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O ESPELHO DO SONHO (DREAM MIRROR), PEDRO PROENCA, 2018

Porque escolhemos estes sete artistas em detrimento de outros? Por que € que os textos
dos catalogos e dos livros, que quase ninguém (&, sdo rapidas classificacbes com
algumas pitadas de louvor, que, por serem louvor, surgem sempre um pouco artificiais
(ou sera apenas uma falta de pudor)?

Parece que nao lhe entramos na pele. Estremecem inconclusos. Ha uma opacidade
gue nos convida a resumi-los em epitetos, como na lliada. Por outro lado, aqui onde
tambem busco cura-los, procuro a completude, a complexidade, o lado desconhecido,
o facto picaresco, o gesto que foi silenciosamente glorioso, a boutade que sobra
em cliché. Um sitio onde se cimenta a surpresa.

Nestes artistas, ha indissoluveis lacos com o literario, com a palavra? Decerto, mas ndo
foi a palavra, desde Duchamp, desde o Fluxus, ou desde a Conceptual Art, que se
banalizou ou especializou deixando de ser exterior a arte (o outro da critica) para passar
a ser o coracdo desta (a consciéncia das ideias e dos processos)? Dizia-me ha poucos
dias alguém que hoje, frequentemente, a arte esta a beira de se confundir com
literatura. Sintoma de incuria? Acto de cura do excesso e banalizacao das imagens?
Desejo de se evadir de si mesma? Vontade de ocupar um espaco (o literario) com o que
outrora lhe resistia? Hd um lado barbaro nas artes visuais que pretende ignorar ou
sobrepor-se a outros dominios. A arte recente, depois do moderno e do pos-moderno,
capitulou em boa parte as suas relagdes com o antigo (porque visto como nefasto,
logo suspeito). Amnésia voluntaria? Estardo estes campos, ambos tecnologicamente
obsoletos, a fundir-se? Nesta exposicao, talvez. E talvez ¢ um quase sim.

Jodo Gafeira, curador

Why did we pick these seven artists instead of others? And why are the texts included in
these art catalogs and books (which no one reads these days) almost always composed
of a few hastily sketched attempts at categorization sprinkled with a pinch of praise that
leaves behind an aftertaste of artifice (or merely shamelessness)?

It seems we can't inhabit their skin. They shudder, indistinct yet opaque, inviting us to
sum them up in epithets like in the lliad. On the other hand, this exhibition, through
which | seek to curate them, is a search for completeness, complexity, the unknown
side, the picaresque deed, the quietly glorious gesture, the quip that gives way to cliché.
An exhibition is where you solidify surprise.

Do these artists share imperishable ties to the literary, to words? Of course, but since
Duchamp, since Fluxus or Conceptual Art, haven't words gone from being outside of
art (the other of criticism) to being at the very heart of it (in the consciousness of ideas
and processes)? A few days ago someone told me that these days art runs the risk of
being mistaken for literature. Is this a symptom of carelessness? An expression of the
curation of excess and the trivialization of images? A desire to escape itself? The will to
take over a space (the literary field) that used to resist it? The visual arts have some kind
of barbarian quality, seeking to either ignore or impose themselves upon other fields.
Recent art, post-modernism and post- post-modernism, has in many ways given up
on its relationship with the old (because the old is seen as nefarious, and therefore
suspect). Is it voluntary amnesia? Are both of these technologically obsolete fields
merging? In this exhibition, maybe. And a maybe is a near yes.

Jodo Gafeira, curator



PIERRE DELALANDE

Pierre Delalande (1946) chega-nos do
dominio literario, tendo desembocado
tardiamente no mundo das artes. A sua obra
Autobiografias busca forjar as suas biografias
numa rebuscada genealogia que persegue

o seu apelido e algumas afinidades intelectuais.

Delalande, tendo nascido em Avignon,
passou a adolescéncia na Irlanda, partindo
mais tarde rumo a Grécia para conhecer

in loco a literatura contemporanea helénica,
em especial a poesia, tendo realizado algumas
traducdes de Ritsos, Seferis, Embiricos e Elytis
para a editora Pegasus. Em Paris-Nanterre,
conclui uma tese de mestrado acerca de

La cuisine du sujet en Rousseau et Stendhal.
Fixa-se, apos o 25 de Abril, em Lisboa e desde
o inicio do milénio tem vindo a esculpir,
semi-aleatoriamente, a sua identidade,

a sombra de coincidéncias (o facto de,

por exemplo, ter o mesmo nome de uma
obscura, mas influente, personagem de
Vladimir Nabokov), agindo artisticamente
em reacgao a outros autores e artistas que
vai canibalizando e remisturando, como
Picabia, Kafka, Cage ou Byars. A partir das
suas obras cria aforismos que acaba por
transformar em sequéncias narrativas
autobiograficas.

O seu trabalho visual &, por um lado, o de
uma complexa pseudo-autodocumentacao,
gerindo graficamente fotografias ou
documentos, e acrescentando narrativas ou
frases escritas num estilo laconico. Por outro
lado, cria capas dos livros que escrevera depois:
Os titulos sdo obras condensadas que geram
obras que poderiam ser titulos de muitos
outros livros. Um livro, idealmente, € ja uma
biblioteca —vé-se/lé-se, em dado momento.
Outras vezes, Pierre Delalande expde pecas
de efeito diagramatico e musical; ou ainda,
painéis multiplos de quatro imagens
(reminiscentes de John Baldessari), em que
assimila e contrapde a teoria do sublime
paisagistico (em The return of the guilliotine)
a fotografias e abstraccdes geométricas.

Pierre Delalande (1946) began in the eld

of literature and landed in the art world only
late in his career. His work Autobiographies
seeks to craft "his biographies” from a
convoluted genealogy, in pursuit of his
surname and a few intellectual affinities.

Delalande, born in Avignon, spent his youth
in Ireland, then left for Greece to discover
Greek contemporary literature, particularly
its poetry, “in loco”, and worked on translations
of Ritsos, Seferis, Embiricos and Elytis for
Editions Pegasus. He then finished his
Master’s thesis on “La cuisine du sujet en
Rousseau et Stendhal” at Paris-Nanterre.

He settled in Lisbon after the Portuguese
revolution of 1974 and has been carving his
identity somewhat randomly since the turn
of the millennium, driven by a series of
coincidences (for example, the fact that

he shares his name with an obscure, yet
influential, character by Vladimir Nabokov),
reacting artistically to other authors and
artists, such as Picabia, Kafka, Cage or Byars,
whom he cannibalizes and remixes.

He creates aphorisms based on his own work,
then transforms them into autobiographical
narrative sequences.

His visual work consists, on the one hand, of a
complex kind of pseudo-self-documentation,
graphically arranging photographs or
documents to which he adds narratives

or laconic phrases. On the other hand, he
creates covers for books he’ll write some
day: “The titles are condensed works that
generate works that could be the titles of
many other books. Ideally, one book is a
library already”, one can read at a certain
point. Elsewhere, Pierre Delalande show
pieces with a diagrammatic, musical effect;
or multiple panels composed of four images
(referencing John Baldessari), in which he
assimilates and contrasts the theory of the
sublime in landscape (in The return of the
guillotine) to photographs and geometric
abstractions.

JOHN RINDPEST

John Rindpest € um artista levemente
antiquado e deslocado nas preocupagdes.
Depois de uma ida a feira de Basel, teve uma
epifania e considerou que poderia fazer
qualquer coisa nos antipodas do mercado
da arte, criando uma arte divertida que se
mantivesse fiel ao espirito original dos
conceptualistas. Invertendo os pressupostos
do texto de Marcel Broodthaers, que o levou
a ser artista, Rindpest enunciou na sua
exposicao Poetry as Art as Poetry os
pressupostos de uma militancia por esta
actividade gratuita e pobre, para que a arte
se salve de ser mais um apéndice da
especulagao financeira.

Rindpest trabalha incorporando, por
exemplo, citagdes de Kafka, do Dicionario
Etimoldgico de Chantrainne, ou de Pierre
Delalande, seu amigo proximo. O criticismo
de Rindpest (e a sua mania de apropriagdo)
vai longe. Por exemplo, afirma que concebe
a politica como extensao da curadoria, e
que, como em Francois Le Lionnais, ha uma
antecipacao endémica nas suas criacdes
que gera precursores que plagiam os
antecessores. E curioso notar que, em
Rindpest, as citagcdes de Delalande se
tornam mais ferozes, rebarbativas, menos
subtis e clinicas. Ha uma sujidade propria
de Rindpest que nos atira para a desordem,
abandonando a elegancia e a brevidade.

Se Delalande se transforma por reacgdo

e repeti¢ao, Rindpest recorre ao plagio
daquele para ser impuro e caustico.

A maior parte das pecgas de Rindpest
consistem em instalacdes monumentais em
que manipula textos, imagens, e acrescenta
ornamentos. Algumas dessas instalacées
estendem-se a arquitecturas e jardins, sendo
um dos seus propositos criar o AMAT/MATA
(Ambulatory Museum of Art Theories/
Museu Ambulatorio de Teorias de Arte). Esta
obsessdao em coleccionar teorias de arte e
em expd-las artisticamente é filtrada pela
ideia de nao-retorno permanente.

Por outro lado, Rindpest assume a postura
de um old master precoce. Esse estilo
desabrido — sem filtros — de quem se esta
nas tintas, deve-o a sua admiracgao pelo late
Picasso (cuja poesia, alias, traduziu), ou por
Eduardo Batarda (a quem acusa de lhe ter
roubado o estilo e a forga), ou ainda pelos
ultimos livros de Herberto Helder.

Rindpest is a somewhat antiquated artist,
ever on the outside with his steep concerns.
He had an epiphany after visiting the Basel
art fair and thought he could create
something in diametrical opposition to the
art market, fun art that held on to the
original spirit of the conceptualists. Inverting
the assumptions found in the text by Marcel
Broodthaers that led to him becoming an
artist in the first place, Rindpest, in his show
Poetry as Art as Poetry, proclaimed the
presuppositions of his own activism on
behalf of this free and impoverished activity,
“so art may be rescued from becoming yet
another appendage of financial speculation”.

Rindpest works through the incorporation,
for example, of quotes from Kafka,
Chantrainne’s Etymological Dictionary, or
Pierre Delalande, who is a close friend of his.
The focus of Rindpest's criticism (and his
obsession with appropriation) is wide-ranging.
He claims, for instance, that he conceives of
politics as an extension of curatorship, and that,
like Frangois Le Lionnais, his creations are
constantly moving up in time, engendering
precursors that plagiarize their antecessors.
It's interesting to note that, in Rindpest's work,
Delalande’s quotes become fiercer, obnoxious,
less subtle and clinical. There is a dirtiness
peculiar to Rindpest that pushes us towards
disorder, abandoning elegance and brevity.
If Delalande transforms himself through
reaction and repetition, Rindpest resorts to
plagiarizing the former in order to become
impure and corrosive. He's also conceived
of a veritable avalanche of virtual installations,
some of which have been realized.

Most of Rindpest's work consists of monumental
installations in which he manipulates text and
images, then ornaments them. Some of these
installations include architecture and gardens,
and one of his goals is the creation of
AMAT/MATA (Ambulatory Museum of Art
Theories/ Museu Ambulatorio de Teorias

de Arte). His obsession with collecting and
artistically displaying Art theories is filtered
through the notion of permanent non-return.

On the other hand, Rindpest takes on the
role of a precocious “old master”. He owes
this unfiltered style — that of someone who
doesn't give a damn — to his admiration for
the “late” Picasso (whose poetry he translated),
Eduardo Batarda (whom he accuses of having
stolen his style and “strength”), and the last
books of Herberto Helder.






SONIANTONIA

O trabalho de Soniantonia foca-se na
materializacao de expressdes poéticas

ou literarias (mas ndo so), que por vezes
interpreta literalmente, e outras vezes
parodia ou ilustra. Na pecga ars scribendi
desmonta (num registo afim ao de
Sandralexandra) o discurso de promogao
da violéncia, resultado de uma ética de forca
masculina, pretensamente radical, mas
profundamente machista e autoritaria.

A presenga do machado, como instrumento
de abate ou de sacrificio, torna-se ao
mesmo tempo ineludivel e ironica face a
intengdo de alguém supostamente poder
escrever com um machado (como um
maoista escreveria com uma metralhadora
ou com um tractor). A cantiga ainda sera

a tal arma contra a burguesia?

Em Soniantonia, ha uma vertente que se
opde as abstraccdes e conceitos, que, no
entanto, usa de uma forma muito carnal e
irdnica. O seu vocabulario parece mistico,
sobretudo em Trevas Vinhateiras. Nesse livro
as alusdes ao divino aparecem erotizadas,
ébrias, inspiradas. Cruelmente erdticas sao
também as suas ratoeiras que devoram pinceéis
e paletas, numa alusdo ao acto de pintar,

e a Fung¢do do Orgasmo, de Wilhelm Reich.
As minhas ratoeiras sdo condensadoras de
energia. Sugam a energia da tradicdo pictorica
ilusionista e machista. (in entrevista de S. & S.
com Olinda Ferreira, JL, Fevereiro de 2009)

Soniantonia’s work focuses on the
materialization of poetic and literary
expressions (and others), which she
sometimes interprets literally and other
times parodies or illustrates. In ars scribendi
she takes apart (in a register common to
Sandralexandra’s) the discourse of violence
as a product of a masculine ethics of
strength, supposedly radical but profoundly
sexist and authoritarian. The presence of the
axe as a tool of slaughter or sacrifice
becomes simultaneously unavoidable and
ironical when confronted by the supposed
intent to “write with an axe” (much like a
Maoist might write with a rifle or a tractor).
Can a song still be a weapon against the
bourgeoisie?

In Séniantonia one finds a side which
opposes abstractions and concepts, which
she nonetheless employs in a highly carnal
and ironic fashion. Her vocabulary seems
mystical, particularly in Vineyard Darkness,
a book in which the references to the divine
are erotic, intoxicated, inspired.

Her mousetraps are also cruelly erotic,
devouring paintbrushes and palettes, in an
allusion to the act of painting and to The
Function of the Orgasm by Wilhelm Reich.
“My mousetraps are energy condensers.
They draw power from the illusionistic and
sexist pictorial tradition.” (S. & S. interviewed
by Olinda Ferreira in JL, February of 2009).

PEDRO PROENCA

A obra de Pedro Proenca (1962)

€ sobejamente conhecida. Pintor, ilustrador
e ensaista esta associado as multiplas
geragdes artisticas que eclodiram no inicio
dos anos 80. Quer no uso imoderado de
imagens de aparéncia alegorica, quer no
frenesi rocaille de desenhos fremendo de
comichao, Proenca € um desenhador agil
que nos sacode, parodia, goza, e por vezes
deleita, com a seriedade subita de vanitas
que invertem o humor ou se deixam
engolir nele.

Nas grandes pecas aqui apresentadas, o
artista parece querer recuperar um mundo
comico-filosoéfico-mitologico. O seu
fabulario maneirista remete, em grande
escala, para as gravuras de Quinhentos
(recheadas, no entanto, de alusdes a Roy
Lichenstein, a Sol Lewitt e a Frank Stella).

Os seus painéis decorativos, de verve
setecentista, parecem contaminados pelo
frenesi de Tiepolo, ou de Guardi, ou pelos
estranhos escritos de Carlo Gozzi (como
a Marfisa Bizarra). O desenho nestas faixas
€ a extensao de uma caligrafia apressada
e dancgante, em que o caprichoso e
ornamental devoram, musicalmente,

as figuras.

A arte de Proenca &, consequentemente,
polimorfa. Por exemplo, num livro recente
(Da inscricdo, 2017) apresenta desenhos de
linha contida e aspecto diagramatico que
parecem situar-se no polo oposto a estes
desabridos painéis. Sdo registos gramaticais
de uma arte combinatdria quase infinita,
melancolica e topologica. Podem estes
desenhos ser lidos como poemas,
disseminando o unanime branco conflito
de Mallarmé? Certamente. Mas o que neles
borbulha, com padrées que lembram os
dos vasos gregos, do periodo geometrico,
ou figuras que se aparentam com mascaras
das artes primeiras, € um desejo de sentido
antes do sentido uma exibi¢do de ritmos
que procuram ser coisas, uma anotagao

de percursos, que conjuram e conjugam as
partituras mais experimentais de John Cage
com as pinturas de Joaquim Rodrigo.

Pedro Proenga’s (1962) work is widely
known. He is a painter, illustrator and
essayist with ties to the various artistic
generations that burst onto the scene in
the beginning of the 80s. Whether in the
immoderate use of apparently allegorical
imagery, or the rocaille frenzy of itchy,
twitchy drawings, Proenca is a deft drawer
who shakes, parodies, mocks and
occasionally delights us, with the sudden
seriousness of vanitas that invert humor
or are devoured by it.

In the large pieces shown here,

the artist seems to want to reclaim a
comical-philosophical-mythological world.
His collection of mannerist fables refers
back to the engravings of the 16th century
(though it is full of references to Roy
Lichenstein, Sol Lewitt and Frank Stella).

His decorative panels, with the artistic verve
of the 1700s, seem contaminated by the
energy of Tiepolo or Guardi, or by the
strange writings of Carlo Gozzi (such as his
Marfisa Bizzarra). The drawing on these strips
is an extension of a rushed, dancing
calligraphy, in which pictures are musically
devoured by caprice and ornament.

Proenca’s art is, therefore, polymorphous.
In a recent book (On inscription, 2017)

he uses drawings with subdued linework,
resembling diagrams, in the antipodes of
these unbridled panels. Instead, they are
grammatical records of a nearly in nite,
melancholy and topological combinatorial
art. Can these drawings be read as poems,
thus spreading Mallarmé’s “unanimous white
conflict”? Of course. But in these patterns
that recall those of greek vases from the
geometric period, and these figures that
resemble the masks of primitive art, what
bubbles up is a desire for “meaning before
meaning’, a display of rhythms seeking to
be things, annotated paths which conjure
up and conjugate the more experimental
scores by John Cage and the paintings

of Joaquim Rodrigo.






PROGRAMA EDUCATIVO / EDUCATIONAL PROGRAM

PROGRAMA PARALELO QUE CONVIDA OS PUBLICOS PARA O DEBATE E A REFLEXAO CRITICA
EM TORNO DAS TEMATICAS DA EXPOSIGAO.
ENTRADA LIVRE

PARALLEL PROGRAM THAT INVITES AUDIENCES TO DEBATE AND CRITICAL THINKING
AROUND THE THEMES OF THE EXHIBITION.
FREE ADMISSION

14 NOVEMBRO / NOVEMBER | 18:00
MANUEL JOAO VIEIRA

12 DEZEMBRO / DECEMBER | 18:00
MARIA ANTONIA OLIVEIRA

23 JANEIRO / JANUARY | 18:00
PEDRO EIRAS

20 FEVEREIRO / FEBRUARY | 18:00
PAULO PIRES DO VALE

20 MARGCO / MARCH | 18:00
JOSE PEDRO SERRA

PEDRO PROENCA

4 NOVEMBRO / NOVEMBER | 11:00

31 MARGO / MARCH | 11:00

PARTICIPACAO GRATUITA, MEDIANTE INSCRIGAO PREVIA? / FREE, BY APPOINTMENT ONLY*

JOSE ALBERTO FERREIRA
27 JANEIRO / JANUARY | 11:00
PARTICIPACAO GRATUITA, MEDIANTE INSCRIGAO PREVIA? / FREE, BY APPOINTMENT ONLY*

DE TERGA-FEIRA A DOMINGO, ENTRE AS 10:00 E AS 18:00, MEDIANTE INSCRIGAO PREVIA!
(MINIMO 5 PESSOAS)
3,00€ / PESSOA (DESCONTO DE 50% PARA ESTUDANTES E +65 ANOS)

TUESDAY TO SUNDAY, FROM 10.00 TO 18:00, BY APPOINTMENT ONLY*
(MINIMUM PARTICIPANTS REQUIRED: 5)
3,00€ / PERSON (50% OFF TO STUDENTS AND VISITORS OVER 65 YEARS OF AGE)

VISITAS GUIADAS E VISITAS-JOGO? / GUIDED TOURS AND PLAY-TOURS?

PARA TURMAS DE CRIANCAS E JOVENS DOS 3 AOS 18 ANOS

DE TERCA A SEXTA-FEIRA, ENTRE AS 10:00 E AS 18:00, MEDIANTE INSCRICAO PREVIA!
DURAGCAO: 60-90 MINUTOS

1,00€ / ALUNO

TUESDAY TO FRIDAY, FROM 10:00 TO 18:00, BY APPOINTMENT ONLY*
DURATION: 60-90 MINUTES
1,00€ / STUDENT

VISITA-JOGO NA EXPOSIGAO / PLAY-TOUR IN THE EXHIBITION
18 NOVEMBRO / NOVEMBER | 11:00

QUANTAS PERSONAGENS HABITAM ESTA EXPOSIGAO?

QUANTOS RISOS ALI SE ESCONDEM?

NESTA VISITA-JOGO, PEQUENOS E GRAUDOS SAO CONVIDADOS A FAZEREM

UMA VIAGEM NA EXPOSIGAO EXPLORANDO ALGUMAS DAS SUAS TEMATICAS!

PARA FAMILIAS COM CRIANGAS ENTRE OS 5 E OS 12 ANOS, MEDIANTE INSCRIGAO PREVIA!
2,50€ / PESSOA

HOW MANY CHARACTERS INHABIT THIS EXHIBITION?

HOW MANY LAUGHS ARE HIDDEN IN THERE?

IN THIS PLAY-TOUR, KIDS AND GROWNUPS ARE INVITED TO TAKE A TRIP

IN THE EXHIBITION EXPLORING SOME OF ITS THEMES!

FOR FAMILIES WITH CHILDREN BETWEEN 5 AND 12 YEARS OLD, BY APPOINTMENT ONLY*
2,50 € / PERSON

INSCRIGOES: SERVICO EDUCATIVO / REGISTRATIONS: EDUCATIONAL DEPARTMENT
EMAIL: SERVICOEDUCATIVO@FEA.PT | TEL.: +351 266 748 350 | ONLINE: WWW.FEA.PT/EDUCACAO

?PROGRAMA ESPECIFICO E OUTRAS ATIVIDADES DO SERVIGCO EDUCATIVO EM WWW.FEA.PT/EDUCACAO
SPECIFIC PROGRAM AND OTHER ACTIVITIES OF THE EDUCATIONAL DEPARTMENT AT WWW.FEA.PT/EDUCACAO
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