n 02.2024 > 04.2024

centro internaclepal

Terra Estreita
Benji Boyadgian, Bisan Abu Eisheh,
Emily Jacir, Jean-Luc s

>Pressing Land

Dayana Lucas
Cifra

é de Guimaraes e Artes Africanas,

Pré-Colombianas e Antigas Chinesas
Heter6clitos: 1128 objetos

José de Guimardes and African,

Pre-Columbian and “Ancient Chinese Arts
>Heteroclites: 1128 objects

José de Guimaraes

Doacdao de Jos
Céamara Municipal-de Guimaraes

>Donation by José de Guimardes to_the Guimardes City Council

de Guimaraes 3

Mapeamento das Paredes

da Cidade de Lisboa, 19/5

>Mapping the Walls of the (City of Lisbon, 19755.
2
\A
% &
% syran©
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Sala 6 e 7
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Room 6 and 7

Disturbing Art
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piso 1

José de Guimaraes
e Artes Africanas,
Pré-Colombianas
e Antigas Chinesas

Heterd6clitos: 1128 objetos

0 acervo do CIAJG é composto por 1128 objetos de
artes africanas, pré-colombianas, chinesas e obras do artista portugués
José de Guimardes. "Heterodclitos: 1128 objetos” é uma exposigdo-ensaio
que mostra a totalidade deste acervo e que reflete sobre as relagdes
entre linguagem, sujeitos, historia e politica. A crise dos objetos e das suas
representagdes, que fricciona constantemente com o nosso quotidiano,
identidades e herangas, é aqui encenada através de uma colegéo que, sob
um mesmo gesto aglutinador, reline acervos ditos “extra-europeus” e arte
contemporénea, pegas artisticas e religiosas, materiais provenientes de
varias geografias e culturas do mundo. Como mostrar a sua natureza fractal
sem encenar as estruturas de poder e de posse habituais? Como coreografar
o carater polifénico (com muitas vozes) desta colegéo?

Enquanto proposta curatorial, "Heterdclitos: 1128
objetos” articula-se como um espago de experimentagéo inesgotavel, em
que natureza enigmatica e critica da arte possui o seu proprio infinito.
A exposigdo, que ocupa a totalidade do primeiro piso do CIAJG, tem uma
montagem experimental, procurando fluidez entre as “reservas” e as salas
de exposigao, entre o “transito” e o “tempo” dos objetos. Diz-se heterdclito
do que é excéntrico, irregular, fora do comum, ou seja, diz-se heteroclito de
um acervo construido a partir daquilo que é dissonante entre si, mas que
faz do desacordo um espago de hospitalidade. Heterdclito € uma palavra de
ordem para imaginar o futuro.

José de Guimarades
and African,
Pre-Columbian and

Ancient Chinese Arts
Heteroclites: 1128 objects

Curadoria > Curator Arquitetura > Architecture Design

Marta Mestre André Tavares, Ivo Pocas Martins

Macedo e Cannata

Vista da exposicéao
Sala 5

Exhibition View
Room 5

oVasco Célio / Stills

The CIAJG's collection
consists of 1128 objects of
African, pre-Columbian and
ancient Chinese art, and
wotks by the artist José
de Guimardes. Heteroclites:
1128 objects is an exhibition
essay that reveals the entire
collection, highlighting
a debate between language,
objects, subjects and politics.
The crisis of objects and
their representations, which
constantly influences our
daily lives, identities and
heritages, is explored on
the basis of a collection
that, under the same unifying
gesture, brings together
so-called “extra-European”
collections and contemporary
art, artworks and religious
items, different materials from
various places and cultures of
the world. How can we reveal
the collection's fractal nature
without staging the usual
ownership and power structures?
How can we choreograph the

Ist floor

Exposicéo
Permanente

Permanent

Exhibition

libgy

polyphonic nature of this
collection (i.e. reflecting
many voices)?

As a curatorial proposal,
"Heteroclites: 1128 objects"

is articulated as a space

that enables endless
experimentation, in which the
enigmatic and critical nature
of art has its own infinite
dimension. The exhibition,
which occupies the entire first
floor of the CIAJG, has an
experimental design, seeking
fluidity between the "reserves”
and the exhibition rooms,
between the “transit” and
“time” of objects. Heteroclite
means that which is eccentric,
irregular, out of the ordinary.
A collection is said to be
heteroclite when it is built
from dissonant elements, but
which transforms this sense
of disaccord into a space of
hospitality. Heteroclite is

a watchword for imagining

the future.

Alfabeto Africano

African Alphabet

O Alfabeto Africano é um dos trabalhos mais emblematicos
de José de Guimaraes. Trata-se de um projeto de osmose da arte europeia e africa-
na, que reforga a importancia do simbolo como elemento articulador entre a arte e
todas as outras dimens&es da existéncia humana, compreendendo o seu papel na
transmisséo cultural.

Os ideogramas, a utilizagdo dos signos ou as silhuetas, tra-
duzidas em negativo, aproximam o artista tanto das tradigées africanas, em espe-
cial aquelas do territério correspondente ao antigo e influente reino de Ngoyo (no-
roeste de Angola), quanto do vocabulario internacional da arte Pop.

O periodo angolano despertou o interesse de José de Gui-
maréaes pelas culturas materiais e imateriais autéctones. Em Angola adquiriu um pe-
queno conjunto de pegas de artesanato que hoje pertence a Sociedade Martins
Sarmento (Guimarées). Mais tarde, dos anos 80 em diante, inicia a colegédo que se
encontra parcialmente exposta no CIAJG, comprando diretamente nos mercados
europeus especializados em artes africanas, pré-colombianas e chinesas.

The African Alphabet is
one of the most emblematic

signs or silhouettes, material and immaterial
translated into their negative cultures while he lived in
wotks by José de Guimarées. version, bring the artist Angola, where he acquired a
small set of handicrafts that

today belongs to the Sociedade

It is a project that fosters closer to African traditions,

osmosis between European and especially those linked to
Mattins Sarmento (Guimaries).
Later, from the 1980s onwards,
he started the collection
that is partially exhibited
at the CIAJG, buying objects

directly in European markets

African art, and reinforces the former territory of

the importance of the symbol the ancient and influential
as an articulating element kingdom of Ngoyo (northwest
Angola), and also to the

dimensions of human existence, international vocabulary of

between art and other

helping us understand its role Pop art.

in cultural transmission. José de Guimardes became that specialise in African,

The use of ideograms, interested in indigenous pre-Columbian and Chinese arts.

Arte Perturbadora

Disturbing Art

Os sete anos que viveu em Angola - primeiro entre 1967 e
1969 e posteriormente entre 1970 e 1974 -, no contexto da guerra colonial, des-
pertaram em José de Guimardes o interesse sobre formas culturais situadas nos
antipodas da sua visdo de europeu. As viagens que realiza pelo vasto territério an-
golano, acrescenta leituras sobre antropologia e etnografia que |lhe permitem des-
codificar, ainda que parcialmente, o pensamento magico expresso nas festividades
e rituais que presencia, especialmente junto dos povos “tchokwe” ou “quiocos”.

Em Angola desenvolve uma linguagem pop e sincrética que
renova os codigos da pintura da época. E também do “periodo angolano” o seu ma-
nifesto Arte Perturbadora (1968), em sintonia com o desenrolar dos acontecimentos
que levaram a “Revolugéo dos Cravos” (1974). José de Guimarédes nunca mais regres-
sara a Africa, muito embora a experiéncia tenha sido decisiva para a construgao do
seu projeto artistico, assim como da sua colegéo, posteriormente adquirida.

José de Guimardes spent and ethnographic texts, is also from the "Angolan
that allowed him to decode,

albeit partially, the magical to Portugal's 1974 “Carnation

seven years in Angola - period”, during the build-up
firstly between 1967 and
1969 and subsequently

between 1970 and 1974 -,

during the colonial war.

thinking expressed in the Revolution”. José de Guimaties
festivities and rituals that never rteturned to Africa,
he witnessed, especially but his experience there had

This experience sparked among the “tchokwe” or a decisive impact on the

his interest in cultural “kioko" peoples. construction of his artistic
forms situated at the

opposite ends of his vision

In Angola he developed project and his collection,

a pop and syncretic language that he subsequently acquired.
as a European. His trips that renewed the codes of
through the vast Angolan painting at the time. His

manifesto Arte Perturbadora

(Disturbing Art) (1968)

territory were complemented
by studying anthropological



piso 1

Craniums and Kronos

The skull/cranium
(and mask) is an element
tepresented in José de
Guimardes' entirte oeuvre. We
find it in his drawings and
paintings, especially related
to his Mexico series, in the
dance of the dead.

In Western conceptions
of time, the skull is the
symbol of the finitude of
life (from the Latin phrase,
"“memento moti", Temember that
you will die), velated to
linear temporality. But for

Masks Room. Inversion

The orientation of the
supports is inverted - a
subtle rotation that pro-
foundly alters the perception
of the masks on display. This
temporary gesture highlights
the front and back of each
mask, and invites us to gaze
at the supports - inspired by
the “crystal easels” designed
by the architect, Lina Bo
Bardi -, and the captions
that identify each of the
forty objects.

Given their complexity
and very different origins,
broadly and inconclusively

Ist floor

Cranios e Cronos

O cranio (e a mascara) € um elemento representado em toda a obra de José de
Guimaraes. Encontramo-lo no desenho e na pintura, especialmente relacionada a série México, sobre a
“danga dos mortos”.

Nas concegdes de tempo ocidentais, o cranio é o simbolo da finitude da vida (do
latim “memento mori”, lembre-se que morrerd) e estéa relacionado a uma temporalidade linear. Mas para
varias outras culturas no mundo, existem multiplas temporalidades, nogcdes de tempos espiralares e ex-
pansivos que ndo podem ser quantificados em cronologias. Para os Gregos Cronos significava o tempo
inexoravel, mas Kairés era o momento indeterminado em que algo especial acontece: a experiéncia do
momento oportuno. J& nas sociedades pré-colombianas dos Andes, os “quipus” (ou sistema de “nés”)
eram arquivos portateis de narragdes - genealogias, contabilidade, historias, poemas - que marcavam o
tempo da comunidade.

Como convocar varias temporalidades para o museu? Como restituir a tempo-
ralidade especifica dos objetos que aqui se guardam, sabendo que a percegdo do tempo pode moldar
valores e apreciagdes sobre os objetos e os sujeitos que os produziram?

many other cultures in the
wotrld, there are multiple
temporalities, concepts of
spiralling and expansive
time, that cannot be
quantified in chronologies.
For the Greeks Kronos meant
inexorable time, but Kairtos
was the indeterminate moment
in which something special
happens: the experience of
the opportune moment. In pre-
Columbian Andean societies,
the “quipus" (OT system

of "knots") were portable

archives of different
narrations - genealogies,
accounts, stories, poems -
that marked the time of
the community.

How can we convene
various temporalities for the
museum? How can we restore the
specific temporality of the
objects that are stored here,
knowing that the perception
of time can shape values
and appreciations about the
objects and the subjects that
have produced them?

Sala das Mascaras. Avesso

Nesta sala inverte-se a orientagédo dos suportes, uma rotagédo subtil que altera
profundamente a percegéo das mascaras expostas. Este gesto temporario coloca em evidéncia a frente
€ o verso, e convida a que a nossa atengdo recaia nos suportes - inspirados nos “cavaletes de cristal” da
arquiteta Lina Bo Bardi -, e nas legendas que classificam cada um dos quarenta objetos.

Dada a sua complexidade e proveniéncias muito distintas entre si, que o epiteto
“Africa Subsariana” procura unificar sem consegquir, estas mascaras colocam o problema do conhecimen-
to sobre este tipo de objetos. Reportam-se a rituais complexos que devem ser mantidos secretos, e que
os saberes cientificos (a antropologia, a histéria da arte, etc.) tém dificuldade em traduzir,incorrendo no
risco de simplificagéo.

Sob o véu da sua harmoniosa “éxtase”, as mascaras que aqui vemos séo um espe-
Iho antropoldgico que, a pretexto de falar dos “outros”, reporta-se a nossa prépria condigéo e as contra-
digdes do processo histérico ocidental, aquilo que sentimos como estranho e longinquo. Sdo objetos que
interromperam a sua vida ritual e que passaram a ser admirados enquanto mercadoria e obra de arte, num
percurso marcado por assimetrias de poder, violéncia simbdlica, comércio e apropriagdo. Mas também,
contacto intercultural, arte, mestria técnica, tradigédo e inovagao cultural.

grouped under the epithet
“Sub-Saharan Africa”, these
masks pose the problem of
knowledge about such objects.
They refer to complex rituals
that must be kept secret, and
that scientific knowledge
(anthtopology, artt history,
etc.) has difficulty in
translating, due to the risk
of simplification.

Under the veil of their
harmonious "ecstasy", the
masks on display are an
anthropological mirror that,
under the pretext of talking
about “others”, rtefers to

our own condition and the
contradictions of the western
historical process, to that
which we feel is strange and
distant. They are objects
that ceased to be used in
their ritual contexts and
began to be admired as
merchandise and works of
art, in a trajectory marked
by asymmetries of power,
symbolic violence, commervce
and appropriation. But also,
intercultural contact, art,
technical mastery, tradition
and cultural innovation.

\VViver Juntos

Living Together

The assembly of this
toom explores an interplay of
glances between the CIAJG's
vatious collections: "African
arts”, “pre-Columbian”,
“ancient Chinese arts' and
José de Guimatdes' oeuvre.
Linked by invisible threads,
the objects seem to talk to
each other independently of
our presence. An African
fetish points towards a pre-
Columbian vase, a skull
imagined by José de Guimaraes
contrasts with a bronze object
from ancient China, statuettes

A montagem desta sala entrelaga um jogo de olhares entre os varios acervos: “ar-
tes africanas”, “pré-colombianas”, “artes antigas chinesas” e o trabalho de José de Guimaraes. Ligados
por fios invisiveis, os objetos parecem conversar entre si,independentemente de nés. Um fetiche africa-
no aponta para um vaso pré-colombiano, um cranio imaginado por José de Guimarées contrapde-se a um
bronze da China antiga, estatuetas falam com pinturas, sem que o tempo as separe.

A medida que os objetos cruzam olhares entre si, tantas vezes independentes
dos seus observadores, torna-se evidente que as narrativas sdo infinitas. “Como viver juntos?”, pergun-
tam estes objetos.

“0 fato de podermos compartilhar esse espago [0 mundo] ndo significa que somos

iguais; significa exatamente que somos capazes de atrair uns aos outros pelas

nossas diferengas, que deveriam guiar o nosso roteiro de vida. Ter diversidade, e

ndo isso de uma humanidade com o mesmo protocolo. Porque isso até agora foi

s6 uma maneira de homogeneizar e tirar nossa alegria de estar vivos.”

Ailton Krenak, Ideias para adiar o fim do mundo, 2017-19

speak with paintings, without
time separating them.

As the objects gaze
at each other, so often
independent of their
observers, it becomes evident
that the associated narratives
are infinite. The objects ask:
“How should we live together?”

“The fact that we can share this space [the world] does not mean we are the same;

tather that we are capable of attracting one another through our differences,
which should guide our life script. To harbour diversity, rather than a humanity
with the same protocol. Because until now this was just a way to homogenise and

Temove our joy of being alive."
Ailton Krenak, Ideas to postpone the end of the world, 2017-19

Vista de exposicao
Sala 7
Viver Juntos

Exhibition View
Room 7

Living Together
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piso 1 lst floor

oacgcao de Joseé de
uimaraes a Camara
unicipal de Guimaraes

Mapping
City of
Donation by
José de Guimarades
to the Guimardes
City Council

Apresenta-se uma selegdo referente a doagdo de 98 pegas ao Municipio,
realizada por José de Guimardes este ano. O conjunto espelha um processo criativo peculiar que
tem constituido uma espécie de assinatura na obra do artista: a exploragédo de outras genealogias e
tradigdes artisticas para “desaprender” o seu treino ocidental. Neste sentido, a definicédo de “artista-
-colecionador” cabe como uma luva, e o seu universo compdsito espelha a procura da fusdo entre o
que (Ihe) é proprio e exdgeno.

Conjunto complexo e desafiante, esta doagdo ndo assinala um destino, mas
o inicio de uma nova vida, sendo da responsabilidade do CIAJG contar a(s) histéria(s) deste acervo,
daqui em diante. Esse é um exercicio que requer um outro compromisso, de &mbito institucional, para
com as especificidades que aqui se colocam. Partindo da ideia de que esta colegédo tem um podero-
so efeito de espelho e que, sob o véu de falar dos outros, devolve o nosso rosto e contradigdes do
processo histoérico, podemos principiar por colocar perguntas. Que objetos sdo estes? Quais as suas
inscrigdes culturais e vida desde a sua origem até hoje? Quais os sentidos que neles encontrou José
Exposicdo patente de Guimaréaes? Que fungdes ocupam na nossa sociedade? Como refere o fildsofo camaronés Achille
nas salas 4 e 6
até 28 abril
Exhibition in rtooms 4

and 6 until 28 april

Mbembe: “Depois de tantos anos de presenga destes objetos nas suas instituigdes, serd que a Europa
tera finalmente aprendido a lidar com aquele(s) que ve(é)m de fora, inclusive os de muito longe?”.

Mapeamento das
Paredes da Cidade
de Lisboa, 19/5

the Walls of the
Lisbon, 197/5.

Quando regressei de Angola em novembro de 1974, ja tinha
acontecido o 25 de Abril e 0 ambiente que se vivia nas ruas de Lisboa era exaltante.
As manifestagdes de grupos e forgas politicas eram visiveis por todo o lado. Porém o
que de mais original aconteceu foram as pinturas murais e graffitis que verdadeira-
mente decoravam a cidade dando-lhe um tom festivo e vibrante. Lisboa revestiu-se
duma escrita mural que mostrava bem a exaltagdo dos momentos que se sucede-

ram apos aquela data.

Cartazes revolucionarios uns, slogans com algum humor ou-
tros, realizados quer em paredes libertas, uns do MRPP, do MES, do PCP, que anuncia-
vam comicios ou simplesmente anunciando a revolugdo como o do PRD-BR. Sendo
alguns deles “plasticamente” inovadores, sequindo “estilos” que foram usados in-
ternacionalmente em ocasifes semelhantes. Esta oportunidade permitiu-me reali-
zar uma abundante documentagéo fotografica que tem sido mostrada em ocasides,

como a que agora se apresenta.

Exposicdo patente
na sala 8
até 28 abril

Exhibition in rtoom 8
until 28 april

Cito algumas frases retiradas da estédtua de D. Jo&o |, situa-
da na Praga da Figueira, em Lisboa:

“Garmendia Otaequi libertada”

“Libertagao dos anti-fascistas”

“Salvem a vida dos revolucionarios”

“Abaixo os organismos de Cupula, vivam os orgasmos de Co-
pula (A)”

“N&o permitamos o processo fascista”

Presents a selection of ter therein? What functions

98 works donated by José de

fusion between his own produc- Starting from the idea that “Boicote activo as eleigcdes”

tion and exogenous works. this collection has a power- do they fulfil in ourt society?

“Fim a repressdo em Espanha e ao povo espanhol”, etc.

Guimardes to the Municipal-
ity this year. The collection
reflects a unique creative
process, that has become a
kind of signature his oeuvre:
exploring other genealogies
and artistic traditions in
order to "unlearn" his West-
ern training. The definition
of "artist-collector" fits him
like a glove. His hybrid uni-
verse mirrors his search for a

Given that this set of
works is complex and challeng-
ing, this donation does not
signal a final destination,
but rather the start of a new
life. The CIAJG henceforth
has the responsibility to tell
the story(s) of this collec-
tion. This exercise rtequires a
heightened institutional com-
mitment to the specific issues

that arise in this context.

ful mirroring effect and that,
under the veil of speaking
about others, it reveals our
own face and the contradic-
tions of the historical pro-
cess, we can start by asking
certain questions: What are
these objects? What are their
cultural inscriptions and
life, from their origin until
the present day? What meanings
did José de Guimardes encoun-

As the Cametoonian philosopher
Achille Mbembe puts it: "After
so many years of the presence
of these objects in its insti-
tutions, has Europe finally
learnt to deal with what comes
from those from the outside,
including those from very far
away?".

José d

1975

e Guimaraes,

José de Guimarées
Lisboa, janeiro de 2024

Por ocasido do 50° aniversario da Revolugédo dos Cravos.

Colaboracdo Artistica > Artistic Collaboration

Arco Ignis, Guimaraes

When I returned from Angola,
in November 1974, the 25 April
Revolution had already occurred
and the streets of Lisbon were
filled with excitement. There were
demonstrations by political groups
and forces everywhere. The most
original dimension were the murals
and graffiti that decorated the
city, endowing it with a festive
and vibrant atmosphere. Lisbon
was covered in mural writing that
reflected the exaltation unleashed
by the revolution.

Some were rtevolutionary

José de Guimarédes,
1975

has been shown on occasions, such
as the one presented here.
I quote a few phrases scrawled
on the statue of King Jodo I,
in Lisbon's Praca da Figueira:
"Garmendia Otaegui has been
freed"
"Free the anti-fascists"
"Save the lives of the
revolutionaries"
"Down with the organisms of the
Ctdpula (upper echelons), long
live the orgasms of Copulation
(A)"

"We won't permit the fascist

posters, others were humorous process"
slogans, affixed on empty walls, "Active boycott of the
some were produced by the MRPP, elections”

MES, PCP, announcing rallies,
others announced the rtevolution
itself, like the poster created by
the PRD-BR. Some were "plastically"
innovative, following "styles"

used internationally on similar
occasions. This gave me the
opportunity to produce an abundance
of photographic documentation that

"End rtepression in Spain and of
the Spanish people", etc.

José de Guimaraes

Lisbon, January 2024

On the occasion of the 50th
anniversary of the Carnation
Revolution.



piso O

Dayana

Escada-escorrega, 2023
Ferro fundido
Cast Iron

Vista de exposicao
Exhibition View

Hall
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Marta Mestre CIAJG e ArtWorks

ground floor

Exposicéo
patente

até 28 abril
Exhibition
until 28 april

Lucas

Dayana Lucas (n.Caracas,1987; vive e trabalha
no Porto) desenvolve uma pesquisa praticanaareado
desenho com particular interesse na passagem para
a escultura, recorrendo a diferentes materiais como
betdo, madeira ou metal. Trabalha também como
designer na area da cultura, tendo colaborado com
musicos, artistas plasticos e diversas instituicdes
culturais portuguesas. Foi cofundadora da Oficina
Arara, onde desenvolveu, até 2017, trabalho na
area do design e da impressdo com diversos meios
manuais, € na organizagéo de exposigdes, workshops
e encontros com a comunidade artistica do Porto.
Colabora desde 2010 com o coletivo SOOPA e em
2019 criou o projeto ORINOCO, dedicado a edigéo de
livros e outras edi¢cdes de artista.

Entre as diferentes exposi¢cdes individuais
que realizou destacam-se “Um” na Wrong Weather
Gallery (2018), Espirito Manual no Museu de Serralves
(2018), “Pedra em Flor” no Sismografo (2019) e
“Negro Secreto” na Galeria Lehmann + Silva (2019).
Nos ultimos anos participou também em diferentes
exposigcdes coletivas em espagos como o CIAJG -
Centro Internacional das Artes José de Guimaraes
(Guimaraes, Portugal); Bienal de Arte Contemporanea
da Maia (Maia, Portugal); PORTA33 (Funchal, Portugal)
e Sesc Pompéia (S&o Paulo, Brasil).

Dayana Lucas (b. Caracas, 1987; lives and
works in Porto) develops practical rtesearch in
the field of drawing, focusing on the transition
to sculpture, using different materials such as
concrete, wood and metal. She also works as a
designer for cultural projects and has worked
with musicians, visual artists and various
Portuguese cultural institutions. She co-
founded the Oficina Arara, where, until 2017,
she worked in the field of design and printing,
using various handcrafted media and organised
exhibitions, workshops and meetings with Porto's
artistic community. Since 2010, she has worked
with the SOOPA collective and in 2019 created
the ORINOCO project, dedicated to publishing
books and other artist's publications.

Her solo exhibitions include "Um" (One) at the
Wrong Weather Gallery (2018), “Manual Spirit”
at the Serralves Museum (2018), "Pedra em Flor"
(Blossoming Stone) at Sismégrafo (2019) and
"Negro Secreto" (Secret Black) at the Lehmann

+ Silva Gallery (2019). In tecent years she has
also taken part in various group exhibition,

at venues such as the CIAJG - José de Guimarades
International Centre for the Arts (Guimartiaes,
Portugal); Maia Contemporary Art Biennial
(Maia, Portugal); PORTA33 (Funchal, Pottugal)

and Sesc Pompéia (Sao Paulo, Brazil).

Era nas visceras de animais, que os Antigos comunicavam com os Deuses. A palavra para essa arte
da decifragéo era, em latim, “haruspicio”, que significa a inspecéo das entranhas ou a revelagédo do que ndo se da de ime-
diato. A realidade como abismo, labirinto ou dobra constitui a percegdo moderna da nossa existéncia. O “claro enigma” da
linguagem, como Ihe chamou Drummond de Andrade.

Entre opacidade e transparéncia, entre o visivel e o invisivel, percorrendo as nuances de um
caminho de dois extremos, Dayana Lucas (n. em 1987 em Caracas; vive e trabalha no Porto) eleva ao ritual o ato de
inscrever, grafar, desenhar. Existe um sentido iniciatico no seu gesto, em que o desenho € como uma maquina de ver
e de sentir. A invengdo de uma linha que ndo acaba, em Dayana Lucas, problematiza ndo s6 o fecho do gesto, mas
também os inicios do mesmo, ja que a imaginagdo da forma a um fio que comega sempre, sem as pontas do principio
e do fim - uma ideal suspensédo da morte.

Diante do atual empobrecimento da linguagem, dos signos e mensagens planas, algoritmiza-
veis, esta € uma exposigédo que deixa clara a vontade de recuar diante do que ja foi dito. Dirlamos mesmo, que procura
surrealizar ou gerar opacidades. A casa de vidro constitui-se como um centro desta exposigédo, um ponto nodal (in)
decifravel onde habita o enigma. Sindnimo de protecéo e de delicadeza em simultaneo, a casa de vidro pode significar
estarmos nUs em nés mesmos. E onde a artista torna visivel a sua fragilidade (a sua forga).

0 conjunto de trabalhos e intervengdes que se apresenta no CIAJG testemunham a passagem
do desenho a forma tridimensional, a influéncia da musica e das paisagens solitarias em Dayana Lucas. Quem visita
esta exposicdo pode, assim, intuir essa trasmutagdo do desenho em escultura, em casa transparente, sem nenhuma
mediagdo. N6és somos a casa. Ndo temos telhados de vidro.

Corpo-molusco, 2023
Barro negro, em
colaboracéo conm
Catolina Garfo e
Maria Carvalho /
Arte da Terra.
Paradela

Black clay, in

collaboration with

Carolina Garfo and

Maria Carvalho / Arte ( (5
f

da Terra. Paradela

Vista de exposicdo 4 2 ﬂ f)
Exhibition View ( t
Hall )"‘-} ( '.3
oVasco Célio / Stills

5

The Ancients used the is an initiatory dimension

entrails of animals to
communicate with the gods.
The Latin term for this

art of decipherment was
"haruspice" - which means the
inspection of entrails or

the revelation of that which
is not immediately apparent.
The modern perception of our
existence is based on reality
as an abyss, labyrinth or
fold - that which Drummond

de Andrade called the "clear
enigma" of language.

Between opacity and
transparency, between the
visible and the invisible,
exploring the nuances of a
path that has two extremes,
Dayana Lucas (born in 1987
in Caracas; lives and wotks
in Porto) elevates the act
of inscribing, graphing,
drawing to ritual. There

to her gesture, in which
drawing is like a machine
for seeing and feeling. The
invention of a never-ending
line, in Dayana Lucas' wotk,
explores not only the closure
of the gesture, but also
its beginnings, since the
imagination gives shape to
a thread that is constantly
starting over, without either
beginning or end - an ideal
suspension of death.

Faced with the
current impoverishment of
language, signs and flat,
algorithmisable messages,
this exhibition highlights
the desirte to retreat from
that which has already been
said. We could even say that
it seeks to surrealise things.
The heart of the exhibition
is the glass house, an (in)

decipherable nodal point that

harbours enigma. Synonymous
with protection and delicacy
at the same time, the glass
house can mean being naked
within ourselves. It is where
the artist makes her fragility
(and her strength) visible.
The group of works and
interventions on display
at the CIAJG highlight the
artist's transition from
drawing to three-dimensional
form, and how she has been
influenced by music and
solitary landscapes. Visitors
to this exhibition can thereby
sense the transformation of
drawing into sculpture, into a
transparent house, without any
mediation. We are the house.
We have no glass ceilings.

Como a lembranga
de uma casa em
que se moroul.

Néo da casa
propriamente, mas
da posicdo da casa
dentro de si.
Clarice Lispector

Relégio, 2023
Desenho na parede,
carvao

Drawing on the wall,
charcoal

Casa do Tempo
(Sitio-do-Lugar), 2023
Vidro

Glass

Vista de exposicéo
Exhibition View

Sala / Room 9

oVasco Célio / Stills

Like the memory

of a house you

once lived in.

Not the house
itself, but the
position of the
house within itself.
Clarice Lispector



Roka-mae I, II, III, IV, V, VI,
2006-2020

Tinta de esmalte sobre tela

Enamel paint on canvas

Vista de exposicéo
Exhibition View

Sala / Room 11

oVasco Célio / Stills

7 para 8, 2023

Serigrafia

Cortesia Galeria Lehman e Silva
Serigraphy

Courtesy Lehman and Silva Gallery

Vista de exposicao
Exhibition View

Sala / Room 10

oVasco Célio / Stills

Animal, 2023
Ferro recortado,
soldado e pintado
Cut, welded and
painted irvon

Vista de exposicéo
Exhibition View

Sala / Room 10

oVasco Célio / Stills
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Benji Boyadgian

Benji Boyadgian (1983, Jerusalém, Pa-
lestina), vive e trabalha em Jerusalém. Estudou arquitetura na
Ecole Nationale Supérieure d’Architecture de Paris La Villette,
tendo-se especializado em sociologia urbana em éareas poés-
-conflito. E mestre pela California College of Arts de San Fran-
cisco, EUA, em 2017. Atualmente, ensina na International Art
Academy Birzeit, em Ramala. Como artista, Boyadjian explora
temas em torno da percegdo, memoria, territério, arquitetura e
paisagem. As suas exposigdes incluem «Little did they know>,
EVA international, Limerick, Irlanda, «For the phoenix to find
its form in us», SAVVY Contemporary, Berlim (2021), «<Phantom
Limbs>», Jameel Arts Center, Dubai, «Actual and possible», Al
Ma’mal Foundation for Contemporary Art, Jerusalém (2018). Em
2015, recebeu o Prémio Ismail Shammout

Benji Boyadgian (1983, Jerusalém, As an artist, Boyadgian

Palestine) lives and wotks in explores themes revolving around

Jerusalem. He studied architecture at perception, memory, territory,

ENSAPLV School of Architecture (Ecole
Nationale Supérieure d'Architecture

de Paris La Villette), specializing

in urban sociology in post-conflict
areas. He holds a master's degree from
the California College of Arts in San
Francisco, USA, in 2017. He teaches at
the International Art Academy Birzeit
in Ramallah.

architecture and landscape.

His exhibitions include "Little
did they know", EVA international,
Limerick, Ireland, "For the phoenix
to find its form in us", SAVVY
Contemporary, Berlin (2021), "Phantom
Limbs", Jameel Arts Centre, Dubai,
"Actual and possible", Al Ma'mal
Foundation for Contemporary Art,
Jerusalem (2018). In 2015, he was

awarded with the Ismail Shammout Prize.

Variations on a Map
2017- em curso
Aguarela sobre papel
Cortesia do artista

«Variations on a Map é

uma antologia de mapas

da Palestina, de Israel, da
Cisjordania, de antigos reinos
biblicos, de uma provincia
romana, da Grande Siria, de
alguns sanjaks [provincias]
otomanos, de uma coldnia
britanica, etc. Mapas do
passado e do presente,

uns especulativos, outros
informativos e alguns que
nunca existiram, nem existirao.
Recolhidos na internet, estes
mapas foram “submetidos” ao
processo de um cartégrafo
desorientado que mapeia as
reproducgdes virtuais e as fan-
tasmagorias que se projetam
no territério. Posteriormente,

Variations on a Map
2017-on going
Watercolour on paper

Courtesy of the artist

«"Variations on a map” is

an anthology of maps of
Palestine, Isrtael, the West
Bank, Biblical Kingdoms,

a Roman province, Greater
Syria, some Ottoman Sanjaks,
a British Colony, etc..

The same place tepresented
many different places, some
past, some present, some
speculative, some informative
and some that never were and
never will be.

The maps are collected from
the web; the process of a
disoriented cartographer
mapping the virtual
reproductions of the
phantasmagorias projected
onto this territory.
Subsequently, those maps
are copied and documented
in form of miniature

watercolors, information is

s&o copiados e documentados diluted and further reduced

Larissa Sansour S

(X X informagéo é diluida, reduzida due to the nature of the

°
T B 't A terra é estreita para nés. Ela encurrala-nos no udltimo
agSIr a nIJI desfiladeiro e despojamo-nos dos nossos membros para passar.
[ J [ ] [ J
Ryuichi Hirokawa
oge
Yazan Khalili

em miniatura e a aguarela; a

ao seu valor grafico, conside- medium and format. With no

rada a natureza da técnica e mention of their origins,

] 0 ) i A th together in th
A terra oprime-nos. Féssemos nés o seu trigo, para morrer do formato. Sem referéncia ey come together in the
tealm of tepresentations»

e ressuscitar. Fosse ela a nossa mde as suas origens, juntam-se ao

(Benji Boyadgian).

. ~ . . mundo das representagdes>»
para se compadecer de nés. Féssemos nés as imagens B )
P (Benji Boyadgian).
dos rochedos que o nosso sonho transportard,
como espelhos. Vimos os rostos daqueles que, na
derradeira defesa da alma, o dGltimo de nés matard.
Chordmos a festa dos seus filhos e vimos o rosto dos que
precipitardo os nossos filhos
. B ° ° Les Prairi
pelas janelas deste dltimo espaco. Espelhos que a nossa ]E; o5 TrenTes
: isan Abu Eishe
de Rennes
2012-10

estrela polird.
Para onde iremos, passada a dGltima fronteira? Para onde
voardo as aves, apés o uUltimo

Bisan Abu Eisheh (1985, Jerusalém, Pa-

5u? Onde d ird lant 5 jltd to?
céu? Onde dormirdo as antas, apés o altimo vento: . . ,
p + ap lestina), vive e trabalha entre Londres e Jerusalém. Formado

Escreveremos os nossos nomes com vapor . . .
P pela Academia Internacional de Arte da Palestina e pela Cen-

tral Saint Martins, em Londres, 2014. O trabalho de Abu Eisheh
foi exibido em importantes instituigdes e eventos artisticos,

carmim, cortaremos a mdo ao canto para que a nossa carne
o complete.

Aqui morreremos. Aqui, no dltimo desfiladeiro. Aqui ou... como o Palestinian Museum (2017); Moscow Museum of Mo-

dern Art (2018); Glasgow International (2016); Eva Internatio-
nal Biennial (2014); ICA London (2013); ou a Istanbul Biennial
(2011). Abu Eisheh foi também curador de uma série de even-

ali, e do nosso sangue nascerdo oliveiras.

Mahmoud Darwish, “A terra é estreita para nés", 1986.

tos/programas internacionais. Foi residente do Programa de
Residéncia Internacional Art OMI, Ghent, NY, EUA (2018); Cul-
ture + Conflict, Londres, Reino Unido (2016-17); Klinstlerhaus
Buchsenhausen International Fellowship Program for Art and
Theory, Innsbruck, Austria (2015).

[in M Darwish, 0 Jardim Adormecido e outros poemas, trad. A. Martins, Porto,

Flanéur, 2002.]

Playing House / Bayt Byoot

Coprodugdo > Co-production
A Oficina/CIAJG e (un)common ground

Curadoria > Curator

(un)common ground

Apoio > Support
Repiblica Portuguesa, DGArtes e RTP2

Bisan Abu Eisheh (1985, Jerusalenm,
Palestine), lives and works between
London and Jerusalem. Graduated
from the International Academy of
Palestinian Art and Central Saint
Martin's, London, 2014.

Abu Eisheh's work has been
exhibited at important institutions
and art events, such as The
Palestinian Museum (2017); Moscow
Museum of Modern Art (2016);
Glasgow International (2016); Eva

International Biennial (2014);

ICA London (2013); ot the Istanbul
Biennial (2011). Abu Eisheh has also
curated a number of international
events/programmes. He was a resident
of the Art OMI International
Residency Programme, Ghent, NY,

USA (2018); Culture + Conflict,
London, UK (2016-17); Kiinstlerhaus
Bichsenhausen International
Fellowship Programme for Art and
Theory, Innsbruck, Austria (2015).

Playing House / Bayt Byoot
2008-11

50 objetos, 10 mapas com
alfinetes e video 9’05

Colegéo Teixeira de Freitas

Restos da demolicédo de casas e
de todo o tipo de construgdes
palestinas pelas autoridades na
zona de Jerusalém, como pegas
disponiveis para qualquer tipo
de jogo.

2008-2011
50 objects, 10 maps with pins
and video, 9'05'

Teixeira de Freitas

collection

Remains of the demolition

of houses and all kinds of
Palestinian buildings by the
authorities in the Jerusalenm
area, like pieces available

for any kind of game.
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Emily Jacir

Emily Jacir (1973, Belém), vive e trabalha
entre Nova lorque e Ramala. E formada no College of Art da Uni-
versidade de Dallas, Memphis. Ensina na Academia Internacio-
nal de Arte Palestina desde 2006. E fundadora e atual diretora
do Dar Yusuf Nasri Jacir para Arte e Pesquisa, na casa da familia
em Belém, que serve tanto como centro comunitario quanto
como espago de arte contemporanea. O seu trabalho mobiliza
a fotografia, o filme, o video, a instalagédo, o som, a performan-
ce e a escrita. Tematicamente, percorre os temas da do exilio,
resisténcia e intervencgéo social, tendo como pano de fundo a
realidade palestina. Recebeu numerosos prémios de prestigio,
incluindo um Ledo de Ouro na 522 Bienal de Veneza (2007); o
Prémio Prince Claus do Prince Claus Fund em Haia (2007); o Pré-
mio Hugo Boss no Museu Guggenheim (2008); entre outros. As
suas recentes exposigdes individuais incluem Alexander and
Bonin, Nova lorque (2018); IMMA (Irish Museum of Modern Art),
Dublin (2016-17); Whitechapel Gallery, Londres (2015); e Gugge-
nheim Museum, Nova lorque (2009). O seu trabalho tem sido
regularmente apresentado em grandes exposi¢cdes coletivas
internacionais, incluindo no Museu de Arte Moderna de Nova
lorque; no Museu de Arte Moderna de S&o Francisco; e na DO-
CUMENTA 13 (2012).

Emily Jacir (1973, Bethlehenm),
lives and works between New Yotk and
Ramallah. She graduated from the
College of Art at the University
of Dallas, Memphis. She has been
teaching at the International Academy
of Palestinian Art since 2006. She
is the founder and current director
of the Dar Yusuf Nasrti Jacir for Art
and Research, in her family home in
Bethlehem, which serves as both a
community centre and a contemporary
art space.

Her work uses photography, film,
video, installation, performance,
writing and sound. Her work focuses
on the themes of exile, Tesistance
and social intervention against the
backdrop of Palestine.
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She was awarded numertous and
prestigious awards, such as a Golden
Lion at the 52nd Venice Biennale
(2007); the Prince Claus Prize of the
Prince Claus Fund at the Hague; the
Hugo Boss Prize of the Guggenhein
Museum (2008), among others. She has
exhibited regularly in Europe, the
Americas and the Middle East since
1994, and has had solo shows in New
York, Los Angeles, Ramallah, Beirut,
London and Linz. He has worked with
organizations such as the A. M.
Qattan Foundation, the Al Ma'mal
Foundation for Contemporary Art and
the Sakakini Cultural Centre.
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Where We Come From
2001-03

Impressdes cromogénicas e
video

Colegéao Teixeira de Freitas

Where We Come From, um dos
mais emblematicos trabalhos
de Jacir, inclui trinta pares de
fotografias e textos, bem como
um video. Este conjunto regista
os esforgos de Emily Jacir

para concretizar os pedidos
pessoais de palestinos que
vivem em todo o mundo. Muitos
dos participantes no projeto
foram proibidos de regressar a
sua terra natal ou de deixar as
suas casas e circular livremente
no seu pais, na regido e fora
dela. Jacir colocou a mesma
questéo a estes individuos: «Se
eu pudesse fazer alguma coisa
por si, em qualquer lugar da
Palestina, o que seria?». Cada
fotografia e texto (que aparece
tanto em arabe como em
inglés) documenta a resposta
de cada pessoa a pergunta,
bem como os esforgos de

Jacir para satisfazer o pedido.
Usando o seu passaporte
americano para atravessar as
fronteiras que demarcam a
Faixa de Gaza, a Cisjordania e
Israel, Jacir satisfez desejos

que vao desde os praticos
(levar roupa e presentes

aos membros da familia) aos
caprichosos (regar uma arvore
numa aldeia).

lower ground floor

Where We Come From
2001-03
C-print and video

Teixeira de Freitas

collection

Where We Come From is one of
the most emblematic works of
Jacil, which comprises thirty
pairings of photographs and
texts as well as a video.
This ensemble rtecords Emily
Jacit's efforts to realize
the personal requests of
Palestinians living around
the world. Many of the
participants in the project
wete prohibited either from
teturning to their homeland
or from leaving their homes
and moving freely throughout
their country, the region,
and beyond. Jacir posed

the same question to these
individuals: “If I could do
anything for you, anywhere
in Palestine, what would

it be?" Each photograph

and text (which appears in
both Arabic and English)
documents a single person's
tesponse to the question, as
well as Jacit's efforts to
satisfy the request. Using
her American passport to move
actoss borders demarcating
the Gaza Strip, the West
Bank, and Isrtael, Jacir
fulfilled desires ranging
from the practical (bringing
clothes and gifts to family
members) to the whimsical

(water a tree in a village).

Jean-Luc Moulene

Jean-Luc Moulene (1955, Reims, Fran-
ga), vive e trabalha em Saint Langis-lés-Mortagne, Franga.
Moulene € um dos artistas mais conceituados trabalhando com
fotografia. Entre as instituigcdes que dedicaram exposigdes in-
dividuais ao seu trabalho contam-se o Sculpture Center, Nova
lorque (2019); Villa Medici, Roma (2015); Kunstverein Hannover
(2014); Dia, Beacon, Nova lorque (2012); Carré d’art-Musée d’art
contemporain, Nimes (2009); Culturgest, Lisboa (2007); Musée
du Louvre, Paris (2005), entre outras. Participou em importan-
tes exposigdes coletivas internacionais, como a Bienal de Ve-
neza (2019, 2003), a Bienal de Taipé (2016, 2004), a Bienal de
Sharjah (2010), a Bienal de S&o Paulo (2002) e a Documenta X
(1997). A obra de Mouléne integra as colegdes do MoMA, Nova
lorque; Tate, Londres; Museum of Contemporary Art, Los Ange-
les; Pinault Collection, Paris; Dia Art Foundation, Nova lorque;
Walker Art Center, Minneapolis; Musée de I’'art moderne de la
ville de Paris; Kadist Art Foundation, Paris; Musée d’Art Moderne
et Contemporain, Estrasburgo; Centre National des Arts Plas-
tiques, Paris, entre outras. As exposi¢gdes individuais mais re-
centes de Mouléne incluem Técnico Libertario, Casa Sdo Roque
Centro de Arte, Porto, Portugal (2021-22).

Jean-Luc Mouléne (1955, Reims,
France) lives and works in Saint Langis-
lés-Mortagne, France.

Mouléne is one of the most renowned
artists working with photography.

Among the institutions that
have dedicated solo exhibitions to
his work are Sculpture Center, New
York (2019); Villa Medici, Rome
(2015); Kunstverein Hannover (2014);
Dia, Beacon, New York (2012); Carré
d'art-Musée d'art contemporain,

Nimes (2009); Culturgest, Lisbon
(2007); Musée du Louvre, Paris
(2005) among others. He participated
in major international group shows
such as the Venice Biennial (2019,
2003), the Taipei Biennial (2016,
2004), the Sharjah Biennial (2010),

the Sdo Paulo Biennial (2002), and
Documenta X (1997). Mouléne's work
is held in the collections of the
MoMA, New York; Tate, London; Museum
of Contemporary Art, Los Angeles;
Pinault Collection, Paris; Dia

Art Foundation, New York; Walker

Art Center, Minneapolis; Musée de
1'art moderne de la ville de Paris;
Kadist Art Foundation, Paris; Musée
d'Art Moderne et Contemporain,
Strasbourg; and Centre National

des Arts Plastiques, Paris, among
others. Mouléne's most Tecent

solo exhibitions include, Técnico
Libertério, Casa S&o Roque Centro de
Arte, Porto, Portugal (2021-22).
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Palestinian Products

2007

Cibachrome

Colegéao Teixeira de Freitas

«0 que é um produto
palestino? Para alguns, esses
produtos n&do existem. Entédo
tivemos que procura-los,
importa-los. Procurei divulga-
-los adequadamente. Tratava-
-se de dar valor a coisas
totalmente negadas. [...] Os
objetos foram fotografados
aos pares de forma a criar

na composigdo um efeito de
partilha ou conflito. Estas
diferentes formas de duelos
remetem para paisagens
mentais. A forma de fotografar
fez-me inventar estratégias
publicitarias conflituosas.
Porém, a nogéo de valor ndo e
ra o objetivo deste trabalho.
Nao existe um catalogo de
produtos da Palestina»
(Jean-Luc Mouléene).

Palestinian Products
2007
Cibachrome

Teixeira de Freitas

collection

"What is a Palestinian
product? For some, these
products don't exist. So we
had to look for them, import
them. I tried to publicize
them properly. It was about
giving value to things that
were totally denied. [...] The
objects were photographed in
pairs in order to create an
effect of sharing or conflict
in the composition. These
different forms of duelling
refer to mental landscapes.
The way of photographing
made me invent conflicting
advertising strategies.
However, the notion of value
was not the aim of this
wotk. There is no catalogue
of products from Palestine"
(Jean-Luc Mouléne).
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Larissa Sansour

Larissa Sansour (1973, Jerusalém, Pa-
lestina), vive e trabalha em Londres, Reino Unido. Estudou artes
visuais em Londres, Nova lorque e Copenhaga.

A dialética entre o mito, a ficgcédo e
a narrativa histérica é central no seu trabalho. Nos seus tra-
balhos mais recentes utiliza a ficgdo cientifica para abordar
questdes sociais e politicas. Além do filme, a artista também
produz instalagdes, fotografias e esculturas.

O trabalho de Sansour tem sido exibido

em festivais de cinema e museus de todo o mundo. Em 2019,

representou a Dinamarca na 582 Bienal de Veneza. Em 2020, foi

a co-vencedora do prestigiado Prémio Jarman (Reino Unido).

O seu trabalho teve apresentagédo na Tate Modern, no MoMA e

no Centre Pompidou. Exposi¢gdes individuais recentes incluem

a Whitworth Gallery em Manchester, a KINDL em Berlim, a Cope-

nhagen Contemporary na Dinamarca, o Museu de Arte Contem-

poranea de Gifu no Japao e a EMST em Atenas.

Larissa Sansour (1973, East
Jerusalem, Palestine), currently
lives and wotks in London, UK.
Sansour studied fine arts in London,
New York and Copenhagen.

Central to her work is the
dialectics between myth, fiction and
historical narrative. In her recent
wotks, she uses science fiction to
address social and political issues.
Working mainly with film, Sansour
also produces installations, photos
and sculptures.

Sansout's wotrk is shown in film
festivals and museums worldwide.
In 2019, she represented Denmark at
the 58th Venice Biennial. In 2020,
she was the shared recipient of the
prestigious Jarman Award (UK). She
has shown her work at Tate Modern,
MoMA and Centre Pompidou. Recent solo
exhibitions include Whitworth Gallery
in Manchester, KINDL in Berlin,
Copenhagen Contemporary in Denmark,
Gifu Museum of Contemporary Art in
Japan and EMST in Athens.

Taysir Batniji

Taysir Batniji (1966, Gaza, Palestina),
vive e trabalha entre Franga e Palestina. Estudou Belas Artes na
Universidade Al Najah em Nablus, Palestina, e na Escola de Ar-
tes em Bourges, Franga. Nos ultimos anos, realizou exposigdes
individuais nos Rencontres Internationales de la Photographie,
Arles (2018); e Witte de With Center for Contemporary Art, Ro-
terdéo (2004), entre outros.

O seu trabalho foi apresentado nas se-
gquintes exposigdes coletivas: Boghossian Foundation, Bruxelas
(2018); Mulhouse Art Center, Mulhouse (2017); Wirttembergis-
cher Kunstverein Stuttgart (2017); Valencia Institute of Modern
Art, Valéncia (2016); e Centre Pompidou, Paris (2014), e integra
colecgodes tais como o Centre Georges Pompidou, Paris, Victoria
& Albert Museum, Londres, e Kunsthalle Wien, Viena, entre ou-
tras. Participou na Bienal de Veneza em 20711, 2009 e 2003.

Taysir Batniji (1966, Gaza,
Palestine), lives and works between
France and Palestine. He studied
Fine Arts at Al Najah University in
Nablus, Palestine and at the School
of Arts in Bourges, France. In recent
years, she has had solo exhibitions
at Les Rencontres Internationales de
la Photographie, Arles (2018); and
Witte de With Centre for Contemporary
Art, Rotterdam (2004), among others.

His work has been shown in
the following group exhibitions:

Boghossian Foundation, Brussels
(2018); Mulhouse Art Center, Mulhouse
(2017); Wirttembergischer Kunstverein
Stuttgart (2017); Valencia Institute
of Modern Art, Valencia (2016);

and Centre Pompidou, Paris (2014),
and is part of collections such as
the Centre Georges Pompidou, Paris,
Victoria & Albert Museum, London,

and Kunsthalle Wien, Vienna, among
others. He took part in the Venice
Biennale in 2011, 2009 and 2003.

Nation Estate

2012

Filme, cinemascope, som, cor, 9’
Cortesia da artista

Nation Estate € um filme de
ficgéo cientifica sobre um
futuro distépico e a situagéo
de impasse que se vive no
Médio Oriente. Combinando uma
mistura de imagens geradas
por computador, com atores
auténticos, cenarios e musica
arabe eletrénica, Nation Estate
[Condominio Nag&o] explora
uma solugéo imaginaria para a
formagao do Estado palestino.
No filme, sob a forma de um
condominio fechado, os
palestinos tém o seu Estado-
-nagdo. Um arranha-céus
colossal abriga, por fim, toda

a populagao palestina, agora

a viver a grande. Cada andar

do edificio tem a sua proépria
cidade. No 13° andar esta
Jerusalém; no 14°, Ramala; Belém
estd no 21°, e assim por diante.
As viagens, anteriormente
sujeitas a checkpoints, agora
efetuam-se sem atrito através
do elevador. Em cada andar,
reencenam-se pragas e pontos
de referéncia culturais.

Gaza journal intime
2021

Video, 4/3, som, 4’56
Cortesia do artista

Combinando imagens de
interiores e de rua numa
montagem descontinua de
planos fixos s6 com o som em
continuo, sincopado, como

o disparo de um obturador,
com curtas sequéncias,
primeiros planos de uma faca a
despedagar carne, este diario
pessoal redigido por Taysir
Batniji, em Gaza, durante os
primeiros meses da 22 Intifada
(2000), salienta o corte (formal
e politico) que entretanto
ocorreu. Assim como em todo
o seu trabalho, Gaza journal
intime cruza a histdria subjetiva
e intima, mas também da
histéria da Palestina.

lower ground floor

Nation Estate

2012

Film, cinemascope, sound,
colour, 9'

Courtesy of the artist

Nation Estate is a 9-minute
sci-fi short film offering

a clinically dystopian,

yet humorous approach to

the deadlock in the Middle
East. With a mixture of
computer generated imagerty,
live actors and arabesque
electronica, Nation Estate
explores a vertical solution
to Palestinian statehood. In
Sansour's film, Palestinians
have their state in the form
of a single skyscraper: the
Nation Estate. One colossal
high-rise houses the entire
Palestinian population - now
finally living the high life.
Each city has its own floor:
Jerusalem on the 13th floor,
Ramallah on the 14th floor,
Sansout's native Bethlehem on
the 21st and so on. Intercity
trips previously marred by
checkpoints are now made by
elevator. Aiming for a sense
of belonging, the lobby of
each floor reenacts iconic
squares and landmartks.

Gaza journal intime

2021

Video, 4/3, sound, 4'56'
Courtesy of the artist

Combining interior and street
images in a discontinuous
montage of fixed shots with
only continuous, syncopated
sound, like the firing

of a shutter, with short
sequences, close-ups of a
knife tearing flesh, this
personal diary written

by Taysir Batniji in Gaza
during the first months of
the 2nd Intifada (2000)
emphasizes the cut (formal
and political) that has

taken place in the meantime.
As with all his work, Gaza
journal intime crosses
subjective and intimate
history, but also the history

of Palestine.

Ryuichi Hirokawa

Ryuichi Hirokawa (1943, Republica Po-
pular da China). Formado pela Universidade Waseda, de Téquio,
em 1967. Rumou a Israel em 1967, atraido pelo programa comu-
nitario dos kibutzim. Tem dedicado o seu trabalho de fotojor-
nalismo (no qual se inclui o filme e a montagem cinematografi-
ca) ao Médio Oriente, mas também Ucrania, Afeganistao, entre
outros. As fotografias que documentam o massacre de Sabra
e Chatila, de 1982, tornaram-no conhecido em todo o mundo.

O seu trabalho tem recebido inUmeros

prémios e reconhecimento mundial entre os quais o Grande

Prémio Yomiuri de Fotografia (1982), pelas suas fotos da guerra

do Libano e do massacre de Beirute, ou o Prémio Kodan-sha

Publishers (1989), pelas reportagens sobre os acidentes nas

centrais nucleares de Chernobyl e Three Mile Island.

Ryuichi Hirokawa (1943, People
's Republic of China). Graduated from
Waseda University in Tokyo in 1967.

He came to Israel in 1967,
attracted by the kibbutzim community
programme. He has dedicated his
photojournalism work (which includes
film and film editing) to the Middle
East, but also Ukraine, Afghanistan,
among others. His photographs
documenting the 1982 Sabra and

Chatila massacre made him known all
over the world.

His work has received numertous
awards and worldwide recognition the
Yomiuri Grand Prize for Photography
(1982) for his photos of the Lebanon
war and the Beirut massacre; the
Kodan-sha Publishers Award (1989) for
his reports on the accidents at the
Chernobyl and Three Mile Island nuclear
power stations.

Yazan Khalili

Yazan Khalili (1981, nasceu na Siria, de
ascendéncia palestina), vive e trabalha entre Ramala e Ames-
terdéo. Khalili licenciou-se em arquitetura na Universidade de
Birzeit em 2003 e, em 2010, obteve o seu mestrado no Centro
de Arquitetura de Investigagdo do Goldsmiths College, Univer-
sidade de Londres.

E arquiteto, artista plastico e ativista.

Os seus trabalhos foram exibidos em
varias exposigdes importantes, incluindo, entre outras: New
Photography, MoMA 2018, Jerusalem Lives, Museu Palestiniano,
2017, Post-Peace, Kunstverein Stuttgart 2017, Bienal de Xangai
2016, Bienal de Sharjah 2013.

Yazan Khalili (born in Syria
in 1981, of Palestinian descent),
lives and works between Ramallah
and Amsterdam. Khalili graduated in
architecture from Birzeit University
in 2003 and, in 2010, obtained his
master's degree from the Centre for
Research Architecture at Goldsmiths
College, University of London, and
in 2015 his master's degree from
the Sandberg Institute, Rietveld
Academy, Amsterdam.

He is an architect, visual artist
and activist.

His work has been shown in several
important exhibitions, including,
among others: New Photography, MoMA
2018, Jerusalem Lives, Palestinian
Museum, 2017, Post-Peace, Kunstverein
Stuttgart 2017, Shanghai Biennale
2016, Sharjah Biennale 2013.

Villages and Families

A partir dos anos 1970
Fotografias, impressdes jato de
tinta

Cortesia do artista

Quando viveu em Israel, na
década de 1970, Hirokawa
encontrou, pela primeira vez,
ruinas de aldeias palestinas.
Tendo questionado os seus
parceiros do kibutz sobre o
que eram essas ruinas, ficou
sem resposta. A partir deste
momento comegou a explorar
e investigar as ruinas, o que lhe
permite aceder a uma outra
compreensédo da histdéria e da
situagado palestina. Durante
anos, passou a rastrear as
ruinas de aldeias, descobrindo-
-as umaauma, e a estudar

o que havia acontecido em
cada uma delas. Um amigo
judeu ajudou-o0 a seqguir o

rasto das antigas aldeias,
comparando mapas historicos e
contemporaneos. Nos campos
de refugiados, procurou as
familias. Demorou 30 anos a
completar um documentario
sobre as aldeias palestinas,
cobrindo quase 500 histoérias
de aldeias.

Apartheid Monochromes
2017

Acrilico sobre tela
Cortesia do artista

Apartheid Monochromes € um
poderoso comentario sobre

o controlo da populagéo
palestina pelo Estado de
Israel, através de uma forma
aparentemente anddina, que
evoca o uso abstrato da cor
pelo minimalismo, movimento
artistico que surge nos EUA,
nos anos 50.

Introduzidos por Israel em
1949, os documentos de
identificagéo séo classificados
em diferentes cores que
dependem da identidade do
seu titular - ela propria baseada
num conjunto complexo de
regras em torno do local de
nascimento e/ou residéncia.

Villages and Families

Villages and Families
After 1970s

Photographs, inkjet prints
Courtesy of the artist

Hitokawa first encountered
tuins of Palestinian villages
when he lived in Israel
during the 1970s. He asked
people what these tuins he
found next to a kibbutz

were but no one answered.
Following that, he began

to explore and tesearch the
tuins further and learned
about the history and plight
of the Palestinian. He spent
years tracking down the ruins
of villages, finding them

one by one, and then studying
what had happened in each. A
Jewish friend helped him to
track down the old villages
by comparing contemporary and
historical maps. He searched
for people in refugee camps.
It took him 30 years to
complete a documentary about
the Palestinian villages,

almost 500 villages' stories.

Apartheid Monochromes
2017

Actylic on canvas

Courtesy of the artist

Apartheid Monochromes is a
powerful commentary on the
control of the Palestinian
population by the State of
Istael, through an apparently
anodyne form that evokes

the abstract use of colour

by Minimalism, an artistic
movement that emerged in the
USA in the 50s.

Introduced by Israel in 1949,
identification documents arve
classified into different
colours that depend on the
identity of their holder -
itself based on a complex

set of rules around place of

birth and/or residence.



>
CENTRO INTERNACIONAL DAS ARTES
J0SE DE GUIMARAES (CIAJG)

Horirio de funcionamento

terca a sexta

10h00 - 17h00

(4ltimas entradas as 16h30)
sabado e domingo

11h00 - 18h00

(dltimas entradas as 17h30)

Tariféario

4 eur/ 3 eur c/d

Precos com desconto (c/d)

Cartao Jovem, Menores de 30 anos,
Estudantes, Cartdo Municipal de Idoso,
Reformados, Maiores de 65 anos,
Cartédo Municipal das Pessoas

com Deficiéncia, Deficientes e
Acompanhante, Cartdo Quadriléatero
Cultural desconto 50%

Entrada Gratuita

criancas até 12 anos,

domingos de manha (11h00 as 14h00)

>
JOSE DE GUIMARAES INTERNATIONAL
ARTS CENTRE (CIAJG)

Opening hours

tuesday to friday

10.00am-5.00pm (last visits 4.30pm)
saturday and sunday

11.00am-6.00pm (last visits 5.30pm)

Tariffs

4 eur/ 3 eur*

*Holders of the Cartdo Jovem, Under
30 years, Students, Holders of the
Cartdo Municipal de Idoso, Reformados
(Senior and Pensioner's Card), Over
65 years, Handicapped patrons and
the person accompanying them, Cartéo
Quadriléatero Cultural 50% discount
Free Entrance

children until 12 years old,

sunday morning (11.00 am to 2.00 pm)

>

Av. Conde Margaride, 175
4810-535 Guimaraes

Tel. (+351) 253 424 715
geral@ciajg.pt

www.ciajg.pt
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A OFICINA

Diregéo

Management Board
Presidente > President
Camara Municipal de
Guimaraes

Vice-Presidente >
Vice-President

Circulo de Arte e Recreio
Tesoureiro > Treasurer
Jaime Marques

Secretario > Secretary
Casa do Povo de Fermentdes
Vogal > Member

Muralha Associagéo de
Guimaraes

para a Defesa do Patriménio

Assembleia Geral
General Meeting’s Board
Presidente > President
Camara Municipal de
Guimaraes
Vice-Presidente >

Vice-President

Manuel Ferreira

Secretario > Secretary
Associagdo de Reformados e
Pensionistas de Guimaraes

Conselho Fiscal

Statutory Audit Committee
Presidente > President
Camara Municipal de
Guimaraes

Vogal > Member

Taipas Turitermas, CIPRL
Vogal > Member

Maria Alexandra Ferreira

Xavier

REPUBLICA
porTuGUESA C(4SARTES

DIREGAO-GERAL
DAS ARTES

Apoios > Support
(un)common ground

l . REPUBLICA
PORTUGUESA

CULTURA

Diregao Executiva > Executive Direction
Hugo Tavares de Freitas

Assistente de Diregédo > Assistant
Director

Anabela Portilha

Direcgéo Artistica CCVF e Artes
Performativas > CCVF and Performing
Arts Artistic Direction

Rui Torrinha

Diregao Artistica CDMG e Artes
Tradicionais > CDMG and Traditional
Arts Artistic Direction

Catarina Pereira

Inés Oliveira, Teresa Machado

(Gestao do Patrimonio > Heritage
Management)

Diregéo Artistica CIAJG e Artes Visuais >
CIAJG and Visual Arts Artistic Direction
Marta Mestre

Diregéo Artistica Teatro Oficina >
Teatro Oficina Artistic Direction
Mickaél de Oliveira

(Diregéo Artistica Convidada 2023-2024
> Guest Artistic Director 2023-2024)
Programacéo Guimaraes Jazz e
Curadoria Palacio Vila Flor > Guimarédes
Jazz Programming and Paléacio Vila Flor
Curator

lvo Martins

Assistente de Diregéo Artistica >
Artistic Director Assistant

Claudia Fontes

Assistente de Diregéo Artistica CCVF

e Artes Performativas > CCVF and
Performing Arts Artistic Director
Assistant

Paulo Dumas

Educacgédo e Mediagéo Cultural >
Education and Cultural Mediation
Francisco Neves (Diregéo > Director),
Ana Catarina Aidos, Jodo Lopes,
Marisa Moreira, Marta Silva

Produgéo > Production

Susana Pinheiro (Diregéo > Director),
Ana Sousa, Andreia Abreu,

Andreia Novais, Hugo Dias, Nuno Ribeiro,
Rui Afonso, Rui Salazar, Sofia Leite
Técnica > Technical Staff

Carlos Ribeiro (Diregao > Director),
Ana Fernandes (Diregéo de Cena >
Stage Manager), Diogo Teixeira,

Jo&o Castro, Jodo Guimaraes,

Joéo Diogo, Jo&o Oliveira, Ricardo
Santos, Rui Eduardo Gongalves,

Sérgio Sa

Servigos Administrativos e Financeiros
> Administrative and Financial Services
Helena Pereira (Diregéo > Director),
Ana Carneiro, Carla Inécio, Liliana Pina,
Marta Miranda, Pedro Pereira,

Soénia Sousa, Susana Costa

Relagdes Publicas, Financiamentos e
Mecenato > Public Relations, Funding
and Cultural Patronage

Sérgio Sousa (Diregao > Director),
Andreia Martins, Jocélia Gomes,
Josefa Cunha, Manuela Marques,
Ricardo Lopes, Sylvie Sim&es
(Atendimento ao Publico > Public
Attendance)

Instalagdes > Facilities

Luis Antero Silva (Diregéo > Director),
Joaquim Mendes, Rui Gongalves
(Assistentes > Assistants),

Jacinto Cunha, José Machado
(Manutengéo e Logistica >
Maintainence and Logistics),

Amélia Pereira, Carla Matos,

Conceigao Leite, Conceigéo Oliveira,
Josefa Gongalves,

Maria de Fatima Faria, Rosa Fernandes,
Sénia Alves (Manutengéo e Limpeza >
Maintainence and Cleaning)
Comunicagéo > Communication

Marta Ferreira (Diregédo > Director),
Bruno Borges Barreto (Assessoria de
Imprensa > Press Office), Carlos Rego
(Distribuigédo > Distribution),

Pedro Magalhaes, Rui Costa
(Comunicagao Digital > Digital
Communication), Eduarda Fontes,
Susana Sousa (Design)

ARTES =RTP2

DIRECAO-GERAL
DAS ARTES

JORNAL EXPOSIGAO
EXHIBITION JOURNAL

FICHA TECNICA > TECHNICAL CREDITS
Uma edigédo de

An edition by

A Oficina CIPRL

Centro Internacional das Artes José de
Guimaraes > José de Guimarées International
Arts Centre

Concecaéo Editorial >Editorial Concept
Marta Mestre

Textos > Texts

Marta Mestre

(un)common ground

Produgéao >Production

Ana Sousa

Design Editorial >Editorial Design
Susana Sousa

Tradugéo >Translation

Martin Dale

EXPOSIGOES
EXHIBITIONS

CIAJG

FICHA TECNICA > TECHNICAL CREDITS
Diregao Artistica > Artistic Director
Marta Mestre

Curadorias > Curators

Marta Mestre

(un)common ground

Produgéo > Production

Susana Pinheiro (Diregédo > Director)
Ana Sousa

Gestdo de Patrimonio > Heritage Management
Inés Oliveira

Instalagdes > Facilities

Luis Antero (Diregéo > Director)
Joaquim Mendes, Rui Gongalves (Assistentes
> Assistance)

José Machado (Manuteng&o e Logistica >
Maintenance and Logistics)

Maria de Fatima Faria, Josefa Gongalves,
Carla Matos, Sénia Alves (Manutengéo e
Limpeza > Maintenance and Cleaning)
Técnica > Technical Staff

Carlos Ribeiro (Diregéo > Director)
Sérgio Sa (Audiovisuais > Audiovisual)
Diogo Teixeira, Ricardo Santos (Luz >
Lighting)

Equipa de Montagens > Assembly Team
Miguel Marques, Luis Rocha

Eletricista > Electrician

Torcato Ribeiro

Infografia e Design Grafico >
Infographics and Graphic Design
Susana Sousa

Tradugéo > Translation

Martin Dale

Educacgédo e Mediagéo Cultural >
Education and Cultural Service
Francisco Neves (Diregéo > Director)
Jo&o Lopes, Marta Silva (equipa EMC)
Diana Geiroto, José Silva, Luisa Abreu,
Patricia Geraldes, Teresa Aréde (monitores)

Agradecimentos Dayana Lucas > Thanks
Mario Silva, Claudia Carrasqueira,

Carolina Garfo e Maria Carvalho (Arte da
Terra), Sérgio Couto. A ArtWorks: José Miguel
Pinto, Francisca Barros, Alexandre Mota,
Valentin Neves, Carlos Arteiro, Ana Maria
Trabulo, Bruno Langa, Bernardo Bordalo e
Alvaro Oliveira.

Agradecimentos CIAJG > Thanks

Atelier José de Guimarées, a todos os artistas,
colecionadores e instituigdes > To José de
Guimaraes Atelier, all artists, collectors and
institutions

(UN)COMMON GROUND

FICHA TECNICA > TECHNICAL CREDITS
Curadoria

Jodo Francisco Figueira (coord.),
Marlene Monteiro Freitas, Miguel Figueira,
Vitor Silva

Arquitetura

Jodo Francisco Figueira, Miguel Figueira
Histoéria

Fernando Fernandes

Tradugdes

Vitor Silva, Fatima Martins

Revisdes

Jodo Francisco Figueira, Vitor Silva,
Fatima Martins

Design

Patricia Cativo

Webdesign e spot tv

Hugo Vale Pereira

Legendagem

Henrique Brazéao

Produgao

Carol Goulart, Soraia Gongalves
Comunicagéo

Margarida Oliveira

Agradecimentos > Thanks CIAJG e/and
(un) common ground

Colegéo Teixeira de Freitas >

Teixeira de Freitas Collection



