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“There is an undeniable tension between the solidity
of a book and the wetness of water’'s memory” as found
in writers who chose to remember their emotional states

..........

S through metaphors of watery depth.! When artists dive into
o the past, which is frequently figured as watery places, the
Sa waters in these narratives immerse us in alternative modes
Q,\' of temporal experience that offer a potentially counter-hege-

monic archive. The experiments collected in this publication

partake in figuring liquid memories as counter-narratives,
whilst branching out into participatory, multi-sensorial ap-
proaches with photographic archives and real waters. Working
with photographs of water (public and private) and water’s
liquid physics, two main mobilities were revealed to us. One
is the continuous flux of photographic archives, shape-shifting
between screen and print; the other is water’s own archival,
editorial and reading mobilities.

In 2021, London -based studio and publishing platform msdm
— mobile strategies of display & mediation — incubated and
hosted a two-part residency at the invitation of Francisco Va-
rela, to participate in his curatorial project, designed to explore
the contact zone between water, photography and publish-
ing. Conceived as process-based, this publication started
with the “situated waters,” of the Douro River and Pasteleira
reservoir park, in the city of Porto, Portugal. This ecotone, a
location in transition at the juncture of multiple living and
non-living systems, offered a multi-scalar entry point into the
relations between people and river. The bookwork brings to-
gether the works assembled around the residency, planned to
happen in Porto, and performed online as a result of Covid-19
lockdowns.? The first bloc of works titled ‘WATER STATIONS’
was developed in workshop with a group of Porto-based
artists and photographers.* Water samples collected from
a local water treatment plant, were used to soak the pho-
tographic collections, and unleash water’s own archival
materialities. Inspired by the research of water visionaries,®
we explored the memory of water, life’s archiving medium, to
appropriate and collage historical archives. Records held by
two companies that capture water from the river and distribute
it to the city, include studies of the impact of urban settlements
on water’s sanitation.
Images by photographer Marques de Abreu, first published in
the 1909 study ‘Contribution to Hygiene in Porto,” accompany
a study of water infrastructure and its relation to public urban
health by medical doctor Bahia Junior, a depiction of an early
20" century Portuguese “bacteriological city.”® Other records
show men at work in the riverbed in the1980s, building
deep wells where Douro River flows.
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Water and humans interact in these photographs, exposing a logic of extraction, that came
to eradicate a now forgotten mythology of the golden river Durius, a deity worshiped by the ancient
Lusitanians and Celtiberians of the Iberian Peninsula.” Its sacred shores brutally excavated with pipes and
machinery for the provision of tap water to the city, led by Porto’s Lever Water Treatment Plant.®
The archives of a local grass roots environmental group, offer a different snapshot of people’s interaction-with
water at the Pasteleira Park, an informal self-built settlement, situated by the Douro River shore. This DIY
(do-it-yourself) architecture, is also visible in the Pasteleira 1950-90s Facebook group photographs, shared by
an anonymous social worker after its demolition. Fonte das Ratas (‘Ratas Fountain’) functioned as communal
watery source and meeting point in a neighbourhood lacking water infrastructure. A contested territory, Paste-
leira underwent a gentrification process, its ecosystems, and histories, displaced by state, church and cultural
agencies working together to build over a historical site. The park is now a ‘hydro-spectacle,” a conversion of
the disused water reservoir into the city museum, in the vicinity of Serralves contemporary art museum.

The-second bloc of works titled ‘WATER STORIES’ was activated through a mass zoom live editing lab and

open call for further collaborations.® This was an online workshop cum networked performance, staging the
‘water stations’ (capture, organic, suspended, mud, deep mud, rough) in six breakout rooms.The addition of a
7' station for participatory tools, offered a meta-room to map participation. The session started with the acti-
vation of visitors’ felt sense, awakening their intuition for liquid navigation of the ‘water stations’ and their own
photographic collections. This, in turn, resulted in projects that unfolded memories in relation to emotional and
psychological dimensions, liquid memories figured as bodies of water: an urban stream, misty waterscapes, a

childhood pond, fishing sea vessels and sounds, the Atlantic ocean and, for those in the diaspora that lost
their waters young, other waters collected here and there to embody those liquid emotions.

In both blocs — ‘WATER STATIONS’ and ‘WATER STORIES’ - his-
torical subjects appear as meteora, atmospheric phenomena like windy rain, clouds, misty va-

pour, and as watery places like rivers, lakes, streams, oceans, water stations, wet environments, inseparable
from various human and non-human actors. They are chaotic, fragmented, messy, unruly, flow, fall, dissolve
in multiple layers, with slippages, deep wells, knots, holes, underground tunnels, flooding, and contamination.
Diffraction is the way waves of light or water overlap, producing inter-relational patterns of interference in
flux. It is equally a tool "° used for a fluid form of knowledge-production, that inspired our diffraction ap-
paratuses.™ Whilst “reflective remembering” is more about an individual narrative “that savors details and
memorial signs,”? we relied on the material characteristics of water, their perpetual spiraling motion, to read
liquid memories with water’s surface tension, swirling vortices, pressure, and density, as seen in the chaotic

sensitivity of water in constant motion.

Moving through time like water waves, one memory reads through another, as they meet and overlap in
their entangled entanglements. Seen, for example, in wave patterns of light and dark lines of light waves
moving across the flatbed scanner encountering the obstacle of historical photographs being dragged
across the glass; or in the swirling spherical marks created by contact print on floating ink, a result of water
waves created through surface tension. We draw insights from new materialism feminist models of wet his-
torical time, challenging the repression of wetness from western philosophy,' In this conception, fluid liquids
offer a model for time, space, and matter in relational flux. We follow this relational ontology and approach
water as process of becoming, dissolution of human and non-human, bodies and water, ' an ecologically

oriented posthuman feminism for the Anthropocene.'®

Liquid water has also been repressed from the histories and practices of photography.'” Focusing on
physical waters rather than metaphors of liquid photographic data flows,'® we chose to pay atten-
tion to specific ways in which waters mark their motion on paper surfaces.

The movement between these two figura-
tions- analogies of water on printing process-
es and revelations of the world through printed
pages, allows us to read, archive and publish
photographic images through wet photoprints
and publications. Our methodology of indaguar
(wateryquery) emerged out of artistic research
with water. An incremental process of formulat-
ing the implicit, and an adaptation of Thinking At
the Edge,'® step by step guided exercise to help
us figure our bodies of water; two words ‘indagar’
(enquiry) and ‘agua’ (water) joined together to form
a new word that doesn’t feature in standard dictio-
naries and suggests a felt sense of enquiring with
water. In the method there is a focusing moment of
connection with our liquid bodies, the intricacy of our
watery memories.

Unlike other approaches to ‘liquid books,”® where
the term is used as a metaphor for the potential of
open access multi-authored electronic publishing,
our interest lies at the Intersections of artists’ pub-
lishing with liquid waters —thematically and formally.
Books that take wet nature as aesthetic reference
and cultivate an aesthetic of variation.

That an oceanic book,?" A Voyage on the North Sea,
1973 — a book and film in a box, pairing images of
amateur’s 19th century painting of fishing vessels
with photographs of a 20th century sailboat, with
instructions to read with a knife— is chosen to build an
argument about the aesthetic mobility of the artist’s
book is revelatory of the synchronicity of watery aes-
thetics and the book format.?? Likewise, Le Livre (‘The
Book’)® is mobilised in “The Open Work, as the ideal
dream of a mobile work: a work in motion, a utopian
bookwork, that can be rearranged by the reader and
always express new perspectives by allowing the de-
construction of its unity into smaller, fluid units.
A core feature of early 20" century art publishing is its
aesthetic of process over product, display of ink stains
and variations from copy to copy to emphasise mutabil-
ity over final form, as evidenced in Mirskontsa (World-
backwards).?* And the “swamp style” book, A Ave (The
Bird),? the book-poem at the core of the Process/Poem
movement, analogises the Amazon River waters, with
punched holes to be actively read through rearrange-
ment of pages and textual fragments that reveal
(flying) lines of liquid poetry.

' Virginia Woolf
and Marcel Proust are two of the artists that approach
the past as watery matter out of which they pull submerged
memories. See Janine MacLeod, “Water and the Material Imag-
ination: Reading the Sea of Memory against the Flows of Capital.”
in Thinking with Water, ed. Cecilia Chen, Janine MacLeod and Astri-
da Neimanis (Montreal, Quebec: McGill-Queen’s University Press,
2013) 2 Cecilia Chen, “Toward a Hydrological Turn? Ibid. ® liquid
memories workshop was to have taken place at the Faculty of Fine
Arts at the University of Porto and had to be moved online due to the
Covid 19 pandemic * Liquid workshop, January and February 2020 °
Like Masaru Emoto The Hidden Messages in Water (Beyond Words
Pub, Emeryville, CA: 2004) ¢ Term used by Matthew Gandy in his
studies of water, sanitation, and the modern city 7 See Jo Forty,
Mythology: A Visual Encyclopaedia (Sterling Publishing Co., 2001)
8 Located next to the Crestuma-Lever reservoir, with its deep wells,
pumping stations, surface water capture stations, raw water reser-
voirs and mud treatment units. ° Liquid Assembly, March 5th, 2020
' Donna Haraway, Modest_Witness@)Second_Millennium.
FemaleMan Meets_OncoMouse™: Feminism and Technoscience
(New York: Routledge, 1997) "' Karen Barad, Meeting the Universe
Halfway: Quantum Physics and the Entanglement of Matter and
Meaning (Durham, NC, and kondon: Duke University Press, 2007)
Chapter 2: “Diffractions: differences, contingencies and entangle-
ments that matter” for water and light diffraction patterns
2 Li Li, Memory, fluid identity, and the politics of remembering: the
representations of the Chinese Cultural Revolution in English-speak-
ing countries (Leiden, Netherlands; Boston, Massachusetts: Brill,
2016) ' Theodor Schwenk, Sensitive Chaos: The Creation of
Flowing Forms in Water and Air (East Sussex: Rudolf Steiner Press,
1996) ' Jessica Bardsley, “Luce Irigaray, Michel Serres, and the
Ages of Water,” philoSOPHIA, 8/2 (2019): 13- 38'"® Luci Attala, How
Water Makes Us Human: Engagements with the Materiality of Water
(University of Wales Press, 2019) '® Astrida Neimanis, Bodies of
Water: Posthuman Feminist Phenomenology (London: Bloomsbury
Publishing, 2017) 7 See Water in the Camera (chapter 3), Kaja
Silverman, The Miracle of Analogy or The History of Photography,
Part 1 (Stanford, CA: Stanford University Press, 2015) and Jeff Wall
“Photography and liquid intelligence, “in Jeff Wall: Selected Essays
and Interviews, ed. Peter Gallassi (New York: Museum of Modern
Art, 2007) '® The metaphor of liquidity in late capitalism followed
by Joanna Zylinska “On Bad Archives, Unruly Snappers and Liquid
Photographs,” Photographies, 3i2 (2010): 139-153
9 Eugene Gendlin’s exercises that are part of his philosophy of the
implicit. https://focusing.org/felt-sense/thinking-edge-tae  2° See
Gary Hall and Clare Birchall project hitp://liquidbooks.pbworks.
com/w/page/11135951/FrontPage #' Marcel Broodthaers, A Voyage
on the North Sea (London: Petersburg Press, 1973-1974) 22 Anne
Moeglin-Delcroix, Esthétique du'livre d’artiste (Marseille: Le Mot et
Le Reste, 2012) chapter 1 Qu’est-ce qu’un livre d’artiste? relies on
Marcel Broodthaers’ A Voyage on the North Sea, 1973 to formulate
the aesthetics of the artist’s book argued in the study.® Le Livre
(The Book) by Stéphane Mallarmé (published first posthumously
in French in 1957) in Umberto Eco, The Open Work (Harvard
University Press, Year: 1989).24 Aleksei Kruchenykh, Velimir Kh-
lebnikov, Natalia Goncharova, Mikhail Larionov, Nikolai Rogovin,
Vladimir Tatlin, Mirskontsa (Worldbackwards) (St. Petersburg: G.
L. Kuz’'min and S. D. Dolinskii, 1912) 25 Inspired by the Pantanal
region near Cuaiba (Amazon, Brasil), Wlademir Dias-Pina, A AVE
(The Bird), Wlademir Dias-Pina: 1948-56. originally published
in 1956. e-book published 2015 https://issuu.com/antoniomi-
randa/docs/wlademir_dias_pino



WATER STATIONS

Maria Joao Ferreira
CAPTURE

Paperback, 14.8 x 10.5 cm, 84 pages,
experiments with images by photographer
Marques de Abreu 1909 study ‘Contribution

to Hygiene in Porto’. Scannography (or
scanner photography, the process of capturing
digitized images of prints) in which historical
photographs are altered through a deviation in
the scanning procedure, a movement of folding,
juxtaposing, and dragging prints of the source
images across the flatbed photo scanner with
a CCD array capturing device creating waves
along its path. The cover, printed in colour,
shows process and work environment.

paula roush
ORGANIC WATERS

Two pamphlets created through water contact
printing, with seaweed, ink and brushes, as in
ancient suminagashi ‘ink floating’ technique.
CHAOTIC GEOMETRY OF WATER, 16 pages,
29.7 x 21 cm, photographs sourced from
Pasteleira 1950-90s Facebook group, folded
into tetrahedrons (three-dimensional shapes
with triangular faces), render visible continuous
spiraling of liquid motion.

VORTICE PATTERNS OF WATER, 12 pages,
21 x 21 cm, photographs from Periédico
Encontro (Meeting Newsletter) published by the
Parish of Nossa Senhora da Ajuda, Pasteleira,
Around the folded edges, as additional tension
coalesces, diffraction patterns create geometric,
interlacing organic-like surfaces, connecting

to both sacred water geometry and quantum
molecular structure.

Two long pamphlets, LIQUID WORDS, 29.7

x 10.5 cm, 24 and 8 pages each, assemble
liquid words elicited from workshop participants,
following a wateryquery guided exercise.

Betina Dal Molin Juglair
SUSPENDED WATERS

Pamphlet, 21 x 14.8 cm, 24-pages, photo-

text collages developed with photographs of
broken umbrellas found in the streets of Porto.
Traces of extreme weather events, felt by a
diasporic dweller recently arrived from Brasil,
are embodied in these object-shields meant to
protect from the swirl of windy, rainy days. Cut-
ups from historical essays on urban waters and
unsteady communities, include the 1909 study
‘Contribution to Hygiene in Porto’ and the 1994

essay ‘Time and Community: The Lost Nexus,’
about Pasteleira.

A related poster, LIQUID POEMS, 29.7 x 42
cm, adds inter-textuallity to other metereological
feelings.

Francisco Varela
PURE MUD

Two nested pamphlets. WATER SAMPLES
& JERRY CANS, 20 pages, 29.7 x 21 cm,
photographs of Lever Water Treatment
Station, a supplier of water to Porto, and the
route of water treatement, as it undergoes
various treatment processes -capture, organic,
suspended, mud, deep mud, rough. Water
samples, collected in 5-liter jerry cans were
used to wet photographs during the liquid
memories online workshop.

WET PAMPHLET, 16 pages, 28 x 21 cm,
created through immersion of historical

and personal photographs in water treated
with ozone, aluminum sulfate, mud, and
polyelectrolytes. Some prints lost their digital
definition, others got darker, and some tore
apart.

Miguel Marecos
DEEP MUDS

Pamphlet, LIQUID EXPERIMENTS, 29.7 x

21 cm, 28 pages, and poster 42 x 59.4 cm,
contain cropped close-up portraits of people
that appeared in the 1909 study ‘Contribution
to Hygiene in Porto,” posing by water fountains
and inside water tunnels. Re-photographed
using plastic lenses and bags filled with water
as diffractive filters.

Another poster DECONSTRUCTION, 42 x
59.4 cm, rephotographs of Pasteleira 1950-90s
Facebook group photographs after they were
frozen. and let to melt.

EXERCISE OF FELT SENSE, a set of 5 cards,
21 x 14.8 cm each, present wateryquery
exercises, step by step guides to formulate
liquid memories arising from a felt sense.

Joana Nascimento
ROUGH WATER

A 360° pamphlet, 44 pages, 21 x 14.8 cm,
2 parts to be read in any direction.

Part 1, LIQUID STONE / RAW WATER,
photocollages activate “turbulence” at the

intersection of water traces at ground level
(personal photographs) with 19th century
underground water tunnels (historical
photographs);

Part 2, FLUID WRITING assembles hand
written notes gathered during wateryquery
guided exercises, stained with paper marbling
water technique.

Two posters, 42 x 29.7 cm each, to read with
water: WITH TWO STONES IN HAND using
ice cubes and MARBLED PATH, using street
stones and salt.

David Goldenberg
PARTICIPATORY TOOLS

Pamphlet DEVELOPING A TOPOLOGY OF
POST AUTONOMY, 24 pages, 29.7 x 21 cm,
split in two halves, contains personal stories,
photographs and selections from the book Post
Autonomy (2010). Its conceptual framework—as
another model and space separate from the
existing model of art—is revisited in the context
of the liquid memories workshop. Diagrams
show participants navigation through six
breakout rooms, and can be used by readers to
map their reading journeys through the printed
sections.

Raul Pinto Simoes
PASTELEIRA CITY

Leaflet, 29.7 x 21 cm, A MEMORIA DE LUIS
“VAREIRO” (‘TO THE MEMORY OF LUIS
VAREIRQ?’), extract from the book Pasteleira
City, is a testimony written in memory of Luis
Vareiro, a brave resident of Pasteleira who
resisted the Portuguese dictatorship. He was
caught putting political posters in the streets of
Porto. It was 1958. He run away and hid inside
the water tunnels in Pasteleira park, but the
state police found him and tortured him until
he died.

NDMALO
PASTELEIRA ECOTONE

Six loose shapshots, 10.5 x 14.8 cm each,
sourced from the NDMALO archive, the
grass-roots activist association fighting for
environmental justice in the Pasteleira area.

Photographs show the park in the 1980s

and 1990s. The backs have hand-written
notes relating to historical spaces that have
been gentrified and erased from current urban
use, making it an invaluable resource in
public history.

WATER STORIES

Alice WR
EMOTIONAL SOLVENT

Pamphlet, 20 pages, 21 x 29.7 cm, proposes
the use of water for a personal rebalancing
strategy. Between thinking and feeling, it
involves both mental and bodily experiences,
the symbolism of homeostasis, and the visit to
a pond or stream in a local garden. The simple
ritual consists in releasing the image of a worry
to the water stream and watch it flow to create
a distanced representation of the issue at hand.
Throw into the water an image that represents
your worry, follow its course, photograph it,
rescue what is left at the end and gives another
point of view. Two loose photographs, one
printed black& white, 10.5 x 14.8 cm, the other
in acetate, 21 x 29.7 cm, are included to throw
in the water and start the process.

Teresa Huertas
SUSPENDED WATERS.
FLUID LANDSCAPES

Paperback, 12 pages, 21 x 29.7 cm, and poster,
42 x 59.4 cm, multiple captures and sequential
montage correspond to an experience of

place affected by the action of water vapor.
Arising from the phenomenon of suspension
resulting from vigorous falling liquid masses,
the steam configures the permanent mutation
of the landscape, and the plastic liquidity of this
form of suspended water is responsible for the
constant metamorphosis of the place.



Carla Fragata
SILVER SKY

Pamphlet, 24 pages, 29.7 x 21 cm, and poster,
42 x 59.4 cm, a jjourney of exile, from Africa
to Portugal, across the Atlantic ocean. Since
childhood’s waters were lost with displacement,
and the trauma kept a secret, it involved
resorting to other waters and telling the

story through the father’s memories. Rusty
and oxidated objects, notebooks fallen and
recovered from water, family photographs
aboard the ship Silver Sky, immersed in
rainwater for 10 minutes (each minute
representing a day’s journey on the freighter)
with splashes of Vila Real de Santo Antonio
sea water, moss, blue acrylic paint, vinyl glue,
salt, maritime clay from the Portuguese Costa
Vicentina and Namib Desert sand.

Eduardo Sousa Ribeiro
A CALL TO ACTION

Pamphlet, 44 pages, 21 x 14.8 cm, started from
a map found at Lisbon Flea Market. The back
of the map records the moisture absorbed by
the paper. From here, a series of photographs
were taken in an exploratory way to the stains
memorizedon the paper.

Manuela Matos Monteiro
INFILTRATIONS

Water infiltrating walls in a 16 pages pamphlet,
29.7 x 21 cm, and poster 42 x 59.4 cm.
Photographs of current infiltrations connect to
memories of the family home, where infiltrations
were manifest in the water that, in the form of
humidity, peeled the different layers of paint.
Infiltrations move water in silent, invisible,
clandestine movements, creating capillaries
through unpredictable routes. Memory, like
water, infiltrates gently, and gently reveals itself.

Luis Carvalhal
WATERED DOWN (APAISADO)

The plane trip from Lisbon to the Azores is
two and a half hours over the Atlantic Ocean.
Observing the immensity of water surrounding

the nine small islands, between Europe and
America, was the first moment of passion for
the archipelago. It inspired the creation of the
photobook titled Apaisado that, for technical
printing errors, was never published.

A pamphlet, 28 pages, 29.7 x 21 cm,
documents the process of returning the
photobook to the waters in its photographs. The
deconstruction and manipulation of the book
object, to create a set of pieces, symbolizes

the power of the liquid medium over the
ephemerality of the image on paper.

A poster, 42 x 59.4 cm, shows “The Rock.”
Pages from the book were made into paper
pulp and shaped to simulate a cliff from the
periphery of the island, a reference to the
volcanic origin of the archipelago. This was
then placed again over water and photographed
almost like if it was a scale model.

Natércia Caneira
O DIA EM QUE EU MORRI (THE DAY | DIED)

Pamphlet, 28 pages, 29.7 x 21 cm, narrating

a near-death experience occurring whilst
diving into the deep waters of Africa. A story of
personal development narrated at a slow pace,
the fluid passage between life and death with
water filing the lungs, a journey that ends with
personal growth and mind expansion.

Ana Botelho
GUSH

Pamphlet, 24 pages, 21 x 14.8 cm, the starting
point being the public works for water extraction
in the Douro River. Historical photographs
were mixed with underwater photographs of
the Mondego River. The goal was to wet dry
areas of the photographs with a gush of distant
waters. This process uncovered memories of
laundresses, women who used to wash clothes
in the river for a living, a story that is included
in the pamphlet. A folded card, 10.5 x 14.8 cm,
connects the industry of water extraction with
an orphan photograph of the Lavadeiras do
Mondego (Mondego laundresses).

Joao de Goes
O LAGO (THE LAKE)

Paperback, 44 pages, 21 x 29.7 cm, about

a lake that was a swimming pool. Childhood
photographs were rephotographed to extract 3
layers: the child’s body swimming, the bottom
of the lake, and the surface of water; a process
centred around three layers of matter: diving,
surface, and transparency. Considering the forty
years interval between the child’s dives and the
conceptualization of the project, the number

of forty images was fixed. Ten series, each

with four images. The result of the project is a
158 x 132 cm vertical rectangular panel.

Inés R. Amado
CONNECTING WATERS

Pamphlet, 48 pages, 21 x 14.8 cm, poster,

29.7 x 42 cm, and 4 photo-text cards, 10.5

x 14.8 cm, show photographs of traditional
fishing boats in bags of water, hung on a
clothesline. Different waters connect: in
historical photographs of Pedrégao beach,
Coimbrao in Leiria (fisherman going to sea) and
real waters from the Tagus River estuary, in
Barreiro. They connect residues of memories,
and ongoing processes of liquid reassemblage.

Manuela Vaz
DEPURAA AGUA (PURIFY THE WATER)

Paperback, 40 pages, 20.3 x 12.7 cm,
photographs taken whilst facilitating guided
tours to various water treatment plants in
Portugal.Images developed with water collected
from Ribeira da Granja (Granja stream), that
crosses Porto. A series of symbolic processes
with this water were applied to the entire
cyanotype printing process, from the dilution

of the chemicals to the washing of the images
after exposure to ultraviolet light.

Renato Roque
CEDRUS FALSUS RENATI

Paperback, 56 pages, 14.8 x 10.5 cm,
narrates a public art intervention in Tondela
Forest, linking the ephemeral cycles of life
and photography. To memorialise a dead

cedar tree, a living tree of the same species
was photographed; black & white prints in a
gradation (from white to black) were immersed
in trays filled with water set up around the dead
tree. The photographs—of the dead tree, of the
same species tree and those floating in the
water—are all the Cedrus Falsus species. The
irony of destiny made the photograph even more
false than it always is. Photus Falsus Cedri Falsi.

Eliane Velozo and Severino laba
LAMA DE MORTE (DEATH MUD)

Poster, 42x 59.4 cm, about an ecological
disaster. November 5, 2015, in Mariana, Minas
Gerais, Brasil, a dam of mineral waste breaks,
causing destruction in the rivers and forests
where the mud passes by. Nineteen people
die buried in this toxic sludge. November 11,
2015, reacting to what happened, the artists
Eliane Velozo and Severino laba perform the
‘site specific’ ‘Death Mud’, in the center of Belo
Horizonte city, Plaza 7, a place thousands of
people pass by every day. The public becomes
involved in the project, pouring drinking water
over the performer’s body, easing his suffering
under a scorching sun, a metaphor for the
impossibility of minimizing the suffering of
those who died in Mariana.

Susana Paiva
SKIN

Poster, 42 x 59.4 cm, conveying the impression
that everything happens on the skin surface. A
thermal sublimation print on photographic paper
was submerged in tap water (from Paredes,
Portugal), and for 7 days left exposed to the
weather, outside the house. A fragment from
Vilem Flusser’s unpublished text “The Skin’
adds to the visualisation of skin’s liquid border.

Mide Placido R
ESTADO DE IMERGENCIA
/ STATE OF IMMERGENCY

Print, 18.3 x 27.3 cm about waking up, some
day in March 2020, thinking to be possible one’s
home to become one’s tomb: a metaphor for
who we are in a daily life that flows in waiting;
Sentenced to be free; the need to act.



liquid memories

to read with water

With this book
everyone

can create

their own

liquid memories
by setting the 55
unbound sections
18 pamphlets,

5 paperbacks,
12 posters,

10 cards,

9 photographs
and 1 leaflet

in motion.

Get a scanner,

a camera,

trays of water,
ink, brushes,
scissors

and markers

to play

and practice
wateryquery
(water enquiry).
Connect with

a felt sense.
Follow a
non-linear path,
read one section
through the other,
let them interfere
and overlap

as water waves.
Read the book
with others.
Organise

a liquid workshop,
wateryquery
other
photographic
collections.

Document your watery
reading and email it to
msdm@msdm.org.uk

CAPTURE
Scan a section using a zig zag motion to
create light waves along its path.

WATER

S ATMTPIEES

WATER SAMPLES & JERRY CANS

WET PAMPHLET

Walk to the river, lake, or reservoir, that is the
source water for your local water treatment
plant, and collect water samples.

FLUID WRITING
WITH TWO STONES IN HAND
Write with ice cubes on the granite page.

VG

CHAOTIC GEOMETRY LIQUID WORDS SUSPENDED WATERS LIQUID POEMS
VORTICE PATTERNS OF WATER Come up with new liquid words, find a blank On a windy rainy day, toss this Cut out your favorite words and collage them
Get a tray of water with ink and place the page to write and smudge them somehow. pamphlet to the wind with weather reports.

pamphlets in direct contact with the surface,
to render visible the liquid flow.

ahir

LIQUID STONE / RAW WATER LIQUID EXPERIMENTS DECONSTRUCTION, EXERCISE OF FELT SENSE

Search for clues of underground water Rephotograph the portraits through a bag filled After freezing the poster, let the ice Practice wateryquery, choose one the cards
at street level and make note of the with water. crystals melt. and follow the instructions.

locations.

MARBLED PATH
Wrap the print around a street stone

A MEMORIA DE LUIS “VAREIRO” PASTELEIRA ECOTONE
(‘TO THE MEMORY OF LUIS VAREIRO’), Place the photographs as bookmarks in your
Add a tear to the saddest story.

DEVELOPING A TOPOLOGY
OF POST AUTONOMY

and immerse it in salt water. Use the diagrams in the pamphlet to map your

favourite sections.
reading journey through the loose sections.
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EMOTIONAL SOLVENT SUSPENDED WATERS.FLUID LANDSCAPES SILVER SKY WATERED DOWN (APAISADO) INFILTRATIONS

Throw the loose photographs onto a stream, follow their course, and Boil water and read the misty landscape Immerse in rainwater, 1 minute for each Pulp a pamphlet and shape it to look Apply the wet poster over a wall with infiltra-

look at what is left, from a different angle. through the vapour. person that dies crossing the ocean. like a faraway island. tion and let wall, paper, and water merge.
—7ry

CEDRUS FALSUS RENATI A CALL TOACTION O DIAEM QUE EU MORRI (THE DAY | DIED) GUSH O LAGO (THE LAKE) DEPURAA AGUA (PURIFY THE WATER)
Water a dead tree. Add your own liquid stains to the pamphlet. Practice ocean breathing whilst reading Wash your family’s clothes in the river. Look at your childhood photos for one of you Use water from a local stream to treat
breathe in and imagine the wave rolling in, by the water and tip it in the book. your photographs.

breathe out and imagine the wave rolling out.

o
- » Crma el
CONNECTING WATERS CONNECTING WATERS CONNECTING WATERS LAMA DE MORTE (DEATH MUD) SKIN ESTADO DE IMERGENCIA
Use the blank pages to write your Select a section in this publication to Chose one of the cards and transform it Be a water guardian for a day. Immerse the poster in water and place / STATE OF IMMERGENCY
watery memories. immerse in a bag filled with water. into a daily mantra. it over your wet skin. Write down a number: on a scale of 1 t010,

how liquid do you feel today?
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CAPTURA

Realizagdo de uma reinterpretacdo visual de imagens
de arquivo, através de um desvio no seu processo
de digitalizagdo. As imagens utilizadas, da autoria do
fotografo e fotogravador Marques de Abreu, foram
retiradas do documento do Arquivo das Aguas do
Porto “Contribuicao para a Hygiene do Porto” (1909) -
trabalho de investigagdo do médico Bahia Junior. Neste
workshop é utilizado um scanner para digitalizacao
das imagens de arquivo. Assim, através de uma
demonstracao virtual, & apresentada uma metodologia
para a criagdo de imagens - relacionada com a ideia de
apropriagao e de arquivo.
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CONTRIBUIGAD PARA A HYGIENE DO PORTO
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chaotic geometry of water

liquid memories, march 2021 lockdown contact prints: river water and acrylics on folded
laser prints of photographs sourced from the Pasteleira 1950-90s Facebook group.
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vortice patterns of water

liquid memories, march 2021 lockdown contact prints: river water and acrylic ink on folded laser prints
of photographs sourced from the the Periédico Encontro (Meeting Newsletter) published by the
Parish of Nossa Senhora da Ajuda, Pasteleira Porto, with pencil annotations.
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cidadaos unidos

—ainda que juntos —

-urbanismo electronicamente habitavel @




Chuva na oceasiio da colheila,

i resto, estd ScmMpre secoo,




Fig. ne 58 — Manancial da Cavaca, Angube recio
onde a mina comegn & sér aberin om pigsita
durs & 8 shobads termina C., Calcir

Fig. no ga — Manancial da Cavaca. O oculo proxino do cotovello

cint gue as (nfiliragoes sbo ahamdantissimas correspendendo exie-

FEry

to so ponte represeiado na fgurs seguinie
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choros differentes, |
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todos se identificavam. -urbanismo electronicamente habitavel.






em um campo de milho SEESSES
1 Liima) COTYL N {
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& porta para a rua da
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todos se identificavam. -urbanismo electronicamente habitavel.

da solidio e da auséncia

quatro bairros. Duas, trés, e
quatro aglomeragdes, blo- r p

aestacidade falta-lhe
do mais elementar nexo

densissimo,
tendo esta diversdo atraido ali bastanle
tripeiros informadissimos  degenerescéncias provincianas,
substituidos r
izinh ocupando os terrenos I
EEangs viarapida, a

consumir solitariamente as dezenas de :vias ocultas
pertencer a |\

MNaochegueiaconhecer cidaddos unidos

no usufruto de de territério quase
no virar dos meados de século XX, a mata descobriment
psicopatas motorizados — aindaque juntos—
casas de lata. habitac?
expressao antiga e bela, nao

{agoratransformada em buracao), aribeira

E isso. Trinta anos volvidos, continuo amontoados



, COM mais ou menos especulagao,

axtenso e sussurante nas tardes venlosas.
o significado retido da minha infancia

i sem deixar memadria
elo cimanto @

snteirava os territérios de Lordelo e do Couto da Foz
)m universo habitado, o fervor da tradicio

mestre-escritor, tudo era
o da encosta verdejante pinheiral entrecortado,
aqui e ali, por veredas e
caminhos onde fozeiros e

0 dita social, mais ou menos qualidade.

pode chamar-se permaneceu ruina e lixeira

Assim cresceu uma cidade satélite do burgo,

proximidade. Unidos,
i Paroquialmente).
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aestacidade falta-lhe
do mais elementar nexo
densissimo, extenso e sussurante nas tardes venlosas.
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Proveniéncia das 6 amostras de 4agua



Liquid Memory book (16 pages), soaked in water samples collected
at ETA Water Treatment Facility (Estacao de Tratamento de Agua
ETA de Lever, Aguas de Douro & Paiva), a supplier of water to the
city of Porto. Photographs of Porto’s water infrastruture and
related archives were submersed in six trays of water during the
liquid memories online workshop, March 5th 2021. The six trays
contained water related to the six stages of water treatment,
stored and transported in six labelled red jerrycans.
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Amostras de dagua (6 jerrycans)
1-Captacao; 2-0Ozonizada; 3-Floculada; 4-Lamas;
5-Lamas espessas; 6- Preparacao poligletrélito.







1.Captacdao - A &gua é captada na albufeira de Crestuma-Lever por grupos

de elevacgdo submersiveis e encaminhada para um reservatério de agua
bruta. A cota da superficie da &gua neste reservatério é suficiente para
facilitar substancialmente o escoamento de &gua até ao final do processo
(aproveitamento gravitico).



2. Ozonizada - A fase é a Pré-Oxidacao Nesta etapa, a agua captada é
tratada com Ozono. Este produto oxida a matéria orgdnica e elimina
microrganismos e algas existentes na dgua. 0 Ozono é produzido no

local, a partir de Oxigénio.




3. Floculada - Ap6s a pré-oxidacao, a agua é doseada com sulfato de
aluminio (coagulante) conjuntamente com um floculante. A adicdo destes
reagentes permite a agregacao das particulas em suspensao, facilitando

a sua separacdo nas etapas de tratamento subsequentes.




4. Tratamento de Lamas - As daguas de Tavagem dos filtros e as lamas

recolhidas a superficie dos tanques sao dirigidas para a Unidade de
Tratamento de Lamas, onde sao desidratadas.



2

5. Lamas espessas - Este processo é realizado em duas etapas:

espessamento e centrifugacado.



6. Preparacdao Poligletr6lito (para o espessamento dos flocos criados
na Floculacdao) - A agua recuperada durante este processo é encaminhada
para o reservatério de dgua bruta, ou seja, para o inicio do processo

de tratamento de &agua.
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Relaxa a mente - Relaxa a mente - Relaxa a mente

“A sensacao vivida™

{experiéncia vivida)

tudo nasce no vazio.......entra no vazio

Pureza — Filtros — Barreira — Leveza

Limpar a alma

Encontrar a parte mais logica?
Filtra a luz através da agua, limpa, a leveza do ser




EXERCICIO DAS SENSACOES VIVIDAS
#1



Brincar com as palavras, cria algo de novo

LIQUOALMA

E uma experiéncia extrassensorial efetuada através do contacto com a agua pura

=

Auséncia de gravidade

A Insustentavel aparéncia do ser um dia sera revelada através da LIQUOALMA
O pesado que carregas serd diluido e se torara leve
O transfundo passara a ser conhecido
Tudo que existe dentro de ti esta também dentro de mim




EXERCICIO DAS SENSACOES VIVIDAS
#2



A formulacao
1 = Trazer um arquivo & luz, dar ao conhecimento geral

ITransforma@ﬁ —> R&velaﬁ

! Escuridac —’ Claridade
2 — Os rostos que escondem a alma

=] — =

3 — A agua que filtra a alma
{tormar leve & claro o que vive na escuridao - Filtrar as impureza)

q Leveza




EXERCICIO DAS SENSACOES VIVIDAS
#3



o P p— Esti na hora de deixares fluir

(fundir)

A lua experiéncia da vida & sentida no mais recatado do teu corpo
Tudo o que senles, vibra, tudo o que vibra propaga-se

Tudo que se propaga cria movimento

Movimento & acdo, a acdo transforma

Tude que & transformade & crado de novo

Tudo criado de novo altera a realidade

A realidade estd em constante mutagao

A realidade e mutavel e dilui-se no tempo

Questiona sempre aquilo que ves, sentes & ouves

Cluestiona sempre a realidade.....sempre

Somes uma combinagio de matéria e alma, dgua e ar

Qual serd o espago que ocupa a nossa alma?

A nossa alma aloja-se no ar e ndo & mensuravel pelos homens
A alma ndo pertence ao corpo, vive no invisivel, no vazio

0 vazio ndo & um espago, mas existe dentro de nos

Um dia lodos seremos Um poema que se diluira no vazio & no tempo e voltaremos a ser

invisiveis

"




EXERCICIO DAS SENSACOES VIVIDAS
#4



* O trigngulo da experiéncia sentida”




EXERCICIO DAS SENSACOES VIVIDAS
#5
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Developing a Topology of Post Autonomy




Hackney is a Danish word meaning islands amongst
the water or river, and refers to

a river that starts in Stoke Newington

Clissold PK and ends up in Hackney Wick,

which is now an underground river.




My family came from

a sailing tradition,
whaling, merchant seamen,
and my father when

he moved to Australia
found money to set up

a boat building company
and spent 20-30 years
sailing around the
Pacific ocean,

Coral reef,

China sea.




Melville at the beginning of Moby Dick

talks about the seduction of water and

the call of the sea.

I also think of Doggerland which is an area that
linked the British Isles to Europe, occupied a
very large area and which is now underwater
since approximately 7,000 years ago.



Map of Doggerland 16,000 years ago



Z.00m

Liquify Workshops
7pm Friday 5th March 2021

Links and ID and password to access Zoom

Liquid body

Liquid thinking

Liquid concepts

Metaphors of liquidity, watery terms, water as a medium, use of water in
photography, artistic practices, liquify fixed elements, bodies as liquids, use of

water metaphors in philosophy, the liquidity of culture, liquid as an image of
Global Capital

7 Rooms

X Breakout rooms liquid workshops




Howtomakezoomasatisfyingevent/experience+howtomake
thebreakoutroomswork+developworkableparticipatorytools

Mentally occupying and filling up an empty geometric shape ie the Break Out room and use as an
idea for developing a new model of art using its own term of references and thinking, that breaks
from this model of art, its history and thinking.

Link an archaeology of the exhibition to an archaeology of knowledge, thinking and History




Geometric shape Zoom Room Sea covering Doggerland
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Post Autonomy as another model and space seperate from the existing model of art




Premise: Expand and update ideas set out in my artists’ book
A Topology of Post Autonomy and participatory practices that
link into a workshop on Liquid.

How to Tink these threads of ideas together? What is my

starting point and overall plan? Issues to include

Participatory practices and tools.

New territories need new maps and ideas for mapping. That the

problems 1 set out and identified in 2010 are important or
—even more important tfoday.

Post Autojnomy is a space and program to register attacks
against autonomy, folded into |[plotting Neoliberalism, a zone
that can be used to build a space differentiated against this
formation of reality, coloniallism and capitalism.

The problem 1 set outff in 2010 was how

to vjsualise the condept of Post Autonomy in relationship to
—the—existing model off_art, and a visual Tanguage and concepts

capable of assisting thinking through the issues clearly.

Then how to understand the space of Post Autonomy in

relationship to itself.

Routes through the rooms

It is these organisational pringiples that 1 adopted that
cross over into igsues explored|in the workshop, Tiquifying
and unfixing the ¢xisting formation and the thinking used to
think.

I want to Took 4T THe ideas jn ddtail.







Extract a practice and thinking from this
formation and Assemble a practice and
thinking that comes together in the future.

Pre & Post Production
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The book was made up of sheets of bright monochromatic

coloures, with one simple geometric shape on each page, and
sometimes a group of shapes brought togethen t¢ summarise[tTh
discussion up to that point. So it was one idea per page.
This constituted a part by part, additive—and acT:ﬂu' ive ;:]

linear process, a concretisation of thelLthlinking progcess. The

D

thinking sought to trace the movement from the existing model

of art to another model extracted from th{is model—of t and
formation.

Making and remaking

The specific problem revolved around what thinking and set of
ideas are required to map and name and occupy this new space?

In that respect 1 was engaged with capturing new ideas that 1
could not name and formulate, but it is tﬁis set ofgunnamedn
ideas that 1 have gone onto explore oven the past 10 years.

These unamed ideas can now be named as circular thinking,
repetition and ideas around the notion of stasis and lack of
development, the terms and vocabulary to register another
space, extracted from colonialism and capitalism.

Mide Placido

The fundamental problem is how is it possible to map gnd 1
interrogate what exists within this formation of reality

without using the terms and cultural values which only
replicate and confirm that reality? So where do we go [to

locate other terms and values?

Couldnt remember which rooms
or how many | had visited,
possibly 3.

I didnt understand anything,

all in Portuguese,

slide show in Portuguese



Paula Empty
Archive
6 Scanner

I havent learned to swim yet

Little Pods
Frustrated
Confusion
No time

Ines Amado-Harris

I flew by another room which I don’t remember
where it was

Pleasure
Anxiety
Sense of loss

Difficult to navigate
around the rooms,
didn’t see DGs name ! |




Expand this

The work looks at the capacity

and incapacity to think within

the mental I¥ Ernjected space
of Post Autonomy.

So that the work examines
the very process of thinking
And the erosion and disruption

To think/thinking
within the mind maps.
Examlnlng ZOones; spaces

Represgnting
the projecte
space of PA
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—_— summary
evaluation

The difficulty in describing PA +
The difficulty in pinpointing adequate
Representations

How to show this?

Maw 10 grobiematine the above!

What in #i the core or heart of FAP

| think the issueiquestion of participagion

has been o side e, & dimractien. new it i
mtoces aad s lnte PRI

Harw do | know this 45 these sie hol 8 1eiied
of dlscsasions that & no mars thas & peivate
languoge !

A P
Harta ot W maks sance 18 1alk sheut B erape
& preject sboul PAT

on of this s a5 » men
warking through the ctepe to imagine K entar
thin space, b in many respects the only farm this space exazs
in - although at the tam.
¢ §0E0S 10

Mo viag ferther ammy fi
Mow dz we discuss the o
Which languages and Lerminsiogy |
and artioulate PAT
& we yddress this siee?

Meybethe distanting, moving sw away sed bois of the eriginal
language 10 frame & (dea of PA - can be seen menely 35 that
& moving sw sway from s set of words arti culating PA - which
dioeri bl meas & hoks of contact wih el

(S6) Hew 1 gron up rauly and wilkageecs 1o give into (siiag

wontect with this original use of words vo describe P

monologue_

This o something equivalent
himusslf into & new the role of & rew charsctes, imagiaing
il v i fforen soemves - worborg theo ugh & ferert seenanos

d to constract thit mental image in 3 langaage that
uage & wt ol mordy

md thal iriggers
off et spaie (P

Withowt this sat of weedh & language |
Imaging, rac 0. B lacate this space

anwe sy that thic mental space i n ng mars than
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st1of wor

Whils | imagine this space - | the 3erme tame - serching
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idhed & o B

The empty shape
exists as the
emptiness of the
existing system

How is it possible
to existin this
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These thoughts led to a complete overhall of Post
Autonomy with the development of a new principle term
to throw light on changing cultural conditions.

The organisation 1 am looking at takes its point of
departure from a consideration of the Togic of the
“Temporal/cultural Tloop”.

This is the logic inherent in the illusion and ideology
of progress, and the logic inherent to Neoliberalism
with the perception progress and de- velopment in
thinking and culture has come to a stand still, but
also the acknowledgement that within the sphere of
Global Colonialism and Capitalism no developments

and no change under any circumstance is able to take
place today. These new attributes clarify the cultural
reality that is 1lived and the necessity for new
realistic strategies.

This leads to two further ideas, a completely new
criteria and methodology of research based around what
is possible today. The first idea is the framework for
“A Critique of total power” and the next the clash

and break up of thinking, culture, positions that
comprise this rigid formation of 1ife, history and
culture. However it is also with the understanding that
this clash and break up of our inherent thinking and
cultural formations 1is unable to take place through our
own efforts and within this formation of culture and
reality.






The Feynman diagram is the clearest idea of what 1 have in
mind here by showing the collision and break up of sub-atomic
particles as a representation of the process of the breaking
up and production of new strands of thinking generated out of
that collision.

Nevertheless where does this thinking and assembling take
place? One thing seems very obvious that any interrogation
and rebuilding is unable to take place in the same space
as the lived space we occupy, so we need to locate another
space, and this is a space that updates the space of Post
Autonomy, into a space for a new language of art.

A space where thinking and a practice are extracted from
existing formations of thinking and culture and come together
in the future, as a practice and thinking we work towards.

At the same time, it is necessary to think about it in
concrete practical terms: what is the actual space, location,
venue that is sufficient and suitable to stage a new language
of art?

So this is where we go to realistically think about the
current state of affairs and this is the concrete realisation
to stage this new thinking.



Formation of a Higgs boson, induced by proton-proton collision, 0
and its possible decay into two gamma ray photons in the LHC. = Y
+ =

p Top quark loop I

e

Higgs Boson

Gluon Fusion Top Quark/W Boson loop



Post Autonomy as an idea




Formulating a type of space appropriate to stage a project addressing PA A new Language of Art
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A memdéria de Luis «Vareiro»

Era um homem simples, forte e moreno. Impunha respeito.
Filho de pescadores, ele também vareiro de profissao.Vivia em Serralves,
numa das ilhas que se vao extinguindo pela “nova urbe”; calejado pela
vida do mar, os perigos das ondas e das marés nao o afligiam muito.

A sua coragem partiu para o mundo da politica.
Estavamos em 1958, na dura campanha do general Humberto Delgado.
Apelidaram-no de “general sem medo”, pois este militar resolveu
publicamente romper o siléncio do fascismo.

A freguesia de Lordelo do Ouro deu-lhe o seu abraco fraterno e
lancou-se esperancadamente nos seus bracos democraticos. 0 Luis
“Vareiro” 1a estava nas primeiras filas dessa luta.

As paredes surgiam de noite com coloridos especiais - eram cartazes
do general - colavam-se na Rua das Pedras, no Ouro, na Pasteleira, na
Arrabida, em Serralves, enfim, por toda a freguesia. Vi-o varias vezes
a colar - tinha uma pericia especial a descer as escadas, como um rato,
escada ao ombro e balde de cola na mado.

A Pide andava atras dele - sabia-o, mas ndo desarmava, a luta pela

liberdade e pela democracia, valiam esse esforc¢o.



Uma noite, andava a colar os cartazes do general e apareceu a policia
- eram 3 guardas a paisana. Desceu lesto pela escada e...num repente
“aviou-0s” com o balde da cola e a pontapé - fugiu. S6 a mulher sabia o
local onde ele estava. De noite, ela metia-se ao caminho, por meio dos
campos e silvados e ia-lhe levar o comer.

Por incrivel que pareca o Luis «Vareiro», estava escondido na mina
de agua da Pasteleira - na Fonte das Ratas.

La dentro, com um frio tremendo e numa escuridao quase total, ele
aguardava a melhor oportunidade para fugir; procurando claro, lugares
mais seguros e portos mais clandestinos.

Soube mais tarde, que tinha sido preso, torturado e que o mataram.

- Apareceu numa noite de verdo, na Rua de Serralves - trouxeram-no
num caixao de pinho, bateram a porta da mae e entregaram-lhe o seu filho.
Disseram que eram da Pide, meteram-lhe medo. Poucos souberam do
acontecido.

0 funeral passou despercebido. A mdae e os irmaos choraram de raiva,
0s amigos também. A dor e a revolta ganharam raizes. Qutros pegaram nas
escadas e colaram mais cartazes.

A mde, essa, olhou para o filho e viu-o de luvas pretas. Achou estranho
- um morto com luvas pretas? Retirou-as das mdos e ficou abismada - o seu
filho nao tinha unhas...

Enfim, outros pegaram nas escadas e colaram milhdes de cartazes,

a liberdade apareceu anos depois numa madrugada de Abril - para ficar?

ou precisamos de muitos Homens como o Luis “Vareiro”?
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Quando a é&gua
¢ usada ao servico
de uma estratégia de
reequilibracdo pessoal,
uma abordagem introspetiva
e analitica acontece
num espaco alternativo
a0s convencionais.
Entre o pensar e o sentir,
envolve as mensagens mentais
e corporais
que permitem experienciar o corpo,
os liquidos vitais
em circulacdo dentro

e fora dele
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A pior coisa,
para alguém que
passa muito tempo sé,



¢ a falta de imaginacao.



Ndo procuro
dgua limpa,
apenas um curso

dela.















Um,

que corra

a procura

de uma foz,
que me

textualize

0S pensamentos
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Um,
que dissolva

as incertezas
e envergonhe

as certezas.






Pode

a dagua

ser a Unica

coisa a ser

ouvida?
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Salpicos

de dgua do mar
de Vila Real
de S. Anténio
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A histéria

é a memodria

do meu pai.

O ultimo momento

em que se pode sair.

A vida toda no que

duas malas

podem acomodar

€ O mar como

porta de saida.

A viagem no navio

Silver Sky.

A situacdo limite.

A cidade quase inteira



num navio.

A cidade flutuante,

para quem o dia

de amanha

pode nao chegar.

Nasce-se e morre-se

neste navio.

A lua improvisa

divisodes.

Noites sem dormir

e o siléncio

cada vez maior.
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Imersdo em agua da chuva e tinta acrilica azul por 10 minutos (cada minuto representando um dia de viagem no cargueiro)
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méi de Agosto
e caminhada
e a o0pcao

ha em mar

rgulho
Sta?



marinha
is



Segui caminho, andando
a todo custo, uma mao
sequrando o cinto

e com a outra

as barbatanas entrei
para dentro do bote.

Framos quatro
jovens
imprudentes,

um velho
pescador tutor
com muitos anos
de mar,

e um piloto da



marinha real que
estava ali com

a tarefa de nos
transportar.

Adiante partimos,
seguimos para oriente,

no topo da espuma do mar,
rumando pelo Mediterraneo
em busca de um bom lugar.
As falésias estavam
secas, ocres e meio
queimadas, desbroavam-

se em pequenos pedacos
que caiam de encontro ao

Tk



mar. Junto de uma grande

esCarpas UM recdanto
abrigado, decidimos
ancorar, aquéla era
a area,do mar que

: ‘Q}
ﬂ

queri

o exp1d;



‘dbaixo,
@b155al, qua”
deparei com
anormal. 0"
roxo e com
gorduroso

 prontos para mergu1ha
\w F1que1 apavorada
e ache1 por bem per
“iolque haio. se passa
jg£xp11caram me que n
13iemer JEPam medusas;

¥

‘*ﬁmehQU]han*alconf1ahia







agarrado ao meu pescoc¢o e as
dores eram:letdis. As minhas
"maos en]uvadas 11bertaram-

me atacava.;NéO sabia o que
estava a faZEE mas sentia-me a







B v
>

a qUerer passar e =obntie _

sombra de duvida asstragleia
quase a fechar. il s ,




-



morreu



0Os meus colegas,
cada vez mais longe
e ainda 1a em cima,
rodavam nas suas
barbatanas como
ventoinhas



sempre a girar.

A Tuz estava mais
escura, e 0 roxo
ja nao se via.
Enguanto *1sto,
BllCcald.

Afundando- me no_meu




-
ande drama,
a total

i o
5
NG,
na R



e sobretudo
muito
desperdicio
ser esta a
forma como
eu morria.

Senti um enorme abanao,
algo que vinha de cima,
um forte puxdao pelo meio,
na zona que me submergia.
Senti-me rapida a subir,
bolhas brancas,«

R S #umbidoSt e rufdos.
- Alge.me Tevou a superficie.

0 homem do mar viusme

afogar e depreséa%
1nt&rv1u&;ﬁﬂa me . sa]var

‘Entreyﬁﬁ?me'ao militar,

‘ !‘(:,3:-‘-_ Ty
e o W
e Mo O
wr R

v g oty




~ Como um magri

que 14 do a]te do seu posto o
- atravessado pelo sol, L
num reflexo 1med1ato§me
puxou para dentro do bote.
Ali estava eu, derrotada no
fundo de um ch&o ncharcado

"de ser pescadi

pequenez, a
de me avent

por pelo men
conseguir_n“

tentavamos
O pobre home o
para me confo,ﬁf "
dizia para eu Hao e
preocupar, que a min
estava intacta mas o
era melhor ndo tocar




te?medo nao pod
tempo a matutar




Fomos direito ao estrei
Pagsodid@'De Lo enc] ave
o forte na ponta do mar
e ‘a marinha espanhola




Lo

Cabeca para baixo
£ yum N S pdira r;




relaxar. Passado uns 15 minutos,

algo de novo aconteceu, o meu o0xigénio
parecia fraquejar e quando inspirava
nem todo o ar me estava a chegar.

Fiz 0S“sinais que-me. competem.de forma
a comunicar ao _meu par de mergulho
aqutlo que"sewestava a passars

Desta vez o meu cérebro manteve-
se numa calma._invulgar, nao sentia
medo mas antes um serenar, um-estado
de espirito satisfeito, um certo
preenchimento de alma_por.estar
naquele-lugar. Meditava na minha
forma de inspirar, tinha o meu
foco no que havia-a fazer e na
forma como o faria. Este pequeno
poder de escolha, trouxe-me um
novo sentir.das coisas, era eu

que decidia entre o panico ou a
aceitacao. Iniciamos em conjunto

a nossa subida a prumo, em direcao
a superficie. Via nos olhos do meu
colega uma oferta de confianca,
entregava-me 0 seu O0Xigénio em



troca da minha esperanca. E subi,
subi, subimos os trinta metros
com as devidas pausas contadas.

ESte foil o-dva-em que

0. Mmeu medo-morreu.

0 dia em que—a-humildade
tomou —um novo lugar
em-mim.

Percebi.que 0 perigo
esta dentro de nos,

no medo domdesconhecido,
no desconforto

do imprevisto,

nos momentos em que
ficamos pendurados

e dependentes

de um tempo



que achamos curto.

Muitas vezes
voltei ao mar,
algumas delas
para mergulhar,
e em tantas outras
aventuras,

mas nunca mais
me envolvi,
aceiter

ou compactuer
com medos
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Ainda hoje penso na grande trouxa branca.










2-ABCD

























6-ABCD













g-ABCD







9-ABCD







10-AB.CD







Construcdo do painel - Aleatoriedade







PROCESSO - |A] - Mergulho

BANHO SECAGEM
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PROCESS0 - |B) - Fundo

BANHO SECAGEM







FROCESS0 - IC] - Tona d "aqua

SECAGEM







PROCESS0 - |D) - Conflito

pas-BANHO SECAGEM







PAINEL COMPLETO







PAINEL - detalhes







PAINEL - detalhes







PAINEL - detalhes







PAINEL - detalhes







0 LAGO

DESCRICAO

0 LAGO ESTEVE MUITOS ANOS SEM AGUA, DE RALO DESTAPADO. ERA UM CONTENTOR VAZIO, DE AGUA, MAS CHEIO DE ERVAS, LARANJAS E
TANGERINAS DECOMPOSTAS, TERRA, ESTE ANO FOI SUPERFICIALMENTE LIMPO E TAPADO O RALO, PARA QUE A CHUVA O ENCHESSE. AGORA
E UM CONTENTOR CHEIO, DE AGUA. ESTE LAGO, ANTES DE SERVIR 0S PATOS POSSIBILITOU BANHOS E MERGULHOS DE CRIANCA. FOI EM 1981,
RECENTEMENTE ENCONTRE! ALGUMAS FOTOGRAFIAS QUE DESPERTARAM A MEMORIA DESSES MERGULHOS, FUNDAMENTAIS COMO PONTO
DE PARTIDA PARA ESTE PROJECTO, FOCADO FUNDAMENTALMENTE EM TRES CONCEITOS: MERGULHO, SUPERFICIE E TRANSPARENCIA.

TENDO EM CONTA O INTERVALO DE QUARENTA ANOS, ENTRE 0S MERGULHOS E A CONCEPTUALIZACAO DO PROJECTO, FOI FIXADD O NUMERO
DE QUARENTA IMAGENS. DEZ SERIES, CADA UMA COM QUATRO IMAGENS.

EM CADA SERIE, A PRIMEIRA IMAGEM REPETE-SE NAS TRES SUBSEQUENTES, POR INDICAR JUSTAMENTE O BANHO E O CONTACTO COM A
AGUA, D MERGULHOD DA CRIANGA CUJA PUREZA VALIDA A AUSENCIA DE QUALQUER SOBREPOSICAD NA PRIMEIRA IMAGEM. NA SEGUNDA,
SOBREPOE-SE 0 BETAD, A SUPERFICIE DA ESTRUTURA QUE SUSTEM A AGUA E SIMULTANEAMENTE MANIFESTA O ENVELHECIMENTO DA
MATERIA. NA TERCEIRA SOBREPOE-SE A TONA D'AGUA, COM AS SUBSTANCIAS QUE BOIAM A SUPERFICIE. E POR FIM A QUARTA, A
SOBREPOSICAD DAS TRES ANTERIORES, REPRESENTANDO O CORPO, 0 MERGULHO, A SUPERFICIE E O FUNDO.

0 RESULTADO FINAL DO PROJECTO E UM PAINEL RECTANGULAR VERTICAL COM 158x132¢m.






PROCESS0

1- CAPTACAD DAS IMAGENS DE ARQUIVO
PEQUENOS FRAGMENTOS DO CORPO EM CONTACTO COM A AGUA, INTERPONDO UMA LENTE CONVERGENTE ENTRE O PAPEL E A OBJECTIVA.
PARA ISOLAR O FRAGMENTO, ESBATER O FUNDO, ENALTECER A SUPERFICIE DO PAPEL E MANTER A FENOMENOLOGIA OPTICAE A
TRANSPARENCIA.

2 - CAPTAGAD DAS IMAGENS DO BETAO QUE SUSTEM A AGUA
PORMENORES DA SUPERFICIE DO BETAQ DESGASTADO, COM AS MARCAS E A APROPRIACAO DA NATUREZA.

3 - CAPTACAO DAS IMAGENS DA TONA D'AGUA
FOLHAS, PENAS DE PASSAROS E ERVAS VOAM E ACUMULAM-SE A SUPERFICIE. COM O VENTO DESLOCAM-SE NA TONA D'AGUA E MAIS TARDE
ACABARAD POR SE AFUNDAR.

4 - EDICAO, SOBREPOSICAO DAS CAMADAS
ELABORACAO DAS DEZ SERIES. QUARENTA IMAGENS EDITADAS EM PHOTOSHOP E IMPRESSAS EM INKJET NUMA IMPRESSORA CONVENCIONAL
CASEIRA, NUM PAPEL DE GRAMAGEM REDUZIDA, DADO COMO OBSOLETO E TEMPO IDENTICO AS IMAGENS DE ARQUIVO.

5 - MERGULHAR O PAPEL NA AGUA DO LAGO
A FOLHA QUE DETEM A IMAGEM, COM A TINTA A SUPERFICIE DD PAPEL, REGRESSA AO LAGO.
DESASSOCIADO DAS SERIES, CADA GRUPO DE DEZ - AS DO MERGULHO [A], DO BETAO (B], DA TONA D'AGUA [C] E A SOBREPOSICAD DAS TRES (D] -
FOI SUBMETIDO A UM METODO E TEMPO DE BANHO DISTINTO, ALTERANDO 0 VESTIGIO DA DILUICAO DA TINTA E 05 SINAIS DA MANIPULACAOD:
PARA O [A) FOI EFECTUADO APENAS UM MERGULHO COM A FOLHA. PARA O [B] A FOLHA FOI DEPOSITADA NO FUNDO. EM [C) A FOLHA FOI
CUIDADOSAMENTE COLOCADA A TONA D'AGUA. E NO (D) A FOLHA PASSOU PELOS TRES ESTADOS ANTERIORES SENDO REVOLVIDA NO FUNDO
DO LAGO.

& - METODOS DE SECAGEM
PARA CADA UM DOS GRUPOS, FOI IGUALMENTE DETERMINADO UM METODO DE SECAGEM: PARA O PRIMEIRO [A), LOGO APOS SAIREM DA AGUA,
AS FOLHAS TIVERAM UMA BREVE SECAGEM, MANTIDAS NO CHAQO PARA RETER A TINTA A SUPERFICIE DO PAPEL, E POSTERIORMENTE
PENDURADAS NUMA CORDA PARA SECAREM AQ VENTO. O SEGUNDO [B], SECOU EM CONTACTO COM A SUPERFICIE RUGOSA DAS PAREDES
DO LAGO. 0 TERCEIRO [C], JUNTO A TONA D'AGUA, ZONA ONDE 0S PASSARINHOS BEBEM AGUA E TOMAM BANHO. E POR ULTIMO 0 QUARTO (D],
AD SAIREM DA AGUA AS FOLHAS FORAM AMACHUCADAS E TIVERAM UMA PRIMEIRA SECAGEM EM CONTACTO COM 0 BETAQ, SO DEPOIS FORAM
CUIDADOSAMENTE ABERTAS E RECOLOCADAS NO BETAO ATE ESTAREM COMPLETAMENTE SECAS.















PROCESS0

0 PROCESSO FOI DIVIDIDO EM SEIS FASES:
- CAPTAGAO DAS IMAGENS DE ARQUIVO
- CAPTAGAO DAS IMAGENS DO BETAO QUE SUSTEM A AGUA
- CAPTAGAO DAS IMAGENS DA TONA D'AGUA
- EDICAQ. SOBREPOSICAD DAS CAMADAS
- MERGULHAR 0 PAPEL NA AGUA DO LAGO

- METODOS DE SECAGEM















CONNECTING WATERS


















memories of childhood
murmurs of yesterday
sounds of togetherness
in joy and in sorrow
calls from faraway
in the here and now
a river estuary
connecting to the sea
transporting me into a trip
of rowing, fishing and singing
of remembrance
of melancholy
of connection
today the archive of yesteryear
today the memories
of past histories







































nto a trip
of rowing,

fishing and singing
of remembrance
of melancholy
of connection
today the archive
of yesteryear
today the memories
of past histories
today in the liquidity
of water
and in the fluidity
of thought
| am once again
in the high sea
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and in the fluidity of thought
| am once again in the high sea
the little child of 7
surrounded by fishermen
dropping the nets
in hope and prayer
the quality of passing time...
fragments of memories
broken and ‘liquidifiding’
residue of residues
memory from shards
always in the process
of reassemblage
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f

a river estuary connecting fo the sea tranéporting me into a trip of rowing, fishing and singing
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today In the liquidity ¢
and in the fluidity of thought
| am once again in the high sea






fragments of memories

broken and ‘liquidifiding’






a conch blown to call others
memories of childhood
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today the memories
of past histories
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CEDRUS FALSUS RENATI

0 processo fotogrdfico contemplou, desde

a sua invencao, a submersao das imagens em
1iquidos: reveladores, fixadores, viradores,
dgua. E num 1iquido que o fantasma invisivel
se materializa em imagem visivel, & num
1iquido que a imagem se fixa no papel.

E & numa meméria Tiquida que a imagem
fotografica revelada e fixada flutua,
parecendo ser capaz de adiar assim a morte
da recordacdo. Meméria Tiquida, capaz de se
moldar a cada tempo que atravessa.

Adiar a morte? Realmente, a fotografia tem
sido desde a sua invencao conotada de muitas
formas a ideia de morte.



Ndo serd portanto de admirar a importdancia
desta conotacdao na Camara Clara de Barthes,
se tivermos em conta que o Tivro é conduzido
por um conjunto de fotografias da sua mae,
que teria falecido h& pouco, e em particular
pela tal fotografia da sua mde ainda crianca
no Jardim de Inverno.

No fundo, o que vejo na fotografia que me
tiram (a intencdo, Ssegundo a qual a olho),
é a Morte (Barthes, 32)

Barthes via a Morte naquela fotografia que
nunca nos mostra.



Had na fotografia esta contradicdo insollvel.
Perante a ilusdo de eternidade que parece
prometer, constitui uma prova da nossa
efemeridade, um testemunho de que aquele
passado existiu, mas que desapareceu.

De cada vez que vemos fotografias do

século XIX ou do principio do século XX
somos fustigados por uma ideia perturbadora:
toda aquela gente que nos olha, anda,
brinca, corre, ri, estd morta, ja ndo existe.
Sobretudo ao olhar os rostos sorridentes e
felizes das criancas..

Num nivel mais metaférico a fotografia, tal

como a morte, & um sequestro de um objecto ou
de uma pessoa deste mundo para outro mundo.

Tal como a morte a fotografia parece ser



imediata e irreversivel, uma descontinuidade
no tempo, um corte no referente, um espectro.
Enquanto o processo fotografico nos parece
ser transformador, mével, Tiquido, a imagem
fotografica parece ser sbélida, eterna e
imutdvel. Pura ilusao..

A ACERT, com quem mantenho uma cumplicidade
de hd muitos anos, convidou-me a participar
no projecto Bosque com Passado, integrado
no Tom de Festa 2007.
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A ideia era simples e curiosa.

A ACERT convidara cada uma das 26 juntas

de freguesia do concelho de Tondela a
seleccionar uma arvore morta da sua
freguesia.

Cada uma das 26 arvores seria atribuida

a um artista plastico, para nela intervir,
construindo assim no jardim da ACERT um
bosque com passado e ao mesmo tempo

um bosque de arvores mortas com um novo
futuro, ainda que efémero como todos os
futuros, um futuro até ao fim do verdo, pois
as arvores do projecto iriam ser mantidas nos
jardins da Associacao até ao fim de Setembro.

Perante aquele convite inesperado, hesitei

apenas durante alguns segundos, porque, como



de costume, bem ou mal, acabei por aceitar
esse desafio. Mas nao tinha ainda nenhuma
ideia de como intervir no projecto com
fotografia.

A fotografia teve sempre, desde que foi
inventada, uma componente muito forte de
registo, de memdéria, e dessa forma esteve
sempre, de alguma forma, ligada a ideia

de morte. O momento registado & sempre um
momento que ja& passou, um momento que j& ndo
existe mais. A fotografia & por isso também

sempre uma mentira.



Mas apesar de cada fotografia permitir
registar uma meméria, ha contudo também na
imagem fotografica uma enorme efemeridade,
inerente a fragilidade do processo.

Uma efemeridade na forma que poderiamos

associar a uma forma de liquidez.

Depois de uma curta reflexdao decidi intervir
no projecto Bosque com Passado montando um
conjunto de tinas cheias de dgua a volta da
minha arvore, onde mergulharia fotografias

a preto e branco de uma arvore da mesma
espécie, recorrendo a uma série de imagens,
com impressdo variavel, desde o branco
completamente subexposto ao negro queimado
sobreexposto. Ligar o ciclo efémero da vida
e da morte ao ciclo efémero do processo



fotogréafico. Registo, meméria, liquidez,
morte, efemeridade.

Informaram-me uns dias depois que me tinha
sido atribuido por sorteio um cedro da
freguesia de Caparrosa. Enviaram-me

a fotografia da arvore morta, de pé,
como é tradicdo nas arvores.

De acordo com o que planeara, teria
portanto de fotografar um cedro.

Decidi entdo aproveitar um fim-de-semana
nas terras do Alendouro para encontrar
um cedro e fotografa-lo.

0 problema que se me colocou de imediato
foi de identificar, com uma certeza



absoluta, um cedro genuino.

Tinha uma ideia do aspecto da arvore, mas
receava, na minha ignorancia de rapaz da
cidade, poder confundi-la com alguma arvore
semelhante. Mas pensei que, com a ajuda das
gentes do campo, conhecedora das arvores,
seria facil, ultrapassar essa dificuldade.
Constatei que afinal ndo era bem assim.
Durante a viagem para Trds-os-Montes,

ja muito perto de Rebordelo, vislumbrei

na beira da estrada, no santudrio de

St? Rita, uma arvore, que toda a gente

que viajava comigo no carro identificou,

com toda a certeza, como um cedro.



Decidi, por isso, ir fotografd-lo no dia
seguinte. E assim fiz. J& depois de o ter
fotografado, perguntei a algumas pessoas

da aldeia que tinham aparecido entretanto,
movidos certamente pela curiosidade, a saber
0 que faria eu por ali, se sabiam que arvore
era aquela. Estranhamente recebi respostas
contraditérias, inclusive de um homem que
afirmou ter sido ele a plantd-Ta. Comecou
surpreendentemente por afirmar que a arvore
era um pinho! Depois de alguma conversa, la
concordou que aquela arvore era de facto o
que as pessoas chamavam de cedro. E tinha
razao. Ou nao tinha. Pois nao era um cedro,
como iremos ver.

Desconfiado, resolvi consultar um amigo que



é engenheiro silvicola. Conclui entdo, para
minha surpresa, que nenhuma das duas darvores
é um cedro. A arvore que me atribuiram é um
Cameciparis do Oregon, de nome cientifico
Chamaecyparis lawsoniana, ainda que muitas
vezes indevidamente chamada de Cedro branco
ou de Cedro do Oregon.

A &rvore que fotografei é afinal um
Cupressus sempervirens, do vulgar género

cipreste, que curiosamente também é muitas
vezes, indevidamente, chamado de cedro.

Soube que existem na realidade 3 espécies
do género Cedrus - Cedrus deodara,
Cedrus atlantica e Cedrus libani -

e que nenhuma das duas &rvores pertencia



a qualquer dessas trés espécies.
Todas estas espécies sdao recentes em
Portugal. Foram introduzidas pelos
servicos florestais na década de 50.
Dai a confusdao, suponho.

Ou seja, descobri que as 3 4arvores:

a arvore morta de Tondela, a arvore que
fotografei em Rebordelo e a arvore das
fotografias, a boiar dentro das tinas
cheias de dgua, sdo todas da espécie
Cedrus Falsus.



A ironia do destino, tornara a fotografia
ainda mais falsa do que ela sempre é.
Photus Falsus Cedri Falsi












CEDRUS FALSUS TONDELAE






CEDRUS FALSUS REBORDELI






CEDRUS FALSUS RENATI
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O publico se envolveu no projeto rachaduras na estrutura da barragem B : : : - . | | I “ERQO R! Ao SE BE 5 iﬁﬂ’
despejando agua potavel por Cim,a do e continuou, durante meses, - e - i . f M/N[ﬁlmo £57lﬁ’ .5- ﬁf%ﬂﬂs r;/c . ‘. L
corpo do performer, amenizando jogando rejeitos na mesma. N o . ‘* 4 B/Op/V[H/ﬂﬂﬁ[ E ﬂ": ! AL M ——
o seu sofrimento embaixo de um sol _ _ ‘ dLI 5 C A M Bl EN T ‘

escaldante, o que €, também, uma O ‘Lama de morte’, refere-se a lama

metafora pela impossibilidade de téxica, que é o rejeito do poder
minimizar o sofrimento dos econdmico, que arranca minérios
que morreram em Mariana. do solo, e os transforma em matéria
minerada, usando, nesse processo,
Foi uma tragédia anunciada, porque agua do proprio rio que ela destrai.

a empresa tinha conhecimento das Ao n&o dar importancia ao
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LAMA DE MORTE

No dia 05 de novembro de 2015, em laba realizaram o ‘site specific’
Mariana, Minas Gerais, Brasil, uma Lama de Morte,
barragem de rejeitos de minérios, no centro da cidade de
rompe-se, causando destruicdo Belo Horizonte, na praga 7,
nos rios e nas matas por onde local onde transitavam
a lama passou. Dezanove vidas milhares de pessoas todos os
humanas foram soterradas por essa dias. Nao sabiamos, ainda,

& ¥ lama toxica. que em 25 de janeiro de 2019,

T; No dia 11 de novembro, ainda em outra barragem de rejeitos de

5-_%\ X 2015, reagindo ao ocorrido, os minérios, esta da Empresa

-
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artistas Eliane Velozo e Severino Vale (Antiga Vale do Rio
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Estado de Imergéncia / State of Immergency
Certo dia, em Margo de 2021, acordei a pensar ser possivel a nossa casa se transformar no nosso préprio timulo: metafora

para quem somos num quotidiano que escorre na espera; sou uma condenada a ser livre; preciso de agir./ Some day, in March
2021 | woke up thinking to be possible one’s home to become our tomb: metaphor for who we are in a daily life that flows in

waiting; | am condemned to be free; | need to act.



