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SENTACAO

3M

Em sua quinta edi¢do, a Mostra 3M
de Arte Digital & uma realidade con-
solidada no cendrio cultural de Sao
Paulo, mas deliciosamente aberta
0o processo continuo de amadure-
cimento e reinvencdo ao incentivar
uma produgdo arfistica que, em
geral, se transforma em ritmo mais
frenéfico por se conectar com a in-
corporagdo das midias digitais nas

diversas dreas do conhecimento.

A Mostra se renova a cada ano
pela sensibilidade dos curo-
dores convidados para o projeto
cultural, que trazem & fona leituras
particulares e diversas do espirito
de nosso fempo, reunindo a boa
arfe contemporénea que procura
experimentar e dialogar com as

novas tecnologias.

No proprio Instituto Tomie Ohtake,
onde ancorou a partir de 2012, a
Mostra 3M j& promoveu o enconfro
da ciéncia de vanguarda e de
garagem no conceito de Tecnofa-

gias e concedeu espaco para a

proposicdo de Ficgdes Radicais.

Em 2014, chegou a hora e a vez
de Paulo Miyada com suas Cangdes
de Amor, que geralmente so frutos
do trabalho solitério do artista, mas
que acabam acolhidas por tantas
pessoas que, muitas vezes, as
tomam para canalizar seu préprio

sentimenfo.

Hd mais de um século, a 3M é uma
das empresas mais inovadoras do
mundo, cultivando valores de liber-
dade, criatividade e colaboracéo,
onde experimentagdes, diversidade
de pensamentos e intensa curi-
osidade sdo prdticas cotidianas.

Em seus relacionamentos com a
sociedade, a 3M busca desenvolver
e apoiar projetos culturais que de-
fendam e carreguem essas mesmas
bandeiras. Por isso, apoiamos proje-
fos que respiram e reflefem inovagdo
como o Prémio Brasil Criativo, os
talks inspiradores da plataforma
Inspira.Mov e a Mostra 3M de Arte
Digital.

Como grande parceira da Mostra de Arte Digital, a 3M

colabora genuinamente para proporcionar debates,

reflexoes e experiéncias de ideias e linguagens,

convidando artistas e pUblico a praticarem novas

formas de pensar e enxergar o mundo para transformar

positivamente nossas relacoes.

Luiz Eduardo Serafim
Head de Marketing Corporativo da 3M do Brasil
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In its fifth edition, 3M Digital Art Show

is a consolidated reality in Séo Paulo
cultural scene, but delightfully open to

the continuous maturing and reinventing
process by encouraging artistic production
that, in general, is transformed in a more
frenetic pace for connecting with the
incorporation of digital media in various

areas of knowledge.

The Show is renewed every year by

the sensitivity of the curators invited to

the cultural project, who bring forward
individual and varied readings of the spirit
of our time, bringing together the good
contemporary art that seeks fo experience

and engage with new technologies.

At Tomie Ohtake Institute, where it has
anchored since 2012, 3M Show has
promoted the meeting of cuttingedge
and garage science under the concept of
Technofagies and allowed space for the

proposition of Radical Fictions.

In 2014, the time has come for Paul
Miyada with his Love Songs, which are
usually the result of the artist’s solitary

work, but that ultimately are embraced by

Q

so many people who, often, take them to

channel their own feelings.

For over a century, 3M has been one of
the world's most innovative companies,
cultivating values of freedom, creativity
and collaboration, where experimenta-
tion, diversity of thoughts and infense
curiosity are daily practices. In their
relationships with society, 3M aims fo
develop and support cultural projects that
support and carry these same principles.
Hence, we support projects that breathe
and reflect innovation such as the Prémio
Brasil Criativo [Creative Brazil Award],
the motivational talks of the Inspira.Mov

platform and 3M Digital Art Show.

As a major partner of 3M Digital Art
Show, 3M genuinely collaborates to pro-
vide debates, reflections and experiences
of ideas and languages, inviting artists
and audiences to practice new ways of
thinking and seeing the world fo positively

transform our relationships.

Luiz Eduardo Serafim

Head of Corporate Marketfing, 3M Brazil



AP RE Pela terceira vez o Insfituto Tomie Ohtake recebe a Mostra 3M de Arte Digital,

evento anual que amadurece e se transforma a cada edi¢do. Dindmica, a mosfra

~
SE NTAcAo provoca novas formas de pensar a presenca do digital na vida contemporénea e
TOMI E na arte. Ao mesmo fempo, mantém acesas as reflexdes sobre o potencial da arfe
de transformar e subverter os usos das tecnologias.
OHTAKE

Neste ano, a parceria entre o Instituto Tomie Ohtake e os responsaveis pela
concepgdo do evento estreita-se com a participagdo do Nicleo de Pesquisa e
Curadoria da casa, coordenado por Paulo Miyada. Com o fema Cangdes de
Amor, a exposicdo concentra-se em um nimero reduzido de artistas, os quais
trazem trabalhos de médio e grande porfe, muitos deles comissionados ou
reorganizados para conviver no espago expositivo. Em cada uma dessas obras é
feito o convite para que o publico pense em como suas relagdes de convivéncia

e afefo adaptam-se quando mediadas por diferentes artefatos tecnolégicos.

As cangdes de amor s@o muito mais anfigas que os meios digitais, mas confinuam
afuais e vivas. Como a arfe, as cangdes conversam com o digital, adaptam-se

e exploram suas novas possibilidades, sem deixar de ter como foco a prépria
linguagem e, claro, a vontade de comunicagdo. Mesmo quando é obrigatério
falar da incomunicabilidade entre as pessoas, a arte pode fazer das falhas da
linguagem um ponto de enconfro, nem que seja para compartilharmos nossa
soliddo com um livro, uma mésica ou uma instalacdo. Por lidar com a sensibi-
lidade desses temas, acreditamos que a exposicdo pode reforcar o aspecto
infegrado da arte em todas as suas linguagens e técnicas, que se combinam na

tarefa de reunir pessoas, senfidos e ideias.

Agradecemos a Elo 3, responsavel pela concepgdo e viabilizagdo deste projeto

I junfo & 3M e ao Ministério da Cultura.
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Love songs are much older that digital media, but are sfill pre-
sent and alive. Llike art, songs talk with digital media, adapt
and exploit their new opportunities, while keeping focus on
language itself and, of course, the on will to communicate.
Even when it is mandatory to speak about the lack of com-
munication among people, art can transform language failures
info a meeting point, even if it is only to share our solitude
with a book, a song or an installation. As we deal with the
sensitivity of these issues, we believe that the exhibition can
reinforce the integrated aspect of art in all its languages and
techniques, which combine in the task of bringing together
We would like to thank Elo 3, responsible for the design and
feasibility of this project along with 3M and the Ministry of

people, senses and ideas.

Tomie Ohtake Institute

Culture.

At the same time, it keeps alive

For the third time, Tomie Ohtake Institute hosts the 3M Digital
Art Show, an annual event that becomes more mature and is
transformed each edition. Dynamic, the exhibition provokes
the reflections on the art potential to transform and subvert the
This year, the parinership between Tomie Ohtake Insfitute and
those responsible for designing the event is narowed by the
participation of the Insfitute’s Research Center and Curator,
the exhibition focuses on a small number of artists, who bring
each of these works the audience is invited to think how their
coexistence and affection relations adapt when mediated by

new ways of perceiving the presence of digital media in
coordinated by Paul Miyada. With the theme Love Songs,
medium- and large sized works, many of which commis-
sioned or rearranged to coexist in the exhibition space. In

different technological artifacts.

conftemporary life and art.
uses of technology.
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Do que s@o feitas as

Cancoes de Amor

Se atentarmos para

as letras de muitas

de nossas musicas

preferidas, encon-

traremos lamentos,

bastante saudade e

uma enorme varie-

dade de promessas

de felicidade caso

a parte desejada

ceda ao clamor da

letra embalada pela

melodia. Em comum,

encontramos tam-

bém a constante

falta de alguém que
se foi ou nao quer

vir, a vontade de se

conectar, estar iUI'II'O.

Y]

E por que fazemos e compartilhamos essas franscriagdes do desejo por outrem
em linguagem musical? Talvez sejam como mensagens na garrafa, langadas ao
mar da cultura para serem escolhidas por outras pessoas quando estas precisar-
em conviver com suas proprias ansias pela presenca e pelo encontro. Afinal, ndo
sabemos quando precisaremos de pequeno ou enorme acalento ao encontrar

palavras & canfadas com uma dor que parecia sé nossa.

Se assim &, como a assimilagdo de novas fecnologias e redes digitais pode
influenciar e remodelar a pulséo que nos leva a fazer e ouvir essas cangdes? Ou
STI que aco, om nossa necessidad nstruir rel@eg@le afeto
forme se atuali ossibilidades técnicQun'cogd construg

de identidade social? Sdo essas problemdticas, entre outras, que a V Mostra 3M

Arte Digital = Cancdes de Amgr se propde a suscifar.

emos o rem uma pcdo ampa, ofseja, como pro]egdAFxCO

em dire¢do ao outro com quem se quer esfar junto. Propomos, entdo, uma

icdo que conta com artisticogi@ardilieflefir co rentes ma@elos
igEmigo-sociais fransformar ‘quem fran ndo os cargif por onde g8F-oa
tal empatia.
~y
o prelidio 0sicdo, N escada recebe qu-odentro
o edificio, ressoa uma vibragdo grave e ritmada. atidas cardiacas de Paulo

Bruscky, gravadas por um estetoscopio digital, so tocadas apds terem sido
embaralhadas aleatéria e infinitamente em um fluxo que age de forma sinestésica
sobre o corpo — fonte vibrdfil de excitagdo e apreensdo. Tal realizagdo encon-
tra precedentes em projefos pensados por Bruscky décadas afras e que, hoje,
fornam-se possiveis pela eficiente miniaturizag&o das tecnologias que o artista
emprega, subvertendo sua fungdo e produzindo uma ponte entre o idedrio de

outros tempos e os futuros que podemos imaginar.

S ?

Llogo adiante, no grande hall do Instituto Tomie Ohtake, a primeira secdo da
exposicdo confa com dispositivos criados por artistas a fim de compreender quem
é o visitante; apreender um pouco da identidade e dos desejos do publico, para
talvez tornar-se mais intima dele. Para tanto, esses artistas emularam sistemas de
mediagdo que véo desde a catalogagdo analégica de dados censitarios — em
Amostra, de Fernando Cocchiarale — até os algoritmos que delineiam perfis
seguindo nossos rasfros digitais — no novo sisfema projetado por Claudio Bueno.
Em comum, as propostas de Cocchiarale e Bueno possuem o compromisso de
rebater o modus operandi do pensamento ideolégico legitimado na época em
foram p as: criam parédias e paréfrases aquilo que usualmente ndo
evela de explicita. Neste caso, ao contrério do que se possa intuir,
o sistema desenhado em 1976 por Cocchiarale em referéncia aos dispositivos

d cimento fécpico objefi dicionério e o censo| acaba se provando

erto a su 5es e co os do que o projefo digital feito por Bueno,
qUe reverbera os sisiemas de venda e personalizagdo online em sua inescapavel

acumulagdo de dados e padrdes de pesquisa e consumo.

JuSesses s'ss ChrisiinAm & ThSAoder, R. Luke DuBois e Lais

Myrrha tentam cativar os visitantes pelo ouvido, valendose de cangoes, melodias
,’dios, tentando seduzi-los a permanecer um pouco mais. DuBois apresenta
uma colegdo de misicas compostas como didrio de um ano — arquivos sonoros
que empregam uma mirfade de softwares, programagdes e colaboragdes para
explorar possibilidades de autoria e criagdo em um campo fransformado pela
vasta capacidade de processamento e armazenamento dos meios digitais. Sun
Kim & Mader, por sua vez, navegam pelas margens do campo musical, ofer
ecendo ao publico uma rédio 24 horas com gravagdes de pessoas trabalhando;
o ruido que ocorre quando alguém esta imerso em processos criativos como
escrifa, desenho e edi¢do de video. J& Myrtha organiza uma rofina que mobiliza
os mediadores da exposicdo como produtores de uma rédio online — uma radio

"de amor”, quer dizer, uma programagéo feita com colaboragdo do publico e

13

Jouly Sp Sso05uUD)

voltada aos afetos, memérias e cli-
chés que fransbordam nas emissoras

populares de hoje e ontem.

Em seguida, a mostra se divide

em trés momentos, trés salas. Na
primeira, enconframos obras que
ndo poderiam ter sido feitas ha 15
anos, anfes da existéncia do Face-
book, do YouTube, do Blogger e até
do Orkut. Sdo gestos arfisticos que
nascem no ambiente digifal online e
da dinémica de compartilhamento
de dados e autoexposicdo pelas
redes socias. De um lado, as obras
de Fabiana Faleiros e Pedro Moreira
performam a solid&o exibicioni-

sta que se forna caracterfstica de
nosso fempo, conforme feclamos,
fotografamos e gravamos do inferior
do nosso quarto para foda a rede.
Faleiros realiza uma nova efapa de
seu projefo dedicado & personagem
Lady Incentivo, cantora e composi-
tora infegrada & cultura do funk e do
mashup e construida entre apresen-
facdes esponténeas e insercdes de
contetdo “faca vocé mesmo” em
canais online; Moreira apresenta

pela primeira vez em um contexio



v mostra 3M de arte digital

exposifivo um recorte dos indmeros selfies que encena diante da webcam, televisivo. S@o canais muito difer-

Alternativamente, é possivel nofar o

refragdes ora provocativas ora narcisistas do hébito de representarse a si mesmo. enfes dos antes mencionados, & quanto essas formas perderam seus

Do outro lado, Natasha Mendonca mostra o projefo CineMoon, um conjunfo de que n&o resultam de um “faca vocé vinculos com os canais de interagdo

videos feitos junto & plataforma online Moon, concebida por Ai Weiwei e Olafur mesmo”, mas dependem da escolha social no tempo presente.

Eliasson, resultantes do intenso vai e vem entre autorias definidas e processos de idolos que, sendo um, prefendem

colaborativos viabilizados pela rede, especialmente no que ela tem de aberta e
disponivel para espécies de inferlocucdes que”eguem e até deze@@S
de milhares de pessoas em um mesmo construto ou ambient .

Na sala seguinte encontram-se obras de Danil

Os espagos de fransicdo entre os lu-
es antes (Mo ocupE
aquitangll CNPABR por Milt
Marques, as quais promovem certa

o o ~y
ind ciagdo e estatutos
A te@liologicos cita ostra — E

sas miquinefas ndo sdo puramente

falar por milhdes. Com a colabo-
o das pr es dos g
ontramo depdsito
empatia colefiva refeitos como ima-
gens| is, por s
espeutosmog 3

lembrangas [nos beijos do cinema

quase u

& Thomas Mader que, embora tenham sido f de nossa
tecnologias desenvolvidas no infervalo entre as décadas de 1960 e 1990: a era
dos cada vez mais populares dispositivos poritgteis de captura de som e imagem
(dos rolos de filme Super8 as pequeninas Hto:ﬁomogné Hi-8, i
da internet]. Os videos feitos por Carvalho a de filmes®uper-8 cas
digitalizados nos lembram do quanto cada novo recurso parecia @ vir com um
repertério préprio: poses, sons e cenas gerodpntersecc;é
tersticas dos equipamentos e os hdbitos e ritudli] das familig
— seus principais consumidores. Sdo reflexos da vontade de guardar memérias
como quem faz dos afefos uma lista de etapa conferir um padraqgale
consumo pré-oteirizado: o casamento, o porTEOdesTinos turisticos, o“ro

do filho. J& a obra sonora de Sun Kim & Mader apresentada nessa sala emprega

cléssico refeitos pe\g gma aberta eletrénicas, digﬁois ou analdgicas,

dos al ideo fazem-g@com fragm de

de Du

ntes itmos dig

s); por apreSemarem seus cnologias mbinad®¥, vi¥hdo

herggpem estranha infimidade (na dar forma a metéforas concisas para

tre as car e depoi e cantol emogoes e estados afetivos. Vale a

sse médi 8 sitores d pena lembrar que, embora fodos

a popula

convivamos em um ambiente social

ado por sigigmos tecnolge-
s lizados, sempre

producdes artisticas resumem-se a

no célebre programa Ensaio, de

incomunicabilidade que a edicdo

: OU mes of@nfatizar

pontos ¢ éncio e

um dos mais simples dispositivos méveis — o gravador de bolso = para produzir eficazde tais produl®®ociais refletir o que hé de mais novo em
uma mensagem cuja forma se faz durante seu‘v'o, uma pe: fautologi cofliina esconder bsentacd contem@@m@neidade. Podem
comunicagdo mediada pela técnica. lacon e emudeciT®™®0s contexto oCcarse no sobrou da meméria

mididticos que enconframos na de um momento passado; esforcar-

Enfim, na Gltima sala, as obras de R. Luke DuBois, Fernando Faro e Tatiana Blass pintura de Blass). Por esses prismas, se para afrasar a obsolescéncia de

nos colocam junfo das narrafivas consagradas pela indistria cultural em sua

pode-se experimentar certa nosfalgia dispositivos antigos; experimentar os

difuséo de massa durante do século XX: respectivamente, o cinema hollywoodi- das formas antes hegemanicas de desejos urgentes; mas fambém as

ano, a cangdo popular brasileira das radios e discos e, mais tarde, o jornalismo

representagdo dos relacionamentos. nosfalgias dos modelos que supera-
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mos ontem e hoje nos faltam.

E assim, divididas entre temporalidades diferentes da técnica e da cultura, as
obras da exposicdo podem ainda ser reunidas ao serem fomadas como maneiras
de dar corpo & vontade de estar junto de alguém cuja auséncia se faz presente.
Se quisermos, poderemos falar que sGo desdobramentos, condensagdes, efeitos
Ns, paré
cS@eas inflexd

registro audiovisual e da produg@o cultural. Mesmo que as obras reunidas ndo

homeng cangoes mor, que se fornaram pos-

no proce ansformagaghea comuni’icéo social, do
sej das exemplares da arte digital siricto sensu — a primeira insfalagdo da
mo uma obrg remontada apés quatro décadas; a Gliima sala apresenta
uma pintura de glndes dimensdes —, elas permitem considerar as relagdes entre

afetos, linguagens e meios, desde a perspectiva do presente.

Resta, , saber Rvm mun&® toM8do pelaMedes 'mﬁs de mfo’

magdo poderd encontrar arfificios para ndo ceder &o somente a uma conectivi-
dade virtual. Ou melhor, j&@ que aprendemos com modelos herdados do passado
que os assunfos do amor esfdo mais proximos dos excessos do que dos equili-

brios, resta saber se a geragdo que hoje cresce fard da profusdo de linguagens

S

e atuais uma alavanca anifestaga seus proprios anseios e desejos

saudade t&o nova mesmo fe to antiga.

MO R~

Paulo Miyada, Carolina De
Angelis, Julia Lima, Olivia
Ardui e Priscyla Gomes
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If we pay attention fo the lyrics of many of our favorite songs, we will find laments, plenty of
longing and a huge variety of promises of happiness if the beloved one yields to the clamor
of the lyrics played to the rthythm of the melody. In common, we also find the constant lack
of someone who has gone away or does not want to come, the desire to connect, to be

together.

And why do we do and share these transcreations of the desire for others in musical lan-
guage? Perhaps they are like messages in a botile, thrown overboard into the sea of culture
to be chosen by other people when they need to live with their own anxieties for the presence
and encounter. After all, we do not know when we will need a small or huge lullaby to find

words already sung with a pain that seemed to be only ours.

Thus, how can the assimilation of new technologies and digital networks influence and
reshape the drive that leads us to do and listen to these songs2 That is, what happens o our
need to build relationships of affection as the technical possibilities of communication and
construction of social identity are updated? These are the issues, among others, that the V

Digital Art Show - Love Songs proposes fo evoke.

We understand love in a broad sense, that is, as an empathic projection toward the other with
whom one wants fo be together. So, we propose an exhibition that features art projects to
reflect how different technical and social models have transformed and carry on transforming

the channels through which such empathy flows.

As a prelude of the exhibition, still on the sfairs that receives those who have just entered the
building, a bass and rhythmic vibration resonates. The heartbeats of Paul Bruscky, recorded
by a digital stethoscope, are played after being randomly and endlessly shuffled in a flow
that acts on the body in a synesthetic way - vibrating source of excitement and apprehension.
This achievement finds precedents in projects designed by Bruscky decades ago and, today,
are made possible by the efficient miniaturization of technologies employed by the arfist,
subverting its function and producing a bridge between ideas of former times and futures we

can imagine.

Ahead, in the great hall of Tomie Ohtake Insfitute, the first section of the exhibition features
devices created by artists in order to understand who the visitor is; grasp a bit of the identity
and desires of the audience, to, perhaps, become more inimate with them. To do so, these
artists have emulated mediation systems ranging from analogical cataloging of census data

— at Amostra, by Fernando Cocchiarale — to the algorithms that delineate profiles following
our fingerprints - the new sysfem designed by Claudio Bueno. In common, the proposals

of Cocchiarale and Bueno have the commitment fo contradict the modus operandi of the
ideological thought legitimated at the time they were thought: They create parodies and
paraphrases to what usually is not explicitly revealed. In this case, contrary to what one might
intuit, the system designed in 1976 by Cocchiarale in reference to devices of objective techni-
cal knowledge (the dictionary and the census) ends up proving more open fo subversions and
counter-uses than the digital project developed by Bueno, which reverberates sales and online
customization systems in their inescapable accumulation of research and consumption data

and standards.

Along with these systems, Christine Sun Kim & Thomas Mader, R. Luke DuBois and Lais Myrrha
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try to captivate visitors by the ear, making
use of songs, melodies and radios, trying
to entice them to stay a litile longer.
DuBois presents a collection of songs
written as a diary of one year - sound files
that employ a myriad of software, pro-
gramming and collaborations to exploit
possibilities of authorship and creation in
a field transformed by the vast processing
and storage capacity of digital media.
Kim Sun & Mader, in turn, sail along the
margins of the musical field, providing
the audience with a 24-hour radio with
recordings of people working; noise that
occurs when one is immersed in creative
processes such as writing, drawing and
video editing. Myrrha, on the other hand,
organizes a routine that mobilizes media-
tog@l the exhibition s producers
e radio sfatiol love” radio,
at is;"& program m in collaborafid
with the audience and geared fo affec-

tions, memories and clichés that abound

or broadcast
B

Then, the show is divided into three

y and in

stages, three rooms. In the first one, we

i orks that co t have bee
ars ago, b e existence
ook, YouTu gger and ev

Orkut. They are artistic gestures bomn
in the digital online_environment and &
Pe dynamic Rshoring an
to exposure thro ial nefworks®

On one hand, the works of Fabiana
Faleiros and Pedro Moreira perform

ecomes
e fype,

photograph and record from our bedroom

\bifionist lon

ristic of our

to the entire network. Faleiros performs

a new phase of her project dedicated

character La niivo, singer
songwrifer inf to the cultu
or funk and mashup and built among

spontaneous presentations and enfries of

“do it yourself” content in online channels;

U

A
A

X

N

M
O
|

Moreira presents, for the first fime in an Finally, in the last room, the works of R. Luke DuBois, Fernando Faro and Tatiana Blass place

exhibition context, a cutout of the numer- us together with narratives acknowledged by the cultural industry in its mass diffusion during
ous selfies he stages before the webcam, the twenfieth century: Respectively, Hollywood cinema, popular Brazilian songs from radios

refractions that are somefimes provocative and records and, later, television journalism. Those are channels very different from the

and sometimes narcissistic of the habit of aforementioned, since they do not result from a “do it yourself”, but depend on the choice of

representing himself. On the other hand, idols who, being one, infend to speak for millions. With the collaboration of the propositions
Natasha Mendonga shows CineMoon of the artists, we reencounter these deposits of collective empathy remade as unusual images,
project, a sef of videos made at the online for they are virtually a ghostly specter of our memories (in the kisses of classical movies
platform Moon, designed by Ai Weiwei remade by the open plot of DuBois's video digital algorithms); for submitting their heroes in
and Olafur Eliasson, resulting from the strange infimacy (in the edifion of tesfimonials of singers and composers of popular music in
intense back and forth between author- the celebrated show Ensaio, by Faro); or even for emphasizing their blind spots, the silence
ships defined and collaborative processes and lack of communication that the effective editing of such social products usually hide (in the
enabled by the network, especially as to laconic and muted representation of media contexts we find in Blass’s painting). From these
what it has open and available for types angles, one can experience some nostalgia for earlier hegemonic forms of representation of
of conversations that manage to involve relationships. Alternatively, it is possible o notice how these forms have lost their links with
up to tens of thousands of people in the social interaction channels in the present.
same construct or virtual environment.

The fransitional spaces between places previously described are occupied by gadgets created
In the m we find

valho and C

by Milton Marques, which promote certain indifference among the technological statutes men-
Danilo ioned in the exhibition - these litle boxes are not purely electronic, digital or analog, but are
Thomas made with fragments of technologies recombined, aiming fo give form to concise metaphors
made, refer to technologies developed for emotions and affective states. It is worth remembering that, although we all coexist in a
in the interval between the 1960s and social environment sfructured by updated technological systems, artistic productions are not

of the increasi 0pU- always limited to reflecting the very latest in their contemporaneity. They can focus on what

is left of the memory of a past time; in striving to delay the obsolescence of older devices;
image (rd experiencing urgent desires; but also the nostalgia for models that we overcome in the past
film to small electromagnetic Hi-8 tapes, and lack in the present.

still before internet). The videos made

by Carvalho from hagemade digitized And, thus gdivided amonggdifferent times of technique and culture, the works in the exhibition
Super-8 movies re how each can still b@athered to n as ways to embody the desire to be with someone whose
new feature seemeliliio with its ow absence i@ipresent. If t to, we can say they are unfolding, condensation, side effects,

repertoire: Poses, scenes and sounds parodies and homages fo love songs, which were made possible by the inflections in the

generated at the infersection een rocess of transformation of social communication, of audiovisual recording and of cultural
the tics of equi the roduction. Even if the works collected are not all examples of stricto sensu digital art - the first
ha als of midd| milies stallation of the exhibition is a work reassembled after four decades; the last room features

- its main consumers. They are reflections a large painting — which allow us o consider the relationships between affections, languages

of the desire to keep memories like those and means, from the perspective of the present.

who make of affections a list of steps to

check a pre-scripted consumption pattern: It remains now fo find out how a world taken by immaterial information networks can find

Marriage, childbirth, tourist desfinations, means fo not surrender only fo a virtual connectivity.  Or rather, since we have learned from

children’s graduation. The sound work of models inherited from the past that matters of love are closer to excesses than to equilibrium,

Kim Sun & Mader displayed in this room the question is whether the generation that grows foday will make from the profusion of lan-

u e of the sim ile devices guages and current means a lever for expression of their own desires and wishes- that longing,

- the PBcket record uce a so new and yet so old....
message whose form is created during its

sending, a small communication tautology

Paulo Miyada, Carolina De Angelis, Julia Lima,

mediated by technique. . . N N
v Olivia Ardui and Priscyla Gomes
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Vivemos um tempo de retomada da cidade como
lugar do encontro, seu designio primeiro. Paradoxal-
mente, os novos suportes digitais e as redes sociais
virtuais t&m colaborado neste processo, que encon-

fra eco nesta mostra de arte: do que sdo feitas as
cancdes de amor? A expografia, assim, a partir do
didlogo com a curadoria e a producdo, tensiona um
silencio ruidoso que coisifica a imaterialidade de al-

gumas das obras apresentadas, ao mesmo tempo em
que acalanta outras. Para tanto, desenhamos uma os-
satura metdlica modulada que encarna planos especi-
ficos as necessidades de cada artista, convidando o

publico a dangar.
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The city is currently turning back to
its original role as a meefing place.
Paradoxically, new digital supports
and social media have reinforced
this process, now echoed in this
art exhibition: what are love songs
made of2 The expography design
results of the dialogue established
with the curators and producers, and
frictions noise and silence as a coun-
terpart of the immateriality of some
of the works presented in the show,
while also sheltering other pieces. A
modular metallic bone structure was
drawn to embody specific planes for
each artist, inviting the exhibition’s

public to dance.
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Paulo

Bruscky

Recife, 1949. Recife, 1949.

Vive e trabalha Lives and works

em Recife in Recife]

Concerto Coracional (Heartily Concert], 2014

sons dos batimentos cardiacos do artista processados por software | tbeat sounds

processed through a programming software)

Programagéo e edigdo de som (Programming and sound editing): Matheus Leston

Waydadance, 1979

proje

(project]

Eletropoema (Electropoem), 1989

colagem sobre envelope [collage on en

Ruidos Adventicios [Adventitious Noises), 1987

~ado em jornal (newspaper classified ad)

Iniciada nos anos 1960, a exfensa produgdo de Paulo Bruscky perpassa arte con-
ceitual, arte xerox, arfe correio e performonce, assim como exploro vias inusitadas
como anuncios de jornal, ceriménias fonebres e procedimentos médicos. O con-
junto dos frabalhos de Bruscky consfantemente foge a ideia de obra artistica, ele
afirma ter permanecido em um emprego burocrético por toda a vida para manter-
se autdnomo frente ao mercado da arte. Seu afelié abriga até mesmo um arquivo
com milhares de projetos rascunhados répida e improvisadamente, e muito desse
material nunca saiu do papel, pelos mais variados motivos — sobretudo por impos-
sibilidades fecnolégicas. Desafiando o estatuto de méquinas e equipamentos
como o fax e o xerox, Bruscky promoveu a utilizagdo de novos meios na arte,

consfantemente subvertendo a funcionalidade original dessas tecnologias.
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Alguns desses projetos “quase-
impossiveis”, como a maquina

de fazer auroras boreais, aliados

a obras realizadas com recursos
tecnolégicos como o eletroence-
falograma, inspiraram o trabalho
inédito criado para a exposicdo.
Em Concerto Senfimental, Bruscky
ird captar diariamente, com um
esfetoscopio digital, as batidas de
seu coracdo. O equipamento con-
segue gravar fodas as frequéncias
de batimentos, sons bastante graves
que serdo sucessivamente combina-
dos, processados e editados por um
computador, resultando em ritmos

e, ocasionalmente, melodias. Essa
espécie de marcha cardiaca de Br
uscky, composta ao longo de meses,
permifirad ao publico perceber os
diferentes compassos, infensidades
e timbres de um coracdo ouvido

em repouso ou apds esforco fisico,
perto de alguém querido ou durante
uma discussdo, apds um dia cansa-
fivo ou antes de uma ocasido muito

esperada.

pendente

english

Imagem da documentacdo

Inifiated in 1960, the extensive production
of Paulo Bruscky permeates conceptual
art, photocopying, mail art and perfor-
mance, and also explores unusual ways
such as newspaper ads, funerals and
medical procedures. The set of works of
Bruscky constantly escapes the idea of ar-
tistic work, he claims to have had a desk
job his whole life to remain autonomous
in the art market. Her atelier even has a
file with thousands of designs sketched
quickly and offhand, and much of it has
never left the drawing board, for the most
varied reasons - mainly due to technologi-
cal impossibilities. Challenging the status
of machines and equipment such as fax
and photocopier, Bruscky promoted the
use of new media in art, constantly sub-
verfing the original functionality of these

technologies.
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Some of these "nearimpossible” projects,
such as the aurora borealis making
machine, allied to works accomplished
with technological resources such as

the electroencephalogram, inspired the
firsttime work created for the exhibition.

In Concerto Sentimental (Sentimental
Concert), Bruscky will capture daily, with
a digital stethoscope, the beating of his
heart. The machine can record all fre-
quencies of beats, pretty bass sounds that
will be successively combined, processed
and edited on a computer, resulting in
rhythms and, occasionally, in tunes. This
kind of heart march by Bruscky, composed
over months, allows the audience to
understand the different rhythms, infensities
and timbres of a heart heard at rest or af-
ter physical exertion, close to a loved one
or during an argument, after a tiring day

or before a much anticipated occasion.

pendente
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Fernando

Cocchiarale

Amostra (Sample), 1976,/2014
Rio de Janeiro, 1951.

Vive e trabalha no

1145

[l L I g
fichas com verbetes de dicionario,

quadro e umna (1145 cards with

s, board and ballot box)

dictionary en

Rio de Janeiro
dimensées variadas (dimensions variable)

[Rio de Janeiro, 1951.
Lives and works in

Rio de Janeiro)

Curador, critico de arfe e professor universitério, Fernando Cocchiarale dedica-
se a pesquisar a histéria da arfe brasileira, tema que desdobra em publicacées
como Abstracionismo Geométrico e Informal, nas aulas e palestras que ministra,
além de curadorias como O Moderno e o Contemporaneo [MAMR], 1981) ou
Filmes de Artista (Oi Futuro, 2007). Ingressou nas artes visuais como arfista, no
final da década de 1970. Participou de exposicdes como Prospectiva 74 [1974)
e Poéticas Visuais (1977), ambas com sua produgdo audiovisual, sendo um dos
primeiros artistas do contexio brasileiro a explorar essa linguagem. Foi no Museu
de Arte Modema do Rio de Janeiro [MAMRJ), mais especificamente na Area Ex-
perimental da insfituicdo, criada para compartilhar e dar visibilidade & produgéo
jovem do perfodo com exposicées individuais, que Cocchiarale realizou uma de

suas Ultimas obras.

Amostra (1976] era uma instalagdo que pretendia analisar o piblico frequentador
do museu a partir de um levantamento das definicdes de profissGes presentes no
Diciondrio Escolar da Lingua Portuguesa = MEC. O artista criou um longo display
com fotocépias dos diversos verbetes disposfos em um grid sobre um painel. Junto
dele estavam uma urna e o diciondrio de onde haviam saido os vocabulos. O

publico, entdo, poderia refirar e depositar na urna algumas dessas fichas, que

Amostra (Sample), 1976

. 11D, |
Arquivo pessoal (Personal Arcl
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seriam entdo aferidas co final de
cada dia. Além de um estudo sobre
seu publico, a obra suscitou uma
comogdo politica por parte dos visi-
tantes, que rasgaram e queimaram
com cigarro palavras como “militar”

e "terrorista”. Mantendo-se fiel ao

formato e usando as definicées origi-

nais, Amostra é remontada nesta
exposicdo, quase 40 anos depois,
a fim de continuar identificando seu
inferlocutor, criando uma espécie de

recenseamento de fodo o publico.

Curator, art critic and university professor,
Fernando Cocchiarale dedicates to
research the history of Brazilian art, a
theme that unfolds in publications such as
Abstracionismo Geométrico e Informal
(Geometric and Informal Abstraction), in
the classes and lectures he delivers, as
well as curation works such as O Mod-
emo e o Contemporéneo (The Modermn
and the Contemporary) (MAMR], 1981)
or Filmes de Artista (Artist Movies) (Oi
Futuro, 2007). He started in visual arts as
an artist in the late 1970s. Participated

in exhibitions such as Prospectiva 74 (Pro-
spective 74) [1974) and Poéticas Visuais
(Visual Poetics) (1977), both with his
audiovisual production, being one of the
first artists in Brazilian context to explore
that language. It was af the Museum of
Modern Art of Rio de Janeiro (MAMR)),
more specifically in the Experimental Area
of the institution, created to share and
give visibility fo young production at the
time, with solo exhibitions, that Cocchiar-

ale made one of his last works.

Amostra (Sample) (1976) was an installa-
tion that aimed to analyze the audience
visiting the museum based on a survey of
the definitions of professions present in the
Dicionério Escolar da Llingua Portuguesa
— MEC (School Dictionary of Portuguese
Llanguage). The arfist created a display
along with photocopies of several words
arranged in a grid on a panel. Close

fo it were a box and the dictionary from
which the words had been taken. The,

the audience could withdraw and deposit

Amostra (Sample),

1976

in the box some of these cards, which
would then be checked at the end of
each day. In addition to a study about

his audience, the work raised a political

gsibus

upheaval by part of visitors, who tore and
burnt with cigarette words such as “mili-
tary” and "ferrorist”. Remaining frue fo
the format and using the original seftings,
Amostra is reassembled in this exhibition,
nearly 40 years later, in order to continue
identifying his inferlocutor, creating a kind

of census of the entire audience.

Amostra (Sample), 1976

Arquivo pessoal (Personal Ar
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Dear reader,

I hope this letter finds you well — this is a formal
way of greefing you and showing you some
appreciation, even though we do not know

each other. It is a translation of the friendly
tone | would like to express o, perhaps, eam
some good will from you, dear reader. As
any message, this greefing not only
such fone, it also produces it while |
place. Let us say that this speech weq
intention while such intention is narrg
had not even redlized | would like fc
friendly until that desire was put info

Communicating, roughly speaking, is f

and building intentions, dealing with I

open repertoire. Translating, or even {

transcreating.

Transcreation is a neologism used by
concrete poets that refers to the inven
authorial aspect of the translation prd
its partiality and incompleteness dug
differences between languages and
What | wanted was to make my infere]
welfare tangible, while putting on pd
first symbols that would build this rela
between writer and reader.

Ifs @ bit like what Paulo Bruscky's C:
Coracional (Heartily Concert) does, a
that tums passersby that enter Tomie
Institute into the exhibition’s audienc
space is filled with the artist’s amplified
heartbeats, which causes the building’
walls and our flesh and bone bodies
and fremble. The sound's vibrations th
hallway turn the lawyers on their wa
elevators that lead to the offices upsig
the audience of an artistic project. Ths
stethoscope, which among other thing
it possible for a doctor fo hear the inng
of a patient from miles away, was us
as a translation device for the artisf's g
reach others and invade them. | hope
reaches you.

How are you?, so many missives wol
means of infroduction. Since lefters car
fo immediate replies, this is a subtle

right from the start, for an answer —
may or may nof reflect a sincere inig
an exhibition, a similar quesfion could
be who are you? In an environment
dedicated fo delivering the artists' ach
fo a wide and more or less universal |
“audience”, trying to know who is on
side is somewhat counterintuitive, a
concern which is somefimes simulatd
patronizing manner. In Fernando Cocd
Amostra (Sample), the original intere
constitufion of MAMRJ's audience in
while echoing a real insfitutional concs
clearly arbitrary and incomplets

The regular and orderly arrangemd
dictionary enfries indicating the mos
professions is a dry, impersonal and g
resource for mapping the visitor's ident
once more I'm talking about you, dea
It is a classification and statistical prof
built in a rather posifivist and rationalisf
that works as a system. It is therefore
simple feature. It is also something ve
to circumvent and subvert — since hd
far as art is concerned, there are no
mechanisms that can verify your pg
choices. One can ignore the device o
a game or manifest.




And precisely because it is an analogical
system, although it contains in itself the
database principle now popular in digital
devices, it is still very sensifive fo spontaneity.
This was “corrected” in Claudio Bueno's
proposition, which responds to Cocchiaralle’s
work with another audience cataloguing
system, now digital and able fo react to each
visitor who agrees to provide their ddf
unusual form — a standardized email
nevertheless adapted to appear uniqus
participant. It seems more aftentive an
but it is also a more pemicious, sedud
opaque device in its operafion — ver
to manipulate. It is like that new type
that reaches our email, calls us by nal
uses information we had no idea
shared fo suggest the purchase of a pré
didn't even know existed. It ends with
promise of autonomy: If you no longe

receive oUr messages. .

Speaking of endings, the most baffling
I have ever received in professional
was “um cheiro” (a sniff, a warm ki
someone who | had never seen. Eve
hugs and kisses fravel freely between
who do not know each other, someon:
you seems fo be oo infimate fo fravel
away. In English, some messages e
love, something that seems too diffic
converted into binary codes fo circle
fiber optics. That's why anyone who
send wireless cheiros and love deser
respect, as much as the people who
the invitation fo doodle on the surfacg
moon, in a collaborative online platfo
have to be a bit unprefentious to ocg
digital simulacrum of a terrestrial satel
signals, drawings and messages th
somewhat similar fo juvenile graffifi i
restrooms. Ve have to be able fo lend
the “make believe” to the virtual world|
to be mesmerized with the consfruct
by Ai Weiwei and Olafur Eliasson’s
work Moon = so that if you are able|
this device, you may as well be carrig
by the fantasy exercise and start tell
stories with different frameworks, argu
scenarios. That's what Natasha Mend
in the series of videos she produced
at the fictitious Moon turned real thro
parficipation of hundreds of thousands

See you soon, kind regards, fondly yo
you, a hug, kisses and even with nothi
all are valid greefings to reiterate cons
for the reader and to make it cler f
message sent was duly completed. Th
Agnaldo Farias constantly reiterates thq
no means, should surrender fo the te
of saying goodbye with a petulant |
forward to hearing from you, which d
answers from the other party by blac
them with the depressing image of sq
who dwells in a land of anxiety. VW4
write and expect a reaction, but there|
difference between this and writing to
other party info an obligation. The
which everyone is constantly awaiting
be a grayish place, dulled by cold bur
demands; a limbo in which the m
refers rather to incommunicability tha
imminence of encounters. A space,
like the one depicted in Tatiana Blasg
called Entrevista (Interview).

Thank you,
U cheiro,

Paulo Miyada




Artista e pesquisador, Claudio
Bueno recorrentemente faz uso de
tecnologias digitais como a infernet
e sistemas de geolocalizag¢do, para
problematizar a relag@o entre corpo,
espaco e informagdo. Sempre
pautado por aspectos imateriais e
invisiveis, o artista cria situacdes que
complexificam esses campos, seja
explorando os movimentos fisicos de
um grupo de pessoas frente a um
aplicativo de celular, seja tratando
dos modos atuais de superexposicdo
online, ou ainda produzindo ex-
periéncias sonoras que possam ser
ouvidas em locais especificos das

cidades.

Em seu Sistema Gerador de
Performances Profissionais (SGPP),
sdo formuladas pequenas agdes
baseadas no perfil profissional
dos visitantes da exposicéo. Essas

agdes sdo enviadas por email a

SGPF, 2014

na Gerador de Performances

SGPP (Sist

ofessional Performances

m), 2014

Profission

Generating Sy

Séo POUlO, ] Q8 3 . infernet, baias de esc

computadores (internet,

Vive e trabalha em

and comput

Sa&o Paulo

dimensées variadas

(Séo Paulo, 1983.

He lives and works in

Séo Paulo) Alex Kofi e (and) André Moura

Claudio
Bueno

partir de classificagdes e enquadramentos processados em um banco de dados.
Em didlogo com a obra Amostra (1976), de Fernando Cocchiarale, o frabalho
convida o publivo a responder questdes como “O que vocé faz2" e "Vocé é o
que vocé faz?", entre outras. Desta forma, tenderd a suscitar dovidas em torno
das nogdes de “ser” e de “fazer”, de “identidade” e de "atuagdo profissional”;
ou ainda, entre a excessiva classificagdo de dados pessoais dos sistemas digitais

atuais e seus possiveis erros.

32

english

pendente

Artist and researcher, Claudio Bueno
makes repeated use of digital tech-
nologies like the Internet and geolocation
systems, to problematize the relationship
between body, space and information.
Always guided by immaterial and invis-
ible aspects, the artist creates situations
that complicate these fields, either by
exploring the physical movements of a
group of people outside a mobile app
or by dealing with the current modes of
online overexposure, or even by produc-
ing sound experiences that may be heard

in specific locations in the cities.

In his Sistema Gerador de Performances
Profissionais (SGPP) [Professional Perfor-

mances System Generator], small actions
are formulated based on the professional
profile of the exhibit visitors. These ac-

tions are sent by email from rafings and

frameworks processed in a dafabase. In a pendente

dialogue with the work Amostra (1976,
by Fernando Cocchiarale, the work invites
the audience fo respond to questions like
“What do you do?" and “Are you what
you do?”, among others. Thus, it tends

to raise questions around the notions of

"being” and “doing”, of “identity” and

7 XXX

“professional performance”; or even be- 0DIA XOOOOXXNXXXXXXXXX
tween excessive classification of personal
data of current digital systems and their

possible errors.

SGPP, 2014

Cortesia do artista (Courtesy of the artist)
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Spotied Cangées de Amor

While visiting the Love songs exhibition at
Tomie Ohtake Institute, yesterday around 5 pm,
I saw you, as if you had just left the office, with

a deep look, but that seemed fo gaze across

the infinite. Sitting in a niche of the modular
structure that occupies the hall, listeni
song that was written exactly one yed
fried to understand what caused this ¢
that filled your eyes. Although | did n
to that song at first, af that moment it s4
reverberate in my disorientation and d
before the mystery and beauty of yo

You got up and | followed you with
until you disappeared, with your red
behind a panel in a first room. | m

another niche, | sat at the same place
been sitting a few minutes before ang
headset on. Noises of footsteps ang
sounds. Nothing was clear, everythi
suggested in that collection of sounds

in a moment of creative work. The e
of your eyes made sense when liste

this everyday frack: as if they were Id
stream of sound stimuli.

After allowing myself o be absorbed
mosaic of incomplete stories, | procee]
room, where several fube televisions
video clips of a singer | had already
one of the Voodoohop parties, changi
and fliting with the camera while sing
durmo comigo” (I sleep with mysel].
words echoed in my head, and even
fo gain more relevance considering thd
of seffies of a young boy in the pang

front of it.

As | identified myself with these h
manifestations of narcissism and long
for a moment | forgot | was looking fq
quickly headed fo the second room,

| came across a vintage video in
different images rapidly replaced oné}
in a logical narrafive full of nostalgid
intrigued, but wanted fo find you, sg

to the back of the exhibition space
curtain separated it from a small envi
| entered the dark room, where one
hear sfrange noises, similar to noise;
engine, as if in a closed package, fra
from one place to another. My eyes d
grew accustomed to the darkness an
a slender silhouette beside me. It wd
| could not breathe. | shuddered. D)
talk to me2 No. It was another one ¢

indistinguishable noises.

This time, | left first and went to the n
waiting for you to show up. Altho
long video was being shown, consi
a succession of iconic movie kisses,
machine in a comer caught my aften
| approached it fo get a closer look:
projected the shadow of a hand that
vain, 1o insert a thread through a need
The Love was the name of the book|
presence next to me, | looked at you
stared back, this ime with a vivid and
gaze. My heart raced.

Unfortunately, at that precise mome
cellphone rang, you left the room an
refurned. How can | find you agg




Belo Horizonte,

MG, 1974.
Vive e trabalha em Lais

Séo Paulo

Lais Myrrha constantemente recorre
a procedimentos de pesquisa e
praficas de projeto em suas obras,
explorando temdticas acerca da
teoria e crifica da imagem e da
memaria e represenfagdo. A pas-
sagem do fempo e seus efeifos no
espago construido, suas ruinas e
degradagdo, nortearam trabal-

hos como Breve cronografia dos
desmanches (2014), publicagdo em
que frata da especulagdo imobiliéria
e do descaso responsdveis pelo
desmantelamento fisico e simbdlico

das cidades.

Myrrha

(Belo Horizonte,
MG, 1974.
Lives and works in

Sao Paulo)

Eu ndo existo sem vocé (| don't exist

without you), 2014

estacdo de radio online (online radio

mediadores da V Mostra 3M de Arte

Digital

Edicéo de som (Sound editing): Matheus

Leston

Vinhetas (Vignettes): Matheus Leston e

Felipe Tendrio

Para a exposicdo, a artista apresenta uma proposta colaborativa que envolve

os mediadores e o publico. Trafase da radio proviséria Eu ndo existo sem vocs,
que reflefe a importéncia do radio no cofidiano e na formagéo musical brasileira:
historicamente mais expressivas que a prépria industria fonogrdéfica, indmeras
emissoras nacionais estabeleceram modelos de programas que ndo se tornaram

obsoletos em décadas, mesmo na atual era do MP3.

Nos moldes de programas como A Hora da Saudade, com misicas que narram
histérias e fatos marcantes do passado, Eu ndo existo sem vocé transmite trés pro-
gramas didrios. Em Dedique uma cangdo a quem vocé ama cangdes escolhidas
por ouvinfes sdo reproduzidas e dedicadas a alguém. Conta para mim fraz a
leitura de uma carta enviada por um ouvinte narrando como uma cangdo fornou-
se represenfativa de sua histéria de amor. Por Ulimo, em Sess@o descontrole, con-
vidados sdo chamados para falar sobre misicas que provocam emogaes dificil
de confer, mesmo quando por razdes éticas e/ou estéficas se sinfam inibidos em

assumir publicamente esse sentimento desarrazoado.
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english

Lais Myrtha constantly resorts to research
procedures and design practices in her
work, exploring themes about the theory
and review of image and memory and
representation. The passage of fime and
its effects on the space built, its ruins and
degradation, guided works such as Breve
cronografia dos desmanches (Brief time-
line of dismantlement) (2014), publication
that addresses real estate speculation and
disregard responsible for the physical and

symbolic dismantling of cities.

For the exhibition, the artist presents a
collaborative proposal involving mediators
and the audience. It is the temporary ra-
dio Eu ndo existo sem vocé (I do not exist
without you), which reflects the importance
of radio in everyday life and in Brazilian
musical background: Historically, most
expressive than the phonographic industry
itself, numerous national broadcasters
established program models that have not
become obsolete in decades, even in the

current era of the MP3.

Along the lines of shows such as A Hora
da Saudade (The Hour of Longing), with
songs that tell stories and remarkable
facts of the past, Eu ndo existo sem vocé
you broadcasts three daily programs. In
Dedigue uma cangdo a quem vocé ama
(Dedicate a song to the one you love|
songs chosen by listeners are played and
dedicated to someone. Conta para mim
(Tell me) brings the reading of a letter sent
by a listener narrating how a song has
become representative of his/her love
story. Finally, in Sessdo descontrole (De-
control session), guests are invited to talk
about songs that provoke emotions difficult
to control, even when for ethical and/

or aesthetic reasons they feel inhibited to
publicly acknowledge this unreasonable

feeling.
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Fabiana

Faleiros

Lady Incentivo em Masturbar e Tigresa
(Lady Incentivo in Masturbate and
Tigress), 2014

video instalacdo (video installation)

7" e (and] 2'55"

Concepgao [original concept): Fabiana

Faleiros

Masturbar (Masturbate):

Uma fradugdo de Donna Sommer (I Feel
love) para o portugués (A porfuguese
version of Donna Sommer’s | Feel love)
realizagéo: Lady Incentivo (a Lady
Incentivo production)

produgdo (production): Larissa Alves
camera (camera): Chris Bernardes e
Lluciana Nunes

maquiagem [make-up): Luisa Azevedo
figurino (costume design): Acervo Cia. de
Teatro Pessoal do Faroeste

edicdo [editing): luciana Nunes
finalizagdo (final editing): Luciana Nunes
produgdo musical (musical producers):
Serge Erege e Fabiana Faleiros
agradecimentos (thanks to): Elaine

Borfolanza e Max Jorge
Tigresa (Tigress):

Versdo de Tigresa (Caetano Veloso) em

primeira pessoa (Version of Caetano
VA -

Veloso's Tigress in first person)

Realizagdo: Lady Incentivo (a Llady

[Pelotas, RS, 1980.

Lives and works in

Pelotas, RS, 1980.  sao Paulo)

Vive e trabalha em

Séo Paulo

Incentivo production)

produgéo (production): Larissa Alves
diregGo de fotografia (photographic
directors): Ayume Oliveira e Larissa Alves
cémera (camera): Ayume Oliveira e
Natdlia Caseu

maquiagem (make-up): Luisa Azevedo

figurino (costume design): Acervo Cia. de
Teatro Pessoal do Faroeste

edi¢do (editing): Fabiana Faleiros e
Larissa Alves

finalizagao (final editing): Luciana Nunes
produgdo musical (musical production)
MCRI

gravagdo de voz e masterizagdo (voice
recording and mastering): Angelo Malka
(Audio3db)

agradecimentos (thanks to): Elaine

Bortolanza, Funk na Caixa e Max Jorge

Performance

|

fitulo: Eu durmo comigo Il (I sleep witt

myself 1)

Poema de Angélica Freitas (musicado
por Fabiana Faleiros) na base de “New
Error” de Moderat (poem by Angélica
Freitas, set to music by Fabiana Faleiros,
in basis of Moderat's “New Error”)
performer: luisa Azevedo

gravagdo de videoclipe ao vivo (live
videoclip recording)

duraggo: 611

A produgdo de Fabiana Faleiros abarca tanto exercicios literdrios quanto per-

formances e composicdes musicais. Como escritora, publica pequenos ensaios

infimistas e subjefivos como Tudo que escrevi durante um més, de 2010, em

que retne absolutamente fudo que feclou em seu computador nesse periodo. Em

paralelo, a arfista comegou a improvisar apresenfagdes no circuito underground

paulistano. Ecoando o universo psicodélico e descolado desses eventos, as per-

formances da artista consistem em excéntricas inferpretacdes de faixas auforais ou

improvisagdes sobre hifts pop. Em geral opta por ritmos tecnobrega ou funk, esti-

los dos quais também empresfa os formatos e métodos de divulgagdo em sites e
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plataformas da internet como blogs
ou canais de Youtube, suscitando
reflexdes sobre a apropriagdo e o
plagio na indstria musical atual,
além do papel das novas tecnolo-
gias e da infernet na reprodugdo e

disseminagdo da produgdo sonora.

Uma amostra do seu repertério foi

pendente

foto:
XXXXXXXXXXXXXXXXX
obra:
XXXXXXXXXXXXXXXXX

lancada em uma rédio clandestina vinculada & 30° Bienal de Séo Paulo. O
conjunfo de misicas, gravado com poucos recursos e de modo relativamente
precdrio e caseiro, ¢ inferprefado pela personagem funkeira “lady Incentivo”,
que Fabiana Faleiros invenfou para si mesma. Além de uma alusdo irdnica ds
leis de incenfivo a cultura, a afitude irreverente e ousada da personagem fambém
se espelha na postura que funkeiras desenvolveram para ganhar espago em um
universo maijoritariamente machista. Fazendo referéncia a esse feminismo que se
apropria da imagem da mulher como objeto sexual passivo, as performances de
Fabiana Faleiros também séo uma exacerbagdo e afirmagdo do desejo feminino.
Para a mostra, a artista retoma frés dessas cangdes para gravar videoclipes
inéditos, além de produzir um clipe de sua performance durante a abertura da

exposicao.

Foto: XxxOXXXXOOXXXXXX / OBra: XXXOXXXXOXXNNXXXXX

pendente

english

The production of Fabiana Faleiros cov-
ers both literary exercises and musical
performances and compositions. As a
writer, she publishes small intimate and
subjective essays such as Tudo que escrevi
durante um més (Everything | wrofe over

a month), 2010, which brings together
absolutely everything she typed on her
computer that period. In parallel, the
artist began fo improvise performances in
S&o Paulo’s underground circuit. Echoing
the psychedelic and cool universe of
these events, the performances of the
artist consist of eccentfric inferprefations of
copyright tracks or improvisations on pop
hits. In general, she chooses technobrega
[tlechno tacky) or funk thythms, styles from
which she also borrows formats and
methods of dissemination on websites

and Internet platforms such as blogs or
Youtube channels, prompting reflections
on the appropriation and plagiarism in the
current music indusiry, as well as the role
of new technologies and the infernet in the
reproduction and dissemination of sound

production.

A sample of her repertoire was launched
in a clandestine radio linked to the 30th
S&o Paulo Art Biennial. The set of songs,
recorded with few resources and in a
relatively poor and homely way, is played
by funk singer character “Lady Incentivo,”
which Fabiana Faleiros invented for
herself. Besides an ironic allusion to the
laws to encourage culiure, the irreverent
and daring attitude of the character

also mirrors the stance that funk singers
developed to gain space in a largely
male-dominated universe. Referring to
this feminism that appropriates the image
of women as passive sexual object, the
performances of Fabiana Faleiros are also
an exacerbation and affirmation of female
desire. For the exhibition, the artist takes
three of these songs to record unreleased
video clips, as well as producing a clip
of her performance during the exhibifion

opening.
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Pedro

Moreira

Paralelamente & sua produgdo
como estudante universitdrio, Pedro
Moreira concebe e redliza desde
2012 uma série de fotografias

pela webcam para o contexto

da internet. O trabalho comecou
como uma espécie de provocagdo
bem-humorada no Facebook, rede
social em que publica suas ima-
gens: auforretratos montados com
efeitos disponiveis no computador,
acessorios e figurinos improvisados,
fazendo referéncias & sua vida
pessoal, & histéria da arte e a
temdficas infantis, sexuais, religiosas
ou politicas. De inicio veiculadas es-
poradicamente, as fotos comegaram
a receber curtidas e comentdrios.
Produzidas com frequéncia cada
vez maior, as fotos ganharam
complexidade, e o artista passou a
gradualmente expor seu corpo, suas

fragilidades e suas obsessoes.

Diferentemente da maioria dos
usudrios das redes sociais, que
muitas vezes apresenfam como
naturais construcdes artificiosas,
Pedro constréi imagens auténticas
na medida em que explicitam

sua arfificialidade, compostas
como colagens de simbolos e
representagdes metaféricas que
ddo corpo ao seu discurso. Alguns
objetos simbolicos empregados pelo
artista em suas fotoperformances
tornaram-se recorrenfes, como o

boneco inflavel apelidado de Betdo
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Séo Paulo, SP, 1990.

Vive e trabalha em

Séo Paulo

(Séo Paulo, 1990.

Lives and works in

Séo Paulo)

ou a peruca loira que fransforma
Pedro em dezenas de personagens.
Apesar da variedade de temas,
utensilios, cendrios e poses, as
imagens possuem uma composicdo
reiferada: o artista é fotografado da
linha do busto pra cima, olhando
seriamente para a cémera — solugdo
infermedidria entre o narcisismo dos
selfies e a suposta objetividade dos
retratos 3x4. Na exposicdo, um pai-
nel com mais de sessenta fotografias
apresenta as diversas versdes que

Pedro interprefa de si mesmo.

english

Alongside his production as a university student, Pedro Moreira has designed and accom-
plished, since 2012, a number of webcam photographs for the context of the internet. The
work began as a kind of good-natured teasing on Facebook, social network in which he posts
his images:  Selfporiraits arranged with effects available on the computer, improvised acces-
sories and costumes, making references to his personal life, the history of art and children,
sexual, religious or political themes. Initially sporadically posted, the photos started getting
likes and comments. Produced with increasing frequency, the photos have gained complexity,

and the arfist started to gradually expose his body, his weaknesses and his obsessions.

Unlike most users of social networks, who often have artificial constructions as natural, Pedro
builds authentic images while they make their artificiality explicit, composed as collages of
symbols and metaphorical representations that give body to his speech. Some symbolic
objects used by the artist in his photo-performances have become recurring, like the inflatable
doll nicknamed Beto or the blonde wig that turns Pedro into dozens of characters. Despite
the variety of topics, ufensils, seffings and poses, the pictures have a reiterated composition:
the artist is photographed from the bust line up, seriously looking af the camera - intermediate
solution between the narcissism of selfies and the supposed objectivity of 3x4 poriraits . In the

exhibition, a panel with more than sixty photographs shows the various versions that Pedro

interprets of himself.

pendente

lo (Untitled), 2013

tista (Courtesy of the artist)
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Sophie,

Today my grandmother died and | did not cry.
There were no tears and my face expressed no
grief, no sorrow.

Ok, | got emotional in conversations with my
cousins. We remembered our childhood, how
our grandmother put up with us: she gave us

her pots to play house, gave us her
fo play shop and, above dll, she g4
her patience, because five girls runni
screaming in the backyard was not g
thing to deal with. But you know, I liks
that there was no grief on my part bg
am an extremely conscious and undel
person. ‘It was better this way, she
suffering and that suffering is over no
is what everyone says ... even me ...
really was. Instead of mulling over my
and lack of sensitivity, | prefer to beli

am excessively rational.

At the end of the day, | think that the tr
not care much about my own way of
with the pain of loss, but rather, with
after something ends. What | really
to know how to do beautiful things wi
did you come up with the idea of shod
mother in the exact moment when def
calling? Waiching the videos, hearin
until the sound of the breath no longer

this is beautiful. Morbid, but bea

You know that here in Brazil, in 1947
important artist made a series of por
his own mother af the deathbed, ago|
always found it brave, it seems a disfg
as if what was left of that woman nd
had anything of the maternal figure, g

it fo be reproducible. Flévio de Cq
and his Série Trégica, in case you
google it.

Think about it: In order not fo miss the;
of depariure, you left a camera on
if the worst happened, you could rel

understand it. Almost like a mother wl

fo work and prays for her baby not
the first words in her absence. Flavio
to freeze some scenes that have nothi
vigor of life, but that are honest, expd
with pain. Where nothing remains,
“land in sightl”.

At that exhibition | had told you abo
Songs, for example, there is, for me,
of works that | like fo call “why didn't
think of this before2”. An artist could

like work, occupation, records, pe

information and database to create d

that can suggest performances, sho

poetic acfions can be drawn from e
life and sfill question the differences
what one is and what one does: Prof

Performances Generator System. |

if that bureaucratic device would in
something like “you who studies a
curating and likes literature, write a Id
beloved one about this exhibitio]

Another artist, along with her comp
broadcasted recordings of sounds mi
people working on creative project
seems quite simple unfil we find out
creator of this project, seemingly unprd
is deaf. How does one have the intuj
something that you do not know coulg
the curiosity of others, even if they dd
these noises on a daily basisg

Another artist manages to make people stop fo
watch a shadow on the wall that repeatedly
shows the motion of a line failing to enter the

eye of the needle.

In times and situations like these | find some
kind of explanation on “why you arfists exist”.
Unfolding the simplest thing, the most trivial
, or just knowing how to use what is
. Not everything furns info something
| or remains simple though. But when

riggered the production seems very

bry and uncomplicated, that is what

b my inferest, that is when it all starts to
make sense.

do not know what fo do about the
bf my grandmother or my difficulty fo
sentimentalism, but thinking that you
anslate many things | have already
experienced, helps me.

With love and admiration,

Carolina




Mumbai, India, 1978.
Vive e trabalha em

NO\/O YOI’I(, Still de Moon Talk da série CineMoon (still of Moon Talk

from CineMoon serie), 2014

ESTOdOS Uﬂ idOS Cortesia da Artista (Courtesy of the artist]

(Mumbai, India, 1978.
Lives and works in New York,

United States)

CineMoon, 2014

em colaboracéo com Ai Weiwei & Olafur
Eliasson Studio para o projeto online
Moon (in collaboration with Ai Weiwei &
Olafur Eliasson Studio for the Moon online
project]

11 videos HD (11 HD videos)

1777

1. Moon Birth (Nascimento Lunar)- 1'/
Brasil

2. Moon Quest (Busca lunar)- 117"/
Musica & Performance -Suman Sridhar/
India

3. Moon Stone (Pedra Lunar) - 1'20"/
Brasil

4. Moon Sketches (Rascunhos Lunares)
3'33"/ Performance - Sarah Burghauser
e Flint/India&USA

5. Moon Kind (Povo Lunar)- 2'06"/
Alemanha

6. Chasing the Moon Rabbit (Cagando o
Coelho Lunar) - 2" /Tove Eklund Lindskog
& Martin Enoch/Alemanha

7. Moon Walk (Caminhada Lunar) - 1'/
Brasil

8. Juggler (Malabarista) - 042"/ Brasil
9. Names (Nomes) - 0'50"/ Brasil

10. Moon Howl (Uivo Lunar) - 1'56" /
Youtube me’x/Comp[/’agdo de imagens e
som por Natasha Mendonca,/Alemanha
1'1. Moon Talk (Conversa lunar)- 3'53"/
Compﬂa;()o de imagens e som por

Natasha Mendonca,/ Alemanha

Website:
www.natashamendonca.com
https://vimeo.com/user256722 16

http://www.moonmoonmoonmoon.com

Natasha
Mendonca

Natasha Mendonca realiza obras audiovisuais a partir de histérias quotidianas
e pessoais, e levanta questdes familiares, sociais e de género relevantes no
contexto da India contemporénea. Muitas vezes borrando as fronteiras entre
registro documental e subjetividade de memérias individuais e afefivas, os videos
da artista exploram recursos do filme experimental. Seu frabalho aponta possiveis
lacunas na narrativa linear do cinema, como fambém as fissuras que podem
exisfir na coletividade, tanto em fermos de desigualdade econémica e social,

ou ainda questdes de género. Assim, as obras hibridas de Natasha Mendonca
desconstroem relatos lineares mesclando diferentes fipos de imagens e pontos

de vista suscitando uma experiéncia caleidoscépica que abre um vasto leque de

significados e inferprefagdes possiveis.

Para a mostra, a artista apresenta CineMoon, uma série de videos realizados em
colaboragdo com o estudio Olafur Eliasson e baseado no projefo Moon. Essa
plataforma online, idealizada por Eliasson e Ai Weiwei, possibilita a internaufas
do mundo todo inscreverem ou desenharem virtualmente em uma esfera digital,
materializando as possibilidades infinitas que a internet oferece em termos de
conectividade, para além das fronteiras, ideias e valores. Por vezes, a referéncia
& interface do programa ¢ direfa, com capturas de tela do computador, como é
o caso de Moon Kind. Outras vezes, os videos sdo digressdes que se apro-
priam da estética da webcam, como em Moon Talk, no qual diferentes pessoas
reproduzem em linguagem de sinais a letra de uma mUsica romantica cujo refréo
menciona a lua. Em outros casos, a artista recorre a referéncias mais literais ao
astro, seja direfamente por imagens da lua, seja pela sua evocagdo poética por
um jogo de luz e sombra, ou pela alterné@ncia entre focar e desfocar. O conjunto
de micro-narrativas heferogéneas, que abarca fanto videos processuais e enig-
maticos quanto narrativos e afefivos, é representativo da dimensdo experimental

caracteristica do trabalho da artista.
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Still de Moon Kind da série CineMoon (still
of Moon Kind from CineMoon serie), 2014

Cortesia da Artista (Courtesy of the artist]

Still de Moon Howl da série CineMoon (still of Moon Howl from

CineMoon serie), 2014

Cortesia da Artista (Courtesy of the artist]
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Lais Myrrha constantly resorts o research
procedures and design practices in her
work, exploring themes about the theory
and review of image and memory and
representation. The passage of fime and
its effects on the space built, its ruins and
degradation, guided works such as Breve
cronografia dos desmanches (Brief time-
line of dismanflement) (2014), publication
that addresses real estate speculation and
disregard responsible for the physical and

symbolic dismantling of cities.

For the exhibition, the artist presents a
collaborative proposal involving mediators
and the audience. It is the temporary ra-
dio Eu ndo existo sem vocé (I do not exist
without you, which reflects the importance
of radio in everyday life and in Brazilian
musical background:  Historically, most
expressive than the phonographic industry
itself, numerous national broadcasters
established program models that have not
become obsolete in decades, even in the

current era of the MP3.

Along the lines of shows such as A Hora
da Saudade (The Hour of Longing), with
songs that tell stories and remarkable
facts of the past, Eu ndo existo sem vocé
you broadcasts three daily programs. In
Dedique uma cangéo a quem vocé ama
[Dedicate a song fo the one you love)
songs chosen by listeners are played and
dedicated to someone. Conta para mim
(Tell me) brings the reading of a letter sent
by a listener narrating how a song has
become representative of his/her love
story. Finally, in Sessdo descontrole (De-
control session), guests are invited to talk
about songs that provoke emotions difficult
to control, even when for ethical and/

or aesthetic reasons they feel inhibited to
publicly acknowledge this unreasonable

fee|ing.
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Danilo

Carvalho

Supermemdrias, 2010

projecdo digital, captagéo original:
35mm, cor (digital projection, original
capture: 35mm, color)

20'29"

Direcdo (director): Danilo Carvalho

Produgéo (producer): Camila Battistetti

Pesquisa e Roteiro [research and

screenplay): Danilo Carvalho
Montagem (film editing): Frederico
Benevides, Danilo Carvalho

Edicéo de Som (sound editing): Danilo
Carvalho

Trilha Sonora (soundfrack): Fernando
Catatau, Firmino Holanda, Yuiko Goto,

Danilo Carvalho

Sobre tempo perdido (Regarding lost
time), 2014

video HD, captagdo original: 35mm,
cor (HD video, original capture: 35mm,

color)

A conjugagdo entre misica e cinema
permeia a produgdo de Danilo Car-
valho. Da sua formacdo académica
como musico & sua especializagdo
em desenho sonoro e frilhas para
filmes, o artista integrou bandas e
colaborou em produgdes colefivas
de audiovisual. Cidaddo Instigado,
grupo musical formado em 1994
que mescla rock com influéncias
nordestinas, & um dos exemplos des-
sas experiéncias, além do coletivo
Alumbramento — plataforma de
colaboradores de diversos campos

arfisticos para produgdo audiovisual.

Em 2008 iniciou seu primeiro
trabalho como direfor, o projefo
Supermemérias, concluido 2 anos

depois. Em uma chamada poblica

Still de Supermemérias
(still of Supermemdrias), 2010

Fortaleza, CE, 1972.
Vive e trabalha em
Parnafba, Pl

[Fortaleza, CE, 1972.
Lives and works in
Parnaiba, Pl)

por meio de jomnais, infernet e canais de felevisdo de Fortaleza, Carvalho ofereceu
aos moradores da cidade a digitalizagdo gratuita de seus acervos pessoais de
filmes Super8, em troca da cessdo dos arquivos digitalizados para a edicdo de um

novo filme de sua autoria.

Uma série de imagens de arquivo com registros caseiros, como festas de familio,
viagens e passeios, comp3e o curiarmetragem final. Tomadas breves feitas de modo
prosaico se assemelham a velhos élbuns de familia, ndo s6 pela especificidade do
formato de captagdo como pelo contexto do registro. A imagem granulada, leve-
mente lavada e com pouca nifidez, tipica do Super8, néo s6 confere certa nostalgia
aos registros, como remete a um formato que, por sua mobilidade e baixo custo, foi

recorrente nos filmes experimentais produzidos nas décadas de 1970 e 1980.

As escolhas feitas durante o processo de edigdo e montagem do curta-metragem
— especialmente aquelas sobre o instante dos cortes — suscitou Sobre tempo per-
dido (2014, obra realizada especificamente para esta exposicdo. Em analogia
a feitura do cinema, o arfista questiona os modos como editamos os fafos e elen-
camos o que perdura e o que se perde na memdria. A relagdo entre memaria

e cinema se dd ndo somente pelo cardter documental dos episédios familiares,
mas também pelo fato de suscitarem processos de reminiscéncia, reinvengdo e

esquecimento.
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The combination between music and
cinema permeates the production of
Danilo Carvalho. From his academic
training as a musician fo his expertise in
sound design and music for film, the arfist
has joined bands and collaborated in col-
lective audiovisual productions. Cidadéo
Instigado, musical group formed in 1994
that mixes rock with Brazilian Northeast-
em influences, is one of the examples of
these experiences, besides the collective
Alumbramento - platform for collaborators
from different artistic fields to audiovisual

production.

In 2008 he started his first job as director,
with Supermemérias project, completed
two years later. In a public nofice through
newspapers, infernet and television
channels in Fortaleza, Carvalho offered
fo city residents a free digitalization of his
personal collections of Super8 films, in
exchange for the transfer of digital files for

editing a new movie of his authorship.

A number of images from files with home
recording, such as family parties, trips

and tours, make up the final short movie.

Brief takes made in a prosaically way
resemble old family albums, not only
because of the specificity of the capture

format but also because of the context of

gsibus

the recording. The |ighﬂy washed grainy
image with litfle shorpness, I\/pico\ of
Super8, not only gives a certain nosfalgia
to recordings, but also refers to a format
that, due o its mobility and low cost,

was recurrent in experimental movies

produced in the 70s and 80s.

The choices made during the short

film editing and assembling process -
especially those on the moment of the
cuts - raised XXXXX (2014), work done
specifically for this exhibition. In an
analogy fo the making of the film, the
artist questions the ways in which we edit
the facts and we list what endures and
what is lost in memory. The relationship
between memory and the movies is given
not only by the documentary character of
family episodes, but also by the fact they
raise reminiscence processes, reinvention

and oblivion.

till de Supermemérias
Il of Supermemérias), 2010

I dC Supcrmcmé/'ﬁ’as

(still of Supermemérias), 2010
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Busy Day (Dia Atarefado), 2014

;o
peca sonora (sound piece)

24 faixas de 60" (24 tracks of 60’

[ | [ [ L \/ SP) o, A .
Busy Day foi originalmente concebido para radio francesa VWebSyn Radio. (Busy day was

originally conceived for the 1 WebSyn Radio)

Constam no recorfe para a mostra Cangdes de Amor respectivamente uma hora de frabalho

de (In this piece there is one | |

tk by): Shoham Arad, Designer,

Direfor

r of recorded w«

(designer/director); Alison O’Daniel, Artista (artist]; Taylor Davis, Artista (artist]; Alexandro

Segade, Artista (artist]; Jordan Robin, Artista (artist]; William Tucci, Mdsico (musician); Hank

Will

Thomas, Artista (artist); Lisa Yun Lee, Diretora/Curadora (director/curator); Taeyoon

Choi, Artista,/Professora (artist/teach

Recording Contract (Contrato de Gravagdo), 2013
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Christine Sun Kim lida com tecnolo-
gia, performance e desenho para
explorar as diferentes modalidades
de consfrucdo e percepcdo do
som. Tendo nascido surda, sua
experiéncia com a escufa sempre foi
mediada por cédigos de comu-
nicagdo ndo-verbais e gestuais.
Como tentativa de entender regras
sociais e esféticas que conformam
nossa relagdo com o som, Kim
questiona a “efiqueta do som”

que havia aprendido e desafia os
diferentes parémetros subjacentes

& comunicacdo, destacando as-
sim a sua fragilidade infrinseca.
Recentemente, tem colaborado com
Thomas Benno Mader, cuja obra
multidisciplinar também contesta as
ferramentas da linguagem, situagdes
de comunicagdo e diferentes tipos

de narrativa.

Convidados por uma rédio online
francesa a elaborar uma playlist,
Kim e Mader conceberam Busy
Day. Com o obijetivo de capturar

os sons indistinguiveis do trabalho
criafivo, Kim selecionou profissionais
ligados & cultura para que se gra-
vassem por uma hora durante seu
tempo de frabalho. A artista entdo
juntou e editou 24 horas dessas
faixas para completar um dia infeiro
de sons “atarefados”. As acdes dos
participantes séo evocadas e ndo
direfamente identificéveis; passos e
falas séo mais ébvios que o siléncio
durante a leitura ou a escrifa que,
assim, desperta nossa imaginagdo.
Assim, ainda que esses audios
sejam fransmitidos pela infernet,
segundo um fuso hordrio especifico,
tais sons ndo alcancam foda a com-
plexidade dos processos criativos

pessoais e subjetivos.

Em uma fentativa similar de
apreender a dimensdo imaterial

de uma agdo, Recording Contract
consiste literalmente em um acordo
legal entre os dois artistas relafivo
aos ruidos captados durante uma
viagem de Berlim a Nova York. Na
Alemanha, Mader, imediatamente
apds apertar o botdo “play” de

um gravador, o postou no correio
para os Estados Unidos, onde s6 foi
aberto por Kim que inferompeu a
gravagao. Os arfistas concordaram
em ndo ouvir o arquivo, que foi
selecionado e editado exclusiva-
mente por Kim. Numa era em que
a afividade postal global progres-
sivamente vem sendo suplantada
por meios digifais de comunicagdo,
essa "audiocarta” parece uma
distante reminiscéncia da arte posal

dos anos 1970. Mas, ao invés

de enfatizar a mensagem ou o
contetdo, os artistas estdo interes-
sados na ideia de deslocamento e
nas possibilidades de comunicagdo
entre dois individuos em diferentes

partes do mundo.

Busy Day e Recording Contract,
duas pecas sonoras de 24 horas de
duragéo, realizadas para serem sin-
tonizadas online, podem ser enten-
didas como obras complementares:
por um lado, uma documentacdo
publica de um trabalho criafivo; por
outro, uma correspondéncia intimista

entre dois individuos.

Busy Day foi originalmente concebido para radio francesa WebSyn Radio.

Constam no recorte para a mostra Cancdes de Amor respectivamente uma

hora de trabalho de: Shoham Arad, Designer/Director; Alison O'Daniel

Atista; Taylor Davis, Arfista; Alexandro Segade, Artista: Jordan Robin, Artista:

William Tucci, Musico: Hank Willis Thomas, Artista; Lisa Yun Lee, Directora

Curadora; Taeyoon Choi, Artista/Profesora.

Playlist de “sons atarefados” de Busy D

(" inds” play

ay
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Christine Sun Kim (California, USA, 1980. She
lives and works in Berlin, Germany, and New
York, USA) & Thomas Mader (Berlin, Germany,
1980. He lives and works in Berlin)

Christine Sun Kim deals with technology,
performance and design to explore the differ-
ent types of sound construction and perception.
Having been borm dedf, her experience with
hearing was always mediated by nonverbal
and gestural communication codes. In an
aftempt fo understand social and aesthetic
rules that conform our relationship with sound,
Kim questions the “sound efiquette” she had
learned and challenges the different underlying
communication parameters, thus highlighting its
inherent fragility. She has recently collaborated
with Thomas Mader, whose multidisciplinary
work also challenges language tools, communi-

cation situations and different types of narative.

Invited by a French online radio to develop a
playlist, Kim and Mader conceived Busy Day.
Aiming to caplure the indistinguishable sounds
of creative work, Kim selected professionals
connected to culture to record themselves for
an hour during their work fime. The arfists then
joined 24 hours of these fracks to complete

a full day of “busy” sounds. The participants’
actions are evoked and not directly identifi-
able; steps and speech lines are more obvious
than silence during reading or writing, which
then, awaken our imagination. Although

these audios are transmitted over the Infernet,
according fo a specific time zone, such sounds
do not reach all the complexity of personal and

subjective creative processes.

In a similar attempt to apprehend the immate-
rial dimension of an action, Recording Contract
is literally o legal agreement between the two
artists on the noise captured during a frip from
Berlin to New York. In Germany, Mader, imme-
diately after pressing the play button, wrapped
a tape recorder and posted it in the mail o the
United States, which was only open by Kim.
Mader agreed not o listen to the file, which
was selected and edited exclusively by Kim. In
an era in which the global postal activity has
been gradually supplanted by digital media,
this “audio lefter” seems a distant reminiscence
of the 1970s" mail art. But instead of empha-
sizing the message or content, the arfists are
interested in the idea of displacement and in
the possibiliies of communication between two

individuals in different parts of the world.

Busy Day and Recording Contract, two 24-
hour sound pieces, made fo be tuned orline,
can be understood as complementary works:
on the one hand, a public documentation of
creative work; on the other, an intimate cor-

respondence between two individuals.

ysipus



love (O amor), 2014

pendente

Os trabalhos de Milion Marques
relacionam-se infrinsecamente ao
modo como s@o construidos: basea-
dos na experimenfagdo com sucata
de tecnologios desatualizadas —
como impressoras, aparelhos de
video obsolefos e oufros mecanismos
eléfricos que geram movimento

—, sdo feitos como dispositivos
hibridos, em que cada pega recebe

novas e inventivas funcionalidades.

Com processos técnicos aparente-
mente simples, estando mais
proximas do “faga vocé mesmo” do
que dos produfos industriais, suas
maquinas chamam afengdo também

pelas imagens que evocam. As

pendente

s, hair, coin,

vezes, remetem aos primérdios do
cinema, como em Sem titulo (2012),
em que uma base de madeira, uma
roldana e um mecanismo de vide-
ocassete sGo empregados a fim de
folhear uma sequéncia de imagens
impressas, revelando uma narrativa,
um flip-book automatizado. Noutras
ocasides, destacam ideias de um
imagindrio comum, como em uma
obra recente na qual um aparelho
celular confinado em uma garrafa
de vidro lacrada por uma rolha
exibe como mensagem cenas do

mar e suas ondas.

Na exposicdo, Marques apresenta

quatro de seus aparatos sutilmente
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CineMoon, 2014

Milton
Marques

Brasilia, DF, 1971.

Vive e trabalha em

Brasilia

(Brasilia, DF, 1971.

He lives and works in

Brasilia)

ligados ao tema do amor. Para citar
dois, The heart (2014) consiste na
transformagéo de um livro antigo em
um projefor luminoso que reproduz
repetidamente a fentativa fracassada
de uma linha entrar em uma agulha.
Qu seja, o interior do livio acomoda
o mecanismo aufomatizado que,
quando iluminado, projeta essa
cena angusfiante. J& em Sem fitulo
(nos dias dificeis) (2012) o projetor
¢ empregado de modo corriqueiro,
porém sua imagem transforma-se
como se pelo ajuste de um micro-
scépio: quando as lentes se movem
e o foco se ajusta, mensagens se
revelom do emaranhado em que

antes estavam diluidas.

pendente

pendente

foto:
XXXXXKXXXXXXXXXXX
obra:
XXXXXKXXXXXXXXXXX

pendente

55

gsibus

The works of Milton Marques are
intrinsically related fo the way they are
buil: based on the experimentation with
outdated technology scrap — such as print-
ers, obsolete VCRs and other electrical
mechanisms that generate motion —, Ihey
are made as hybrid devices, in which
each piece receives new and inventive

features.

With seemingly simple technical pro-
cesses, being closer fo “do it yourself”
than to industrial products, his machines
also call your attention for the images
they evoke. Sometimes, they refer fo the
beginnings of the movies, as in Sem Titulo
[Untitled] (2012), in which a wooden
base, a pulley and a VCR mechanism are
employed in order to peruse a sequence
of printed images, revealing a narrative,
an automated flipbook. On other occa-
sions, they highlight ideas of common
imagery, as in a recent work in which

a cellphone confined in a glass bottle
sealed by a cork displays scenes of the

sea and its waves as a message.

In the exhibition, Marques intfroduces

four of its apparatuses subtly linked to the
theme of love. To name two, El arte de
formular aparato circulatério enfermidades
del corazén (2013) is the transformation
of an old book about the circulatory sys-
tem in a bright projector that reproduces
repeatedly the failed attempt of getting a
thread info a needle. That is, the inside of
the book accommodates the automated
mechanism that, when illuminated, pro-
jects this distressing scene. Now in Sem
titulo (nos dias dificeis) [Untitled (on bad
days)] (2012) the projector is used in an
ordinary way, but its image is transformed
by the adjustment of a microscope: when
the lens moves and the focus is adjusted,
messages reveal from the tangle in which

they were diluted before.
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Séo Paulo, SP, 1979.

Vive e trabalha em

Séo Paulo

(S50 Paulo, SP. 1979.
She lives and works in

Séo Paulo)

Entrevista # @ (Inf

#10 (Inferv

v #9) e Entrevista

w #10), 2014

éleo sobre tela (oil on canvas)
1,50 x 2 m cada (each)

Cor

s of) Galeria |

Tatiana Blass muitas vezes encontra
na misica, na literatura ou no teatro
subtextos ou pontos de partida para
a elaboracdo de sua obra multidis-
ciplinar. Em particular, a arfista se in-
teressa por situagdes de inferlocucdo
e didlogo melédico, verbal ou
cénico que esfes geram, assim como
as diferentes modalidades de sua
espefacularizacdo. No enfanto, nas
suas obras, a situacdo de comuni-
cacdo é fruncada, ou até sabotada,
seja por apresentar instrumentos
musicais calados porque recobertos
com cera, seja por colocar em cena
atores que repetem réplicas que

se esvaziam conforme a narrativa
progride, como em um didlogo de
surdos e mudos. Assim, as obras de
Tatiana Blass sugerem contextos que,
apesar da sua aparente capacidade
de aproximar e ligar individuos,
podem também causar sentimentos

de incomunicabilidade.

Tatiana
Blass

pendente

.
foto:

JOOOOXKXHXNXNXX
obra:

XXXXXXXXXXXXXXXXX

Para a exposigdo, Tatiana Blass realiza uma pintura nova pautada no mesmo
argumento que estrutura a série Enfrevista. Como sugerido pelo fitulo e pela
presenca de cdmeras ou microfones, a arfista refrafa pessoas em situagdes de
entrevista, conferéncia ou didlogo publico. Se essas situagdes geralmente supdem
certa clareza e nitidez da fola e dos interlocutores, nas pinturas da arfisia os
personagens anénimos se dissolvem em um fundo composto por superficies mono-
cromdticas de cores que sublimam qualquer dado espagotemporal especifico.
Silhuetas com rosfos indistintos se perdem nesse teafro desconexo cujos didlogos
sdo inaudiveis, provocando uma sensacdo de ruptura da realidade. As dificul-
dades de comunicagdo inferpessoal e a alienagdo sugeridas pela pintura da
artista, além de remeferem ao universo do absurdo de Samuel Beckett, podem
também ser enfendidas como metéfora relevante para uma era orientada por seus

canais informacionais.

58

Tatiana Blass often finds in music, literature
or the theater subtexts or starting points for
the development of her multidisciplinary
work. The artist is particularly interested

in communication situations and in the
melodic, verbal or scenic dialogue they
generate, as well as different modalities
of their spectacularization. However, in
her work, communication is truncated,

or even sabotaged, either because she
presents silent musical instruments covered
with wax, or because she stages actors
who repeat replicas that become emptier
and emptier as the narrative progresses,
as in a dialogue of deaf people. Thus, the
works of Tatiana Blass suggest contexts
that, despite their apparent ability to reach
out and connect individuals, can also

cause incommunicability feelings.

For the exhibition, Tatiana Blass conducts
new painting guided on the same argu-
ment that frames the Entrevista [Interview]
series. As suggested by the title and the
presence of cameras or microphones,

the artist portrays people in interview
situations, conferences or public dialogue.

If these situations generally assume certain

pendente

gsibus

clarity and sharpness of speech and of
the inferlocutors, in the arfist’s paintings,
anonymous characters dissolve info a
background of monochrome color surfac-
es that sublimate any specific spatiotem-
poral data. Silhouettes with indistinct faces
are lost in this scrappy drama whose
dialogue is inaudible, causing a feeling
of rupture from reality. The difficulties of
inferpersonal communication and aliena-
tion suggested by the artist’s painfing, not
only refer to Samuel Beckett's realm of
absurdity, but can also be undersfood as
a relevant mefaphor for an era driven by

its informational channels.
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Beibe,

You kissed me for the first time on a hot summer
night in front of Copan. | remember that day
every fime | waich DuBois's video. | remember
eating ice cream on Paulista, visiting Rino Levi's
building on Consolagdo, drinking beer in the
bar on Roosevelt Square. | remember the bus
stop on Ipiranga, the lady frowning

and your shy hand on my face. Mg
wouldn't be a scene worthy of Holl
but it is impossible not o smile a litle
time | see the colored dots and dashe:
through the black background, ouf
Humphrey Bogart and Ingrid Bergman
White awaking fo Prince Charming’s
think that we could be there. Funny th
| suggested this work for the exhibiti
were not fogether. To me, it seemed
think of works that addressed the ma
of relating when we are dlone. On f
hand, thinking of Love Songs in a w¢
than the romantic love was a good d
by your side, now, if's harder not to b
not fo fall into the typical sentimentali
in love. That is why I'm wrifing to tell
this exhibition began; | wanted you to
the time when we were apart

I thought a lot about you during that fi
this video obviously revived memories
very parficular o us. When we discy
the first fime the idea of the exhibifiol
Instituto, and, immediately, about shq
selection of the Ensaio shows, we di
how music created by one person car
become the soundirack for everyone's
and anxieties. VWhenever we falked
Brazilian music and its most striking e
I'd play Nara and Chico on my he
singing Sem fantasia or Choro bandi
almost felt like crying. You sent me
songs on a lazy Sunday, after our firs
a rather casual, unpretentious way.

know if you wanted fo win me over,
something. But the fact is that even fog
songs represent you, and probably mé
to so many other lovers out therg

But, you know, I also wanted you
the work of Pedro. In the midst of s¢
romance, | was seeking a manifestd

loneliness that did not necessarily co
love. In melancholic songs, in the lol
a seductive kiss, in the sounds of the
the love song is not only there, it is al
comic porfraits created by him. An
reminded me of you, and you then fi
mind while | slowly browsed through
of a boy with a blonde wig holding
cat, with plastic cups or clothespins §
his face. You both are on opposite
the same plane — his piciures are td
the privacy of his own room, much |j
own, but capture completely disfinct,
images. Thinking about the photogrd
your graduate work, | wondered abo
was like, you holding the camera, lyin
patiently staring at the ceiling for hour
for the light to move, the angle o ct
something to come up there, playing
reflexes from dark camera you tume
room info. And | imagined Pedro spei
same hours, in the same seclusion, ol
trying to figure out what he could stid
face, shoot and post on Facebook g

So you see, even while distant, you have
participated in every choice, every work. |
know | have not fold you much of this time we
spent apart, but | wanted you to know about
the show and that there’s much of you in it, ot
least for me, in my head. When we thought
about the letters for the catalogue, | fried to
write to a fictional recipient, but it was hard

something fo say. In the end, there's
ore logical than writing a lefier about
bve songs fo someone we love.

Kisses,

Ju




Morristown, NJ,
Estados Unidos, 1975.
Vive e trabalha em
Nova York

[Morristown, 1975,

Lives and works in

R. Luke New Yo
DuBois

R. Luke DuBois & um artista, compositor e performer norte-americano cujos trabalhos
investigam bancos de dados digifais e informativos que rastreiam, arquivam e
mobilizam relacionamentos online, poliica infernacional e icones pop. Valeuse

de sua experiéncia como misico para criar softwares audiovisuais que geram
composicdes indeterminadas fazendo uso de texios, estafisticas e imagens. Sua pes-
quisa fambém inclui fenémenos populares da cultura americana, desde listagens do
Craigslist [espécie de Classificados digital] até os rankings da Billboard. Em Missed
Connections (2012), buscou e associou diversos anincios pessoais do Craigslist

de diversas cidades, criando uma rede baseada em termos comuns e possiveis

correspondéncias.

A partir do seu aniversario de 2009, DuBois comegou a compor uma pega musical
por dia durante um ano, ritualisticamente publicando-as online, constituindo a obra
A year in MP3s [2009-2010). As composicoes tem duracdes variadas, e algumas
foram criadas em colaboragdo com amigos e colegas, muitas vezes em momentos
e lugares inusuais, como de madrugada, no portéo de embarque de aeroportos,
em énibus infermunicipais, ou no camarim antes de uma performance, tornando-se

um documentdrio sonoro do 34° ano de vida de DuBois.

Ja Kiss [2010) toma cinquenta sequéncias cinematogréficas roménticas escolhidas
dentre a selegdo publicada pelo LA Times de “Melhores Beijos” e as sinfefiza numa
compilagdo audiovisual de 4 minutos. Um programa desenvolvido pelo artista ano-
lisa as filmagens buscando especificamente por defalhes que se assemelhem aos
l&bios enlacados dos atores. O software, no entanto, identifica os ldbios de ma-
neira matematicamente abstrata, fornando outros elementos como cabelos, roupas e
fragmentos do cendrio quase reconheciveis. As figuras originais das cenas de beijo

também sdo representadas de forma absirata, com ponfos interligados delineando
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A Year in MP3s (Um ano em MP3s)
20092010

som (sound)

4320°

) L |
Cortesia (Courtesy of] bitforms gallery

Kiss (Beijo), 2010
video HD, cor (HD video,
410"

Cortesia (Courtesy of] bitforms gallery

os corpos. Esse pontos e linhas
transformam os planossequéncia em
consfelagdes geométricoabstratas.
DuBois fambém compés a trilha da
obra, manipulando e recombinando

as frilhas sonoras dos originais para

criar uma espécie de indie rock ruido-

so, um acompanhamento peculiar e

afetivo as imagens do video.

os labios de maneira matematica-
mente abstrata, tornando outros
elementos como cabelos, roupas

e fragmentos do cendrio quase
reconheciveis. As figuras originais
das cenas de beijo fambém sdo
representadas de forma absirafa,
com ponfos interligados delineando
os corpos. Esse pontos e linhas
fransformam os planossequéncia em
constelagdes geométrico-abstratas.
DuBois fambém compés a frilha da
obra, manipulando e recombinando

as frilhas sonoras dos originais para

criar uma espécie de indie rock ruido-

so, um acompanhamento peculiar e

afetivo as imagens do video.

english

: 25 de dezembro de 2009
(detail: December 25, 2009)

Cortesia (Courtesy of] bitforms gallery

R. Luke DuBois is a U.S. artist, composer,
and performer whose works invesfigate
the digital and informational databases
that track, archive, and mobilize online
re|cﬁionships, international po\iﬁcs, and
pop icons. He uses his experience as a
musician fo create audiovisual software
that generates indeterminate compositions
using text, stafistics, and pictures. DuBois’
explorations also include popular phe-
nomena in United States culture, ranging
from Craigslist entries o Billboard music
charts. In Missed Connections (2012),
he searched and aggregated Craigslist
“missed connections” personals in several
cities, creating a network based on com-

mon terminology and possible "matches.”

Starting on his birthday in 2009, DuBois
began composing one piece of music
daily for a year, ritualistically publishing
them online in what culminated in A
Year in MP3s (2009-10). The composi-
tions vary in durafion and some were
created in collaboration with friends and
colleagues, often at odd hours and in
unconventional spaces, such as airport

boarding gates, intercity buses, and back-

stage prior o performances, becoming a

sonic documentary of DuBois’ 34th year.

Kiss (2010) takes 50 romantic cinematic
sequences culled from the LA Times list of
“Best Kisses” and synthesizes them info a
4-minute video compilation. A program
developed by the arfist analyzes the foot-
age, searching particularly for source de-
tails that resemble the actors’ intertwined
lips. The program, however, locates the
lips in a mathematically abstract manner
causing other on-screen elements includ-
ing hair, clothing, and fragments from
the original backdrop fo be somewhat
recognizable. The sourced figures from
the kissing scenes are also represented
abstractly, with connected dots shaping
the confours of the bodies. These dots and
lines transform the kissing sequences info
an abstract and geometric constellation.
DuBois also composed the soundtrack
for the piece, manipulating and remixing
the original film scores to create a noisy
indie rock sound, which becomes a
peculiar and affective accompaniment to

the piece.

Detalhe: 24 de setembro de 2009
(detail: September 24, 2009)

Cortesia (Courtesy of] bitforms ga

Still de (still of) Kiss, 2010

Cortesia (Cou

bitforr
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Aracaju, SE, 1927.

Vive e trabalha em

(Creator and director):

Séo Paulo

[Aracaju, SE, 1927,
He lives and works in

Séo Paulo)

Fernando
Faro

Fernando F

D Faro

Foto (Photo): Thomaz Farkas

O produtor musical e direfor Fernando Faro criou diversos programas de televiséo
na década de 1960, como Hora de Bossa (1961), Mébile (1964, Divino,
Maravilhoso (1968] e Ensaio [1969). Este Ulimo, esfreado na extinta TV Tupi,
ganhou novo momento na TV Cultura de Séo Paulo em 1990 e ¢ veiculado ha
mais de 40 anos em seu formato original. Com entrevistas e perfomances music-
ais de nomes emblematicos do cancioneiro nacional, como Dorival Caymmi, Elis
Regina, Adoniran Barbosa, Baden Powell, Cartola e Chico Buarque, o programa

Ensaio j& conta com mais de setecentas gravagdes realizadas.

Para a exposicdo, uma edigdo de alguns dos programas do acervo da TV
Cultura é apresentada em excertos de depoimentos de artistas de diferentes
geragdes da mUsica popular brasileira — entre samba, chorinho, pop, rock,
sertanejo e bossa-nova — que falam sobre as cangdes, suas histérias e modos de
fazer e pensar. Esse material é representativo do engenhoso tom documental do
programa, cujo formato destacou-se por priorizar closes em partes do corpo e
do rosto dos entrevistados, aproximar-se de linguagens como o videoclipe e por

adicionar erros de gravagdo & edicdo final.
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Tudo sobrevive.

E se mistura

E escorrega como éleo negro.

E esvurma um fel, uma saudade.

Disso sou feifo.

Porque ninguém sai do nada.

Eu sou sequéncia

E consequéncia de alguma coisa.

De uma semente. De uma raiz. De

um fronco.

Este é o material

Que eu uso no meu trabalho, na TV.

A vida.

Fernando Faro

Music producer and director Fernando
Faro created several television shows

in the 1960s as Hora da Bossa [Bossa
Time] [1961), Mébile [Mobile] (1964),
Divino, Maravilhoso [Superb, Wonder-
ful] (1968) and Ensaio [Essay] (1969).
The latter premiered on TV Tupi, gained
new momentum on TV Cultura de Séo
Paulo in 1990 and has been aired for
over 40 years in its original format. With
inferviews and musical performances of
national iconic singers, such as Dorival
Caymmi, Elis Regina, Adoniram Bar-
bosa, Baden Powell, Cartola and Chico
Buarque, Ensaio has now more than

seven hundred recordings made.

For the exhibition, an edition of some of
the programs from TV Cultura’s collection
is presented in excerpfs of festimonials
from artists of different generations of
Brazilian popular music - from samba,
chorinho, pop, rock, sertanejo [Brazilian
country music] and bossa nova — who talk
about the songs, their sfories and ways of
doing and thinking. This material repre-
senfs the ingenious documentary tone of
the show, whose format is highlighted by
prioritizing close-ups to parts of the body
and face of the inferviewees, approach-
ing language formats like video clips and

adding bloopers fo the final editing.

pendente

english

Everything survives.

And gets mixed up

And oozes like black oil.

And squeezes gall, a longing.

| am made of this.

Because no one comes out of nothing.
| am a sequence

And the consequence of something.

From a seed. From a root. From a trunk.

| am the material
| use in my work, on TV.
Life.

Fernando Faro
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From: Priscyla Gomes
<priscyla@mostracancoesdeamor.br>

Date: September 4, 2014 11:26
Subject: about our songs

To: Eduardo Coutinho

<eduardocoutinho@email.br>

Dear Eduardo,

| remember with defails the case of ¢
tapes, organized by singer, and that
old cassette player that would, ever
and then, cut off music passage by 4
piece of the tape. Actually, | used t¢
enjoy when that happened, because
would curse the radio while | paid aff
the distorted sounds that the music e
produced.

I was about seven years old; our v
frips were always eagerly anticipated
because it was his excuse to switch
for a newer one, whereas | was ab{
delighted to travel over one thousand
fo gef fo my grandma’s house. M
would sleep during the frip, while he
radio on — would teach me how fo si
“modas de viola" [Brazilian folk guit
and twist my fong with lyrics that | coy
pronounce. At that time, | couldn't un
how on earth a country music duo
called Milionério e José Rico [Milliond
Rich Joe], while the other one was
Tonico e Tinoco, but | redlly loved it
started singing “In this long road of |if

my father speeded up and sang out Iq
the back seat, | would move my hed
follow the lyrics, as we fraveled

Vear dffer year, our frips became incrs
rarer, replaced by the rush of everyd
The music changed, as well; | somg
recalled one or two of them, but wha
wanted fo listen fo and remember
cassefte tapes with movie soundtrac]
would still listen to and try fo red|

Last week, for the eighth fime, | saw
Salles” documentary on Nelson F
Aciually, | mean eighth fime becaug
never been able to actually waich i
beginning to end at once. You may
my incompetence, but | do admit tha
not clearly understand how one coy
to such mesmerizing musicality withol
the images go. | mean giving the img
because, every time | went fo the
| couldn't help but o shut my eyes fd
periods in order fo dive into the fod
of Nelson's concerts’, in response
movement of music or of situations. If 1
me of you not only because | found g
was your voice in that heartwormmg
of his father's letter, but also becausd
Cangées ["The Songs]. I've been th
lot about this film of yours. Maybe th
was the one able to solve my diffic
associating a documentary with the d
of a kind of soundirack. Of course v
probably draw my atiention fo a who
of inaccuracies — after all, it could
called a soundtrack, rather than dired
—, but maybe I can get away with it d
highlight how immersive these songs




The black background, the accurate plane, With different researches and dialogues, |
the faces that sing while flirting with us — and constanily saw my initial motto appear in
we don't even know why. | simply couldn’t conversations with my fellow curators, in the
stop looking af them; | stared at all of those works and artists with whom we came across,
faces that you introduced to me. | couldn’t help in the new ideas that would come up for the
feeling sensitive or identifying myself with those exhibition.

songs and those people.

Ok, | admit that | frowned upon it, ajgi

tend fo find most of these songs and ¢
an incitement fo romantic, Hollywood
inevitably doomed to climax and antf
Conflicting compasses, if you allo
be so obvious. But | couldn't stay im
the feeling of loss that permeates all 4
sfories, or to your respect as a coun
involved therewith. We had in com
percepfion that the songs that impres;
a return to something that is already g
will never be back, just like the inevitd

death.

In fact, just the other day a curious as{
occurred fo me: it was the “the road
a song from my childhood, a rede
narrative about the verge of a losg
inevitable passage of time. | thought
your inferviewee, that would be my sd
stuck with me for the last few months; d
invitation reminded me of your moy|
thought of what my interview would b
well as other interviews. Curating an 4
with a theme that would connect us
songs — brought back these earlier g
regarding the frivialization of this i

I then undertook the almost grumpy ta
productions that had a similar tone to
the tesfimonies present from your doc
It was surprising to come across the
unintentional) recurrence of loss, of so
time passing by, of subjects getting lo|
incommunicable nature of our relatig

The reconstitution of famous kissing scenes
pllywood, a short movie with excerpts
memories in Super 8 and inferviews
bwned folk music Brazilian composers

e of the works that | wish you could

E fo see. |'ve been thinking of a sort
g exercise between these composers
E in As Cangdes, just like in your Jogo
b ["Mise-en-Scéne”]; questioning how
lably appropriate these songs, making

them our own.

e you could be one of our guests in
b shows that go on the air during the
. Maybe you could tell us a bit about
gs and your stories. | really wanted to
you. Today, in a way, as | watched
Ses again, | came across something |
otten. The testimony from a musician’s
, telling us about his present: seven
bl notes. For 28 years, everyday, he
sing her one of Vanusa's songs. This
me deeply; their fie became sfronger
erything else disappeared and time
by. Maybe the songs might as well be
ibility of an ongoing creation, just like
s that gain different meanings when
em over and over again. To me, your
brk in the same way as these songs. |
oss something that had curiously been
oy, | told my father that | was wrifing
He said: “Tell him that this song also
b o movie, dear.” And then we sang
bur song together, once again.

A big hug,

Priscyla Gomes
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concurso cul-
tural

O concurso cultural da V Mostra 3M de Arte Digital = Cangdes de Amor é uma
plataforma que extravasa os limites fisicos do espago expositivo para, valendo-se
de canais de comunicagdo digital, abordar alguns dos principais temas aborda-
dos neste projeto curatorial. A partir de uma convocatéria aberta, artistas de fodo
o Brasil enviaram videos gravados por webcams, sempre com a duragéo de uma

musica & sua escolha.

Se Cangdes de Amor fala sobre modos possiveis de relacionamentos e como
esfes criam novas formas de ser e estar mediados pelas multiplas possibilidades
tecnolégicas, o concurso ganha importéncia ndo apenas por lidar com cangdes
que reflefem amores roménticos — sofrimentos pelos excessos ou faltas de afeto
— mas fambém por suscitar relagdes com piblicos amplos, utilizando a internet

como espago que permite mltiplos conexdes e multiplica canais de acesso.

Primeiro, dentre todos os 46 inscritos, o jiri selecionou os 20 melhores videos,
que foram publicados no site da Mostra. Depois, 7 finalistas foram exibidos na
abertura da exposicdo, quando entdo foi anunciado o primeiro lugar, premiado

com uma residéncia artistica no Museo La Ene, em Buenos Aires.
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Primeiro lugar:

Pedro Hérak

Exibidos na Mostra:
Carlos Monroy Guerrero

Fernanda de Carvalho
Porto

Gabriela Domingues
Noujaim

Jurandi Juca
Laura Davifa
Patricia Aradjo

Pedro Hérak

Selecionados:
Andreza Gomes

Caio Romano Guerra
Carlos Monroy Guerrero
Carolina Mendonca
Eduardo Viana Rodrigues
Felipe Rocha Bittencourt

Fernanda de Carvalho
Porto

Gabriela Domingues
Noujaim

Hugo Curti

Ivan Leon

Jurandi Juca

Laura Davifia

Marcela Rebelo Tiboni
Olyvia Victorya Bynum
Patricia Aradjo

Pedro Hérak

Raquel Rodrigues Costa
Ferreira

Sara Alves Braga
Vic von Poser

Victor Burgos Ferreira dos
Santos

First Place:

Pedro Hérak

Shown in the Exhibition:

Carlos Monroy Guerrero

Fernanda de Carvalho
Porto

Gabriela Domingues
Noujaim

Jurandi Juca
Laura Davifa
Patricia Aradjo

Pedro Hérak

20 selected finalists:
Andreza Gomes

Caio Romano Guerra
Carlos Monroy Guerrero
Carolina Mendonca
Eduardo Viana Rodrigues
Felipe Rocha Bittencourt

Fernanda de Carvalho
Porto

Gabriela Domingues
Noujaim

Hugo Curti

Ivan Leon

Jurandi Juca

Laura Davifia

Marcela Rebelo Tiboni
Olyvia Victorya Bynum
Patricia Aradjo

Pedro Hérak

Raquel Rodrigues Costa
Ferreira

Sara Alves Braga
Vic von Poser

Victor Burgos Ferreira dos
Santos

cultural con-
test The cultural contest promoted by the V 3M

Digital Show — Llove Songs is a platform

that surpasses the physical limitations of
the exhibition space in order fo — through
digital communication channels — touch on
some of the main themes of this curatorial
project. Starting from an open call, artist
from all over Brazil sent their videos,
recorded by webcam, always with the

duration of a song of their own choice.

If Love Songs is about new perspectives

in relationships and how they create new
ways of being, mediated by multiple
technological possibilities, the contest
becomes relevant not only because it
deals with songs that reflect romantic love
— suffering from an abundance or lack

of affection — but also because it raises
connections with broad audiences, using
the infernet as a space that allows multiple

links and multiplies access channels.

First, among the 46 candidates, the jury
selected the best 20 videos, published in

the Show's website. Then, 7 finalists were

JUI'Y: shown at the exhibition opening, when
Beatriz Lemos curator the first place winner was announced and
Carolina De Angelis awarded an artistic residency at Museo
member of the la Ene, in Buenos Aires.
Curatorial Research

Center

Gala Berger Museo

La Ene residency
coordinator

Julia Lima member of
the Curatorial Research
Center
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FICHA TECNICA

Projeto Grafico
Graphic Design

Casa das Trés Design Estratégico

Fotos
Photographs

André Velozo

Traducdo
English Version

Ciristina Petrizzi

Patrocinio
Sponsorship
3M do Brasil Lida.

Edicdo e textos
Editing and texts

Paulo Miyada (Coordenagdo /
Coordination), Carolina De Angelis

' / Julia Llima / Olivia Ardui /

Priscyla Gomes.

| -

Revisa
Review

Roteiro Editoracdo

e Documentacdo

Gerenciamento
de Patrocinio

Sponsorship
Management

Luiz Eduardo Serafim /
Marcos Sgarbi
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Realizacao
Produced by

Ministério da Cultura /
nstituto Tomie Ohtake /

Elo3 Infegracdo Empresarial Lida.
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