m&index=4
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In Brazil questions of curating as a “making public” and the possibilities, as literary
scholar Michael Warner proffers in Publics and Counterpublics, of the construction of a public as
a form of “poetic world making” turn on a particularly complex set of dynamics.3* Politics and
culture are inextricably interlinked. The archaic and the contemporary co-exist. Boundaries of
public and private are pervasively porous, mediated by the “cordiality” historian Sérgio Buarque
de Holanda so famously described, where everything is filtered through the intimate and
affective.® The “public” is here often mobilized as a platform for personal and political favors
and simultaneously abandoned as a sphere of communal and political investment, mired in
pejorative connotations of the dysfunctional — public health, public transport, public education
etc. Governments and publics alike use the term “public” and “state” as interchangeable.
Institutions are young. Their fragility renders the practices of institutional critique relatively blunt
in contrast to the formal structures of Euro-American power and stability, against which the
critical blade is more readily sharpened. To rephrase anthropologist Néstor Garcia Canclini’s
comment on Latin America’s exuberant modernity and deficient modernization, in Brazil the
waves of enthusiastic institutionality whether in the 1940s and 50s with the emergence of
Museums of Modern Art in Rio de Janeiro and Sdo Paulo or the 1990s urban regeneration
initiatives whether via renovations of historic buildings in the city’s center such as Hélio Oiticica
Art Center or signature architecture in peripheries such Museum of Contemporary Art, Niterdi,
were almost never met with effective institutionalization.®® Critique then finds its edges in the
street and at different moments deployed as a more constructive gesture from within.

As a means of bringing some of these debates into critical focus, it is perhaps useful to
briefly review issues raised during the panel discussion, “Artists, Institutions and the Public
Sphere” held as part of the international seminar Reconfiguring the Public: Art, Pedagogy,
Participation at Museum of Modern Art Rio de Janeiro in November, 2011.%” The seminar aimed
to explore the potency of a public praxis that necessarily engages with the artistic, the curatorial
and the educational. Here, artist, curator and co-editor of Curating and the Educational Turn,
Mick Wilson, brought examples of what he and fellow co-editor Paul O’Neill had recently named
as the educational turn in contemporary art and curating, that is, where traditionally seen as

peripheral programs, such as talks and discussions or educational formats such as schools, were

34 Michael Warner, “Publics and Counterpublics (abbreviated version), Quarterly Journal of Speech, vol. 88, No.4,
(November 2002): 413-425, 422.

35 Sérgio Buarque de Holanda, Raizes do Brasil, 1936, 70" Anniversary Comemorative Edition, eds. Ricardo
Benzaquen de Aradjo and Lilia Moritz Schwarcz (Sao Paulo: Companhia das Letras, 2006) 160-166.

3 Néstor Garcia Canclini, Hybrid Cultures: Strategies for Entering and Leaving Modernity (Minneapolis/London:
University of Minnesota Press, 1995) 41.

37 For more information: http:/institutomesa.org/projects/international-seminars-reconfiguring-the-public-art-
pedagogy-participation-i-ii/?lang=en (Accessed February 2016)
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now being embraced as the central curatorial/artistic concept, not as educational add-ons but
where artmaking and curating are in and of themselves seen and understood as acts of education.
Wilson suggested that in their instituent practices of creating micro public spheres whether via art
schools or discursive events these works were grappling with the dangerous evacuation of
meaning and the “loss of our understanding of what is at stake in the notion of the public.”*® As a
way of conceiving such a practice he offered the term publicness to describe the ongoing
construction of a public as rather a qualitative and contingent ethical endeavor.

Avrtist Ernesto Neto countered that the “turn’s” desire (read Euro-American) to subvert
the formal structures of the education comes from the very strength and privilege of those said
structures. In Brazil, the public is the street; it’s all there. “We were born into informality.” For
Neto institutions perhaps reflect most their Brazilianess and attitudes toward the public in their
structural fragility rather than their displays, due to what he sees as a lack of public conscience
and love for institutions. (It might be worthwhile opening a parenthesis here just to emphasize
that while informality and the streets may reign, political, social and cultural processes are often
subject to a range of distorted and at times debilitating institutional formalities.) Eugenio Valdés
brought another perspective, of the double-edge sword of state involvement in the public realm,
drawing on his own education in Cuba, of critical investment and oppressive control, in turn
creating a complex set of interchangeable associations between the state and the public sphere.
He argued that the potential of the art/education relationship was the role art could play in
education and in so doing affect art. He cited functional illiteracy figures of 30 million, poor
public education, and the lack of knowledge amongst many artists who profess to work with
education of experimental pedagogic practices such as the child-centered approaches of José
Pacheco and Escola Ponte in Portugal or Reggio Emilia in Italy and similarly how teachers were
unfamiliar with artists working with experimental pedagogic practices in art. He argued, “If we’re
going to speak about education in this country, let’s really speak about education.” Artist Ricardo
Basbaum drew attention to the generosity of the work of art as an instituent tool that, in and of
itself, implies a relational dimension as a kind of provocation of contact. The challenge for
institutions to relate to publics is not only of audiences but also one of relating to artworks. As a
last question he wondered why these debates resonate within art, might they not have more
traction say in a discussion on sociology?

Art as instituent tool, curating as making public and an attempt to make a public,

publicness, informality and the street rules, lack of love (and investment) in public institutions, an

38 panel discussion: “Artists, Institutions and the Public Sphere,” Reconfiguring the Public: Art, Pedagogy,
Participation.
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educational turn must turn to education, why art? The topics that emerged suggest some of the
challenging contours of any kind of public praxis that attempts to integrate art, curatorship and
education, particularly in Brazil. They outline the constraints and possibilities of what it might
mean to reconfigure the public and potentially ourselves: our practices, formats, and ways of

working — themes that will re-emerge in various aspects in the chapters that follow.

1.2 CONSTITUTIVE FRAGILITY:THE POLITICS OF ACCESS*

Art. 215. The State guarantees to all the full exercise of cultural rights and access
to the resources of national culture, and supports and incentivizes the valorization
and diffusion of cultural events.

Art. 216. Brazilian cultural heritage may be of a material or immaterial nature,
taken individually or together, understood as carriers of identity, action and
memory of the various groups of Brazilian society that may include:

I - forms of expression;

Il - ways of creating, making and living;

I11 - scientific, artistic and technological creations;

IV - works, objects, documents, buildings and other spaces intended for
artistic and cultural events;

V - urban complexes and sites of historical, natural, artistic,
archaeological, paleontological, ecological and scientific value.

1988 Brazilian Constitution*

There are many Brazils, beginnings, unfolding histories, and fragile presents. The most recent
ebullient wave of growth and possibility, part of the so-called Latin American pink tide, was
spawned simultaneously by economic growth and the victories of the Workers Party (PT) and

successive administrations of Presidents Lula de Silva and Dilma Rousseff (2002 — 2014).

39 The term “constitutive fragility” I draw from Peter P4l Pelbart a full quote of which I present in the conclusion. Peter
Pal Pelbart, “Notes on the Contemporary.” Revista MESA no.3: Publicness in Art (May 2015)
http://institutomesa.org/RevistaMesa_3/think-piece/?lang=en

40 [ Author translation. Portuguese original: “Art. 215. O Estado garantira a todos o pleno exercicio dos direitos culturais
e acesso as fontes da cultura nacional, e apoiara e incentivara a valorizagdo e a difusdo das manifestagfes culturais.
Art. 216. Constituem patriménio cultural brasileiro os bens de natureza material e imaterial, tomados individualmente
ou em conjunto, portadores de referéncia a identidade, a agdo, @ memoria dos diferentes grupos formadores da
sociedade brasileira, nos quais se incluem: | - as formas de expressdo; Il - os modos de criar, fazer e viver; 1l - as
criagBes cientificas, artisticas e tecnoldgicas; IV - as obras, objetos, documentos, edificacdes e demais espagos
destinados as manifestagGes artistico-culturais; V - os conjuntos urbanos e sitios de valor histérico, paisagistico,
artistico, arqueoldgico, paleontoldgico, ecoldgico e cientifico.”
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However, writing in 2016, amidst a punishing economic downturn, corruption scandals, a surreal
end-of-year political theatre replete with cries of impeachment, a major environmental disaster
and the fatal police shooting of five unarmed black teenagers, not to mention Zika, the once
confident promise has turned to widespread cynicism and disillusionment.

It is a cycle many have seen before. One which there is perhaps no better illustration than
artist Francis Alys’ video El Ensayo (Rehearsal), 1999-2001, set in the outskirts of Tijuanna
featuring a dynamo red VVolkswagen Beetle repeatedly attempting to scale a hill — now it’s going,
yes, yes, it’ll get there, no, no, back again, its stops and starts all the while accompanied by a
brass band rehearsal.* Education scholar Danilo Streck commented at the Reconfiguring the
Public seminar on the striking double sense of rehearsal in the very public “first world” stage of
the work’s viewing — for him a crowded gallery at MoMA in New York, a rehearsal repeated at
Tate Modern, ironies of Volkswagen sponsorship nothwithstanding.*? As curator Gerardo
Mosquera has remarked Latin America is a “forum for every hope and every failure.”*?

For many in Brazil, what seems to be a failure writ large in this current downturn is the
sense that after four successive PT administrations, the promise of structural transformation with
which they swept into power now seems further away rather than closer.** Yet despite the failed
sense of the PT project, Brazil’s pink tide would not have been possible without its pluralizing
politicized movements fighting for democracy in the 1980s, constructing and endorsing Brazil’s
1988 constitution, after twenty-three years of military dictatorship. Amongst the many
advancements and pronouncements of this utopian document, access to culture was inscribed as a
right. Constitutional articles 215 and 216 would catalyze a vital period of micro cultural
initiatives and projects seeking to recognize, register and re-activate traditions of immaterial
patrimony and pave the way for large-scale temporary spectacle events fostering broad public
access with a stress on social inclusion.*

If the temple and forum parallax is part of institutional DNA, in Brazil, a particular

iteration of that plays itself out as a complex set of global, national, regional and local questions

41 For a video clip see: Francis Alys, EI Ensayo, 1999-2001:
http://www.moma.org/interactives/exhibitions/2011/francisalys/

42 Panel discussion: “Publicness: Exchanges between Art and Pedagogy,” Danilo Streck and Pablo Helguera and
moderator: Jessica Gogan, Reconfiguring the Public: Art, Pedagogy, Participation.

43 Gerardo Mosquera, “Introduction,” in Beyond the Fantastic: Contemporary Art Criticism from Latin America ed.
Gerardo Mosquera (London: Iniva, 1995) 10-17, 11.

4 Rodrigo Nunes, “Learning to No End: Tension and Telos in Pedagogy and Politics,” Lapiz no.2, “Post Neoliberal
Latin American Philosophy of Education: An Education Always Already Present, Or An Education Yet to Come.”
Proceeding from the LAPES (Latin American Philosophy of Education Society) symposium, New York: Lapes, 2015,
3-20, 6.

45 | am grateful to Marta Abreu whose lecture exploring the impact of the 1988 constitution on issues of immaterial
patrimony, popular culture and folk traditions throughout the country suggested a parallel with issues of access in
relation to art institutions, biennials etc. Marta Abreu, “Desdobramentos da cultura popular a partir da Constituicdo de
1988,” Seminar: Arte Popular Contemporanea: Desafios e Horizontes, Museu de Inga, Niterdi, August 20™, 2015.
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of center and periphery, politics of access, and (re)stagings of the temporal and (im)possible
permanence, hope and failure. To anchor the discussion on these tensions | will take a hopefully
useful and symbolic detour to explore two historic touchstones involving key Brazilian figures
both coincidently involved in the founding of the PT in the 1980s — educator Paulo Freire and art
critic Mario Pedrosa. In May 1972 in Santiago, Chile, while in exile from Brazil’s military
dictatorship (1964 — 1985) yet, operating in totally different social circles, both contributed to
significant and distinct cultural events that can be seen as provocative harbingers and parallax
questions for contemporary practices.

What has come to be called new or social museology evolved out of the late 1960s
counterculture seeking to challenge hegemonic narratives and traditional institutional practices
and to embrace more community-based participative practices grounded in particular locales. Eco
or open air, neighborhood and community museums began to emerge embracing cultural and
environmental specificity, personal narratives and memories, participatory management of
cultural heritage, and a politicized investment in local knowledge and activism.*® Both reflecting
this trend and reinforcing its radical potential, particularly from a Latin American perspective,
what would become known as the Carta de Santiago (Letter from Santiago) was published based
on resolutions derived from a round table discussion on the role of Latin American museums held
on May 30" in Santiago, Chile in 1972, organized by UNESCO for a conference of the
International Council of Museums (ICOM). The document advocated a socially oriented
museological practice and the role of the museum as one that formed and reflected “the
conscience” of the communities they served.*” Hugues de Varine, then director of ICOM (1971 —
1974), notes that he first asked Freire to play a lead role in the round table, but this was formally

opposed by the official UNESCO Brazilian delegation (Freire was in exile).®® Nevertheless de

46 Stephen Weil briefly discusses these trends and the evolution of the Anacostia neighborhood museum opened by
Smithsonian Institution in Washington DC in 1967 in “From Being About Something to Being For Somebody: The
Ongoing Transformation of the American Museum,” 248-249. For an essay on the ecomuseum movement emerging in
France in the late 1960s see Dominque Poulot, “Identity as Self-Discovery: The Ecomuseum in France,” in Museum
Culture: Histories, Discourses, Spectacles, eds. Daniel J. Sherman and Irit Rogoff (Minneapolis: University of
Minnesota Press, 1994) 66-84. For an interesting example of street/neighborhood museum collaboration with a more
mainstream museum also in the late 1960s, in this case the Museum of Contemporary Art in Chicago, see Rebecca
Zorach, “Art & Soul: An Experimental Friendship Between the Street and a Museum,” in Institutions and Imaginaries,
ed. Stephanie Smith, Chicago Social Practice History Series eds. Mary Jane Jacob and Kate Zeller (Chicago: University
of Chicago Press, 2015) 159-179.

47 «“Carta de Santiago” (Santiago Letter). UNESCO/ICOM, May 30th, 1972
www.revistamuseu.com.br/legislacao/museologia/mesa_chile.htm

48 Hugues de Varine, “Témoinages: Autour de La Table Ronde de Santiago,” in “L’ecomusée: réve ou réalité,” Publics
et Musées ed. André Desvallées, vol.17, issue 1, 180-183, 181.
http://www.persee.fr/web/revues/home/prescript/article/pumus_1164-5385 2000 num_17 1 1325
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Varine acknowledges the educator’s influence in shaping the Carta’s core principles:*°

[...] it’s not just immaterial patrimony! Each one of us has a knowledge of life
that is necessary to use otherwise we are victims of the knowledge of others. It’s
about one of the principles of Paulo Freire. [...] Freire said — each one of us
knows a lot and if we value the knowledge of each person we have an enormous
richness of knowledge/skills that can be used for local development, for politics
and for everything, including the administration of patrimony, the creation of
educational institutions and institutions like museums. On the one hand, we have
a political principle that is, the principle of social foundation, on the other, the
empirical principle that is to use the knowledge of people. And it is when these
two concepts unite in a project that we have participation.*

While certainly much has evolved in the ensuing decades, critical questions of community
participation, a greater environmental-city awareness, the possibilities of an “integral museum”
that reflects social issues and problems, and the notion of the museum as “action” and an
instrument of social change can be seen as vital legacies of the Carta de Santiago.>*

A few weeks prior to the ground-breaking round table, on May 17", 1972, the official
inauguration ceremony for the Museo de La Solidaridad Salvador Allende (Salvador Allende
Museum of Solidarity) was held at the Museo de Arte Contemporaneo (Museum of
Contemporary Art) at Quinta Normal, in conjunction with the Encuentro de Artistas Plasticas del
Cono Sur (Meeting of Visual Artists of the Southern Cone) organized by Instituto de Arte
Latinoamericano (Institute of Latin American Art).>? Allende himself made the opening remarks.

Claudia Zaldivar, the museum’s current director, reflects on its historical beginnings:

The idea of creating the Museo de la Solidaridad was born in the course of what
was called Operacion Verdad (Operation Truth, Santiago, March 1971) just a few
months after the government of the Unidad Popular took power. President
Salvador Allende invited different international figures — intellectuals, journalists
and artists — to observe the transformations that the country was experiencing in
the “Chilean road to socialism.” The Spanish art critic Jos¢ Maria Moreno

49 T am grateful to Luiz Guilherme Vergara for drawing my attention to Freire’s influence on the Carta de Santiago.
Luiz Guilherme Vergara. “Florestas e escolas contemporaneas: Terapéuticas antropofagicas entre arte, museus e
sociedade.” (Forthcoming publication edited by Mario Chegas, Museums Studies, Universidade de Rio de Janeiro)

%0 [Author translation. Portuguese original: “[...] ndo é s6 o patriménio imaterial! Cada um de nés tem um saber de
vida e que é necessario utilizar sendo somos vitimas do saber dos outros. Trata-se de um principio de Paulo Freire.
Paulo Freire dizia — cada um de nds sabe muito e se valorizarmos o saber de cada pessoa temos uma riqueza enorme de
saberes que podem ser utilizados para o desenvolvimento local, para a politica e para tudo, inclusive para a gestdo do
patrimonio, para a criagdo de instituigdes educativas e institui¢cbes do tipo museu. Por um lado, temos um principio
politico, que é o principio da funcéo social e, por outro lado, o principio empirico, que é a utilizagdo dos saberes das
pessoas. E se estes dois conceitos se unirem num projecto entdo temos participacdo.”] Ana Carvalho, “Entrevista com
Hugues de Varine. No Mundo dos Museums,” Interview held at the Faculty of Social and Human Sciences,
Universidade Nova, Lishbon, Portugal, April 19", 2013 http://nomundodosmuseus.hypotheses.org/5585

51 Hugues de Varine. “Témoinages: Autour de La Table Ronde de Santiago,” 182.

52 Claudia Zaldivar, “An Unprecedented History: Museo de la Solidaridad Salvador Allende,” Revista MESA no.4: Past
as Blueprint: Hybrid Practices and Limit Zones (May 2015) http://institutomesa.org/RevistaMesa_4/museu-
solidariedade-2/?lang=en
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Galvan and the Italian senator Carlo Levi, among others, participated, proposing

the initiative as a means of promoting within European artistic circles donations

of artworks that would allow the Allende government to create a museum for the

people of Chile and in this way, coordinate a united mobilization of the world’s

artists to express their support for this political process.>
Mério Pedrosa was appointed Chairman of the initiative’s Executive Committee and became the
main administrator and founder of the museum. A renowned critic Pedrosa had been actively
involved with the foundation of Museum of Modern Art in Rio de Janeiro and participated on the
organizing committees of several S&o Paulo Biennials including acting as general director in 1961
as well as serving as director of the Museu de Arte Moderna de Sdo Paulo from 1961 - 1963.>* He
had also organized an International Association of Art Critics conference in Brasilia in 1959
entitled “Cidade nova: Sintese das artes” (New City: Synthesis in the Arts) using the city as a
case study.®® Needless to say he had many connections with prominent international art world
figures.®® Pedrosa worked tirelessly to secure donations and, following the overthrow of
Allende’s populist government in 1973, continued in exile in Mexico and then Paris to ensure that
planned donations were relocated to the Museo de Arte Moderno de México (Museum of Modern
Art of Mexico) until the Museo de la Solidaridad could find a definitive solution. However, it
would take almost twenty years before the works would be displayed in a Chilean museum.®’
The bureaucratic and legal journey of the collection and the efforts of numerous key (and lesser
known) players acting in solidarity to ensure its future tells a rich story of institution-building and
survival as well as the vitality of artistic/activist networks amidst Latin American political
dictatorships and Cold War era politics. Allende’s inaugural speech in 1972 artfully positions the
potential of the museum as an institution representing the imagination of a new social order. Here
the notion of the museum as a center in a periphery, as a singular collection (both in its making

and as a set of objects) and as symbolic site are powerfully mobilized:

%3 Ibid.

54 Kaira M.Cabarias, “A Strategic Universalist,” in Mario Pedrosa Primary Documents, eds. Gléria Ferreira and Paulo
Herkenhoff, trans. Stephen Berg (New York: The Museum of Modern Art, New York, 2015) 23-35, 24.

%5 Ihid.

% The renowned curator Harald Szeeman is one. See his postcard to Mario Pedrosa illustrated in Isabel Garcia Pérez de
Arce, “The Polyphonic Museum of Salvador Allende, Museo de Solidaridad,” Latin America Perspectives.
Guggenheim Museum blog, June 17, 2015 http://blogs.guggenheim.org/map/the-polyphonic-museum-of-salvador-
allende-museo-de-solidaridad/

57 Ibid. Zaldivar notes that it was not until the return to democracy under the government of President Patricio Aylwin
in 1991, that the works began to be transferred to Chile. An exhibition was held at the Museo Nacional de Bellas Artes
(National Museum of Fine Arts) in 1991 and the museum was based there until 2005 when it officially inaugurated in
its own space. http://www.mssa.cl/el-museo/ Also for online publication on detailing the museum’s history (Spanish
only) 40 Afios Museo de la Solidaridad por Chile: Fraternidade, Arte-Y-Politica 1971 — 1973
http://issuu.com/claudia.zaldivar/docs/catalogo_mssa_issu/l
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The artists around the world know how to interpret this profound Chilean-style

sense of struggle for national liberation and, in a unique gesture in cultural

history, decided to spontaneously offer their art as a gift for a magnificent

collection of masterpieces to the delight of citizens from a distant country that

otherwise would hardly have access to these works. How not to feel, along with a

deep emotion and profound gratitude, that we are taking on a solemn

commitment, the obligation to respond to this solidarity?°®
However, even in its worldwide gesture of solidarity, the project also sketches a curious picture.
It might have been easier to imagine the spirit of Allende’s Unidade Popular more readily
supporting the emerging “new museology” based on Freirean principles of community
participation rather than turning to international avant-garde art elites. Despite political
sympathies it appears there was no dialogue between the respective museological projects’
interests, no cultural or social circle that brought Freire and Pedrosa together.*® For Allende and
Pedrosa socialist sympathies needed a symbolic (read elite) stage. Pedrosa’s letters suggest that
the donations were understood as “propaganda for the museum” (political, artistic, international)
as a means to foster a praxis of solidarity that would be followed by, for example, a collaboration
with union workers in Chilean copper mines and assemblies of “new artists, non-artists and anti-
artists that would discuss contemporary social aesthetics.”®

In their respective models of museum as a dispersed tool of social conscience and
museum as center and symbolic commons of solidarity, the Carta de Santiago and the Museo de
la Solidaridad offer interesting points of historical reference for contemporary practice and read
as a tale of two cities — revolutionary museology/education and revolutionary art. Zizek suggests
that revolutionary art and politics move in different temporalities, although linked, as they are two
sides of the same phenomenon that they never meet.5! Yet Allende’s and Pedrosa’s project seem
to both prove and disprove this impossible meeting in its politico-artistic gesture and ultimately
unrealized set of utopian mergings. In subsequent decades debates about cultural access will
increasingly pivot around models of distributed practices and centralizing possibilities and

continue such “revolutionary” divisions as well as the potential promise of their merging. The

%8 Catalogo de la Primera Inauguracion del Museo de la Solidaridad, ed, Quimanta, April 1972, 1-2, in Claudia
Zaldivar, Revista MESA.

59 Vera Pedrosa, the critic’s daughter when asked recently, noted there was no connection. Question raised by Luiz
Guilherme Vergara at the Seminar: O Percurso Critico de Mario Pedrosa, presented by Museu de Arte Moderna de
Rio de Janeiro and Nucleo de Pesquisa em Sociologia da Cultura UFRJ, (Nucleus of Research in Sociology of Culture
Universidade Federal de Rio de Janeiro (UFRJ)) at Instituto de Filosofia e Ciéncias Sociais (Institute of Philosophy and
Social Sciences) UFRJ, November 4%, 2015.

60 Mario Pedrosa, Letter to Hélio Oiticica, Santiago, Chile, June 9™, 1972 and Dore Ashton, March 27, 1973. Private
archives, cited in Vera Lucia Pletitsch, “A forga fransformadora da arte: as contribuicdes de Mario Pedrosa para a
arte/educagdo,” Masters thesis, Universidade do Estado do Rio de Janeiro, Centro de Educa¢do e Humanidades
Instituto de Arte, 2010, 88.

81 Slavoj Zizek, The Parallax View, 4.
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impact of Brazil’s 1988 constitution coupled with the implementation of neoliberal cultural
policies in the 1990s will embody these debates and possibilities and similarly tell an ironic tale
of a two-sided coin, but of a different character, the public acceleration and proliferation of
cultural activities and the private control of funding. A story that also engages differing modes of
democratic cultural politics, recently characterized by scholars Cayo Honorato and Diogo Moraes
in an editorial on the emerging practices of “cultural mediation” as: forms of cultural
democratization that imply the distribution for the many that which is produced by the few and
those of cultural democracy that imply the articulation between the many that which is also
produced by many.%? Any social engaged cultural praxis must negotiate these tensions.

An example that posits a network “amongst many” model to navigate these challenges is
what is known as the Pontos de cultura (Culture Points) initiated under the administration of the
musician Gilberto Gil when he was Brazil’s Minister of Culture from 2003 — 2008. The aim was
to shift the focus from ideas of culture that stress equality and totality and models of
“democratization for the many of that which is produced by the few” to ones that emphasize
diversity and difference. Gil poetically and provocatively described this as an application of
“acupressure, massaging vital points, but ones that are momentarily undervalued or dormant, of
the cultural body of the country.” The idea was to counterbalance the notion that culture must be
brought to the peripheries with one that recognized and potentialized what was actually already
there.®* Activist, geographer and director of the umbrella organization Observatério de Favelas
(Favela Observatory) based in the Maré favela in Rio de Janeiro, Jailson de Souza e Silva is a
vocal critic of this oft repeated (and continuing) tendency of the center to view the periphery
within a paradigm of “absence” and construe social, cultural and educational policies
accordingly.®® Gil aimed to calibrate a different paradigm. There are now thousands of “pontos de
cultura” all over the country including a range of cultural community-based activities such as
samba schools, rap music, theater, dance, museums, neighborhood associations, indigenous

villages, quilombolas etc.%® The focus is simply to be “a locale open to the artistic and cultural

62 Cayo Honorato and Diogo de Moraes, “Editorial,” Periddico Permanente # 6: Mediagdo Cultural (March 2016)
http://www.forumpermanente.org/revista/numero-6-1/sumario/editorial-periodico-permanente-6-mediacao-cultural

63 [Author translation. Portuguese original: “Para fazer uma espécie de do-in antropoldgico, massageando pontos vitais,
mas momentaneamente desprezados ou adormecidos, do corpo cultura do pais”] Gilberto Gil, Discursos do Ministro da
Cultura Gilberto Gil, Brasilia: Ministério da Cultura, 2003, 3, cited in Ariel F. Nunes, “Pontos de cultura e 0os novos
paradigmas das politicas publicas culturais: reflexdes macro e micro politicas,” Fundagdo Casa de Rui Barbosa
http://www.casaruibarbosa.gov.br/dados/DOC/palestras/Politicas_Culturais/Il_Seminario_Internacional/FCRB_ArielN
unes Pontos de cultura e os_novos paradigmas_das_politicas publicas_culturais.pdf

64 1bid.

85 Jailson de Souza e Silva, “As periferias roubam a cena cultural carioca,” in De baixo para cima, eds. Eliane Costa e
Gabriela Agustini (Rio de Janeiro: Aeroplano, 2014) 55-78, 59.

86 Quilombolas are communities formed by Afro-Brazilian slaves that escaped the plantations.

17



http://www.forumpermanente.org/revista/numero-6-1/sumario/editorial-periodico-permanente-6-mediacao-cultural
http://www.casaruibarbosa.gov.br/dados/DOC/palestras/Politicas_Culturais/II_Seminario_Internacional/FCRB_ArielNunes_Pontos_de_cultura_e_os_novos_paradigmas_das_politicas_publicas_culturais.pdf
http://www.casaruibarbosa.gov.br/dados/DOC/palestras/Politicas_Culturais/II_Seminario_Internacional/FCRB_ArielNunes_Pontos_de_cultura_e_os_novos_paradigmas_das_politicas_publicas_culturais.pdf

manifestations of a locality.”®” Each “ponto” has its own singularity and as a network forms a
national cultural policy linked with initiatives of Cultura Viva (Living Culture) and citizenship.®®
Within the field of museums, also under former President Lula’s administrations, the
Instituto Brasileiro de Museus (Institute of Brazilian Museums — IBRAM) was officially formed
in 2009 having held its first national meeting in 2006. While the Associacdo Brasileira de
Museologia (Brazilian Museums Association — ABM) has been active since 1963, along with
various art museum specific colloquiums, indeed the VII Col6quio de Museus de Arte de Brasil
(7™ Colloquium of Brazilian Art Museums) held in 1973 featured a report on the Santiago
meeting, PT administrations were anxious to consolidate various strands of museum practice and
in particular set national policy.®® Much of the so-called “new museology” embraced by the Carta
de Santiago was high on their agenda. Museologist and poet Méario Chagas and colleagues, seeing
themselves as inheritors of Santiago’s call, continue to stress the social role of the museum as “a
strategic apparatus for the defense of social dignity, citizenship and the right to creativity and
memory.” They imagine a social museology as one that is “sensible, comprehensive and
libertarian” and “constituted with new forms of affectivity, mutual respect and indignation.”®
Exploring this in relation to the monstrosity of the multitude, a coinage that draws on Michael
Hardt and Antonio Negri’s deployment of the term “monstrosity” to emphasize deviance rather
than the cohesiveness or conformity suggested by notions of the masses or the public, scholar
Vladimir Sibylla Pires takes this a step further to wonder: what might be a museum of the
multitude?* He suggests that it would have to be a museum of museality itself, one of praxis and

poesis, and citing sociologist Giuseppe Cocco’s determination that “the media of the multitude is

67 [Author translation. Portuguese original: “trata se de um local aberto as manifestagdes artisticos-culturais de uma
localidade.”] Ariel Nunes, “Pontos de cultura e os novos paradigmas das politicas pablicas culturais: reflexdes macro e
micro politicas.”

8 A Ministry of Culture statement dated April 271, 2015 notes the desire to create 15,000 “pontos” by 2020.
http://www.cultura.gov.br/pontos-de-cultural

69 Report in MAM’s administrative files by curator/critic Frederico Morais (at the time director of courses) addressed to
the museum’s director Heloisa Lustosa on the 7t colloquium of Brazilian art museums notes that a significant part of
the meeting was devoted to a report from Santiago by Lygia Martins Costa, the Brazilian delegate. Frederico Morais,
D.Heloisa Relatdrio sobre a participagio do MAM no VII Coléquio de Museus de Arte de Brasil, February 27t 1973,
Typed report, Research and Documentation Center, MAM-RJ.

70 Mério Chagas, Paula Assungdo, Tamara Glas. “Museologia Social em Movimento.” Cadernos do CEOM, Ano 27, n.
41 (2013): 429-435, 429 & 430 http://bell.unochapeco.edu.br/revistas/index.php/rcc/article/view/2618/1517 The article
was written as a summary of and response to the ICOM conference in Rio de Janeiro in August 2013 with theme of
“Museums (memory + creativity) = social change.” For an example of such social museology work in Brazil see Museu
da Maré (Museum of the Maré favela) in Rio de Janeiro http://www.museudamare.org.br/joomla/

1 “It should come as no surprise, then, that vampires have become so prevalent in recent years in novels, film and
television. Our contemporary vampires turn out to be different. The vampires are still social outsiders, but their
monstrosity helps others to recognize we are all monsters — high school outcasts, sexual deviants, freaks, survivors of
pathological families and so forth. And more important, the monsters begin to form new, alternative networks of
affection and social organization. The vampire, its monstrous life, and its insatiable desire has become symptomatic not
only of the dissolution of an old society but also the formation of a new.” Michael Hardt and Antonio Negri, Multitude:
War and Democracy in the Age of Empire (London: Penguin Books, 2004) 193.
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a multitude of medias,” he offers that the museum of the multitude “could only be a multitude of
museums.”’?> Amidst such focus on social protagonism and the multitude and considering the
proliferation of cultural practices and NGOs emerging from within favelas themselves in the last
decade, as de Silva notes, it can be argued that, “the periphery has stolen the cultural scene.”
Indeed, other participatory experiments in “peripheries” could also be listed as piloting new
socio-cultural alternatives such as participatory budgeting engaging a broad cross-representation
in the municipality of the city of Porto Alegre in the south of Brazil or the World Social Forums
and the Intercontinental Youth Camp operating as part of the forums, a deliberate counterpoint to
global economic ones and a vital engine for social movements (such as the 2013 protests), also in
Porto Alegre, particularly from 2001 — 2003.7

Where one might ask are the visual arts in all this? The late 1980s and 90s saw a wave of
new institutions, many emerging as renovation projects of old landmark cultural buildings, for
example the Bank of Brazil Cultural Centers in various cities and in Rio de Janeiro: Hélio
Oiticica Center (already mentioned), Paco Imperial and Casa Franga Brasil. Yet perhaps the
strongest forces of cultural access and participation have been instantiations of the worldwide
biennial phenomenon. Key harbingers in this vein were: the 24" S&o Paulo Biennial known as the
anthropophagy biennial in 1998 and the far less discussed but regionally significant Mercosul
Biennial in Porto Alegre, Rio Grande de Sul inaugurated in 1997.

Curator Paulo Herkenhoff described the 24" Sao Paulo Biennial co-curated with Adriano
Pedrosa as a “collective social project.”’ Working with educator Evelyn loschpe the biennial was
designed as a museum style educational machine, one that would mobilize a school audience the
size of a small city.” Herkenhoff would later read this as a “Brazilian curatorial difference,” an

approach that is not “an absolute requirement, [but is] part of a social conscience that

72 \/ladimir Sibylla Pires, “Para o levante da multidio, uma museologia da monstruosidade?”” Cadernos do CEOM, Ano
27 n.41, Museologia Social, (2014): 225-238, 235.

73 Jailson de Souza e Silva, De baixo para cima. The title of his essay is “As periferias roubam a cena cultural carioca.”
(The Peripheries steal the Carioca (someone from Rio de Janeiro) Cultural Scene). For a brief discussion of
participatory budgeting and world social forums see. “Reconfiguring the Public: The Place of the Popular in
Reconfiguring the Public: Interview with Educator Danilo Streck,” Revista MESA no.3: Publicness in Art (May 2015)
http://institutomesa.org/RevistaMesa_3/danilo-streck/?lang=en For a more detailed overview of participatory budgeting
see Leonardo Avritzer, Democracy and the Public Space in Latin America (New York: Princeton University Press,
2002). For a review of the genealogy and impact of the first World Social Forums see Rodrigo Nunes, “The
Intercontinental Youth Camp as the Unthought of the World Social Forum,” Ephemera forum: theory and politics in
organization. Vol 5 (2): 277-296, available online http://www.ephemerajournal.org/sites/default/files/5-2nunes.pdf

4 Lisette Lagnado, “Anthropophagy as Cultural Strategy: The 24" Bienal de Sdo Paulo,” in Cultural Anthropophagy:
The 24" Bienal de Sdo Paulo 1998, Exhibition Histories, eds. Lisette Lagnado and Pablo Lafuente (London: Afterall
Books, 2015), 8-62, 60.

5 Joschpe remarks: “The educational Project of the Bienal is held to be the largest art education programme associated
with an art event anywhere in the world. It is tantamount to mobilising a medium-sized city for an art exhibition.” Fax
to Cynthia [surname missing], a member of the Fundag&o Bienal, March 30™, 1998, Arquivo Histdrico Wanda
Svevo/Fundagdo Bienal de Sao Paulo, in Carmen Mdrsch and Catrin Seefranz, “Out of the cantinho — Art Education at
the 24" Bienal de Sio Paulo,” in Cultural Anthropophagy: The 24" Bienal de S&o Paulo 1998, 188-204, 191.
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characterizes Brazil, in the sense that an art exhibition is the construction of citizenship, in which
education is fundamental and the curator is an agent in that process.”’® Indeed, the large-scale
exhibition as event with an expected heavy agenda of school group visits became the default
option for institutions and temporary exhibition projects. More recently this mobilization has
been coupled with an attempt to recalibrate the one directional periphery to center modality.”” The
challenge here, as Cayo Honorato has pointed out, is that education is shouldered with the bean
counting responsibility of stacking up “children, young people, those who are excluded [...]
everyone who can be counted in the balance sheet — as part of the social responsibility of
foundations and sponsors.”’® However, in a country the size of Brazil with sweeping inequalities
of access to education and culture it is impossible, indeed perhaps ethically irresponsible, not to
engage with questions of scale. Pointing to questions of corporate or state marketeering and bean
counting are important but also aim for somewhat of an easy target. Are there less reifying
critiques or sets of questions that might direct us to the experience on the ground? Yet, while
Herkenhoff’s model set an unprecedented and truly stellar example of financial and curatorial
investment in education for a temporary exhibition (and indeed institutionally as few permanent
programs outside of Sdo Paulo existed at the time), its legacy of mass mobilization is for the most
part unrealistic for the vast majority of under-resourced institutions and one that inadvertently
creates a specter of expectation that without an ample infrastructure impedes the exploration of
other educational possibilities and practices. Institutions must grapple with their own equities of
scale and perhaps more critically their own accountings. If education becomes an attachment to
check inclusion boxes or an afterthought, it has lost critical traction. A more useful reading of
Herkenhoff’s tripartite biennial model — exhibition, publication, education” — might be that it
critically advocates that the political implications of what’s attached, whatever the models or

practices embraced, are fully assumed as part of any curatorial endeavor.

76 Paulo Herkenhoff, “Dez anos depois: um debate com Paulo Herkenhoff,” Trépico, April 22", 2008
http://www.revistatropico.com.br/tropico/html/textos/2972,1.shl This interview is also cited in Mérsch and Catrin
Seefranz, “Out of the cantinho — Art Education at the 24™ Bienal de Sdo Paulo,” 191. However there seems to have
been some slightly mistranslations e.g. “o curador ¢ um agente desse processo” (literally curator is an agent in this
process) is translated at “a process driven ahead by the curator as agent” and “exposi¢do de arte € construcdo de
cidadania” (literally an art exhibition is the construction of citizenship) as “an art exhibition can contribute to creating
citizenship.” While maybe less elegant I choose here to translate as literally as possible.

7 For Lisette Lagnado’s 26! Sdo Paulo Biennial “How to Live Together” she invited curator and educator Denise
Grinspum to act as education curator who developed an accompanying project, in addition to school visits, featuring
artistic education projects in the peripheries of Sdo Paulo. Artist and educator Stella Barberi assumed the role of curator
of education for the 28" — 31% biennials, significantly securing the education program as a permanent initiative (after
the 29t biennial) and continuing to explore and test the center/periphery pendulum.

8 Cayo Honorato, “Expondo a mediacio educational: Questdes sobre educagio, arte contempdranea e politica.” ars,
vol.9 (2007): 116-127, 119 & 122 http://www.revistas.usp.br/ars/article/view/2989/3679 Also cited in “Out of the
cantinho,” 201.

79 Paulo Herkenhoff, “Bienal 1998: principios e processos,” Trépico, April 22", 2008
http://www.revistatropico.com.br/tropico/html/textos/2973,1.shl
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However, it is often the numbers that stick. Countering this is a challenge and cultural
funding models also reinforce exhibition and education as mass event. While, as a result of the
proliferation of cultural activities, the last few decades have seen significant advances in
professionalization in the cultural field, there has been almost none on the level of structural
problems.® Most funding operates via state and federal cultural laws that allow sponsors to
redirect their tax dollars to specific projects and to fulfill social inclusion responsibilities. In line
with global appetites for spectacularization, these laws and a culture of “editais” (grants for
specific projects), coupled with Brazilians’ own taste for the temporally carnivalesque, in all its
rich possibilities and strategic refusals, create a neoliberal event-based culture on steroids. While
it is important to point out that the impetus behind many of the cultural laws and editais was
precisely to create a more open and fair system both to diversify “producers” and to ensure a
critically juried selection process, in the absence of a rich infrastructural eco-system the
temporary often becomes permanent and institutions do not necessarily benefit from (or rather
manage) the results. In comments at a panel discussion in 2004 curator Moacir dos Anjos
criticized the temporary event focus and neoliberal market driven policy use of public monies of
Lei Rouanet (Brazilian Ministry of Culture’s Rouanet Law which pre-approves projects for
sponsorship) noting that: “In order for museums to play an active role in the system, it would be
fundamental for them to acquire or recover the ability to formulate an institutional project.”8!

Over a decade later, little has changed. While the law has been expanded for institutions
to apply for funding for annual running expenses, the take up is limited and many barely survive
in a perverse dynamic that privileges private mediators who in turn need institutional structures
and venues to present their projects.®? To add to this, the majority of institutions are public —
municipal, state and federal — whose directorships and even senior staff are political appointments
and as such subject to the shifts and changes of four-year election cycles. Salaries even of senior
staff are mostly abysmally low, many work several jobs. Planning in this context is a luxury.
Focus is a significant challenge. Finding time for “institutions to think” almost impossible. The
kind of iterative, modular and distributed practices embraced by many socially driven curatorial

initiatives in Europe and the US are extremely difficult to mobilize and sustain.

80 Marcelo Araujo [former director Pinacoteca, S&o Paulo and currently Secretary of Culture for the state of S&o Paulo],
“Ideal Museum: Jean Galar, Paulo Sérgio Duarte, Marcelo Araujo and Fernando Cocchiarale: Interviews conducted by
Martin Grossmann,” in Museum Art Today, Forum Permanente Series, eds. Martin Grossmann and Gilberto Mariotti
(Séo Paulo: Hedra, 2011) 25-40, 38.

81 Moacir dos Anjos [at the time curator/director of Museu de Arte Moderna Aloisio Magalhdes (MAMAM) in Recife,
curator of the 30th Sdo Paulo Biennial and currently curator at the Fundagio Joaquim Nabuco, Recife], “Challenges for
Art Museum in Brazil in the 21% Century: Paulo Herkenhoff, Moacir dos Anjos, Paulo Sérgio Duarte and Marcelo
Araujo, Roundtable chaired by Martin Grossman,” in Museum Art Today, 41-65, 44.

82 Moacir dos Anjos mentions the issue about the Rouanet law privileging private mediators. Ibid., 46.
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Exceptions to this dynamic could include the privately run Inhotim in Belo Horizonte and
several art museums in Sdo Paulo such as Pinocoteca and MASP, the directorship of which was
recently assumed by Adriano Pedroso. In Rio significant investment has been directed at the
regeneration of the city’s port area known as Porto Maravilha (Marvelous Port after Rio’s
moniker of Marvelous City) featuring the already mentioned MAR and the recently opened
Santiago Calatrava designed Museu de Amanha (Museum of Tomorrow). The capital investment
in the port region including museums, office towers and hotels, as writer Guilherme Wisknik
noted recently, seems to have turned the city into a lab for capital.®* Both MAR and Amanha (and
the soon to open Museu de Imagem e Som (Sound and Image Museum)) are supported by the
municipal administration of mayor Eduardo Paes (2009 — 2012 and 2013 — 2016) and conceived
by the Roberto Marinho Foundation, the philanthropic arm of the O Globo media conglomerate.

Now as MAR’s director Paulo Herkenhoff insists that museums “need to produce forces
of inclusion.”® In addition to thematic exhibitions addressing the history of the city or the recent
Tarsila e Mulheres Modernas no Rio (Tarsila [Amaral] and Rio’s Modern Women] April 121" —
November 22" 2015, core to these forces is a fundamental emphasis on building a collection and
an accompanying education program via the Escola de Olhar (School of Vision) focusing on
working with the city’s department of education offering teacher workshops, school visits,
courses etc as well as debates, lectures, university collaborations and performance events such as
the hip hop star MC Marechal. As Sérgio B. Martins notes in his Artforum review of MAR in
2014, just one year after its inauguration, amidst challenging questions of political ideology and
media affiliations and the disturbing dynamics of the port area’s gentrification: “[0]ne should give
credit where it is due: MAR offers a robust program of talks and symposia and few Brazilian
institutions have the means to assemble a show such as Experimental Pernambuco which
included an outstanding display of artistic experimentation in Recife since the 1920s.”% Like the
multitude of museums here the model seems to stress polyphony and excess — an operative
modality that can simultaneously play to the market, critical innovation and the forces of
“inclusion.” In the context of Rio de Janeiro’s burgeoning investments, urban design scholar
Barbara Szaniecki sees this as a complex set of tensions of how such cultural endeavors can

situate themselves as part of a revitalization rather than falling prey to gentrification.

8 Guilherme Wisknik, “Invisible City: On Radical Redevelopment in Rio,” Dispatch, Artforum, May 2014.

84 [Author translation. Portuguese original: “[...] museus precisam produzir esfor¢os de inclusdo.”] Eron Rezende,
“‘Museu fechado a elite ndo serve ao Brasil’ diz Herkenhoff,” (Interview Paulo Herkenhoff) A Tarde.com.br,
November 16, 2015 http://atarde.uol.com.br/muito/noticias/1726923-museu-fechado-a-elite-nao-serve-ao-brasil
85 Sérgio B. Martins, “Port of Call: On the Museu de Arte do Rio,” Dispatch, Artforum, May 2014,

22



http://atarde.uol.com.br/muito/noticias/1726923-museu-fechado-a-elite-nao-serve-ao-brasil

These functions can of course be assumed uncritically or, conversely, be

problematized collectively. Creative-cultural spectacularization, real estate

speculation, local development, and urban regeneration are not new phenomena,

but rather they indicate a new cycle within which institutions and artistic

movements are operating and, as such, need to be critically conscious of, so that

they can position themselves to act with consequence.®
Amidst these challenges MAR has already become a key cultural venue and education machine
akin to Herkenhoff’s 24" S&o Paulo Biennal, with all the rich possibilities and problems that
implies. There is no doubt that each of the Roberto Marinho Foundation’s new museums — MAR,
Amanhd and Museu de Imagem e Som — will seek in varying ways to play the temple/forum
parallax and imagine themselves both as a center/commons of solidarity and as a dispersed tool of
social conscience. Lessons now already well absorbed by the neoliberal cultural juggernaut. On
the one hand, they actively demonstrate what it really requires and means to be/run an institution,
particular in the Brazilian context of such institutional precariousness. On the other, amidst
innumerable unattended to socio-cultural and museological crises, they point to a host of
questions regarding basic maintenance or small-scale possibilities that these large investments
leave in their wake. True, there is a certain Darwinesque inevitability here, yet one to be mindful
of. For those working within and without the quest is to examine what creative and critical

cultural practices might work with, within and against these macro models.

1.3 READING THE WORLD BEFORE THE WORD:
POST NEOCONCRETE LEGACIES AND DECOLONIAL PEDAGOGIES

[...] the matrix of popular education is not built on the principal of excluding the
different, but on the radicality of the affirmation of the place from which one
speaks.

Danilo Streck®”

Acrtist and critic Luis Camnitzer has suggested that, in Latin America “Freire’s belief that the

reading of the world precedes the reading of the word could be taken as a paradigm for both

8 Barbara Szaniecki, “Insertions: Multitudes in the Metropolises and...our Museums,” Revista MESA.

87 [ Author translation. Portuguese original: “A matriz pedagdgica popular [...] ndo se constréi pelo principio da
exclusdo do diferente, mas pela radicalidade da afirmacdo do lugar de onde se fala.”] Danilo Streck, “A educacdo
popular e a (re) construcdo do publico: Ha fogo sob as brasas?” Revista Brasileira de Educacao, v. 11. n. 32 (2006):
272-284, 281.
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conceptualist art and the new progressive teaching.”® Literacy begins with the context of the
learner. So would art. Indeed, as philosopher Enrique Dussel notes of liberation theology, this
paradigm is a radically political praxis, one that deliberately chooses not to start with a body of
critical discourse (art, education, literature, theology) but “from the state of affairs as they
actually exist.”® In a similar decolonial rejection of traditional academic methodologies,
sociologist Orlando Fals Borda’s pioneered participatory action research in the 1960s, flipping
hierarchical models and proposing a horizontal dynamic where subjects, researchers and teachers
alike can become “sentipensante” (feeling/thinking) affecting what he called a “symmetrical
reciprocity.”® Research is engaged with collectively and results are socialized.

Within such paradigms of reading the world, Freire, like Cuban philosopher and writer
José Marti before him, embraced a practice of “andarilhagem” (andar in Portuguese = to walk) —
literally walking around, a nomadic dwelling with otherness and oneself, an active praxis of
encounter, a listening that engages and responds to people, contexts and situations.®® Pedagogy,
for Freire, is movement — a constant lived peregrination. It is also a movement in the world of
ideas challenging assumptions and schools of thought, a political and deliberate act of dislocation
and of opening up to time and the other. Such “walking,” as literary scholar John Beverley noted
in relation to subaltern studies, is not only an option akin to liberation theology’s “listening to the
poor” but also of dismantling “the relationships that construct the elite/subaltern distinction in the

first place.”®?

An option for the everyday, the world, and “to see via the cracks” can also be read
into various artistic practices in 1960s and 70s whether Cinema Novo filmmaker Glauber Rocha’s
aesthetic of hunger or the artists Lygia Pape and Hélio Oiticica casting aside museums and

galleries and launching themselves into the city in Delirios ambulatérios (Walking deliriums).®

8 |_uis Camnizter, Conceptualism in Latin American Art: Didactics of Liberation (Austin: University of Texas Press,
2007) 112.

8 Enrique Dussel, Beyond Philosophy: Ethics, History, Marxism and Liberation Theology (Oxford: Rowman &
Littlefield, 2003) 21.

9 Orlando Fals Borda. “Pesquisa-Acdo, ciéncia e educagdo popular nos anos 90.” In Danilo R.Streck ed. Fontes da
Pedagogia Latino-Americano: Uma antologia. Belo Horizonte: Auténtica, 2010, pp.358 — 370, p.366 and Alfonso
Torres Carrilo. “Orlando Fals Borda e a pedagogia da praxis.” In Fontes da Pedagogia op.cit, pp.355-358, p. 357

% Danilo R. Streck, Telmo Adams, Cheron Zanini Moretti, “Pensamento pedagdgico em nossa América: uma
introdugdo,” in Fontes da Pedagogia Latino-Americano: Uma antologia, ed. Danilo R.Streck (Belo Horizonte:
Auténtica, 2010) 19-35, 28; Danilo R. Streck, “José Marti ¢ a formagio de nossa América,” ibid., 135-147, 136. Also
see Carlos Rodriguez Branddo, “Andarilhagem,” in Dicionario de Paulo Freire, 2" Edition, eds. Danilo Streck,
Euclides Rede and Jaime José Zitkoski (Belo Horizonte: Authéntica, 2010) 41-42.

92 John Beverley, “Pedagogy and Subalternity: Mapping the Limits of Academic Knowledge,” in Social Cartography:
Mapping Ways of Seeing Social and Educational Change, ed. Rolland G. Paulston (New York/London: Garland
Publishing, 2000) 347-356, 352.

9 Lygia Pape describes her interest in the fairs, streets, and favelas as “what I want is the other side” and to “see via the
cracks and make discoveries.” [Author translation. Portuguese original: “O que quero é o outro lado. E ver pelas frestas
e fazer descobertas.”] Statement by Lygia Pape in Marcio Doctors, “A arte de ver pelas frestas,” in Lygia Pape: Espaco
Imantado, eds. Manuel J. Borjas-Villel and Teresa Velazquez (Séo Paulo: Pinacoteca do Estado, 2012) 373-375, 374.
Reminiscent of Debord’s “dérive” the “delirios ambulatérios” were early morning wanderings throughout the city.
Pape describes them: “Hélio and I would often go out to walk in the early morning around the city. He would say: let’s
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Such existential practices permeate Oiticica’s work as well as that of Lygia Clark. For
psychoanalyst and critic Suely Rolnik the artist’s shift into space, process and experience, marks
a drive to liberate art from its confinement to a specialized field, to maximize its transformative
potential, to make of life a work of art and in this way to “contaminate art, social space and the
life of citizens.” For both artists, the concrete here and now of the world was a live canvas and
each proposed a conscious awareness of being/making/experiencing within it.

For Clark the double- yet single-sided surface of the Moebius strip anchored an
image/process for a systemic thinking grounded in experience and subverting dichotomies: inside
and outside; subject and object; private and public. She used the strip for her piece Caminhando
(Walking) 1963, creating a “new concrete space time” by inviting viewer/participants to cut along
the strip, making their own choices of direction, speed, width, time etc.® As a counterpoint to
Zizek’s parallax, who uses the Moebius strip as an example of where there is “no rapport between
two levels, no shared space, although connected,” Clark offers momentum as a form of mediation
between the two.% For Oiticica, his Parangolés, 1964, featuring wearable capes, standards and
samba performers from Mangueira favela in Rio de Janeiro, similarly deploy momentum as he
inverts an individual contemplative art experience to a collective participatory one of wearing and
watching.®” Art here generates, as Augusto Boal suggested in Theatre for the Oppressed, the

“capacity to observe ourselves in action.”%

enjoy it. The delirium ambulatorium was this: you went out wandering about the entire city, it wasn’t dangerous at all,
and there discovered things, seeing and living.” [ Author translation. Portuguese original: “Hélio e eu saiamos muito
para andar de madrugada pela cidade. Ele me dizia: vamos curtir. O delirio ambulatério era isso: vocé saia pela cidade
toda, que ndo tinha perigo nenhuma, e ia descobrindo as coisas, vendo e vivendo.”] Lygia Pape in Denise Mattar, Lygia
Pape (Rio de Janeiro: Relume Dumara, 2003) 75. Delirium Ambulatorium is also a text by Oiticica and a performance
with the soundtrack by the Rolling Stones created for the event “Mitos Vadios” (Wandering Myths) organized by Ivald
Granto in S&o Paulo in 1978, in Hélio Oiticica eds. Guy Brett, Catherine David, Chris Dercon, Luciano Figueiredo,
and Lygia Pape (Rio de Janeiro: Projeto Hélio Oiticica 1992) 215.

9 Suely Rolnik, “Molda-se uma alma contemporanea: o vazio-pleno de Lygia Clark,” in The Experimental Exercise of
Freedom: Lygia Clark, Gego, Mathias Goertiz, Hélio Oiticica and Mira Schendel (Los Angeles: The Museum of
Contemporary Art, 1999). PDF Version referenced available online in Portuguese 1-37, 2.
http://www4.pucsp.br/nucleodesubjetividade/Textos/SUEL Y/Molda.pdf (Accessed March 2016)

% Lygia Clark, “Caminhando 1964,” Caminhando — Livro — Obra. Clark wrote Livro-Obra (Book Work) in 1964
(hence the date deference of Caminhando). It was published in 1983 by Luciano Figueiredo and Ana Maria Arujo in a
limited edition of 24 issues. Rolnik “Molda-se uma alma contemporanea: o vazio-pelno de Lygia Clark,” footnote 41.
Livro-Obra is now digitized and available on The World of Lygia Clark website developed by the Lygia Clark
Foundation: http://www.lygiaclark.org.br/arquivo_detPT.asp?idarquivo=17

% Slavoj Zizek, The Parallax View, 4.

9 Parangolé is a term used by Oticica to describe his works with capes, standards and performance inspired by his
engagement with the Mangueria and samba. Writing in 1964 Oiticica described Parangolé as an “idiomatic expression,
slang from Rio de Janeiro that has several meanings: sudden agitation, animation, happiness, and unexpected situations
among people.” Hélio Oiticica, “Bases fundamentais para uma defini¢do do Parangolé,” in Hélio Oiticica, 88.

9 Augusto Boal, cited in Suzanne Lac, Leaving Art: Writings on Performance, Politics and Publics 1974 — 2007
(Durham/London: Duke University Press, 2010) 267.
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It is in this respect that art has the potential to affect a kind of ontological education.
“Art,” the philosopher Fernando Pessoa proffers, “educates humans to, in caring for the word,
bring being into speech.” In a climate of censorship and dictatorship, there is a political urgency
to such art and education. Dictatorships insidiously operate through the control of the body and
internalized oppressions. It is on the “micro” level where the political is felt and oppressions are
experienced and in turn where micropolitical actions inscribe themselves within a performative
plane.!® In this context Mario Pedrosa’s oft repeated “experimental exercise of freedom” is
primary, but so too is connecting with others.’* As Camnitzer notes of Latin American
conceptualism, art was also about organizing a receptive community. Here art, politics, pedagogy
and poetry could overlap, integrate and cross-pollinate into a whole.!®? Critic and curator
(although at the time the term was not in parlance) Frederico Morais as director of courses at the
Museum of Modern Art in Rio de Janeiro (1969 — 1973) together with artists teaching at the
museum created experimental courses and propositions explored the city as an active terrain of art
and education, and touted the idea of art as activity that culminated in six participatory
happenings called Domingos da Criagdo (Creation Sundays) in 1971, held at the height of the
military dictatorship, attracting thousands. He understood these events as a type of mass sensory
re-education. Collaborators such as theater director Amir Haddad and choreographer Klauss
Vianna, not unlike recent contemporary initiatives espousing practices of “de-skilling” and
“unlearning” as being both generatively creative and politically necessary, embraced in their use
of street theater and dance movements a kind of active process they called de-education.®®
Haddad would later joke that the “roda de conversa” (circle of conversation) would become just
as much an oppressive tradition as the talking head but at the time it was all part of a series of
formats, attitudes and practices that aimed to de-construct hegemonic narratives and modalities.*%*

Yet despite these synergies, the worlds of Freire’s politicized grassroots education and

Pedrosa’s experimental artistic liberty would not meet. The 1950s and early 60s in Brazil saw

9 [Author translation. Portuguese original: “A arte educa o homem a, cuidando da palavra, trazer o ser a fala.”]
Fernando Pessoa draws on the philosophy of Martin Heidegger to explore a conception of art as education where art
awakens man to and intensifies being. Fernando Pessoa, “A educagio ontological: uma possivel relacdo entre educagéo
e arte a partir do pensamento de Martin Heidegger,” in O Educar Poético, eds. Manuel Ant6nio de Castro, Igor
Fagundes, Anténiao Maximo Ferraz (Rio de Janeiro: Tempo Brasileiro, 2014) 53-79, 78.

100 Syely Rolnik, “Desentranhando futuros,” in Conceptualismos Del Sur/Sul, eds. Cristina Freire & Ana Longoni (S&o
Paulo: Annablume editora, 2009) 155-163, 157.

101 Mario Pedrosa, “The Silkworm in Mass Production,” orginially published “O bicho da seda na produgiio em massa,”
Correio de manhd, August 14th, 1967, in Mario Pedrosa Primary Documents,147-150, 148. Also see footnote no.105
in Chapter 1.

102 Camnitzer, Latin American Conceptualism, 21.

103 Interview with Amir Haddad, September 2015, Rio de Janeiro. Klauss Vianna together with Paulo Afonso Grisolli
and Sidney Miller, coordinator of the Sala de Corpo e Som (Gallery of Body and Sound) active in the 1970s at MAM
would develop courses promoting “de-education” cited in Giselle Ruiz, Arte/Cultura em Transito O MAM/RJ na
Década de 1970 (Rio de Janeiro: Mauad X FAPERJ, 2013) 90.

104 Interview with Amir Haddad.
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significant divisions between those bearing the flags of socialist realism and popular cultural
movements and the elite intellectual left — a rift that continues but that has also become an
increasingly fertile ground for cross pollination and new artistic, curatorial, educational and
scholarly possibilities. Regarding the latter, art historian Irene Small, in her analysis of the praxes
of Freire and Oiticica, recently parsed the parallels and contrasts of experimental art and
alternative education. 1% Both artist and educator aimed at the “liberation” of the subject through
notions of participation, Freire, saw creative practice as a means to literacy and political and
existential freedom. Oiticica was more interested in open structures allowing for creative
possibility that while they may change behavior and prompt action, they can only do so by their
phenomenological sense of suspended openness. This parallax territory of the open-ended and the
consequential and how that might be understood, facilitated and navigated, like Clark’s use of the
Moebius strip, as a consciously engaged practice of momentum, a journey that is both artistic and
pedagogic, and the ultimately ephemeral dimension of those practices, are the ground of the
projects explored in these chapters.

1.4 ANTHROPOPHAGY: THE FOREST AND THE SCHOOL

Tupinamba philosophy affirmed an essential ontological incompleteness: the
incompleteness of sociality, and, in general, of humanity. It was, in other words,
an order where interiority and identity were encompassed by exteriority and
difference, where becoming and relationship prevailed over being and substance.
For this type of cosmology, others are a solution, before being — as they were for
the European invaders — a problem.

Eduardo Viveiro de Castros'®

In 1924 modernist writer Oswald de Andrade published “Manifesto da poesia pau-brasil,”
(Brazilwood Poetry Manifesto) named after the tree that gave Brazil its name.®” The manifesto is

structured around the binary tension between “the forest and the school” in the genesis of

105 Irene V. Small, “Toward a Deliterate Cinema: Hélio Oiticica and Neville D’ Almeida’s Block-Experiences

Cosmoca in Progress,” On Performativity: Walker Living Collections Catalogue, Walker Art Center, 2014
http://www.walkerart.org/collections/publications/performativity/deliterate-cinema/

106 Eduardo Viveiros de Castro, The Inconstancy of the Indian Soul. The Encounter of Catholics and Cannibals in 16th
Century Brazil, trans. Gregory Duff Morton (Chicago: Prickly Paradigm Press, 2011) 46-47.

107 Oswald de Andrade, “Manifesto Pau-Brasil” (The Brazilwood Manifesto), orginally published in Correio da
Manh, March 18, 1924, excerpts published in Inverted Utopias: Avant-Garde Art in Latin America, eds. Mari
Carmen Ramirez and Héctor Olea (New Haven/London: Yale University Press in association with The Museum of Fine
Arts Houston) 465.
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Brazilian culture — a tension that in its putative polarities seems initially far from Zizek’s parallax

of similarities. Literary scholar Christopher Dunn suggests:

[...] the school connotes lettered society, with its formal institutions and

technological resources, and the forest serves as a natural metaphor for that

which was excluded or marginalized from economic, political and cultural

centers of power and prestige.%®
The forest and school, is however, not fixed a binary. Instead, as Dunn notes, the tension
operatively generates “a poetics of playful contradiction.”'® Brazilian popular culture and
festivities such as Carnival are central to this poetics. Rather than poles that never meet, the forest
and the school are qualitatively mutable properties; a shifting binary ground that may be read as
the legacy of the encounter between indigenous “inconstancy,” a trait that anthropologist Eduardo
Viveiros de Castro has richly analyzed, and the colonial other, a kind of anthropophagic appetite
for “what isn’t mine” mixed with a relational disregard for categorization, the fixed, stable, or
constant.! It is not either/or but this and that, no promise of transcendent dialectical synthesis,
only a potentially generative (always shifting) tension.

The forest and school relation would become the figure-ground backdrop, when four
years later in 1928, Andrade published the “Manifesto Antrop6fago” (Anthropophagic Manifesto)
in the first issue of the magazine Revista da antropofagia together with a drawing by the painter
Tarsila Amaral (his then wife) of her famous Abaporu to illustrate it: a large stylized figure
amidst a tropical backdrop, its enormous foot planted on the ground to, as Jacqueline Barnitz
suggests, indicate the figure’s grounding in Brazilian soil.®!' This immersion in the
anthropophagic soil was not the search for the Other as the primitive had been for European
modernism but rather, as Herkenhoff has suggested, a search for self, the native Indian self who
was until then Other, the self as the Brazilian self.}*? If for Hegel “the jungle was a space outside
of history,” Herkenhoff also notes, “for Brazilian artists it was the only way to stress an

autochthonous history, prior to colonization, in their modern political project of cultural

108 Christopher Dunn, Brutality Garden: Tropicalia and the Emergence of a Brazilian Counterculture (University of
North Carolina Press, 2001) 15-16.

109 1pid., 17.

110 Viveiros de Castro explored the notion of indigenous inconstancy where Indian and forest were as Pedro Neves
Marques notes “the reciprocal, environmentally produced figure-ground of one another.” Castro describes the Indian as
“a people receptive to any shape but impossible to keep in one shape.” Cited in Pedro Neves Marques, “Introduction:
The Forest and the School,” in The Forest and the School: Where to Sit at the Dinner Table? ed. Pedro Neves Marques
(Berlin /Cologne: Archive Books and Academy of Arts of the World, 2014-2015) 27-56 & 298-312, 27. In his
“Anthropophagic Manifesto” Oswald de Andrade writes of the antropophagous desire that “only what isn’t mine
interests me.” Oswald de Andrade, “Manifesto Antropdfago,” Revista de Antropoféagia, no.1 (Sdo Paulo May 1928),
English translation in Inverted Utopias: Avant-Garde Art in Latin America, 466-467, 466.

11 Barnitz, Jacqueline, Twentieth Century Art of Latin America (Austin: University of Texas Press, 2001) 13-143.

112 paulo Herkenhoff, “The Void and the Dialogue in the Western Hemisphere,” in Beyond the Fantastic:
Contemporary Art Criticism from Latin America, ed. Gerardo Mosquera (London: Iniva, 1995) 69-73, 69.
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emancipation.”'!® To wit a cohort of artists, poets, intellectuals coalesced around anthropophagy
as the “master trope for an anticolonialist project”** — a veritable school of thought and practice.
As scholar Benedict Nunes observes, as a symbol of the act of devouring, anthropophagy worked
simultaneously as “metaphor, diagnosis and therapy.”!!®

For Viveiros de Castro, it is not so much a physical substance that is consumed but rather
the Other’s perspective and position. Amerindian perspectivism asserts that the perspective
creates the subject, not the other way around.!'® Accumulating perspectives then actively shapes
and reshapes the subject. It is in this sense that Castro sees “anthrophophagy as the production of
time; one eats not to avenge the past but to produce the future.”*!’ For Andrade, anthropophagy
was a potential “program of re-education of sensibilities” that could function as “social therapy
for the modern world.”**® If we imagine this statement as a utopian provocation — a concept that
for Andrade was also always a reclamation®*® — we might ask: What then is the potential of the
forest deployed within the school and vice versa? What sensible becomings might be catalyzed if
institutions “read the world before the word”? Might anthropophagy be a tool of exchange, a
therapeutic means of transforming perspectives and as Neves Marques suggests “a model of
crossing ontological frontiers»?!2

Re-discovering its protean potential in the 1960s the Tropicalists drew on the
anthropophagic as an operative tool — disobediently mixing worlds, combining the popular and
the erudite, cross-breeding formats and media. Oiticica would assert in his influential 1967

manifesto, known as “General Scheme of New Objectivity,” that anthropophagy was Brazil’s

113 paulo Herkenhoff, “A cor no modernisimo brasileiro — a navegagdo com muitas bussolas” (Color in Brazilian
modernism — navigating with many compasses), in XX1V Biena de Sao Paulo, Nicleo Historico: Anthropofagia e
Historias de Canibalismos, Adriano Pedrosa ed. (Sdo Paulo: Fundagdo Bienal, 1998) 348. Translation revised in Lisette
Lignado, “Anthropophagy as Cultural Strategy: The 24™ Bienal de S&o Paulo,” in Cultural Anthropophagy: The 24t
Bienal de S&o Paulo 1998, 22.

114 Dunn, Brutality Garden: Tropicalia and the Emergence of a Brazilian Counterculture, 18.

115 Benedito Nunes, “Anthropohagic Utopia: Barbarian Metaphysics,” in Inverted Utopias: Avant-Garde Art in Latin
America, eds. Mari Carmen Ramirez, and Hector Olea (New Haven: Yale University Press, 2004) 57-61, 57.

116 pedro Neves Marques, “Introduction: The Forest and the School,” 55 & 298-299; Viveiros de Castro describes this
aspect of Amerindian thought as “the conception, common to many peoples of the continent, according to which the
world is inhabited by different sorts of subjects or persons, human and non-human, which apprehend reality from
distinct points of view.” Eduardo Viveiros de Castro, Cosmological perspectivism in Amazonia and elsewhere,
Masterclass. Series 1 (Manchester: HAU Network of Ethnographic Theory, 2012) 45-81, 45.

117 pedro Neves Marques, The Forest and the School, 32.

118 Oswald de Andrade, “A marcha das utopias,” in “A Utopia Antropofagica,” Obras Completas de Oswald de
Andrade (S&o Paulo: Globo, 1990).

119 Oswald de Andrade, Obras completas, v. 6 (Rio de Janeiro: Civilizagdo Brasilera) 1972, 194,

120 pedro Neves Marques, “Why the Forest is the School,” short version of introduction to The Forest and the School,
available online, 63-75, 70 [Italics Neves Marques].
https://www.academia.edu/12205890/Why_The_Forest_Is_The_School
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“defense [...] against such external dominance, and this constructive will, our main “creative

weapon.”*?! Suely Rolnik outlined anthropophagic features as the following:

[...] the absence of an absolute and stable identification with any particular
repertory and the non-existence of any blind obedience to established rules,
generating a plasticity in the contours of subjectivity (instead of identities); an
opening to the incorporation of new universes, accompanied by a freedom of
hybridization (instead of a truth-value assigned to a particular repertory); an
agility of experimentation and improvisation to create territories and their
respective cartographies (instead of fixed territories authorized by stable and
predetermined languages) — all of this carried out with grace, joy and
spontaneity.t??
It was these characteristics as a set of curatorial possibilities and as an operative framework that
vitally shaped Herkenhoff and Pedrosa’s “Anthropophagy” Biennial in 1998. In his catalogue
essay “To Come and Go” Herkenhoff evokes an ebb and flow curatorial method of
complementarity, counterpoints, confrontations and demarcation.'?® In her recent essay analyzing
the biennial curator Lisette Lagnado suggests that the approach of “opposing chronological
histories of genres [...] deliberately spread anachronisms across the show like a virus.”'?* The
metaphor of contagion was equally deployed by the education mediation project conceived by
Luiz Guilherme Vergara where a vast team of mediators actively “devour[ed] and digest[ed] the
curatorial agenda in an act of (art) pedagogical anthropophagy.”?®
And yet, as Suely Rolnik’s essay “Geopolitics of Pimping” reminds us, in its resurgence
with the multiculturalism of the 1990s, the anthropophagic has been readily redeployed and
marketed as a trope of hybridity, syncretism and all things Brazilian. Its shape-shifting nod to the
relational has created “anthropophagic zombies” and art practices that are mere clones of the
experiments of the 1960s and 70s.12® Similarly troubling is the parallel to the neoliberal social
paradigm of the desired flexible personality — to 24 hour connected casual labor or consumerism
embracing spontaneity, creativity, cooperativity, mobility, peer-to-peer relations, and openness.
As critic and activist Brian Holmes notes, “if you feel close to the counter-culture of the sixties-

seventies, then you can say that these are our creations, but caught in the distorting mirror of a

121 Hélio Oiticica, “Esquema geral de nova objetividade” (General Scheme of The New Objectivity), 1967. In Hélio
Oititica. Rio de Janeiro: Centro de Arte Hélio Oiticica, 1992, 110 -120.

122 Quely Rolnik, “Geopolitics of Pimping,” trans. Brian Holmes, European Institute for Progressive Culture Policies,
(October, 2006) http://eipcp.net/transversal/1106/rolnik/en/base_edit

123 Paulo Herkenhoff, “To Come and Go” in XXIV Bienal de Sd0 Paulo: Roteiros. Roteiros. Roteiros. Roteiros.
Roteiros, Adriano Pedrosa ed. (S&o Paulo: Fundacdo Bienal, 1998) 22-29, 26.

124 | jsette Lignado, “Anthropophagy as Cultural Strategy: The 24" Bienal de S30 Paulo,” in Cultural Anthropophagy:
The 24t Bienal de Sdo Paulo 1998, 19.

125 Morsch and Seefranz, 195.

126 Syely Rolnik, “Geopolitics of Pimping.”
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new hegemony.”'?" So, are we already anthropophagized out then? With all its clever contagion
how is the biennial more than a machine mobilized by corporate and state power equally as an
operative tool to market the “tropical” uniqueness of Brazilian art and convey feel-good messages
of social inclusion?

There are, | believe, a number of, if not way outs, creative redeployments and possible
counterpositionings to this impasse. The first draws on the polyphonic modalities of biennial
itself.1?® Always invest in and multiply — voices, ideas, responses, complicities, permissions,
autonomies. It is, to use a Tropicalia era speech by musician Caetano Veloso, “prohibited to
prohibit.”? The risk of dilution (and it can be argued that this may in and of itself be generative)
is far less than static self-absorption. Productive asymmetry between emission and reception, as
Garcia Canclini argues.**®

A second redeployment draws on Rolnik’s notion of the corpo vibratil (resonant body), a
communicative and contaminated state of embrace, of subjectivity and collectivity, literally the
body’s capacity to resonate with the world. To resist bought/busy time, we must open up textured
time and “construct territories with a basis in the urgencies indicated by the sensations — that is,
by the signs of the presence of the other in our resonant body.”*®! Encounters that reverberate,
collective spectatorship possibilities, and “subjectivities that breathe the same air” as Rolnik
provocatively suggests, open up the possibility for what geographer Milton Santos described as
an “acontecer solidario” (an event/happening of solidarity).**?

A third is philosopher and activist Rodrigo Nunes’ notion of “counterpimping,” a cogent
response to Rolnik’s essay regarding ways to imagine a socially engaged — artistic, curatorial,
educational, institutional — practice amidst wholly compromised times. Not to be understood
merely as “anti-pimping,” in its use of the prefix “counter,” the practice of “counterpimping” is

“closer to counterespionage or contraband.” Immersed in complex power relations, situations,

127 Brian Holmes, “The Flexible Personality: For a New Cultural Critique,” European Institute for Progressive Cultural
Policies (January, 2002) http://eipcp.net/transversal/1106/holmes/en

128 |_jsette Lignado notes: “The open and collective approach to curatorial design led to dozens of interlocutors being
asked to update the modernist manifesto, and a list of 165 definitions was produced for the catalogue. This list —
deliberately open-ended, as stated in the catalogue — produced a polysemy of concepts and took anthropophagy in
countless contradictory directions.” Here Lignado wonders whether this scope prompted an excessive use of metaphors
or even an entropic loss of meaning and/or if launching such multiple meanings beyond those that Andrade originally
anticipated productively raises ways we might consider “how polyphony and dilution can be combined?”” Lignado.
“Anthropophagy as Cultural Strategy: The 24™" Bienal de S&o Paulo,” 27.

129 Caetano Veloso, speech made at the Teatro Tuca, S&o Paulo, 1968, in Fred Coelho and Sergio Cohn eds. Tropicalia,
Colecédo Encontros (Rio de Janeiro: Azougue, 2012) 168-1609.

130 Néstor Garcia Canclini, Hybrid Cultures, 101.

181 Rolnik, “Geopolitics of Pimping.”

132 Milton Santos, “O Processo Espacial: O Acontecer Solidario,” A Natureza do Espago (S&o0 Paulo: Edusp, 2002)
165.
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and encounters, “counterpimping” assumes that “some degree of capture is always necessarily as

part of the interventions it examines.” As is “the potential for going beyond mere pimping.”

Thus, rather than establishing absolute oppositions or seeking to preserve purity
from contamination, it deals with matters of measure, it is an “art of dosages”
whose purpose is to find solutions that can strengthen transformation over
reproduction. Not a matter of good and evil, but better or worse. Given that these
encounters exist and are, in a certain way, necessary — potentially useful for
political processes and often sought after by institutions — , the issue becomes a
pragmatic one: how to establish transversal relations where the composition
between the two sides serves to transform them, increasing the power to act in
both?133
Nunes language of “contraband” and “measure” situates a transversal practice as necessarily
illicit and diplomatic, disobedient and constructive — an appropriate and potent offspring of the

forest and school.

1.5 A PRAXIS APPROACH: LABS, SCHOOLS, CLINICS

To stress being as verb rather than noun is, at bottom, to say that being is only
ever to be found in its taking-place; it is to say that being is an incessant
emergence.

Yve Lomax*3*

“Laboratorium is the answer. What is the question?”*®* quipped the tongue-in-cheek maxim of
curators’ Hans Ulrich Obrist and Barbara Vanderlinden’s 1999 exhibition project in Antwerp
called Laboratorium. School is the answer, if you’re looking for a non-exhibition format, might
have been the maxim of the last decade and a half’s plethora of artist run school projects,

curatorial exhibition-as-school propositions and use of pedagogical formats.!® Clinic, responding

133 Rodrigo Nunes, “For a Politics of Counterpimping,” Revista MESA no.3: Publicness in Art (May 2015)
http://institutomesa.org/RevistaMesa 3/rodrigo-nunes/?lang=en Nunes use of “art of dosages” is from Gilles Deleuze
and Félix Guattari, Mille Plateaux (Paris: Minuit, 2003) 198.

134 Yve Lomax, Passionate Being: Language, Singularity, Perseverance (London: I.B.Tauris, 2009) 15.

135 Hans Ulrich Obrist/Barbara Vanderlinden eds. Laboratorium (Antwerp: DuMont, 2001) preface no page number.
Also see Hans Ulrich Obrist, “Installations are the answer, what is the question?”” Oxford Art Journal 24, no. 2,
(November 2001): 93-101.

136 A selection of these will be explored in chapter two. There are extensive examples, the following is list excerpted
from Curating and the Educational Turn: “Projects which manifest this engagement with educational and pedagogical
formats and motifs have been divergent in terms of scale, purpose, modus operandi, value, visibility, reputational status
and degree of actualization. They include Daniel Buren and Pontus Hultén’s Institut des Hautes Etudes en Arts
Plastiques, 1996; the ‘Platforms’ of Documenta 11 in 2002; the educational leitmotif of Documenta 12 in 2007; the
unrealized Manifesta 6 experimental art school as exhibition and the associated volume Notes for an Artschool; the
subsequent unitednationsplaza and Night School projects; proto-academy; Cork Caucus; Future Academy; The Para-
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to the emerging interest in affective practices of care and co-authorship within a reinvigorated
return to curatorship’s etymological roots curare — to care —might be next.®*” Each, of course, is
not an answer but rather a framework that sanctions and connotes a particular set of practices and
socio-cultural givens: experimentation, inquiry, testing; knowledge, learning, collective
instruction; and care, cure, diagnosis; among other possibilities.

These concepts and practices and their potential relevance for the museum are certainly
not new. The lab as model has emerged and re-emerged throughout the 20™ century with, for
example, Alexander Dorner’s The Way Beyond Art in the 1920s, and his ideas of the museum as
kraftwerk, a “living machine” and a “laboratory,” or curator Walter Zanini’s experiments with
young artists at MASP in the 1970s.2%® Museums and schools have often been conceived as co-
partners, mostly, however as distinct entities, the school in many cases giving birth to the
museum or institute — the School of the Art Institute and the Art Institute of Chicago in the USA
or Escola de Belas Artes (Fine Arts School) and Museu National das Belas Artes (National Fine
Arts Museum) in Brazil come to mind. But occasionally, models are mixed, such as John Cotton
Dana’s Newark Museum, founded in 1909, as a kind of museum cum-library cum-school cum-
community center.’*® Museums were also re-imagined as schools in and of themselves, such as
the vision of architect Lina Bo Bardi, as director of the new Modern Art Museum of Bahia, who
would note in 1960: “museums conserve and our collection does not yet exist. This “ours”

[Museum] should be called Center, Movement, School.”4

education Department; ‘Copenhagen Free University’; A-C-A-D-E-M-Y; Hidden Curriculum; Tania Bruguera’s Arte de
Conducta in Havana; ArtSchool Palestine; Brown Mountain College; Manoa Free University and School of Missing
Studies, Belgrade.” Paul O’Neill & Mick Wilson, “Introduction,” in Curating and the Educational Turn, eds. Paul
O’Neil & Mick Wilson (London: Open Editions, 2010), 11-22, 13.

137 In her essay in her essay on the work of Scottish art and disability organization Artlink scholar Kirsten Lloyd
explores the “care” ethos and practice that underpins their work drawing on the roots of curare and also predicts “care”
and “love” as emerging art world topics, Kirsten Lloyd, Uncommon Ground: Radical Approaches to Artistic Practice
Edinburgh: Artlink, 2014, 17 https://issuu.com/artlinkedinburgh/docs/artlink-annual-review-2014-v9-webup; the
Serpentine Gallery Project Skills Exchange: Urban Transformation and the Politics of Care 2007 — 2012 and the
subsequent publication Art + Care = A future ed. Janna Graham (London: Serpentine Gallery/Koenig Books, 2013);
and curator Anthony Huberman’s manifesto-like essay pointing to an emergent interest in durational, processual and
“careful” curatorial projects. Huberman draws on Fischli and Weiss’ famous How to Work Better, 1991, a ten point
manifesto that the artists found then enlarged and had painted on a side of a building in Zurich, comprising a series of
instructions both for their own process as artists and as a propositional code of conduct, Anthony Huberman. “Take
Care,” in Circular Facts, eds. Mai Abu EIDahab, Binna Choi, Emily Pethick (Berlin: Sternberg Press, 2011) 11-17.

138 Hans Ulrich Obrist in Vito Acconci and Hans Ulrich Obrist, “Museums: The Mausoleum, the Laboratorium, the
Meditation Chamber and the Rave,” 150-151 and Martin Grossman, “Museum as Interface,” in Museum Art Today, 89-
115, 104-107.

139Carol G. Duncan, A Matter of Class: John Cotton Dana. Progressive Reform and the Newark Museum (Periscope,
2008).

140 [Author translation. Portuguese original: Este nosso ndo é um Museu, 0 termo é imprdprio: o Museu conserva e a
nossa pinacoteca ainda néo existe. Este nosso deveria se chamar Centro, Movimento, Escola e a futura colecdo, bem
program Segundo critérios didéticos e ndo ocasionais, deveria chamar-se: Colecdo Permanente. E neste sentido que
adotamos a palavra Museu.”] Lina Bo Bardi, Museu de Arte Moderna da Bahia, Salvador, Bahia, Brazil, January1960,
document in Museum archives, cited in Juliano Aparecido Pereira, “A Didatica dos Museus de Lina Bo Bardi na Bahia
e os contetidos da Modernidade e da Identidade Local (1960 — 1964),” in Docomomo 5™ Seminar, Sdo Carlos, Sao
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As a form of anthropophagic perspective-digestion, the lab, school or clinic model has
the potential to energize the institution via the incorporation of another system of languages and
practices being brought from one milieu to another. Like Nunes’s “counterpimping” they may
enter as effective “countering” forces either smuggled in or on diplomatic mission. Wherever
possible, naming is key. Dussel points to “the political importance of the theology of liberation as
a narrative that provides a basis for praxis,” as such the connotative force of another system’s
method can inaugurate new cross-border permission-giving agency where transit across modes of
established practice or traditional territorial fiefdoms is often hard to institute.'** While certainly
there is a rich array of current museum initiatives that may draw on laboratory-, school- or clinic-
like practices such as experimental performances in the galleries, long-term school partnerships
or programs for Alzheimer patients and their caregivers, | would argue that it is palpably different
to reimagine the museum as lab, as school, as clinic than to provide a service as if. For example,
what internal reconfiguring would be required if an institutional mission was understood as a
laboratory of question-generating? Or, recalling Joseph Beuys, if we were to turn “museums into
universities with a department for objects”?%*2 Or, imagine a praxis geared to a kind of ethical
caring for a specific locality?

Of course, lab, school and clinic models can be intermixed and/or co-exist. As methods
there can be a considerable degree of porosity. Perhaps, in their shared genealogy of 19" century
industrialization and the disciplinary practices that Michel Foucault so rigorously analyzed,
countering one disciplinary framework with another is a way to diffuse or rework their rigidity
and accepted norms. The increased interest in more process-based models is also part of the last
few decades’ social, relational and contextual shift in art practices that, as theorist Irit Rogoff
notes, have created new possibilities to “inhabit” such contexts as a means to explore different
ways of making and thinking about art, curating and education.’** Perhaps the interest is also
driven by contemporaneity’s polyphonic and antagonistic appetite that so usefully thrives on
ontological frontiers, new becomings and events, as artist and writer Yve Lomax suggests, of
“taking place.” Amidst the contingent shifts of such “taking place” and their parallax tensions it
seems the only possible thread of continuity is woven through praxis — the actuality of being-in-

the-world and the potential of free, human sensuous activity and concrete political action.'** As

Paulo, Brazil, 2003 http://www.docomomo.org.br search “seminarios 2003” search “autores” PDF 1-13, 3.

141 Enrique Dussel, Twenty Theses on Politics (Durham/London: Duke University Press, 2008) 49.

142 Joseph Beuys, 1975, cited in Clémentine Deliss, “Collective Life’s Unknowns,” L Internationale
http://www.internationaleonline.org/research/decolonising_practices/27_collecting_lifes_unknowns

143 Irit Rogoff, “Smuggling — An Embodied Criticality,” European Institute for Progressive Cultural Policies, August,
2008 http://eipcp.net/transversal/0806/rogoffi/en (PDF pp 1-7, p.1)

144 Here 1 loosely draw on several cross continental and historical definitions of praxis, the first is Aristotle’s as “free
activity in the polis” understood as part of a truly human and free life, the second as “human sensuous activity” from
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the work of Hannah Arendt, Freire or Foucault attests, praxis is both a lens through which social-
cultural values, ideologies, and relationships may be exposed, and a means of emancipatory
action in the world. Recalling Rolnik’s resonant body, we might then imagine a resonant praxis
grounded in as Dewey would say the work rather than a work of art.}* One that enables “lines of
flight” from the confines of the museum, lab, school and clinic to embrace a mutually
contaminating free, sensuous and political praxis of, what might be understood as communally
instituent practices, of experimenting, constructing and caring.4

An emphasis on praxis is also useful to both sidestep and dynamically re-imagine
binaries and is particularly relevant to postcolonial contexts where scholars and activists alike
stress the vital role of creative, critical, and participatory cultural practices that recover and
reclaim situated knowledge, rework colonialist legacies, and promote transformative action.’*” As
such, experiment, construct, care is a praxis that works anthropophagically, that is, it accumulates
perspectives, produces futures, and becomes what it eats. In so doing it operates like an outside/
inside Moebius praxis of reading the world before the word, folding itself into and out of the
forest/school, the forum/museum, the periphery/center, and education/art. It is constitutively
fragile and, as the philosopher Peter Pal Pelbart has reflected in relation to the contemporary,
fundamentally a praxis of “trial and error, experimentation, failures, re-assembly, re-collages
from former debris.”!*

As a means of exploring this resonant, always fragile, praxis in 21% century postcolonial
realities, this writing is built around case studies of projects at the nexus of socially engaged art,
curatorship and education in three distinct Brazilian art institutional contexts — Museum of
Modern Art, Rio de Janeiro (city of Rio de Janeiro), Mercosul Biennial, Porto Alegre, Rio Grande
de Sul (city and region south of Brazil), Museum of Contemporary Art, Niterdi (peripheral city to
Rio de Janeiro). To explore this lens of praxis, each study is anchored in a different

framework/practice pairing: lab/experiment, school/construct, clinic/care. While immersed in the

Marx’s first thesis from “Theses on Feuerbach” and the third “concrete political action” is Enrique Dussel’s
understanding of what constitutes liberation praxis. See Richard J. Bernstein, Praxis and Action: Contemporary
Philosophies of Human Activity (Philadelphia: University of Pennsylvania Press, 1971) xiv & 11; Dussel, Twenty
Theses, 63.

145 John Dewey draws the distinction between a work of art and the work of art in Art as Experience. “[...] The first is
physical and potential; the later is active and experienced. It is what the product does, its working.” John Dewey. Art as
Experience. New York: Perigee Books, 1934, p.162

146 «“Lines of flight” or “deterritorializations” are key Guattari and Deleuze’s concepts articulated in A Thousand
Plateaus. They are disruptions from planes of consistency, escape routes, flows and leakages from, across and between
territories and disciplines that, in the context of clinical situations, may, as therapist Elizabeth Lima notes, “extrapolate
the dominium of pathology.” Elizabeth Maria Freire de Araljo Lima. “For a minor art: resonances between art, clinical
practice and madness nowadays.” Interface vol.3 no.se Botucatu 2007, PDF, p.8 trans. Liliana Lopez from Interface -
Comunicacdo, Saude, Educagdo, Botucatu, v.10, n.20 (July/December 2006): 317-329
http://www.scielo.br/pdf/icse/v10n20/en_04.pdf

147 various already cited such as Paulo Freire, Augusto Boal, Danilo Streck, Milton Santos and many others.

148 peter Pal Pelbart, “Notes on the Contemporary” Revista MESA no 3: Publicness in Art.
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specificities of institutional contexts, the chapters also briefly situate and contrast the
framework/practice pairing within national and global trends. Each can be read as a coming of
age narrative of sorts, of the possibilities and pitfalls of a still emergent integrated praxis of art,
curatorship and education in Brazil, interwoven with the voices of many of those involved.

In 1960, astutely prescient of the radical artistic gestures that would burst on the scene
post the experiments of the Neoconcrete movement and the military coup of 1964, Mério Pedrosa
called for museums to be “houses of experience [...] para-laboratories.”**® The first chapter “Past
as Blueprint: Paralaboratories and Conductive Threads of Experimental Education and Art at the
Museum of Modern Art, Rio de Janeiro (MAM)” focuses on two distinct experimental
“paralaboratories”, one historical, one contemporary: Domingos da Criacao in 1971 and Nucleo
Experimental de Educacdo e Arte (Experimental Nucleus of Education and Art) from 2010 —
2013. Conceived in 1948, MAM was part of a major city transformation in the 1950s. The idea
was to construct a museum, garden, school and theatre. Affonso Eduardo Reidy designed MAM
in line with Brazilian modernist architecture’s love of suspended pillars and openness to the
outside. The experimental happenings Domingos da Criacdo, curated by Frederico Morais,
emerged from the department of courses at MAM. Yet, while part of institutional mythology,
their vitality is poorly analyzed in art and socio-cultural history, their quasi education, quasi art,
and carnivalesque collectivity making it hard to critically champion them for alternative
pedagogy or avant-garde art. Revisiting past histories has become a vital element of
contemporary practice in the last few decades and the second paralaboratory to be examined in
this chapter is the recent much more low key Experimental Nucleus of Education and Art that
nevertheless set itself in synergetic dialogue with museum’s experimental histories, aiming to see
the past, as Freire once noted, as a possibility.**® Quasi education department and quasi collective
the Nucleus strove to engage diverse publics in the museum and experiment with new and hybrid
practices of art and education. The chapter weaves together historical and recent narratives
interspersed with different perspectives of those involved. The liminal frontiers of art and
education and museum and city charged the experiments of each paralaboratory and their limit
zones — of method and institution.

The second chapter “A Sense of Constructivity: Forest Schools and Social Learning at
the 8" Mercosul Biennial, Porto Alegre, Brazil, 2011” explores the project of “expanded

pedagogy” of the contemporary art biennial, Ensaios de Geopoetica (Geopoetic Essays).

148 Mario Pedrosa, “Arte experimental e museus,” Jornal do Brasil, December 16t 1960, in Mario Pedrosa: politica
das artes, ed. Otilia Arantes (S&o Paulo: Edusp, 1995) 295-296.

150 «[...] a melhor maneira de alguém assumir o seu tempo, e assumir tambhém com lucidez, é entender a

historia como possibilidade.” “[...] the best way for someone to assume his time, and assume it with lucidity,

is to understand history as a possibility.” Paulo Freire, A educacdo na cidade (S&o Paulo: Cortez, 1991) 89.
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Beginning with a series of detours that draws on different time periods and practices in art,
education and psychology, the chapter deploys the constructive as a quality — a sense of
constructivity — as a methodological lens. Here the constructive and, in particular, art’s
relationship to education via the school is seen as a generative model. The spirit of the artist
Torres Garcia’s constructivist School of the South and his inverted map of the Americas and
Oswald de Andrade’s “Anthropophagic Manifesto” are vital touchstones. In addition, the use of
the constructive is not only a methodological lens but also an operative critical gesture. As a co-
researcher/evaluator for the 8" Mercosul Biennial | was privileged to engage first hand with its
“school” at varying moments, participating in events and interviewing curators, artists, teachers,
mediators, producers, and diverse professional and community members. Not unlike Torres
Garcia’s School of the South and other Latin American artists’ subversion of the pure and
objective organizational principles of constructivism to ones that, as characterized by Mari
Carmen Ramirez, were active, contaminated and subjective, this yields a different kind of
criticism. ' Inaugurated in 1997, the Mercosul Biennial can be read as in itself a constructive
gesture, aspiring to look to the Latin American region as a counterpoint to the internationalism of
the Sdo Paulo Biennial. The 6™ and 7™ editions invited artists to act as pedagogic curators, Luis
Camnitzer and Marina de Caro respectively, giving often seen as peripheral educational work a
vital visibility. For the 8" edition, José Roca as chief curator and artist and educator Pablo
Helguera as pedagogic curator brought an understanding of an expanded field of pedagogy to the
center of the curatorial project featuring, for example, regional artist residencies; a neighborhood
house turned cultural center; and 200 mediators, encouraged to assume propositional roles in
working with diverse publics. In the context of debates regarding biennials and recent calls, such
as in Terry Smith’s Think Contemporary Curating, for new curatorial approaches to
infrastructure, the 8" Biennial’s investment in regional and local geopoetics suggests possibilities
for what an infrastructural forest school biennial might be.>

Anchored in a project with which | was involved as curator, the third chapter
“Megafones, Ants, Archives and Clinics: Radical Locality and Complicities of Care” explores
transdisciplinary practices in art and health. Grounded in work at the Museum of Contemporary
Art, Niter6i (MAC), the chapter anchors its explorations in the collective art and health initiative
Farméacia Baldia de Boa Viagem (Baldia Pharmacy of Boa Viagem) focusing on the use and

study of medicinal plants that emerged as part of the artist Carlos Vergara’s exhibition Sudario

151 Mari Carmen Ramirez, “Vital Structures: The Constructive Nexus in South America,” in Inverted Utopias: Avant-
Garde Art in Latin America, eds. Mari Carmen Ramirez and Hector Olea (New Haven: Yale University Press, 2004)
191-201, 193.

152 Terry Smith, Think Contemporary Curating (New York: Independent Curators International, 2012) 249-258.
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(Shroud), held from December 13, 2013 to March 9™, 2014.15 MAC, designed by the renowned
Brazilian architect Oscar Niemeyer, is perched on a small peninsula in the peripheral city of
Nitero6i overlooking Rio de Janeiro’s stunning Guanabara Bay. Inaugurated in 1996, MAC was
part of a worldwide museum building boom in the 1990s connected with urban regeneration
projects, signature architects, and peripheries. Yet, while effective city poster child, MAC is also
prey to the vagaries of municipal politics and challenged by its contrasting surroundings of luxury
condos, favela community, and polluted ocean. Responding to its environment necessitates a
more socially engaged form of museum practice. The Farméacia project re-energized such work in
particular MAC’s Art and Environmental Action initiative, a longstanding collaboration with the
neighboring favela, Morro do Palécio, the Federal Fluminense University and the city of Niterdi’s
Family Doctor Program (a Cuban inspired preventive health initiative where doctors, nurses and
health agents are resident in low income communities) and MACquinho (little MAC) a cultural
community center at the top of the Morro do Palécio favela, also designed by Neimeyer. Taking
the name of Boa Viagem from the region surrounding the museum, an area that also includes the
historic island of Boa Viagem, registered on Portuguese maps since the 1500s, and the Morro do
Palacio favela, the project enacted a poetic political botany, a living clinical archive, drawing on
both scientific expertise and popular know-how by mapping, creating inventories and identifying

therapeutic uses of the unseen and unrecognized medicinal resource at our doorstep.

1.6 ACRITICAL BESIDE

It is this consolation, someone walking part of the way by your side, that means
almost everything. Everything.

Edmundo de Waal®*®*

In Touching Feeling: Affect, Pedagogy, Performativity Eve Kosofsky Sedgwick examines what
she calls the “drama of exposure” that is the staple of much critical work.* In a striving for a

critical approach of “reparative reading” that avoids the detective mode of uncovering or

153 The Portuguese word baldio generally refers to primarily urban unused or abandoned land. In this case Farméacia
Balida means a pharmacy made from things growing wild in unused city lots or land areas. This will be explored in the
third chapter.

154 Edmund de Waal, The White Road, cited in Sam Anderson, “Edmund de Waal and the Strange Alchemy of
Porcelain.” New York Times, Nov 29t 2015, http://www.nytimes.com/2015/11/29/magazine/edmund-de-waal-and-the-
strange-alchemy-of-porcelain.html?emc=edit_th 20151129&nl=todaysheadlines&nlid=39436101

155 Eve Kosofsky Sedgwick, “Introduction,” Touching Feeling: Affect, Pedagogy, Performativity (Durham/London:
Duke University Press, 2003) 1-25, 8. Also, in particular, her essay in this volume: “Paranoid Reading and Reparative
Reading, or, You’re So Paranoid You Probably Think This Essay is About You.” 123-152.
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revealing what is “beneath” or “behind,” or positions itself as a “beyond” in a kind of “bossy
gesture” of calling for, she suggests that perhaps a notion of “beside” might be the most “salient

preposition” to describe her search for a different kind of critical practice.

Beside permits a spacious agnosticism about several of the linear logics that

enforce dualistic thinking: noncontradiction or the law of the excluded middle,

cause versus effect, subject versus object. Its interest does not, however, depend

on a fantasy of metonymically egalitarian or even pacific relations, as any child

knows who’s shared a bed with siblings. Beside comprises a wide range of

desiring, identifying, representing, repelling, paralleling, differentiating, rivaling,

leaning, twisting, mimicking, withdrawing, attracting, aggressing, warping, and

other relations.*%

Sedgwick’s notion of the “irreducibly spatial postionality” of beside is extremely useful as a
provocation to reconfigure ways of thinking, acting and being in socially engaged art, curatorship
and education and related critical practices. While it clearly allows for the kind of inside/outside
Moebius flexibility that challenges dichotomous modalities and reinforces the kind of
horizontality and practice of working with that has increasingly been emphasized as key in any
kind of socially engaged process, the physical position of “beside” additionally qualifies these
aspects in three important ways.

Firstly, there is no vanguard or rearguard. We are beside — always in close relation to a
set of issues, individuals and contexts and all the phenomenological, experiential and
collaborative proximity and possible frictions that this implies. It asks us to de-center our gaze
and attend to our blind spots. It also asks us to speak to the complexity of what distance allows us
to too readily reify and to engage with the multifaceted heterogeneity of the work of art as a
network of relations, not just as part of, but fundamental to, both how we work and what we do.
A practice of beside could be said to de-center and reposition us as critical and, hopefully,
generative co-workers investing in localities, building/contributing to constituencies, and
socializing processes and research (i.e. where said localities and constituents engage with and
participate in the stakes of a project, its questions, processes and outcomes).

Secondly, “beside” enables a critical sidestepping around the problem of the middle in
relation to the question of mediation. For psychologist Lev Vygotsky, whose theories influenced
the field, mediation is both how we alter and interact with the world via culture, history, their
signs and symbols, and those around us. Yet, contemporary usage whether within mediation
conflict or curatorial and educational fields seems to leave us with a defined sense of some kind

of in-between individual mediator-type that negotiates and facilitates and, particularly in the case

156 |bid.
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of the curator as middleman between artist and institution or educator as interpreter between
artworks and publics, it is a role plagued by the specter of someone that, as curator Lars Bang
Larsen notes, “short-circuit[s] authenticity” and is “haunted by an aura of mediocrity.”*®" Various
scholars and educators such as Carmen Moérsch and Nora Sternfeld have, however, in relation to
gallery education, cogently argued for exactly the possibility of this middle as a potent hinge
position of agency.*® Yet, despite such efforts, there is a critical danger, particularly in precarious
temporary situations and postcolonial contexts, in fostering an understanding of mediation as one
of brokering, where publics are consumers to be persuaded, mostly in response to a curatorial or
institutional discourse and neoliberal accountability pressures. Even in the most creative
applications (and indeed subversions of this position) as can be seen in the chapter on the
Mercosul Biennial it seems it is extremely difficult to shake this perception and indeed
institutional demand. Emerging concepts of “cultural mediation” are seeking to expand notions of
“publics” to embrace multiple possibilities i.e. the institution itself as a public, conceptions of art,
cultural politics, social imaginary, historical-cultural processes.’®® The desire is clearly to enable
the autonomy of mediation practices, ones hopefully less beholden to institutional pre-requisites
whether guantitative numbers or specific discourses. For me this autonomy does not mean the
“paracuratorial” as it has been framed in various recent art world discussions which is understood
as practices that have “shifted away from conventional exhibition formats and refuse to be
contained” — which | see as a concept that still asserts a center/peripheral curatorial/education
relation.’®® Beside is a parallel practice, call it expanded pedagogy, cultural mediation or curating
in public, that fosters a vital, complicit, ongoing and proximal practice of working with artists,
publics and contexts. It also, drawing on Herkenhoff’s anthropophagic polyphony and Nunes’
counterpimping, is a practice that experiments with more textured (or thickened) experiential
forms of mediation, akin to what Luis Camnitzer recently thoughtfully characterized as not

looking at, or through art, but looking around art.*6!

157 Lars Bang Larsen, “The Middleman: Beginning to Talk about Mediation,” in Curating Subjects, ed. Paul O’Neill
(London: Open Editions, 2007) 20-30, 21.

158 Nora Sternfeld, “That Certain Savoir/Pouvoir. Gallery Education as a Field of Possibility,” in It’s all Mediating:
Outlining and Incorporating the Roles of Curating and Education in the Exhibition Context, eds. Kaija Kaitavuori,
Laura Kokkonen and Nora Sternfeld (Newcastle upon Tyne/England: Cambridge Scholars Publishing, 2013) 1-7 and
Carmen Morsch, “Alliances for Unlearning: On Gallery Education and Institutions of Critique,” Afterall, no 26, (Spring
2011) http://www.afterall.org/journal/issue.26/alliances-for-unlearning-on-the-possibility-of-future-collaborations-
between-gallery-educa

159 Cayo Honorato, “Media¢do para a autonomia?” in Reflexdes e Experiéncias: 1° Seminario Oi Futuro: Mediag&o em
Museus, Arte e Tecnologia eds. Adriana Fontes and Rita Gama (Rio de Janeiro: Oi Futuro/Livre Expresséo, 2012) 48-
59, 52.

160 Emily Pethick, “The Dog that Barked at the Elephant in the Room,” in The Exhibitionist. Journal on Exhibition
Making, “La Critique.”, no.4, Berlin/Turin: Archives Books (June 2011): 77-82, 81.

161 Luis Camnizter, “Thinking About Art Thinking,” e-flux journal 56" Venice Biennale: Supercommunity, May 16™,
2015 http://supercommunity.e-flux.com/texts/thinking-about-art-thinking/
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Thirdly, “beside” seems to richly parallel Rogoff’s notion of producing criticality through
“inhabiting” a problem rather than by analyzing it, where “the experiential of what we are living

out [is] brought into contact with the analytical.”%? For Rogoff:

[...] a notion of criticality [...] does not allow for either cynicism or sarcasm

which are the ultimate expressions of knowing outsidership. Instead the need to

navigate the terrain at levels of analysis, feeling and mutuality emerge in what

Arendt has so beautifully termed ‘we, fellow sufferers. 6
As part of being beside, this criticality must somehow be made visible, as a kind of mirror inside
a process so that this “we” is recognized and collectively shared. However, this cannot be too
rigid or pre-determined, we need methods as open-ended, proximal and phenomenological as
being beside. Here, the research-intervention strategies of cartography, a method deployed by
psychology scholars Eduardo Passos, Virginia Kastrup, and Liliana Esco6ssia, as a means of
engaging with processes from the inside as they are unfolding, offer useful tools of a sort of non-
method method where the cartographer rather than being focused on something is open to the
unexpected.'®* It is constructed collectively and, as psychologist Angela Carneiro points out,
“dissolves the notion of the observers’ points of view in order to highlight the implications of
their presence in the field, and employs a narrative approach, resulting from taking a position
where one faces oneself and the world, a talking “with” and not “about” events.6°

Writing in 1999 in his introduction to Subalternity and Representation John Beverley
wondered: “Would it be possible to have a work of theory that would be composed entirely of
stories?”1% Perhaps Rogoff’s “inhabited criticality” and the method of cartography may chart a
new terrain of critical besides that can open up much needed possibilities, particularly in
postcolonial contexts, for new integrated forms of narrating and criticism. The chapters that
follow are three reports “from” Brazil, reflections “with” integrated praxes of art, curatorship and

education.’®” An understanding of “a critical beside” embraces, both the voice with which I hope

162 |rit Rogoff, “Exhausted Geographies,” September 2013, Ateccarem
http://ateccarem.tumblr.com/exhaustedgeographies

163 |bid.

164 Eduardo Passos, Virginia Kastrup, and Liliana Escossia eds. Pistas do Método da Cartografia: Pesquisa-
intervencdo e producédo de subjetividade (Porto Alegre: Sulina, 2011)

165 Angela Carneiro, “Encounters and Detours: Affective Cartographies of University of Quebradas,” Revista MESA,
no.2: Poetic Spaces = Ethical Languages: Diverse Practices in Latin America (April 2015)
http://institutomesa.org/RevistaMesa_2/encounters-and-detours-affective-cartographies-of-the-university-of-
quebradas/?lang=en

166 John Beverley, Subalternity and Representation: Arguments in Cultural Theory (Durham: Duke University Press,
1999) 24.

167 Questions of “from” and “about” raise a set of complex issues regarding the politics of location of any critical
writing in relation to postcolonial contexts, where on the one hand it seems necessary to assume a culturally specific
geopolitical positioning and on the other to critique such positions as inadvertently supporting essentialist readings and
in turn how each is problematically often filtered through the lens of North American and European academies. See
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to infuse my writing and my physical position in these projects’ unfoldings. They are written
from the perspective of a foreigner who has in turn been shaped by a multiplicity of perspectives
and being beside — an embedded critical position and narrative voice with all the compromises,
complicities and challenges that entails. They are less a work of theory and more of what the
artist Magnus Bartas has suggested, drawing on the original Greek understanding of “theoria”, as
a journey, a witnessing and report of events brought to a social situation.'®® To be refracted and
hopefully, to contribute to an ongoing dialogue on thinking and making in public.

John Beverley, “Between Ariel and Caliban: The Politics of Location of Latinamericanism and the Question of
Solidarity,” Latinamericanism After 9/11 (Durham: Duke University Press, 2011) 60-71. | choose to use “from” to
emphasize both the case study/travelogue notion of “reports from the field” and my literal position of “critical beside.”
It also cautions, particularly as a foreigner writing from the field, against assuming any kind of mantle of writing
“about.” The emphasis is rather “from,” “with,” and “in” a set of perspectives. Eduardo Viveiros de Castro offers a
useful framing: “You think in Brazil, you are here, there’s no way not to not think in Brazil, but you don’t need to think
Brazil, thinking in Brazil’s enough.” [Author translation. Portuguese original: “Vocé pensa no Brasil, vocé esta aqui,
ndo tem como n&o pensar no Brasil, mas vocé ndo precisa pensar o Brasil, pensar no Brasil ja basta.” Sergio Cohn,
Pedro Cesarino and Renato Rezende eds. Azougue edicao especial 2006 — 2008 (Rio de Janeiro: Beco do Azougue,
2008) 23-36, 26.

168 Magnus Bértas, Miracle at Tensta (Theoria) 2014 http://www.tenstakonsthall.se/uploads/124-miracle_en.pdf
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2.0 PAST AS BLUEPRINT: PARALABORATORIES AND CONDUCTIVE THREADS
OF EXPERIMENTAL EDUCATION AND ART AT THE MUSEUM OF MODERN ART,
RIO DE JANEIRO: DOMINGOS DE CRIACAO (1971) AND NUCLEO
EXPERIMENTAL DE EDUCACAO E ARTE (2010 — 2013)

[...] in Brazil there are loose threads in a field of possibilities: why not work
them out.

Hélio Oiticica?l

Invoking the philosopher Giorgio Agabem in a seminar that opened the 2014 S&o Paulo biennial,

B

curator Charles Esche described the contemporary as “living in historical times,” noting that
“rewriting the common sense of our historical understanding is the only way we can be
contemporary.”? For Brazil, notoriously positioned by outsiders and, indeed, self-ironized as the
land of the future to the point of worn cliché, a critical insistence on memory may assume the
radicality of a political vector for the present.® Perhaps even more so when delving into lesser
known, critically examined or championed, or even mythic, institutional histories. What might we
as contemporary curators, educators and artists learn or rather unlearn from revisiting such
histories, particularly those experimental pasts that seem to have (momentarily at least) traversed
worlds, merged art and life, and contaminated fields of knowledge and practices? Does
recuperating or, as Esche suggests, “rewriting,” such liminal histories have some new common
sense to offer us, particularly amidst territories like those of experimental art and education that
seem to reveal what theorist Slavoj Zizek described as “parallax gap” that is “the confrontation of

two closely linked perspectives between which no neutral common ground is possible”?*

1 Hélio Oiticica. “Attempt, Try To Experiment the Experimental”. In Paula Braga ed. Loose Threads: The Art of Hélio
Oiticica. S&o Paulo: Perspectiva, 2008, pp 347 - 351, p.351 [N.T. This text was actually originally written in
Portuguese in 1972 and translated by Oiticica to English in 1973. In Oiticica’s version “fios soltos” (loose threads) is
translated as “loosen threads” which appears to be an error. Given that | am using a quotation from the text it seemed
appropriate to translate it here fas “loose threads.”]

2 Charles Esche, “What does it mean to be contemporary?” Il International Seminar ARTE! Brasileiros —
Contemporary Art in the 215 Century, Sdo Paulo Bienal, September 4th, 2014

3 Stefan Zweig, Brazil, Land of the Future (New York: Viking Press, 1941).

4 Slavoj Zizek, The Parallax View (Cambridge, Mass: MIT, 2006) 4.
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Such liminal experimental territories, parallax tensions and hybrid practices mixing art
and education are richly woven into the historical fabric of the Museum of Modern Art (MAM),
Rio de Janeiro, from the studio workshops of the artist Ivan Serpa teaching creative freedom in
the 1950s to the participatory happenings Domingos da Criacéo (Creation Sundays) organized by
Frederico Morais in 1971. The latter, in particular, situated at the critical juncture of the
epistemic shift of vanguard art practices of the 1960s and 70s and held at the height of the
Brazilian military dictatorship radicalized the art/education relationship with the creative attitudes
of the anthropophagic.

More than forty years later, at a distinctly different socio-cultural juncture, active
between 2010 and 2013, the Nucleo Experimental de Educacdo e Arte (The Experimental
Nucleus of Education and Art) at MAM was a group of artists, educators, researchers and cultural
producers co-coordinated by curator/art professor Luiz Guilherme Vergara and myself that strove
to engage diverse publics in the museum and experiment with new and hybrid practices.® Part of
this meant constructing a dialogue with the museum’s context, geography and history. Here
reconnecting with past moments of experimental art and education was a tool of alternative
imagination, as if to say the world could be this way, not to repeat or re-enact but rather to
ground, challenge and rethink contemporary practices. Embracing the possibilities of inhabiting
these liminal histories and hybrid zones might push toward new understandings. What follows
takes MAM’s experimental interactions of art and education focusing on Domingos da Criagédo
and their rich moments of horizontal encounters between art and public and in turn on the
Experimental Nucleus, as provocative talking sticks to (re) tell stories, bring together different
voices, and reflect on the critical and generative possibilities of experimental art and education

and its potential place within the 21% century institution.

5 After assuming the position of curator at MAM in September 2009 Luiz Camillo Osorio invited Luiz Guilherme
Vergara to create an educational program for the museum, which at the time had gone for several years without any
activity and had no permanent education division or staff. There were however no resources allocated for such an
initiative and as such funds would need to be raised. The Experimental Nucleus of Education and Art began working at
MAM via a grant from Vale de Rio Doce focusing specifically on an exhibition by the artist Carlos Vergara, from
November 13th 2009 to March 14th, 2010. The Nucleus then returned in September of 2010 with a broader and
continuous focus (hence my use of the dates 2010 — 2013) with the sponsorshop of Petrobras and in 2011 Unimed
lasting until the end of April 2013. During its activities at MAM, the Nucleus comprised a team of artists, educators,
researchers and cultural producers, who at different times and ways, contributed to the project: Adriana Fontes, Ana
Chaves, Ana Clarissa Fernandes, Anderson Aradjo, Anita Sobar, Beatriz Lahora, Bebel Kastrup, Bernardo Zabalaga,
Bianca Bernardo, Eduardo Machado, Elielton Rocha, Felisa Perez, Gabriela Guzman, Gleyce Kelly Heitor, Graziela
Mello, Hugo Richard, Ignes Albuquerque, Jessica Gogan, Keyna Eleison, Leonardo Campos (AoLeo), Luiz Guilherme
Vergara, Luna Leal, Maira Dias, Mara Pereira, Renata Montechiare, Sabrina Curi, Sabrina Rosas, Taisa Moreno,
Thiago Ortiz and Virginia Mota.
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2.1 “TRANSFORMING THE OLD CONCEPT OF MUSEUMS:”

Inspired by the model of the Museum of Modern Art, New York, MAM Rio was inaugurated in
1948. In 1952 the museum’s central location was chosen on reclaimed harbor land with stunning
views. The idea was to construct a museum, garden, school and theatre.® Affonso Eduardo Reidy
designed MAM in line with Brazilian modernist architecture’s love of suspended pillars and
openness to the outside — throughout glass windows invite visitors to engage with the views of
mountains, sea, city and world. As an artful counterbalance to Rio de Janeiro’s spectacular setting
and the hills of Pdo da Acucar (Sugarloaf) and Corcovado, the new institution was rather
conceived as a horizontal campus of “blocks” — School Block, Exhibitions Block and Theatre
Block — amidst landscaped tropical gardens designed by Roberto Burle Marx.” Reidy stressed his
concern that the building should not conflict with nature. At every turn, the building’s angles,
glass windows and views foreground the landscape and invite and educate perception, providing a
constant stimulus to framing/reframing ways of seeing.® Reidy saw his project as both
“transforming an old concept of the museum” and “architectural space.”® As Carmen Portinho,

project engineer, Reidy’s partner and executive director of MAM until 1966, later commented:

The idea was to turn MAM into a dynamic cultural center, a place totally
dedicated to artistic activities. We wanted to make sure that it didn’t have the
dead feeling of other museums — or the conception people have of them — seen as
something static, anachronic without their own dynamic.

6 Reidy’s plan for the museum was completed in 1953. The first phase (the school block) was completed and opened in
1958. The exhibitions block was completed only in 1967 (several years after Reidy’s death in 1964). The theatre block
was never completed to Reidy’s design but after the disastrous fire in 1978 and as part of the renovations through the
80s the original plan was adapted and opened in 1990 as Galp&o das Artes — a one storey open barn like structure for
performance and education. In 2006 following Reidy’s design a two storey structure was built in the same location and
reopened as Theatre Vivo — now an autonomous event platform for music concerts.

7 Aleca Le Blanc, “Palmeiras and Pilotis: Promoting Brazil with Modern Architecture,” in Third Text: “Brazilian Art:
Bursting on the Scene” ed. Sérgio B. Martins, Vol. 26, Issue 1 (January 2012): 103 — 116, 106

8 Roberto Conduru notes Reidy’s modernist utopian belief in “the capacity of buildings to re-educate habits and
people’s perception, instituting new ways of seeing and living.” [ Author translation, Portuguese original “[...] na
capacidade dos edificios de re-educar os habitos e a percep¢ao da populagdo, institutindo novos modos de ver e viver.”]
Roberto Conduru, “Razdo em forma: Affonso Eduardo Reidy e 0 espaco arquitetdnico moderno,” in Risco: Revista de
Pesquisa em Arquitetura e Urbanismo, Universidade de Sdo Paulo, no.2 (2005): 24 — 37, 35.
http://www.revistas.usp.br/risco/article/view/44627

9 Affonso E.Reidy, “Program for the Museum of Modern Art, Rio de Janeiro, 1953,” in Affonso Eduardo Reidy ed.
Instituto Lina Bo e P.M. Bardi, Series Brazilian Architects (Lisboa/Portugal: Blau, 2000) 164 — 181, 164

10 [Author translation, Portuguese original: “A idea era tornar o MAM um centro cultural dindmico, um local voltando
interiamente para as realizagdes artisticas. Queriamos que ele ndo possuisse 0 rango comum aos demais museus — ou a
concepgdo que se tem sobre eles — visto como algo estatico, anacronico, sem dindmica propria.” Celina Karam,
“Carmen Portinho acusa diretoria de destruir o museum que ela ajudou a criar.” (Carmen Portinho Accuses the
Museum’s Directorship of Destroying the Museum that She Helped to Create), Jornal do Comércio (June 2", 1985)
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A multipurpose institutional model embracing a wide range of events including art exhibitions,
film screenings, lectures, studio courses, and performances was vital to Reidy’s design.
Architectural horizontality projected the desire to assume a non-hierarchical program, an
embodiment of democratic aspirations that as critic/curator Frederico Morais has observed has
always ‘“functioned in contradistinction to the museum’s inherent cultural and social
verticalization.!? The play of horizontal/vertical, democratic possibility/functional elitism and
inside/outside recall modernist writer Oswald de Andrade’s shaping forces of “forest and school”
at the heart of Brazilian identity.** These tensions, at once generative and disabling, frame
MAM’s past and present.

2.2 MADNESS, GEOMETRY AND EDUCATION

In the 1950s the role of education was repeatedly emphasized at MAM where abstract geometric
experimentation, creativity and discovery were central tenets of a modernist ideology that was
seen to position Brazil for the future. At the museum’s inauguration ceremony on January 15",
1952, Brazil’s Minister of Education, Ernesto Simdes Filho, noted that the museum would act as
“an agent of democratic education for the masses.”** Indeed, as historian Aleca Leblanc suggests
the vital importance of education and the work of the future museum’s school was clearly
demonstrated when the “Bloco Escola” (School Block) was the first phase of the building to be
completed in 1958.%° In addition to the general museum-as-school mission, from its early
inception, the “Bloco Escola” had also been imagined to house a Bauhaus influenced technical

design school - Escola Tecnica da Criacdo (Technical School of Creation).® UIm School founder,

11 | eBlanc, “Palmeiras and Pilotis,” 108

2Critic Frederico Morais in Irene Small, “Ped-a-gog-y: How to do things with words,” Comissioned essay for the
seminar Reconfiguring the Public: Art, Pedagogy, Participation organized by the Experimental Nucleus of Education
and Art, MAM RJ, March 2012 (currently unavailable)

13 Oswald de Andrade, “Manifesto Pau-Brasil” (The Brazilwood Manifesto), orginally published in Correio da Manh3,
March 18, 1924. Excerpts in English published in Inverted Utopias: Avant-Garde Art in Latin America eds. Mari
Carmen Ramirez and Héctor Olea. (New Haven/London: Yale University Press in association with The Museum of
Fine Arts Houston) 465

14 Aleca Le Blanc, “A Democratic Education for the Masses: Ivan Serpa at the Museu de Arte Moderna,” in Ivan
Serpa: Pioneering Abstraction in Brazil (New York: Dickinson, 2012) 9 — 21, 9.

15 1bid.

16 Swiss artist Max Bill, whose sculpture Tripartite Unity won the main prize at the first Sdo Paulo Biennial in 1951
and was a vital influence on the Concrete/Neo-concrete movements in Brazil, was a frequent visitor/lecturer in Brazil in
the early 1950s where he outlined his plans for the Ulm School which opened in 1953 and was the critical inspiration
for MAM’s technical school project. Frequent references to Bill appear in MAM newsletters of the time period. See
“Apéndice: Sobre Ulm” in Sabrina Marques Parracho Sant’anna, Construindo a memoria do futuro: Uma analise da
fundagédo do Museu de Arte Moderna do Rio de Janeiro (Rio de Janeiro: FGV editora, 2011) 256 - 263

46



sculptor and former Bauhaus student Max Bill had apparently suggested the idea to Reidy.!’
While the project was never realized at MAM the questions of form, technique, and the
pedagogical practices of Bauhaus and Ulm remained in the air.8

While the grand plans for an integrated technical school were being hatched, the young
artist lvan Serpa was brought on to teach studio art classes at the new museum beginning in 1952,
For president/director Niomar Moniz Sodré (1951-61) art was key to shaping the creative minds
of future generations.'® Serpa had no formal training as an art teacher. At the time he had been
exploring the therapeutic potential of art with schizophrenic patients at the National Psychiatric
Hospital Dom Pedro 11 alongside fellow artists Almir Mavignier and Abraham Palatnik and the
psychiatrist Dr. Nise da Silveira, closely observed and encouraged by the tour de force art critic
Mario Pedrosa.?° It was Pedrosa, a personal friend of Niomar who recommended Serpa.?

A fascination with the creative process, both its spontaneity and irrationality, as in the art
of children or the insane, was pervasive amidst artistic and intellectual climates post World War I.
This fascination found particularly fertile ground in Brazil as a contagion between reason and
emotion, Bauhaus pedagogical principles of method and intuition, and concrete form and

affective experimentation.?? Serpa drew on these contagious relations in his classes and

17 According to Carmen Portinho, Max Bill was so enthused by Reidy’s project that he proposed to MAM’s diretors the
creation of a design school for the School Block based on the UIm School model. Maria del Carmen Zilio, “O Museu
de Arte Moderna do Rio de Janeiro,” Museu de Arte Moderna do Rio de Janeiro (Rio de Janeiro: Banco Safra 1999) 7 -
18, 9. Argentinian artist and designer, Tomas Maldonado, and professor at the UIm School, created the plan. Also a
fully designed fundraising promotional brochure in English clearly aimed at attracting US interest was produced in
1957. LeBlanc suggests that the brochure’s abstract design and sober layout were intended “to convey a rigorous
ordered mentality, ideally reflective of the administration of the museum.” Leblanc, “Palmeiras and Pilotis,” 110.

18 The school, as Escola Superior de Design Industrial (ESDI — Superior School