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30 de setembro de 2011, dia 14 dos protestos Occupy Wall Street.
© Zucccotti Park e marcha

September 30, 2011, day 14 of the Occupy Wall Street protests.
© Zucccotti Park and the march
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01.  EDITORIAL
"NOT YET; I AM OCCUPIED."
   JOSÉ BÁRTOLO

JOSÉ BÁRTOLO é curador, professor e crítico de design sediado no Porto. 
Trabalha como curador independente desde 1998. Foi comissário do Pavilhão de 
Portugal na XXI Trienal de Milão (2015) e curador da exposição Duets no Beijing 
World Art Museum (2014). Em 2015 foi convidado pelo Governo de Portugal para 
assumir a curadoria da exposição comemorativa dos 40 anos do 25 de Abril. Fez 
a curadoria de inúmeras exposições entre as quais SINAL – 100 Anos de Design 
das Telecomunicações e dos Correios em Portugal (2019), Portugal Imaginário – 
Turismo, Propaganda e Poder (2018), Enquanto Existir o Mundo (2016), Desejo, 
Tensão, Transição (2015). Publica regularmente sobre design, sendo atualmente 
coeditor de Post Millennium — Critical Essays on Contemporary Tensions. 
É curador geral da Porto Design Biennale’19.

JOSÉ BÁRTOLO is a curator, teacher and design critic based in Porto. He has 
worked as an independent curator since 1998. He was the commissioner of Portugal 
Pavilion in the 21st Milan Triennale (2015) and curator of the Duets exhibition at 
the Beijing World Art Museum (2014). In 2015 he was invited by the Government 
of Portugal to be the curator of the exhibition to commemorate the 40 years of the 
25th April revolution. He curated numerous exhibitions, including SINAL – 100 Years 
of Design of Telecommunications and Postal Services in Portugal (2019), Imaginary 
Portugal – Tourism, Propaganda and Power (2018), While the World Exists (2016), 
Desire, Tension, Transition (2015). He regularly publishes on design and is currently 
editor of Post Millennium – Critical Essays on Contemporary Tensions. He is the chief 
curator of Porto Design Biennale '19.
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“Not yet; I am occupied.” This is the sentence with which the 
title character of Herman Melville’s short story Bartleby, the 
Scrivener. A Story of Wall Street confronts the head of the Wall 
6WUHHW�ODZ�ƮUP��ZKR�WULHV�WR�DFFHVV�WKH�VSDFH�ZKHUH�KLV�EXVL-
ness is located.

In a post–�����FRQWH[W��D�FRXQWU\�ZDV�XQGHU�WKH�WKUHDW�RI�
terrorism. The way this was conveyed created the notion of 
D�JOREDO�WKUHDW�RQ�WKH�YDOXHV�RI�:HVWHUQ�FLYLOL]DWLRQ��ZKLFK�
QDUURZHG�GRZQ� WKH�VSDFH� IRU�GHPRQVWUDWLRQV�DQG�SXE-
OLF�SURWHVW��7KLV�� LQ� WXUQ��ZHDNHQHG�SROLWLFDO�GHEDWHV�DQG��
DERYH�DOO��PLQRULW\�YDOXHV�� ,Q� WKLV� MXQFWXUH�� WKH�HQLJPDWLF�
ƮJXUH�RI�0HOYLOOHoV�VFULYHQHU�JUDGXDOO\�WRRN� LQ�D�VHQVH�RI�
PDODGMXVWPHQW�WRZDUGV�WKH�V\VWHP�DPRQJ�WKRVH�DFWLYLVWV�
who would form the Occupy Wall Street movement in the 
autumn of 2011.

,Q�DQ�DUWLFOH�SXEOLVKHG�LQ�The Atlantic��RQ�$SULO��WKH���WK��RI�������
-RQDWKDQ�'��*UHHQEHUJ�ZURWH�WKDW�p%DUWOHE\�ZDV�WKH�ƮUVW�ODLG�
RƬ�ZRUNHU�WR�RFFXS\�:DOO�6WUHHWq�

In its 40th�LVVXH��On Curating�SLFNV�XSRQ�WKH�VHQWHQFH�%DUWOH-
E\�VR�RIWHQ�XWWHUV��LQ�WKH�FRQWH[W�RI�KLV�EXUHDXFUDWLF�ZRUN�DV�
D�FOHUN�t�,�ZRXOG�SUHIHU�QRW�WR�t��D�PRWWR�RI�VRUWV�IRU�D�UH-
ưHFWLRQ�RQ�FRQWHPSRUDU\�IRUPV�RI�SROLWLFDO�UHVLVWDQFH��

The 3rd issue of Post Millennium�UHWXUQV�WR�WKH�%DUWOHE\DQ�H[-
SUHVVLRQ��WR�ZKLFK�DUH�DVVRFLDWHG�FRQFHSWV�RI�UHVLVWDQFH�DQG�
UHVLOLHQFH��ZKLFK�LQ�WXUQ�DUH�FRQQHFWHG�WR�LVVXHV�VXFK�DV�FDSL-
WDOLVP��IHPLQLVP�DQG�DUWLVWLF�KHUPHQHXWLFV�

/D�)RQWDLQHoV�IDEOH�RI�WKH�$QW�DQG�WKH�&LFDGD�LV�UHYLVLW-
HG�E\�0DULDQD�6LOYD�DV�DQ�XSGDWHG�SDUDEOH�RQ�WKH�YDOXHV�
RI�ZRUN�DQG�SURGXFWLRQ�

2WKHU�QHZ�UHDGLQJV�DUH�XQGHU�WKH�VFRSH�RI�WKLV�MRXUQDO��IURP�A 
Cyborg Manifesto�t�RULJLQDOO\�SXEOLVKHG�E\�'RQQD�+DUDZD\�LQ�
�����t��E\�-RVÆ�%UDJDQÄD�GH�0LUDQGD��WR�Matrix��WKH������ƮOP�
ZKLFK��DW�WKH�WXUQ�RI�WKH�PLOOHQQLXP��UHSUHVHQWHG�SKDQWDVPDWLF�
SURMHFWLRQV�RI�WKH�WKLQ�OLQH�EHWZHHQ�YLUWXDO�DQG�UHDO��DV�VHHQ�LQ�
(OLVDEHWH�0DUTXHVo�DQDO\VLV��

We associate the idea of artistic hermeneutics to the es-
VD\�RI�WKH�5DTV�0HGLD�&ROOHFWLYH�DQG�WKDW�RI�0DULD�-RÀR�
%DOWD]DU�DQG�)¾WLPD�3RPER�

7KLV�ODWWHU�GLVFXVVHV�LQ�JUHDWHU�GHWDLO�D�WDNH�RQ�WKH�pWUXWKq�LQ�SKR-
tographic images and their social value. We are reminded here 
WKDW��DV�'LGL�+XEHUPDQ�SXWV�LW��p>L@PDJHV�GR�QRW�WHOO�XV�DQ\WKLQJ��
WKH\�OLH�WR�XV�RU�UHPDLQ�DV�REVFXUH�DV�KLHURJO\SKLFV�XQOHVV�ZH�
PDNH�WKH�HƬRUW�WR�UHDG�WKHP��PHDQLQJ�WR�DQDO\]H�WKHP��WR�GH-
FRQVWUXFW�WKHP��WR�HODERUDWH�WKHP��WR�LQWHUSUHW�WKHP��WR�GLVWDQFH�
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02.  "CANTAR COMO A CIGARRA": 
           OS INSETOS E O TRABALHO
"SING LIKE A CICADA!": 
INSECTS AND WORK
   MARIANA SILVA

MARIANA SILVA�âëîéëñ�ïá�êÝ�ÈÝßñèàÝàá�àá�ÄáèÝï�Ãîðáï�àÝ�×êåòáîïåàÝàá�àá�
Lisboa. Apresenta regularmente a sua obra em exposições individuais e coletivas. 
ÆáïðÝßÝé�ïá�Ýï�áôìëïåŖǁáï�åêàåòåàñÝåï��End User�����%��ÉÝèáîåÝ�ÈîÝêßåïßë�Èåêë��
ÎåïÞëÝ���O Pavilhão das Formas Sociais�����$��ÒÝòåèäƾë�ÄîÝêßë��ÎåïÞëÝ���Olho 
Üëëéƀîğßë�����#��ÈñêàÝŖƾë�ÅÝèëñïðá�ÉñèÞáêçåÝê��ÎåïÞëÝ���Audience Response 
Systems����� ��ÒÝîçëñî��ÎåïÞëÝ���Environments��������á�Ġñô��ÐëòÝ�Ëëîíñá���
ßëé�Òáàîë�Ðáòáï�ÏÝîíñáï��A organização das formas��������ÍñêïðäÝèèá�ÎåïïÝÞëê��
ÎåïÞëÝ���ÅëèÝÞëîëñ�áé�òźîåÝï�éëïðîÝï�ßëèáðåòÝï�ßëéë��ÄåáêÝè�àá�ÉóÝêãæñ��
����"��ÉóÝêãæñ��ÅëîáåÝ���HYPERCONNECTED�����"��Ø�Ïëïßëó�ËêðáîêÝðåëêÝè�
ÄåáêêåÝè�âëî�Ûëñêã�Ãîð�Ýð�ÏÏÑÏÃ���Ïëïßëó�Ïëàáîê�Ãîð�Ïñïáñé���Prémio 
EDP Novos Artistas ����!��ÈñêàÝŖƾë�ÇÆÒ��ÎåïÞëÝ���Europe, Europe (2014, 
Ãïðîñì�ÈáÝîêèáõ�Ïñïáñé��Ñïèë���ËêàåáÎåïÞëÝ��ÈáïðåòÝè�ËêðáîêÝßåëêÝè�àá�ÅåêáéÝ�
Ëêàáìáêàáêðá�àá�ÎåïÞëÝ���������ÅåêáéÝðáßÝ�àá�ÎåïÞëÝ��ÎåïÞëÝ���ÏÝîåÝêÝ�ÕåèòÝ�
foi vencedora do Prémio EDP Novos Artistas 2015 (Lisboa) e BES Revelação 
���$��Òëîðë���Çïðáòá�áé�îáïåàƴêßåÝ�êÝ�ÉÝïóëîçï��Îëêàîáï�����"��á�ËÕÅÒ��ÐëòÝ�
Iorque (2009). Juntamente com o artista e escritor Pedro Neves Marques, 
àáïáêòëèòá�inhabitants��ñé�ßÝêÝè�online�ßëé�îáìëîðÝãáêï�áôìèëîÝðƀîåÝï�áé�
òŽàáë�á�àëßñéáêðźîåë���äððì���åêäÝÞåðÝêðï�ðò�ëîã���

MARIANA SILVA graduated from the Faculty of Fine Arts of the University of 
Lisbon. She regularly presents her work in solo and group exhibitions. Individual 
exhibitions include: End User (2019, Francisco Fino Gallery, Lisbon), O Pavilhão das 
Formas Sociais������$��ÒÝòåèäƾë�ÄîÝêßë��ÎåïÞëê���Ñèäë�Üëëéƀîğßë������#��ÈñêàÝŖƾë�
Calouste Gulbenkian, Lisbon), Audience Response Systems (2014, Parkour, 
ÎåïÞëê����Ýêà Environments��������á�Ġñô��Ðáó�Ûëîç���óåðä�Òáàîë�Ðáòáï�ÏÝîíñáï��
The organization of forms (2011, Kunsthalle Lissabon, Lisbon). She collaborated in 
several collective exhibitions and events such as: Gwangju Biennial, (2016, Gwangju, 
ÍëîáÝ���HYPERCONNECTED�����"��Ø�Ïëïßëó�ËêðáîêÝðåëêÝè�ÄåáêêåÝè�âëî�Ûëñêã�Ãîð�
Ýð�ÏÏÑÏÃ���Ïëïßëó�Ïëàáîê�Ãîð�Ïñïáñé���Prémio EDP Novos Artistas (2015, 
ÈñàÝŖƾë�ÇÆÒ��ÎåïÞëê���Europe, Europe����� ��Ãïðîñì�ÈáÝîêèáõ�Ïñïáñé��Ñïèë���
IndieLisboa, Lisbon International Independent Film Festival (2012, Cinemateca 
de Lisboa, Lisbon). Mariana Silva was the winner of the EDP Novos Artistas 2015 
(Lisbon) and BES Revelação 2008 (Porto) awards. She was a resident artist at 
ÉÝïóëîçï��Îëêàëê�����"��Ýêà�ËÕÅÒ��Ðáó�Ûëîç�����%���Öëãáðäáî�óåðä�ðäá�Ýîðåïð�
Ýêà�óîåðáî�Òáàîë�Ðáòáï�ÏÝîíñáï��ÏÝîåÝêÝ�àáòáèëìï�inhabitants, an online channel 
with exploratory video and documentary reports (http://inhabitants-tv.org/).
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A fábula de A Cigarra e a Formiga�GH�/D�)RQWDLQH��������SRGH�VHU�OLGD��
hoje em dia, mais como uma história sobre ideais capitalistas contradi-
WÐULRV�GR�TXH�XP�GHEDWH�PRUDO�VREUH�WUDEDOKR�H�LQGROÇQFLD�Г� No conto, 
FDVR�VHMD�QHFHVV¾ULR�UHOHPEUDU��D�FLJDUUD��TXH�GDQÄRX�R�YHUÀR�LQWHLUR��
encontra-se sem comida no inverno. A Cigarra implora à Formiga ajuda 
e comida para sobreviver ao inverno, mas a Formiga recusa-se a ajudar.

3RGHU�VH�¾�SHQVDU�TXH�HVWD�LQWHUSUHWDÄÀR�SURSRVWD�SRU�PLP�GL-
verge demasiado do contexto histórico que lhe deu origem, no 
VÆFXOR�9,� D�&��SHOD�PÀR�GH�(VRSR��PDV�QD�YHUGDGH�D�PRUDO�GD�
fábula sempre suscitou interpretações contrárias. É possível que 
aquela que lhe atribuímos hoje em dia, em que a formiga recu-
sa redistribuir o seu trabalho árduo devido à suposta preguiça 
GD�&LJDUUD�� VH� WHQKD�HVWDELOL]DGR�PDLV�FRPR�FRQVHTXÇQFLD�GD�
DVFHQVÀR�GR�FDSLWDOLVPR�TXH�GRV�H[HJHWDV�GH�(VRSR�H�GH�/D�
)RQWDLQH��1D�VHTXÇQFLD�GD�FULVH�HFRQÐPLFD�GD�(XURSD��HVWD�PR-
ral reemergiu em 2011. Num breve episódio que se passou na 
HVWDÄÀR� WHOHYLVLYD�EULW¿QLFD�&KDQQHO����R�HQWÀR�PLQLVWUR�GDV�)L-
QDQÄDV�GD�*UÆFLD��<DQLV�9DURXIDNLV��UHDJLX�½�HYRFDÄÀR�SRU�SDUWH�
GH�FUÊWLFRV�GD�I¾EXOD��XVDGD�SDUD�SHUVRQLƮFDU�DV�WHQVÒHV�HQWUH�D�
Cigarra como uma Grécia a braços com a sua dívida nacional e 
XPD�$OHPDQKD�)RUPLJD�REUHLUD�H�SRXFR�VXVFHWÊYHO�DR�SHUGÀR�Г�

2LWR�DQRV�SDVVDGRV�VREUH�D�VXD�XWLOL]DÄÀR�VLPSOLVWD�SDUD�FDUDFWHUL]DU�
D�FULVH�GD�GÊYLGD�ƮQDQFHLUD�(XURSHLD��D�&LJDUUD�H�D�)RUPLJD�VXUJHP�DQ-
WHV�FRPR�GXDV�SRVVLELOLGDGHV�GH�UHDÄÀR�½�FULVH��QD�PHGLGD�HP�TXH�VH�
podem projetar no diálogo delas dois modelos económicos de cres-
FLPHQWR�TXH�VH�HVWDEHOHFHUDP�GHVGH�HQWÀR��(QTXDQWR�TXH�D�&LJDUUD�
VH� WRUQRX� XPD� UHSUHVHQWDÄÀR�GDV� pLQG×VWULDV� FULDWLYDVq�� GR� VHFWRU� Ʈ-
nanceiro ou de economias baseadas no turismo, com as suas modas e 
bolhas especulativas, o trabalho árduo e contínuo da Formiga, por con-
WUDVWH�� DSUR[LPD�VH�GH� XPD� UHSUHVHQWDÄÀR�GR� WUDEDOKR� LQGXVWULDO�� GR�
ideal de crescimento contínuo do trabalho industrial. Nesta interpreta-
ÄÀR��DV�IRUPLJDV�UHSUHVHQWDP�R�PXQGR�FRQFUHWR�GD�SURGXÄÀR�PDWHULDO��
GR�WUDEDOKR�IDEULO��GH�FDUL]�IRUGLVWD��H�GH�PRGHORV�HFRQÐPLFRV�TXH�SUR-
curam equilibrar as importações e exportações de bens e recursos. As 
cigarras, por seu lado, seriam as precursoras do trabalho imaterial, que 
SURFXUD�H[SDQGLU�D�HFRQRPLD�GH�VHUYLÄRV�DWUDYÆV�GH�XPD�FRPELQDÄÀR�
volátil entre o conceito fugidio das “indústrias criativas” e uma crescen-
WH�GHVUHJXODÄÀR�LPRELOL¾ULD�DVVRFLDGD�DR�VHFWRU�ƮQDQFHLUR�

Naturalmente, à época de La Fontaine, dominada pelo mercan-
WLOLVPR��QÀR�VH�HVSHUDYD�TXH�D�SURGXÄÀR�FXOWXUDO�IRVVH�VXVWHQWR�
para as cidades, nem para países e as suas economias. Especu-
OD�VH�TXH�R�SUÐSULR�HVFULWRU�LGHQWLƮFDU�VH�LD�FRP�D�&LJDUUD��FRPR�
sugere a historiadora Charlotte SleighГ�, que se ocupou do es-
tudo da história cultural das formigas. La Fontaine desenvolvia 
D�VXD�DWLYLGDGH�QD�FRUWH�IUDQFHVD�H�ƮFRX�IDPRVR�SHOR�VHX�HVWLOR�
GH�YLGD�IDXVWRVR��1D�VXD�YHUVÀR�GD�I¾EXOD��/D�)RQWDLQH�RPLWLD�SRU�
FRPSOHWR�R�GHVIHFKR�PRUDOL]DQWH�TXH�D�WUDGLÄÀR�FRQVDJURX�SDUD�
concluir a fábula. Também o original de Esopo já fora interpreta-
GR�½�OX]�GD�FDUDWHUL]DÄÀR�GR�WUDEDOKR�GDV�IRUPLJDV��QRXWUD�I¾EX-
la intitulada Zeus e a Formiga, como roubo agrícola e parasítico 
GH�FROKHLWDV�DOKHLDV��(VWD�×OWLPD�LQWHUSUHWDÄÀR�ODQÄRX�DV�EDVHV�
SDUD�XPD�LQWHUSUHWDÄÀR�TXH��D�SDU�GD�&LJDUUD��WDPEÆP�FHQVXUDYD�
D�)RUPLJD�SHOD�VXD�DYDUH]D��1D� WUDGLÄÀR�FULVWÀ�GD� ,GDGH�0ÆGLD��
que perpetuou as fábulas de Esopo até ao tempo de La Fontaine, 
SURSXQKD�VH�XPD�)RUPLJD�PDLV�FDULGRVD��FDSD]�GH�VHQWLU�FRP-
SDL[ÀR�SHORV�SREUHV�

De acordo com Sleigh foi, contudo, na época vitoriana que, sob a 
LQưXÇQFLD�GD�GLVFLSOLQD� LPSRVWD�SHOD�5HYROXÄÀR� ,QGXVWULDO�DRV� WUDED-
OKDGRUHV��D�PRUDO�GD�I¾EXOD�DGTXLULX�XPD� LQWHUSUHWDÄÀR�GLIHUHQWH�GD�
WUDGLÄÀR�DQWHULRU��*UDGXDOPHQWH��DV� OHLWXUDV�SDVVDUDP�D�SULYLOHJLDU�D�
REHGLÇQFLD�H�R�HVSÊULWR�GLOLJHQWH�GD�)RUPLJD��'R�PHVPR�PRGR��D�&L-
JDUUD�ƮFRX�FDGD�YH]�PDLV�DVVRFLDGD�½�ƮJXUD�GR�DUWLVWD��FRPR�GHPRQV-
WUD�D�LOXVWUDÄÀR�TXH�*XVWDYH�'RUÆ�ID]�GH�/D�)RQWDLQH�����������PHGLGD�
que o século XIX foi avançando, o papel dos insetos sociais, como as 
IRUPLJDV��GHL[RX�GH�VLPEROL]DU�XP�LGHDO�GH�VRFLHGDGH�FULVWÀ�SDUD�SDV-
VDU�D�HQFDUQDU�XPD�OLÄÀR�GH�PDWUL]�FRQVHUYDGRUD�VREUH�XP�p'HXV�TXH�
ensina a cada um o seu lugar na sociedade”.Г��2�IHQÐPHQR�REVHUY¾YHO�
entre formigas obreiras da partilha de alimentos e do cuidar de si, por 
exemplo, passou a ser concebido como prova de um potencial para 
D�nHQWUHDMXGDo�QRV�SREUHV�t�H��PHVPR�PDQWHQGR�XPD�WÆQXH�OLJDÄÀR�
½�ÆWLFD�FULVWÀ��HVWD�WUDGLÄÀR�VXUJLD�DJRUD�DVVRFLDGD�DR�FUHVFHQWH�XVR�
de taxas de juro e a empréstimos entre instituições. Temáticas como 
HVWDV�FRPSDUHFHP��LJXDOPHQWH��QD�YHUVÀR�GH�/D�)RQWDLQH��TXH�LQWHU-
preta a ajuda prestada à Cigarra como se esta já estivesse para lá do 
¿PELWR�GD�FDULGDGH��2�GHVHVSHUR�GD�&LJDUUD�H[SULPH�VH�QD�VXD�RIHUWD�
para pagar o dobro da quantia emprestada — a Cigarra, na verdade, 
oferece-se para contrair um empréstimo predatório.

Depois da fábula de La Fontaine, os pensadores socialistas do 
século XIX viriam a recorrer a este comportamento de entrea-
MXGD�FRP�D�DOLPHQWDÄÀR��YHULƮF¾YHO�QDV�IRUPLJDV��GHVLJQDGR�SRU�
trofalaxia, como imagem para uma solidariedade de classe e so-
FLDOLVPR� UDGLFDO��2�SVLFÐORJR�GH�RULHQWDÄÀR�VRFLDOLVWD�$XJXVWH-
�+HQUL�)RUHO�XWLOL]RX�XPD�UHSUHVHQWDÄÀR�GH�WURIDOD[LD�QD�FDSD�GR�
seu estudo sobre Mirmecologia, O Mundo Social das Formigas, 
sob a divisa Labor Omnia Vincit� RX�VHMD�� p2� WUDEDOKR� WXGR�FRQ-
TXLVWDq��2�DQDUTXLVWD�UXVVR�3LRWU�.URSRWNLQ�HVFUHYHX�VREUH�HVWH�
fenómeno nas formigas, especulando que “o grau de entreajuda 
QXPD�HVSÆFLH�FRUUHVSRQGLD�½�SRVLÄÀR�GHVVD�HVSÆFLH�QD�HVFDOD�

La Fontaine’s The Ant and the Cicada (1704) perhaps reads today more 
DV�D�IDEOH�RQ�FRQưLFWLQJ� LGHDOV�RI�FDSLWDOLVW�ZRUN��WKDQ�D�PRUDO�GHEDWH�
DERXW�ZRUN�DQG�QRQZRUN�Г��,Q�WKH�WDOH��LQ�FDVH�D�UHIUHVKHU�LV�QHFHVVDU\��
D�FLFDGD�WKDW�KDV�VXQJ�DOO�VXPPHU�ORQJ�ƮQGV�LWVHOI�ZLWKRXW�IRRG�IRU�WKH�
ZLQWHU�� 7KH� FLFDGD� WKHQ�JRHV� WR� EHJ� WKH� KDUG�ZRUNLQJ� DQW��ZKR�PDQ-
DJHG�WR�VWRUH�IRRG�WR�ZLWKVWDQG�WKH�ZLQWHU��WR�KHOS�LW��EXW�WKH�DQW�UHIXVHV�

<RX�PD\�EH�WKLQNLQJ�WKDW�P\�RSHQLQJ�FODLP�LV�D�IDU�FU\�IURP�WKH�KLV-
torical context from which Aesop’s tale originated in the 6th century 
%&��EXW�WKH�WUXWK�LV�WKH�PHDQLQJ�RI�LWV�PRUDO�KDV�KDUERUHG�FRQưLFW-
ing interpretations since its inception. Perhaps the tale’s moral as 
ZH�NQRZ�LW�WRGD\�� LQ�ZKLFK�WKH�DQW�UHIXVHV�WR�UHGLVWULEXWH� LWV�KDUG�
ZRUN�RQ�WKH�EDVLV�RI� WKH�FLFDGDoV�SHUFHLYHG�SURFUDVWLQDWLRQ��ZDV�
VWDELOL]HG�PRUH�VR�E\�WKH�DVFHQVLRQ�RI�FDSLWDOLVP�WKDQ�E\�OLWHUDU\�
LQWHUSUHWHUV�RI�$HVRS�RU�/D�)RQWDLQH�� ,Q� WKH�ZDNH�RI� WKH�(XURSH-
DQ�GHEW�FULVLV��WKH�SUHYDOHQW�PRUDO�VLGLQJ�ZLWK�WKH�DQWoV�KDUG�ZRUN�
UHVXUIDFHG�LQ�������7KHQ�*UHHN�ƮQDQFH�PLQLVWHU�<DQLV�9DURXIDNLV�
UHVSRQGHG� WR�FULWLFVo� XVH�RI� WKH� WDOH�� LQ� D� VKRUW�HSLVRGH�RQ�8.oV�
&KDQQHO����DV�D�PHDQV�WR�SHUVRQLI\�WHQVLRQV�EHWZHHQ�D�GHEW�ULG-
GHQ� pFLFDGDq� RU� pJUDVVKRSSHUq� *UHHFH� DQG� WKH� KDUGZRUNLQJ� DQG�
unforgiving “ant” Germany.Г�

,W�FRXOG�EH�VDLG� WKDW� WRGD\��HLJKW�\HDUV�DIWHU� LWV�VLPSOLVWLF�XVH�� WKH�DQW�
DQG�WKH�FLFDGD�UHDG�DV�WZR�SRVVLEOH��UHVSRQVHV�WR�WKH�FULVLV�LQVRIDU�DV�
WKH\�FDUU\�RXW�DQ� LQWHUQDO�GLDORJ�EHWZHHQ�WZR�JURZWK�EDVHG�HFRQRP-
LF�PRGHOV��:KLOH�WKH�FLFDGD�KDV�EHFRPH�D�UHSUHVHQWDWLYH�RI�WKH�pFUHD-
WLYH�LQGXVWULHVq��ƮQDQFH��RU�WRXULVW�OHG�HFRQRPLHV��VXEMHFW�WR�WUHQGV�DQG�
EXEEOHV��E\�FRQWUDVW��WKH�DQWoV�FRQWLQXRXV�KDUG�ZRUG�PD\�VHHP�PRUH�
DNLQ� WR� WKH�FRQWLQXRXV�JURZWK� LGHDO�RI� LQGXVWULDO� ODERU��$QWV�FRXOG�EH�
UHDG�DV�VWDQG�LQV�IRU�WKH�FRQFUHWHQHVV�RI�PDWHULDO��IRUGLVW�IDFWRU\�ZRUN�
DQG�HFRQRPLF�PRGHOV�EDODQFLQJ�LPSRUWV�DQG�H[SRUWV�RI�FRPPRGLWLHV�
DQG�UHVRXUFHV��&LFDGDV��IRU�WKHLU�SDUW��ZRXOG�EH�WKH�KDUELQJHUV�RI�LPPD-
WHULDO�SURGXFWLRQ��VHHNLQJ�WKH�H[SDQVLRQ�RI�WKH�VHUYLFH�HFRQRP\�LQWR�D�
FRPELQDWLRQ�RI�WKH�HOXVLYH�WHUP�pFUHDWLYH�LQGXVWULHV�q�UHDO�HVWDWH�GHUHJ-
XODWLRQ��DQG�ƮQDQFH�

While it is true that in La Fontaine’s mercantilist times cultural pro-
duction was not meant to sustain the economies of cities and 
FRXQWULHV��WKH�ZULWHU�KLPVHOI�ZRXOG�PRVW�SUREDEO\�LGHQWLI\�DV�D�FL-
FDGD�RI�VRUWV��DV�VXJJHVWHG�E\�KLVWRULDQ�RI�0\UPHFROR\�&KDUORWWH�
Sleigh.Г��/D�)RQWDLQH�ZRUNHG�DW�WKH�)UHQFK�UR\DO�FRXUW��DQG�ZDV�UH-
QRZQHG�IRU�KLV� ODYLVK� OLIHVW\OH��7KXV��/D�)RQWDLQHoV�YHUVLRQ�RI� WKH�
IDEOH�VNLSV�LWV�PRUDO�DOWRJHWKHU��ZKLFK�WUDGLWLRQDOO\�DSSHDUHG�DW�WKH�
HQG�RI�WKH�VWRU\��6LPLODUO\��DQG�DJDLQVW�H[SHFWDWLRQV��$HVRSoV�RULJ-
LQDO�KDV�DOVR�EHHQ�UHDG�LQ�WKH�OLJKW�RI�KLV�FKDUDFWHUL]DWLRQ�RI�DQWVo�
ZRUN�DV�SDUDVLWLF�DJULFXOWXUDO� WKHIW� �RI�RWKHU� LQVHFWVo�KDUYHVWV���DV�
IRXQG�LQ�DQRWKHU�RI�KLV�VWRULHV��WLWOHG�Ants and Zeus. This reading 
OD\V�WKH�JURXQGV�IRU�D�GLƬHUHQW�LQWHUSUHWDWLRQ�RI�WKH�IDEOH�WKDW�DOVR�
FKDVWLVHG�WKH�DQW�IRU�LWV�SDUVLPRQ\��)RU�H[DPSOH��WKH�&KULVWLDQ�PH-
GLHYDO�WUDGLWLRQ��UHVSRQVLEOH�IRU�SHUSHWXDWLQJ�WKH�*UHHN�IDEOHV�LQWR�
/D�)RQWDLQHoV�ZRUOG��DGYRFDWHG�DW�WLPHV�IRU�D�PRUH�FKDULWDEOH�DQW��
RQH�FDSDEOH�RI�EHLQJ�V\PSDWKHWLF�WR�WKH�SRRU�

+RZHYHU�� DFFRUGLQJ� WR�6OHLJK�� LW�ZDV� WKH�9LFWRULDQV�ZKR�� LPEXHG�ZLWK�
WKH�ODERU�GLVFLSOLQH�LPSRVHG�E\�WKH�,QGXVWULDO�5HYROXWLRQ��LQWHUSUHWHG�WKH�
PRUDO�RI�WKH�WDOH�GLƬHUHQWO\�WR�WKLV�WUDGLWLRQ��*UDGXDOO\��UHDGLQJV�EHJDQ�WR�
IDYRU�WKH�DQWoV�REHGLHQFH�DQG�GLOLJHQFH��/LNHZLVH��WKH�FLFDGD�LQFUHDVLQJ-
O\�EHFDPH�DVVRFLDWHG�ZLWK�WKH�ƮJXUH�RI�WKH�DUWLVW��DV�GHPRQVWUDWHG�E\�
Gustave Dore’s illustration of La Fontaine. As the 19th�FHQWXU\�UROOHG�RQ��
WKH�UROH�RI�VRFLDO�LQVHFWV��VXFK�DV�DQWV��VKLIWHG�IURP�EHLQJ�V\PEROV�RI�DQ�
ideal Christian society to a conservative lesson on “God’s way of teach-
ing a person his or her place within society”.Г��7KH�REVHUYDEOH�SKHQRP-
HQRQ�RI�PXWXDO�IHHGLQJ�RU�JURRPLQJ�DPRQJVW�ZRUNHU�DQWV��IRU�H[DPSOH��
was imagined as proof of a potential for ‘mutual aid’ among the poor. But 
UDWKHU�WKDQ�VLPSO\�FRQQHFWLQJ�LW�WR�D�&KULVWLDQ�HWKRV��WKLV� LPDJH�DVVR-
FLDWHG�LW�WR�LQWHUHVW�UDWHV�DQG�LQVWLWXWLRQDOL]HG�OHQGLQJ��7KHPHV�VXFK�DV�
WKHVH�DUH�DOVR�IRXQG�LQ�/D�)RQWDLQHoV�DFFRXQW��ZKLFK�YLHZV�WKH�FLFDGDoV�
DLG�DV�EHLQJ�EH\RQG�FKDULW\��7KH�FLFDGDoV�GHVSHUDWLRQ�LV�WUDQVODWHG�LQWR�
DQ�RƬHU�WR�SD\�EDFN�GRXEOH�WKH�DPRXQW�OHQW�WR�KHU�t�WKH�FLFDGD��LQ�HI-
IHFW��RƬHUV�KHUVHOI�XS�WR�D�SUHGDWRU\�ORDQ�

2XWVLGH�RI�/D�)RQWDLQHoV�WDOH����th�FHQWXU\�VRFLDOLVW�WKLQNHUV�ZRXOG�
XVH� WKLV� EHKDYLRU�RI�PXWXDO� IHHGLQJ� DPRQJ�ZRUNHU� DQWV�� WHUPHG�
trophallaxis��DV�DQ� LPDJH�RI�FODVV�VROLGDULW\�DQG�UDGLFDO�VRFLDOLVP��
The socialist psychologist Auguste-Henri Forel portrayed trophal-
laxis�LQ�WKH�FRYHU�RI�KLV�P\UPHFRORJLFDO�VWXG\��The Social World of 
Ants��XQGHU�WKH�HSLWDSK�Labor Omni Vincit�RU�p:RUN�FRQTXHUV�DOOq��
5XVVLDQ�DQDUFKLVW�3LRWU�.URSRWNLQ�DV�ZHOO�ZURWH�DERXW�WKLV�SKHQRP-
HQRQ�LQ�DQWV��VSHFXODWLQJ�WKDW�pWKH�GHJUHH�RI�PXWXDO�DLG�LQ�D�VSHFLHV�
corresponded to that species’ place on the evolutionary scale: the 
PRUH�PXWXDO�DLG��WKH�KLJKHU�WKH�DQLPDOq��:LWK�WKLV�DQDORJ\�LQ�PLQG��
.URSRWNLQ�SODFHG�KXPDQ�DQDUFKLVWV�DW�WKH�HQG�RI�VRFLDO�HYROXWLRQ��
FODLPLQJ�WKDW�pDQWV�DQG�WHUPLWHV�KDYH�UHQRXQFHG�WKHLU�n+REEHVLDQ�
ZDU�o�DQG�WKH\�DUH�WKH�EHWWHU�IRU�LWq�Г�

(YHQ�0DU[�ZRXOG�ZHLJK�LQ�UHJDUGLQJ�WKH�LPPDQHQW�FRQVWUXFWLRQ�VNLOOV�
RI�EHHV��DV�WKH\�JR�DERXW�EXLOGLQJ�WKHLU�QHVWV��JLYHQ�WKDW�EHHKLYH�DUFKL-
WHFWXUH�LQVSLUHG�DZH�IRU�WKH�SHUIHFWLRQ�DFKLHYHG�E\�WKHVH�VPDOO��QRQKX-
PDQ�VRFLDO�FRXQWHUSDUWV�RI�RXUV��<HW��IRU�0DU[��KXPDQ�LQWHOOLJHQFH�ZDV�
YDVWO\�VXSHULRU�WR�WKH�VPDOO�EHH�� LQ� LWV�DELOLW\�WR�SODQ�FRQVWUXFWLRQ��WKH�
EOXHSULQW�WKDW�JXLGHV�WKH�DUFKLWHFWoV�ZRUN��,W�LV�WKLV�IRUHVLJKW�RI�KXPDQ�
ODERU�WKDW�GHƮQHV�LWV�VXSHULRULW\�WR�WKH�EHHKLYH��$QG�SHUKDSV�PRUH�VR��
WKLV�FDSDFLW\�FRXOG�EH�VDLG�WR�GHƮQH�ZKDW�GLVWLQJXLVKHV�DQLPDOV�IURP�
nonhuman animals.
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7DO�FRPR�UHIHULPRV��RV�LWLQHU¾ULRV�VHULDP�LGHQWLƮFDGRV�QD�H[SRVL-
ÄÀR�DWUDYÆV�GDV�°UELWDV�TXH�FUL¾PRV�H�RQGH�QRV�PRYHPRV��$V-
VLP��XPD�ÐUELWD�t�D� WUDMHWÐULD�HOÊSWLFD�H�FRQWÊQXD�GH�XP�FRUSR�
em torno do seu centro gravitacional — é uma dança que tem 
OXJDU�QR�HVSDÄR��$PERV�RV�FRUSRV�UHVSHLWDP�XP�SDGUÀR�UHJXODU�
GH�DWUDÄÀR�UHFÊSURFD��$�VLWXDÄÀR�WRUQD�VH�DLQGD�PDLV�LQWHUHVVDQ-
te com a entrada em cena de um terceiro corpo. Nasce, assim, 
XPD�QRYD�JHRPHWULD�GH�LPSUHYLVLELOLGDGH�t�XP�SUREOHPD�GH�WUÇV�
FRUSRV��7DO�SRGH�VHU�WUDGX]LGR�HP�GLVFXUVR��HP�SHQVDPHQWR��HP�
LPDJLQDÄÀR��([LVWHP�Y¾ULRV�HOHPHQWRV�TXH�DOWHUDP�D�VXD�GDQÄD��
GH�DFRUGR�FRP�R�ULWPR�H[FÇQWULFR�GH�XPD�KLVWÐULD��$V�PDQREUDV�
H�DV�GLVSXWDV�SRGHP�DOWHUDU�D�WUDMHWÐULD�TXDQGR�GLƮFXOWDGDV�SRU�
uma narrativa. Г� 

IV
p8PD�LOKD�SUHVVXSÒH�RXWUDV�LOKDVq��HVFUHYH�¦GRXDUG�*OLVVDQW�

Graças a Édouard Glissant, aprendemos que o pensamento ar-
TXLSHO¾JLFR�SHUPLWH� DƮUPDU�TXH� nVHU� DOJXÆPo�RX� nDOJXPD�FRLVDo�
pode mudar de acordo com o contacto com outros elementos, 
DOJR�TXH�QÀR�OHYD��QHFHVVDULDPHQWH��½�SHUGD�GH�LGHQWLGDGH�

Para Glissant, a escrava deixa a costa como escrava, mas regressa 
como algo diferente — uma entidade livre, múltipla. A unicidade do 
DUEÊWULR�HVFUDYL]DGR�WUDQVIRUPD�VH�QD�PXOWLSOLFLGDGH�GR�DUEÊWULR�OLEHU-
WDGR��2�VHU�TXH��RXWURUD��IRUD�HVFUDYR��Æ�XPD�rescensão de um ser que 
DLQGD�QÀR�HUD�HVFUDYR����

Neste sentido, o itinerário da ex-escrava altera a fonte através 
GD�TXDO�HOD�VXUJLX��(VVD�ÐUELWD�t�TXH�SURGX]LX�DOJXPD�GD�PH-
lhor poesia e música no mundo — mostra como o futuro trans-
forma o passado.

2�TXH�VLJQLƮFD��HQWÀR��D�DƮUPDÄÀR�GH�-RUJH�/XLV�%RUJHV�pFDGD�HVFUL-
WRU�FULD�R�VHX�SUÐSULR�DQWHFHVVRU�q"

$SUHQGHPRV�R�TXÀR�LPSRUWDQWH�Æ�D�DOHJULD��H�RV�GHVDƮRV��GH�HV-
colher os nossos antecessores, de descobrir as nossas fontes 
e de criar laços de fraternidade e irmandade ao longo da nossa 
YLGD��1HP�WRGDV�DV�SHVVRDV�YÇP�GH�XP�VÐ�OXJDU�RX�WHPSR�

Por outras palavras, começar a percecionar as nossas fontes de 
modo a questionar a forma como o mundo se dividiu, ora através de 
imperativos históricos ora de decretos políticos — o que implica re-
verter as formas como espaço, tempo, origem ou outras categorias 
Ʈ[DV�DFDEDP�IRU�GLWDU�DV�DƮQLGDGHV���

6LJQLƮFD� LVWR�TXH�DV� OLÄÒHV�VREUH�XP�software gratuito de Deli 
podem ser melhor compreendidas através de um jogo da equipa 
de futebol feminino do Brasil.

(�TXH�H[LVWHP�ÐUELWDV�½�HVSHUD�GH�VHU�GHVFULWDV��HQWUH�D�RFXSDÄÀR�GH�
espaços urbanos numa parte do mundo e a história de como anti-
JRV�HVFUDYRV�OLEHUWDUDP�R�WHPSR�H�R�HVSDÄR�QRXWUD�UHJLÀR�GR�SODQHWD��
através de ‘caminhos’ e ‘rotas’ para os fugitivos.

Pode, assim, ser descoberta a pluralidade das nossas (sete bi-
OLÒHV�GH�SHVVRDV��IRQWHV�t�DOJXPDV�GHODV�ƮFFLRQDGDV�H�RXWUDV�
DWLYDGDV� HQTXDQWR� KLEHUQDP�� 7DO� FRPR�R� VROR� GD� ưRUHVWD�� TXH�
QÀR� IUDJPHQWD� RV� EHQHIÊFLRV� GDV� VXDV� FDPDGDV� GH� DGXER� GH�
acordo com a apoptose de cada folha caída no outono, também 
QÐV�VDEHPRV�TXH�D�IHUWLOLGDGH�GR�QRVVR�WHPSR�QÀR�VH�GLVWULEXL�
HP�FDL[DV�RUJDQL]DGDV�SRU�GDWD��WHUULWÐULR�H�WHPD�

Voltamos às fontes. A muitas fontes. Percorremos as grutas subterrâ-
neas de cristal que compõem as estruturas do pensamento e da práti-
FD��FRP�HQRUPHV�JHORVLDV�FULVWDOLQDV�RQGH�HVWÀR�LQVFULWRV�RV�FÐGLJRV�
de formas de vida perdidas e dormentes. Desvendamos caminhos e 
itinerários, rejeitando temas e taxonomias post-factum. Descobrimos 
formas de agrupar e de sermos agrupados que respondem às ques-
tões colocadas pelo efeito da Ginga na bola. Transmitimos cada mo-
YLPHQWR�TXH�QRV�FODVVLƮFD�GH�DFRUGR�FRP�WHPD��RX�SURYHQLÇQFLD�RX�
telos inoperável, para que as fontes comecem a revelar-se.

Mudamos realmente as coisas.

Notas
1 Г�×é�sistema é um conjunto de componentes interdependentes ou que interagem entre si e que 
âëîéÝé�ñé�ðëàë�ßëéìèáôë�á�åêðîåêßÝàë��ÅÝàÝ�ïåïðáéÝ�ż�àáèåéåðÝàë�ìáèÝï�ïñÝï�âîëêðáåîÝï�áïìÝßåÝåï�
á�ðáéìëîÝåï��îëàáÝàë�á�åêĠñáêßåÝàë�ìáèë�ïáñ�ÝéÞåáêðá��àáïßîåðë�ìáèÝ�ïñÝ�áïðîñðñîÝ�á�ìîëìƀïåðë�á�
áôìîáïïë�êë�ïáñ�âñêßåëêÝéáêðë���îáðåîÝàë�àÝ�áêðîÝàÝ�ïëÞîá�ÕåïðáéÝ�àÝ�ÙåçåìáàåÝ�����éÝåë����#�

2 Г Retirado de Notes towards a Conversation in Making of a Biennale, novembro 2015, da reunião privada 
com artistas, curadores e outros protagonistas da exposição.

3 Г Ibid.
��Г Ver Eleven Notes for the Eleventh Shanghai Biennale, ÔÝíï�ÏáàåÝ�Åëèèáßðåòá��Äèñáìîåêð����th Shanghai 
ÄåáêêÝèá��Òëóáî�ÕðÝðåëê�ëâ�Ãîð��ÚÝêãÝå�����"�

ZLOOV�JLYHV�ZD\�WR�WKH�PXOWLSOLFLW\�RI�WKH�OLEHUDWLQJ�ZLOO��7KH�EHLQJ�ZKR�ZDV�
RQFH�D�VODYH�LV�D�UHVFHQVLRQ�RI�WKH�EHLQJ�ZKR�ZDV�QRW�\HW�D�VODYH�

,Q� WKLV�ZD\�� WKH� LWLQHUDU\�RI� WKH� IRUPHU�VODYH�FKDQJHV� WKH�VRXUFH�
IURP�ZKLFK�WKH�VODYH�DURVH��7KDW�RUELW�t�ZKLFK�SURGXFHG�VRPH�RI�
WKH�JUHDWHVW�SRHWU\�DQG�PXVLF�LQ�WKH�ZRUOG�t�VKRZV�KRZ�WKH�IXWXUH�
transforms the past.

:KDW�GR�ZH� OHDUQ� IURP�-RUJH�/XLV�%RUJHV��ZKHQ�KH�VXUPLVHV�� p(YHU\�
ZULWHU�FUHDWHV�KLV�RZQ�SUHGHFHVVRUq"

:H� OHDUQ�WKH� LPSRUWDQFH�RI�WKH� MR\� �DQG�FKDOOHQJHV��RI�FKRRVLQJ�
RXU�DQFHVWRUV��RI�GLVFRYHULQJ�RXU�VRXUFHV��RI�LQYHQWLQJ�IUDWHUQLWLHV�
DQG�VRURULWLHV��DV�ZH�MRXUQH\�WKURXJK�OLIH��1RW�DOO�RI�XV�FRPH�IURP�
DQ\�RQH�SODFH��RU�WLPH�

7KLV�PHDQV�HPERG\LQJ�D�ZD\�RI� ORRNLQJ�DW�RXU�VRXUFHV� LQ�D�ZD\� WKDW�
FKDOOHQJHV� KRZ� WKH�ZRUOG�ZDV� FDUYHG� XS�� HLWKHU� E\� KLVWRULFDO� LPSHUD-
WLYHV�RU�E\�SROLWLFDO�ƮDW��,W�PHDQV�UHYHUVLQJ�WKH�XVXDO�ZD\V�LQ�ZKLFK�VSDFH��
WLPH��RULJLQ��DQG�RWKHU�Ʈ[HG�FDWHJRULHV�GLFWDWH�DƱQLWLHV�

It means that the lessons of free software from Delhi may actual-
O\�EH�EHVW�OHDUQHG�WKURXJK�ORRNLQJ�DW�WKH�%UD]LOLDQ�ZRPHQoV�WHDP�
IRRWEDOO�JDPH�

,W�PHDQV�WKDW�WKHUH�DUH�RUELWV�ZDLWLQJ�WR�EH�GHVFULEHG�EHWZHHQ�WKH�KDE-
LWDWLRQ�RI�XUEDQ�ODQG�LQ�RQH�SDUW�RI�WKH�ZRUOG�DQG�WKH�KLVWRU\�RI�KRZ�IRU-
PHU�VODYHV�OLEHUDWHG�WLPH�DQG�VSDFH�LQ�DQRWKHU�SDUW�RI�WKH�ZRUOG�E\�VXV-
taining “railroads” and “routes” for fugitives.

$�SOXUDOLW\�RI�RXU�VRXUFHV��RI�VHYHQ�ELOOLRQ�SHRSOH��FRXOG�EH�GLVFRY-
HUHG�t�VRPH�RI�WKHVH�ƮFWLRQDOO\�LQYHQWHG��DQG�VRPH�DFWLYDWHG�DV�
WKH\�OLH�KLEHUQDWLQJ��LQ�ZDLW��-XVW�DV�WKH�IRUHVW�ưRRU�GRHV�QRW�SDUFHO�
RXW�WKH�EHQHƮWV�RI�LWV�OD\HUV�RI�FRPSRVW�DFFRUGLQJ�WR�WKH�DSRSWR-
VLV�RI� LQGLYLGXDO� IDOOHQ�DXWXPQDO� OHDYHV��VR�WRR��ZH�UHFRJQL]H�WKDW�
WKH�IHUWLOLW\�RI�RXU�WLPH�LV�QRW�GLVWULEXWHG�LQ�ELQV�PDUNHG�E\�GDWH��WHU-
ULWRU\��DQG�WKHPH�

:H�UHWXUQ�WR�VRXUFHV��7R�PDQ\�VRXUFHV��:H�ƮQG�RXU�ZD\�LQWR�DQG�WKURXJK�
VXEWHUUDQHDQ�FU\VWDO�FDYHV�RI�VWUXFWXUHV�RI�WKRXJKW�DQG�SUDFWLFH�ZLWK�JL-
ant crystalline lattices that might contain the codes of lost and dormant 
IRUPV�RI�OLIH��:H�ƮQG�SDWKV��LWLQHUDULHV��HVFKHZ�WKHPHV�DQG�SRVW�IDFWXP�
WD[RQRPLHV��:H�ƮQG�ZD\V�RI�JDWKHULQJ�DQG�EHLQJ�JDWKHUHG�WKDW�DQVZHU�
WR�WKH�TXHVWLRQV�RI�D�EDOO�FXUYHG�E\�*LQJD��:H�UHQGHU�HYHU\�PRYH�WKDW�
ZRXOG�FODVVLI\�XV�E\�WKHPH��RU�SURYHQDQFH��RU�WHORV�LQRSHUDEOH��VR�WKDW�
WKH�VRXUFHV�PD\�EHJLQ�VSHDNLQJ�

We change the state of play.
{

Notes
��Г�Ã�system�åï�Ý�ïáð�ëâ�åêðáîÝßðåêã�ëî�åêðáîàáìáêàáêð�ßëéìëêáêð�ìÝîðï�âëîéåêã�Ý�ßëéìèáô�ëî�åêðîåßÝðá�
óäëèá��Çòáîõ�ïõïðáé�åï�àáèåêáÝðáà�Þõ�åðï�ïìÝðåÝè�Ýêà�ðáéìëîÝè�ÞëñêàÝîåáï��ïñîîëñêàáà�Ýêà�åêĠñáêßáà�
by its environment, described by its structure and purpose and expressed in its functioning. (from 
Wikipedia entry on System, 12 May 2017)

��Г�Èîëé�ëñî�Notes towards a Conversation in Making of a Biennale,November, 2015, private circulation with 
artists, curators, and other protagonists of the exhibition.

��Г�ËÞåà�
��Г�Õáá��Eleven Notes for the Eleventh Shanghai Biennale,�ÔÝíï�ÏáàåÝ�Åëèèáßðåòá��Äèñáìîåêð����th Shanghai 
Biennale, Power Station of Art, Shanghai, 2016.
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