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Una exposicio
com un conjur

Elfuncionament de lamagiaimplical's del
llenguatge, les paraules s'utilitzen per accedir
al poder magic o guiar-lo.Laconnexio entre el
llenguatge ila magia descriu una certa creenga
enlacapacitatinherent deles paraules per influir
enl’univers.Lamagiafuncionaenuncontexten
elqual elllenguatge produeix un efecte sobre
'entorn, els objectes, els éssers presentsiels
no presentstambé. Entenemlamagiacom
larecercadalgunacosaquerestaocultaa

les nostres facultatsial nostre enteniment, la
capacitat per connectar amb altres formes de
coneixement del moén, de transcendir el que és
huma, ordinari o conegut.

Un conjur és unaaccio que consisteix enun
signe o ritu, normalment acompanyat d’una férmula
parladaamb la qual es vol atraure o bé allunyar una
poténciainvisible. Conjurar vol dirincitar a aparéixer
alguna cosa, convocar, mitjangantlainvocacio d’'un
nom sagrat, un gest o per practiques magiques,
unesperit, unfantasma, un dimoni,una poténcia...
Com aférmulamagica, el conjurimplica el poder del
llenguatge. Els signes de conjur poden ser objectes
“portafortuna”,amulets, reliquies, i gestosiaccions
que volen conduir un malefici o una gracia.

Laideadel conjurenlamagiafuncionacom
un mirallen el nostre entorn quotidia, conjurem
pertal d’adequar almonles nostres paraules.La
magia és unaformaderelacié entre elmén natural
ielmoncultural,iel conjur éslintent de controlar
elque ésdesconegut. Les paraules, elsrelats, son
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laforma d’'ordenar el mon,ipertant de poder-lo
habitar, controlar,comprendre. Una exposicié és un
dispositiu en el qual activar aquests efectes entre
elllenguatgeielmon;ila practica artistica de forma
transversal ens permet entendre els mecanismes
de coneixementiestructuracié delmon.

Quan entrem a la sala d'exposicions sactiven
alguns processos, d’altres ja estaven en marxa.
Establimunarelacido amb les coses, els objectes
queens envolten, els assenyalem amb paraules,
generemimatges. Encara que materialment no
semblintenirres despecial,la seva situacio en
elrelatelsalteraiensaltera.Elrelatemmarcael
context. Els objectes assenyalen aquest context.
Objectes entransicioé que estan sotmesos o
que formen part o participen d’'un procésde
transformacio més ampli, que els vincula a altres
objectesiimatgesenlladeles parets.

Una exposicié és una experiénciafisica,
temporalisensorial,enlaqual sarticulen
conceptesiidees amb experiencies, convocant
allo immaterial através d'allo material. Sotala
formad’'unrelat, 'exposicio té el poder de donaruns
nomsiunes mesures determinades ales coses,
emmarcades en el context determinat de la sala
pero enrelacié amb un mén comu. Cadaobjecte
ésalamesuradelesaltres coses,inosaltrestambe
som alamesuradaquests objectes, és aixicom
podem pensar larelacié amb I'entorn de forma
constitutiva. Una exposicié és, finalment, unritual
delqual decidim participar.







Esun gestcomu, elderecollirtrossetsde
materials —pedres, troncs, flors, fossils..— que
enssemblensingulars,iels guardemcomun
tresor,comarecord. Recreem el moén en petites
col-leccions —amateursiprofessionals—,a partir de
les mostres que recollim,iles organitzem segons
uns criteris que ens ajuden a elaborar-lo.Una
col-leccio responalavoluntat de posseir,dordenar
ide comprendre elmon,dendregar-loenuna
capseta, enun prestatge o enunaenciclopédia per
adonar-liunsentit determinat.

Unllibre,com una col-leccié o una exposicid, ésun
ordenament d'elements que es posen enrelacié
perqué ens expliquin alguna cosa. Batia Suter
recollectaimatgesdellibres, revistes, arxius...iels
donaun nou ordre tot manipulant-les (mida, color...),
de maneraque el conjunt configuraunrelat. A la
vegadaelrelat dona un nou sentit alesimatges; aixi,
relatiimatges, ordreilectura, son constitutius 'un
delaltre.

Lesimatges sén com preseéncies que es
refereixen a alguna cosa quejano ésaqui,sén
elcanal que enscomunicaamb unaltre lloc del
mon, la primera superficie enla qual van apareixer,
potserunaltrellibre,unarevista o una pantalla. Amb
els ullsquelavanmiraroamblaparellquelava
enregistrar.Elregistre éslintent de fer permanent
elseurastre per explicar-ne una historiaila
possibilitat de donar-liuna nova vida tot encabint-la
enunnourelat, mentre ho relacionem amb altres
imatges, objectes i contextos. Elque havia sigut
potseruna petita copiaenblancinegre,desprésdel
procés de manipulacid, es desplega aracomuna
enorme cortina: Acacia Baileyana, el que nosaltres

coneixem com a “mimosa”,amb lallampant flor
groga caracteristica, que floreix misteriosament
enmigde'hivern. Aquesta mostratant comamaga,
incitant-nos al gest d'atansar-nosimirar alaltra
banda.

Darrere les fulles de 'acacia un personatge magic
ens mira. Francesc Ruiz Abad pren I'espai pictoric
coml'oportunitat d’imaginar altres monsique
aquests siguin aqui. Enla seva pintura apareixen
éssers fantastics que ens miren, ens parlen, estan
vius. Preséncies d’un altre mén que envaeixen
elnostre, no sabem amb quines intencions. Que
Twilight Zone s'amaguirere lagrantelade lacacia
emfapensar que hihaalguna cosa que no sabem,
un espaidetransicio entrelaimaginacioialloreal.
Un personatge que envaeix el nostre pensamentia
lavegadaemergeix d’aquest.
Aquestarelacidoentreelqueesveuiel
quenoesveu és propidelarelacié entre elmon
ielllenguatge —entés enles sevesdiferents
accepcions com a paraula, gest oimatge—; veiem
allo que podem anomenar, no veiem el que és
desconegut,iper aixo fem Us de conjurs perinvocar
coses que no podemimaginar. La pintura,comun
conjur,itambé aquest text que escric molt abans
que l'exposicio estiguimuntada, invocant el que
imagino que passaraenlarelacio entre les obres,
lespaiinosaltres.
Comsiestractés d’'unjoc, els amagatalls, refugis o
cabanes que ha construit en Quim Packard ens
permeten aillar-nos simbolicament de 'entorn per
entrar en contacte amb unaaltraentitat finsara

desconeguda. La cabanadelimita un espaiforade

l'exposicio, des de dins d’ella mateixa. El projecte




Efecte voraens parladesdel Prat de Llobregat,des
del delta d’unriu que és moltes coses: abocador,
ecosistema, organisme, via de comunicacio,
frontera, obstacle irecurs economic.Parlaelriu,
parlenlaiguaiels microorganismes que hiviuen.
Lamagatall ens serveix de canal perarribarfins alla
iescoltar-lo.

Efectevoraéselterme que saplicaen
ecologia alefecte de juxtaposicié de medis
ambients diferents dins d’'un ecosistema.
Principalment esrefereix al contacte amb zones
alterades per l'activitat humana, l'efecte del qual pot
causar trastorns amolta distanciadelavorad’'un
parc ounareserva natural demarcada oficialment,
modificant seriosament l'ecosistema natural. De
fet, les xifres de superficies de “zona protegida”
que es declaren oficialment rarament coincideixen
amb els ecosistemes naturals des del punt de vista
ecologic, la profunditatiintensitat de penetracio
deladegradacio dins d'una zona qualificada
coma “espainatural” rarament és avaluada ni
reconeguda, aquestarestainvisible aullsdeles
xifres oficials.

Efecte Voraensalertadeles consequiéncies
delesnostres activitats enrelaciéo amb
lecosistema, que, totique soninvisibles, poden ser
importants. Assenyalalaincapacitat per adonar-
nos del que existeix més enlladels nostres ulls,
detotsaquells amb qui convivim que deixem al
marge de la nostra vida, com sino hifossin,com
sinoels necessitéssimtantomésdel queellsens
necessiten anosaltres. Una vegada dins d'aquesta
cabana o refugi, tutambé ets refugi,itambé etsuna
micariu, una mica mar, una mica peix, unamica
bacteri,unamicalesfibres delatevasamarreta.

Necessitem referéncies per a saber quisom

icom som, marcs de sentit predisposats, perqué
ensmesuremamb l'entorn,amb elsrius,ambles
muntanyes, amb les pedres. Perd hihaun punt de
lescalatemporal que els nostres cossos no poden
percebre nicomprendre: elstemps ancestrals de
lesformes de vida geolodgiques, latemporalitat
profundadelesroquesiles muntanyes.Unade
les maneres de lidiaramb aquestimpossible ésla
d’apropiar-nos delesroquesitransformar-lesen
objectes carregats d’un sentit particular.

Ryan Thompson recullaBad Luck, Hot
Rocks centenars de cartes de penediment de
persones que s’havien endut d'esquitllentes una
pedradelbosc petrificat d’Arizona, i que després
se’nvanvoler desfer. Aquestes pedres soénles
restes fossils del que havia estat unboscique
araésunenorme diposit de fusta petrificada
que esremuntaal periode del Triasic tarda —fa
aproximadament 200 milions d’anys—. Malgrat
la prohibicio expressa, alguns visitants no poden
resistir latemptacio de capturarunadeles
precioses roques fossils. Alguns, pero, penedits del
seu gest, lesretornen per correu,acompanyades
delesanomenades “cartes de consciéncia”.
Aquestes cartesrelaten histories de desgracia,
atribuides directament ala fusta petrificada que
havien robat: problemes amb el cotxe, gats amb
cancer, defuncions de familiars, electrodoméstics
espatllats, accidents domeéstics... Per amolts,

lesperanga és que,tornantlesroquesal seulloc




original,labonafortunatornaraalessevesvides.
Peroles pedres no es poden dispersar de nou pel
parc, sense saber-ne lemplagament original,ja que
aixo afectariales condicions daquest comalloc de
recerca cientifica. Per aixd, simplement s’afegeixen
ala“piladelaconsciencia’,que estrobaal costat
d’'unacarreterade grava alasortida del parc.
ComelrelatdelriuLlobregat, Bad Luck, Hot
Rocks posaen el punt de mira els efectes que els
nostres gestos, finsitot els mésinnocents, poden
tenir sobre ellloc que habitem. Explica unaformade
relacidritualidevastadoraalhora, entre lesforces
geologiques més gransila nostra vida quotidiana.
Lescartesielmonumentde la “consciéncia”
descriuen els efectes que les nostres accions
personalsicol-lectives tenen sobre el mén natural.

Celebrar l'aniversari és unaformade ritual
perassenyalar un moment en el temps, mesurar-
lo, portar-lo aunaescala humana. Cany 2003
llana Halperin va celebrar el seu 30¢& aniversari
amb unvolca que havia nascut,comella, 'any
1973, el volca Eldfell, al'illaislandesa de Heimaey.
Deuanys méstard,vatornaralilla,enaquell
moment ellai el volca complien quaranta anys. Va
pensar de tornar a Eldfell cada deu anys, mentre
tots dos compartissin les seves vides; després
Eldfell passaria d’'una escala de temps humana,
trenta anys, quaranta anys, seixanta..,auna
escala de temps geologic: 150 anys d'edat,1.000
anys, 800 milions d’anys...

Alfilm The Center for Short Lived
Phenomena (1973/2003) es veu el naixement
d’Eldfell, que,comdiu el titol, va ser un
esdevenimentinusitadament curt, si el pensem

enrelacio amb lamajoria de fendmens geologics.
Itambé va ser un esdeveniment que,juntambla
sevavida, va portarladestruccié de partdelillai
delaciutat que hihavia alazonade l'erupcio.Una
negociacio constant,lavidaila mort,enlarelacié
amb l'entorn en el qual vivim. Es precisament la
reflexio de la dificultat de conciliar-les que sovint
busquem en els ritmes “naturals” unaforma
d’apropar-nos al que no podem comprendre.
Com Halperin, establim petits rituals —com
l'aniversari—, que dotin de sentit aquests rituals de
comunié amb el planeta.

Alexposicio vam projectar la pellicula
gravada per un equip de l'organitzacié Earthwatch
que van anar adocumentar l'erupcio de 'Heimaey,
acompanyada del text Nomadic Landmass. que
l'artista va escriure en diferents parts, com un diari
de camp, enelqual narralasevarelaciéambel
volca através de diferents viatgesiinvestigacions.

Unagossallepaunatacade nataiaccelera
un procés bacterial que té lloc damunt d’'una
pedra de marbre. Duncan Gibbs es fixaen els
residus, les sobres, les deixalles, els detritus,
material abandonat potencialment susceptible
de serestudiatireutilitzat. Explora aquests
processos quimics de putrefaccio, fermentacio,

desintegracio, regeneracio...que tenenlloc al

nostre voltantiper causa de les nostres accions
ode petits accidents. De vegades els agents
d’aquests processos sén quasiimperceptibles,
comels bacterisde lallengua de la gossa, pero els
efectes d’'aquests agents diminuts sique els veiem
enlatransformacié de la matéria sobrela qual




actuen.Com unalquimista, Duncan Gibbs no busca
unresultat cientific congruent, sind unareaccio de
lamateériainesperada, estética, transcendent.

Entre detritus llefiscososiartefactes
extremadament estranys, irrecognosciblesi
tancats enrecipients de plastic transparent,
aquests processos sembleninnocus.Elque
interessa en aquest cas no éselresultat sind el
procés que s»esta produint fruit de proves que han
anatderivant enaspectesinteressantsrecollitsen
unaférmula que es pot reproduir: vapor condensat,
fongsrosats, carn desfeta, liquid verd, tint natural...

Processos organicsigeologics reproduits
apetita escalaidins d’'un contenidor. Comuna
geologia especulativaifuturista, queimagina
untempsenelqual el planeta estara cobertde
plastics,iels geodlegs els estudiaranigual com
estudienaralesroques,oelsarqueolegsels
artefactes de pedra,de ceramicaodeferrodels
nostres avantpassats mésllunyans. Duncan
Gibbs cuidacom un cultiu les sopes alquimiques
futuristes,com un presagidel que sera. Assajos
de possiblesformesde vida ala plasticosfera que
ensespera.

Una presénciaimplicaunarelacié.Els
animals no entenenlapresénciaatravésd’una
imatge exterior de si mateixos, no construeixen
unaimatge externa del que soén. Aixo els fa estar
enunconstant estat de ser:ésser present.La
preséncia animal és pura obertura deltemps,
deltemps present. Lanimal —ala pantalla—esfa
presentaquiiara.

Através delfilmla preséncia transcendeix
eneltemps, ocupaun espaiiunatemporalitat. Ala

pellicula Glade, d’Alejandra Pombo, 'animal que
apareix, lamateixa artista, estableix unarelacié
singular amb I'entorn: el del filmiel delasala. Esta
tanimmobil que sembla que s’hi vol mimetitzar,
pero sense fer cap més esforg; la mirada, en canvi,
entre presaicagador,semprefixaalacameraia
l'espectador, no l'ajuda a passar desapercebuda.
Glade en anglés significa una clariana en un bosc,
aquest espai delimitat de formairregular que
assenyalala preséncia per abséncia, que atura
eltemps, l'accié decaminar,iqueinaugura

unnou estar.

La presénciadelesimatges activala
confrontacio entre animalinatural, humai
construit,en un espai —unaclariana, una pantalla,
una sala de projeccions—. Un paisatge, per definicio,
no és unacosa natural, sind una construccio,
emmarcat perlacamera.Defet, res ésnatural, niel
paisatge, nielbosc, nielllac, ni el riu, nil'arquitectura,
nila situacio, aixi emergeix per damunt de tot la
presénciailamirada.Encadascunadeles escenesla
figura que capturalatencio de l'espectador inverteix
laidea de camuflatge com unaformade desaparicioi
mimesi amb l'entorn, convertint-loenunamanerade
posar el punt d’atencio sobre I'entornila construccio
delaimatge enuncreuament de mirades.

Elconjur ésun gest —la presencia, l'atencio..—
que assenyalalarelacié confusa entre els limits,
unadesnaturalitzacio de lanaturalesa. Unintent
de control mutu que buscala possibilitat de
coexistiramb altres preséncies: animals, vegetals,
inorganiques, arquitectoniques, digitals... Un ésser
sempre present és un ésser en constant transicio.
Per aix0 el conjurimplicala maxima vitalitat, 'éxtasi,
I'explosio d'energia. De la mateixa manera el conjur
obreuninterrogant sobrelarelacié amblaimatge,
amblobradelartistaiels seus efectes.
lamusea

Totesles cosestenen unnomsecret,unnom
que només elles saben, que no és el que elshem
donat nosaltres. La funcié de lamagiaidels conjurs
ésdetornaralescoses el seu nomsecret, ocult,
oblidat, dit d’'una altra manera: veure l'entorn sota
unaaltraaparenga. Entre lesintencions daquesta
exposicié hihalanim de moureles coses, de
percebre petits gestos magics quotidiansiinvisibles,

coses que ho comprenem o no sabemanomenar.
Perd una persona solano podria posarenmarxaels
mecanismes per a dur aterme aquest moviment:
elsnomsdeles cosesformen part de la construccio
col-lectiva de sentit.

Enrevisar al cap d’'uns mesos el plantejament
que havia presentat ala convocatoria de Can Felipa,
emvaigadonar que calia construir un context
per desestabilitzar i posar en quiestio la propia
exposicid, mobilitzar-la, conjurar-la, “alquimitzar-
la”. Aixi és com lamusea va entrar aformar part del
projecte, per posar en evidéncia com el treball del
comissariat vadelamade moltes altres formes
actives:lapractica artistica, les artistes, les obres, alld
aquéfanreferéncia, el context expositiu, lasalaila
institucio que la configura —persones, pressupostos,
jerarquies, condicions..—, elstextositots els aparells
apartirdelsqualsesduuatermelarecerca,les
casualitats, els desitjos...

Lamuseavasorgir,enel contextdela
residéncia d’Eva Rowson amb Bar Project durant
latardor de 2017, com un projecte col-laboratiu
iun programa public experimental a Barcelona.
Elprogramaesvadesplegar dentradaenllocs
diferents,intentantimaginar “elmuseu” com “la

musea” des d’'una perspectiva transfeminista.La
musea es mou entre I'espai domestic, el museu,iun
espaique encarasestaformant onimaginar de forma
col-lectiva una nova institucio: com aquesta opera,
esmou, sona, sent,sobre...Esunlloc per compartir
métodes de treballimaterials, perimaginar una
institucio basada en multiples eixos: hospitalitat,
col-laboracid, cures, coneixement encarnat, amistat,
economia, administracio..Lamusea s’ajusta als
nostres moviments, esta absolutament embrollada,
intricadaamb les nostresvides,ivaallaonla
necessitem, perquée lamusea és un museu entés com
un programa publicino comun espaifisic.

Lamuseapensa,cadavegadaque sactiva,
comrelacionar-se amb I'entorn,amb lainstitucio,
amb el context en el qual opera.Unes setmanes
abansdelainauguracioifins a principis d'estiu, va
ocupar un espaial centre civic de Can Felipa, entre
lestaules del bar “fantasma” del costat de la sala
d’exposicions, alatercera planta de I'edifici,una
antiga fabrica téxtilde nom femeni.Es va entendre
aquesta “ocupacio” comunintent d’articular-se
amb el barrio, siaixd sona massa grandiloqtient,
amb les persones que transitessin aquest
espaiintersticial.



Activitats

Algunesdeles activitats que vamfer en el context
d'aquest projecte van ser una “Meditacio Situada”
iunasessié de “Conjurs Sonors”.LaMeditacio
Situada, a carrec delequip de Theoria (Beatriz
RegueiraiMaria Gonzalez), partia de lanecessitat
destar presents alespaide 'exposicié, emfatitzant
laidea que essencialment una exposicié és unespai
dexperiéncia.Laproposta eraposarel cos (laseva
sensibilitatiel coneixement encarnat) en el context
eminentment visual d’'una exposicio,iamb l'espaii
eltemps que poguéssim ocupar, activar, mitjangant
la presénciaila consciéncia, unanovapercepcio
delexposicio. Per als exercicis de meditacio guiada
sutilitza el llenguatge verbal —la veu, eltext..— que
guiael cosilaconsciéncia através deles sensacions
ilapercepcio. Aquest text té una funcié concreta
deguia,unaveu que se separade laindividualitat
d'aquellgue emet el missatge perindicaraccions,
gestosisensacions en el cosdelaltre;unaveuque
norepresenta, sind que presenta.Unaveu quetela
capacitat d’alterarla percepcid sobre el propicosi
sobrelentorn.

Per als “Conjurs sonors”,vamconvidara
doscol-lectius que treballen a partir de lamusica.
Inditexts (Maria Barros, Eulalia Rovirai Adrian
Schindler) va presentar unaseérie de temesinédits
especials per alocasio sota el titol Inditexts
interpreta col-leccid dona primavera-estiu2018.En
laliniadeltreball de labanda,les cangons sonfetes
apartirdeslogans estampats en samarretes que
comercialitzen cadenes com Inditex. D'aquesta
manera els seus textosdonenunadoble voltaa
conceptesieslogans que provenen de moviments
comels hippies, el punk o el feminisme, que han estat
descontextualitzats en ser apropiats per laindustria
delamoda,ique esre-introdueixen entreironicai
poeticament en un nou context sonor, tot donant-los
un nou sentit. El col-lectiuiii (Ikram Boulumilsamit
Morales) van proposarla sessié a quatre mans Nat
Yar Exotic Monkey iun manifesten defensadela
musicailespaide ballcom un espai politic. Aquest
collectiutreballen plegades posant musicaen clubs

ifestes des d'un plantejament actiu de reflexié sobre
lesrelacions ala pistade ball, sobre l'ocicom un espai
igualment travessat per privilegisirols de poder,tant
comhosonlesartistesiles seleccions musicals que
fan perales sessions que organitzen.

L’Alejandra Pombo va venir a presentaruna
performance enrelacié amb la seva pel-licula Glade,
partdel'exposicio. PeralAlejandra, larelacié entre
elcinemailexperiencia, entre laimatge, el cosila
veu, és essencial per alseutreball. Vam plantejar
desdel principilaidea que el seutreball alexposicid
escompletésamb unaactivitat o performance
queellapogués desenvolupar. A part del visionat
delapelliculalaperformanceincloialalecturad’un
textiuntreball de veu que portava alterreny de
lexperimentacio amb unaveu que tendeixaalld
animal, que no significa sind que esdevé animal. En
unaaltraocasié vamfer unasessio descoltadela
pecgadaudio de Quim Packard Efecte Vora.

Finalment vamferuntaller de péndulsamb
nenesinens dentre 3i6 anys amb la Prisila Clementi
(fundadora de la Puerta Amarilla gue organitza
tallers per nensinenes albarride Poble Nou,itambé
membre delamusea). En aquest taller vam construir
un pendul cadascunaa partir de materials trobats,
itambétaules sobreles qualsfer preguntesals
penduls,deixant que ens guiessin enlaconstruccio
denarrativesiresposteserratiquesnolineals.

Siunconjurésunaaccio,unverb,ungest,un
pensament que buscatranscendiriafectaralguna
cosa o circumstancia, aleshores unainvitacio també
ésun conjur. Convidaralgu ésincitar-lo per mitjadel
llenguatge aun canvienlasituacio deles cosesenun
moment determinat. A lavegadaesdibuixala situacio
ambun gest pel qual es delimita un espai d'actuacio,
uns actorsiunes activitats. Convidar a participar,a
entrar,acol-laborar, ésla promesaque alguna cosa
passaraen aquest marc, sota el condicionant queel
conjur es concretiamb lacceptacio.

Silainvitacio és acceptada, els efectes del
conjures confirmenenunanovarelacid entre els
actors.Enaquestanovarelacidé unactuacoma

amfitridilaltre comahoste. Lamfitrio rep elseu
invitat, 'acomodaenun espai,eneltemps,ales seves
mans,enun projecte; 'hoste lidonara espaiitemps, la
forma delseu cos, dels seus pensaments, delaseva
mirada. Hihauntercer actorenjocenaquestarelacio:
el context, que podriem definirentermes despai,
llocicondicionants. Es a dir:a casa de qui convidem
osomconvidats? Queiquihihaenaquestacasa?
Enelconjurdelainvitacio, totstresactorsesveuen
afectatsimodificats: hoste,amfitrioicasa.

Aquestarelacid acollent travessaeltreball
delcomissariati, finsitot, el defineix.Hihaenla
practica del comissariat una vulnerabilitat propia
delqueinvitaalgiiaunlloc que no éscasaseva,
normalment el context és unainstitucié —publicao
privada—, ambla qual el comissarimanté unarelacio
circumstancialipuntual. Lainstitucié imposaels seus
limitsindependentment del que els nostres cossos
iemocions proposen o poden suportar. Aquesta és
unaquiestid que hem pensat sovintambles persones
que hanformat part del projecte delamusea. Alllarg
deltemps que vam sera Can Felipa,amb lamusea
vamcrear un espaiderelacions d’intercanvienel
qual aquestavulnerabilitat afloravaiesfeia evident,
generantun equip detreballide suport que posava
enqiestio els limits propisiels del context.Lamusea
donaalainstitucidiales personesambles quals
esrelacionauntempsiunespaienelqual pensarla
seva estructurades d’'una perspectivafeminista.La
musea cura el museu, lamusea em curaa mi.Perque
la“curadora’noéslaque estaal carrecdetotes,
sind que per mitjade lainvitacio articulaunarelacio
que desembocaen unadinamica detreball més
complexa:ens necessitem, aprenem juntes. Una
exposicio és un procés d'aprenentatge, i aprendre
significa essencialment canviar alguna cosa,un
aprenentatge es dona quan els actors sobren
vulnerablesals altres.

Unaexposicié ésfinalment un conjuntde
relacions,iunamaneradestendre eneltemps
aquestesrelacions,comsidurant elstres mesos
queduralexposicio intensifiquéssim el temps
destarjuntes pelfet que una série dobjectes que
ens pertanyen sallotgen en un mateix espai. Muntar
unaexposicio té a veure amb aixo... el desigdestar
juntes.|ésjustament en aquesta projeccid del

desigon podem configurar unllenguatge que ens
permetirecrear uns espais o unes estructures que
continguin o que sostinguin un moén que encara

no hemvist. Invocar per mitja d'unes eines que no
controlem, esperits, conjurs, icoses que venendel
meés enlla, pot ser unamaneradatansar-nosauna
forma diferent del mon. Des de la vulnerabilitat,
perdre el control, mirar allo desconegut, que fa por,
querestaocult. Leseinesdel conjur, deltarot,dela
magia, son unamaneradescoltar coses que potser
no voliem sentir. Lexperiencia del mon es pot explicar
de moltes maneres: per negacio o perinclusio.
Incloure els pensaments, els coneixements que no
comprenemique ames, desestabilitzen el nostre,
ensfavulnerables,iens posa a disposicio delmén
d’'unamaneraradical.*

Ara,quantanco aquesttext que vacomengar
quan Una exposicid com un conjur nomeés existia
enel plaimaginari,tinc més que maila sensacio que
prenc daltres quasitot el que s’hidiu. Un dels primers
gestosencomengar arealitzar aquest projecte va
ser el de deixar de banda els referentsteorics que
d’entrada eslimitaven ateorics homes blancsimorts,
lamajoria antropolegs, dels quals he aprés molt, pero
queemlimitoallegiriainvocar per mitja d’'unacita
enuntext.No era per continuar sola que els deixava
debanda, sind perlanecessitat de trobarnoves
companyes de viatge amb quiplantejar un espai
detreballdinsiforadelacasa-institucid através
derelacions vulnerables entre actors de contorns
fragils. Unarelacié que nofos unidireccional sind que
fos un espaicomplex de relacions d’intercanvi.

When we define ourselves,when
I define myself, the place inwhichlamlike
youandthe placein whichlam notlike you,
Imnot excluding youfromthe
joining - Pmbroadeningthe joining.
AudreLorde

*En aquests dos paragrafs hiha extractes
dunarticle que vaig publicara A*Desk, en
conversaamb Irina Mutt, el 25 de Juny de 2018.
http;/a-desk.org/ca/magazine/vigila-somies-
perque-pot-fer-realitat/



Sessio detarotamblamusea
Dilluns 2 d’abrilde 2018

Enstrobemales19hdelvespreacasalalara,amb
Priscila, Ariadna G, Ariadna R, Eulaliai Adrian;laSoniai
elJordihanvinguttambé, perod quanhemcomengatla
sessid detarotjahavien hagut de marxar.Ensentretenim
molta estonaxerrant detantes coses, intentemrevisar
una petita llista d'assumptes pendentside cadenesde
correus deles setmanes anteriors, pero ens allarguem
molt. Quancomencemamb lasessid detarotfadues
hores que seiemal voltant delataula. Damuntlataula hi
haherbes defarigolaide romani,espelmes magiques,
menjar, begudes, unpastisque hafetlaLaracoma
“mona’,jaqueavuinéseldia. LAriadna G estaaprenenta
llegir eltarot,iens explicaquins exercicis liestaensenyant
aferlasevaamiga Andrea.Cadanitabansdanara
dormir calagafarunacartadelsarcans majorsdeltaroti
interpretar-laalatevamanera. Lendemaal mati,després
d’haver dormitamblacartasotael coixi;has de llegir
eltextdelllibre d'interpretacio deltarot. LAriadnaens
ensenyaunainterpretacio en claufeminista, per reparar
totalld quelainterpretacio tradicional té de patriarcal.
Lagravacio que hemtranscrit aquino éscompleta, falten
fragmentsendiferents moments dela sessiod, perd és
representativa del que vam parlar durantlatiradade
cartesdetarotalvoltant delapregunta: ¢,Quinsentitté
“ocupar”CanFelipaamblamusea?

Eulalia: el destinataritambé, no? Nosésiencaraes
planteja aquesta ocupacio comun possible conjur, podria
sertantlamuseacomlapersonaqueliestafentelconjur,
també.

Caterina: per mité moltlaideadel poder, o sigui,nosé qui
éspero lasituacio comoda,ambel ceptre,assegutenuna
cadira,ésunarepresentacid del poderilaideadeamb
quins poders estemjugant,tantcomamusea,comaCan

Felipa,coma pressupostos..

Adrian:forces superiors,no?, quandiusels podersdel
conjur...

Caterina:comqualsevolrelacio,enrealitat, que sempre
hihaunjoc ounanegociacio..

AriadnaR.:tensio...

Ariadna G.: mho vaigestudiar perdoaranohorecordo
bé, perd que les sabates siguin vermelles significa alguna
cosa.

Caterina:vols que homirem?
Lara:itambéelfetquetinguiunpeuaterra..
Priscilazenelotrolibro
Caterina:ah,aqui,noloveobien..

Ariadna G.: aqui.. aquiés unamica escuet, pero sivoleu
hopodemllegirara.Usllegeixo el que diu: “estabilidad,
padre dominador, potencia, base detoda construccion,
energiamaterial, apoyo, personaje influyente, poder
sobre elmundo material, potencia sexual, patriarcado,
jefe defamiliayfuerza pacificadora”. Pero sivolvemosa
quésignificaenestaparte de lalectura,representaloque
nosinteresadirectamente.

Adrian:elcomocupar

AriadnaG.:clar,estem preocupats de siaquesta
ocupacid seraaquest senyor,amblavara.
Adrian:bueno,ensapuntaqueencaraquesiguila
musea, sense voler pot apuntar capa...

AriadnaR.:és molt facil reproduir gestos, perquéenel
fonssoénels gestos que hemrebuttotalestona, tot el que
hasanat menjantivivint,

Priscila: pero, ¢ lointerpretais comoalgo que coge ese
lugar,oqueintentas ocuparenelsentidode hacer este
hacking, que eslo que estas planteando?

Eulalia: bueno,yo creo quelasotras cartasnosdaran
respuestaaesto

Priscila:vale

Ariadna G.:aquiesalgo que nosinteresa, nos preocupa,
escomoanalizarla propia pregunta,
Lara:queesunpocoloquetambién nos planteabamos,
équésignificaocupar?, ¢,qué quiere decir que lamusea
ocupe?,como..¢llegaremosaesto?ono..

Adrian: esunplanteamiento delamuseaengeneral,
esimportante,igual, pensar que sale pararecordartelo,
simplemente

Caterina: aquiparlacomdelareflexié abans d’actuar.
Comuncanviques’hade produir,que esimminent, i

aixo que deiesdelescamestambé ésimportanten
aquest sentit,sesta posanten marxa, pero té unaactitud
reflexivasobreel..

Adrian: ah, ésjust abans delmoment dactuar!lareflexio...

ésbrutal, ésbrutal que surtiara,no?

AriadnaR.:clar..

Adrian:estaapuntde..eh!

AriadnaR.:debeneir...

Priscila:de actuar.

Ariadna G.:tenim elMundo delante del Emperador, y el
Mundoenestelugar es,ademas,lo que esta rodeando
alapregunta,oalamusea.Eselexterior,loquele afecta.
Loqueleafectamases—lacartade—arriba. También
podriaser como seve desdeafuera,todoloqueleesta
rodeando..alamuseaoalapregunta. EIMundo,antes
deleer,¢,qué esloque vemos? Porque tenemos mucha
informacién:tenemosa...

Priscila:esunamuijer!
AriadnaG.:quemirahaciaunlado

Caterina:iquatre animals... bueno,no...que hiha?
Adrian:tiene unbasténtambién enlamano,que
comparte conel EmperadoryconelMago!
Lara:ilaguilatambé

Ariadna G.:tenemos unangel,comunbou,iunlled
AriadnaR.:ésunlle6? des daquisembla...unxai, pero és
unlled,iés molt diferent un xaiqueunlled
Priscila:yloslaureles es muy deltriunfo,no?

Ariadna G.:elMundoeslaltimacarta.
Caterina:tomates? caquis? hehe

Adrian: no,es perasseure’s dalt del cavall,no?
Ariadna G.: otraveztenemos algo similar conlas piernas
Lara:ah,esveritat!

Ariadna G.:unascastafiuelas!
HAHAHAAdFrian:unespejo!
AriadnaG.:noentincniidea...

AriadnaR.:parece unanaveespacial

Priscila: unacampanal unacampanal

Lara:unelixir!

Priscila:nosé...estaenunciando

Adrian: sobre qué camina?

Ariadna G.:éstanolaconozco,nohefetlexercicidabans
danaradormir..vale,siqueréisleemoslo quenosdice
aqui,dice:realizacion en el mundo, terminacion, las cuatro
guiasy laquinta esencia,centro cdsmico, reputacion,
almauniversal..,esunaflipada

Priscila: que guay,no?!

Ariadna G.: viajero, sexofemenino,emmm,realizacion
delaunidadenelcaminoespiritual,y luego también
tenemosalgo que nohemos visto, enclaustramiento,
AAHHHH

AriadnaR.:estatancat!

Ariadna G.: obstaculo a superar, nacimiento dificil, mujer
ideal, vientre delamujer encinta...

BUAAAAHHHHH

Ariadna G.: Mundo perfecto, venir almundo,danza
creativa,y —mi preferido—huevo césmico!

HAHAHAHA

AriadnaR.:esmuy guay!huevo césmicoesincreible!
Priscila:esunpocolode “circlusion” que decias, no?
SIS

Adrian:cémo?

AriadnaR.: “circlusion” del texto...

Adrian:quinera?

AriadnaR.:delembolcallar...

Lara:mmmmm

AriadnaR.:yavoy por el segundo,envoleuunamica?
Adrian:jojan’he menjat

Priscila: yocomouno,nopasanada

Ariadna G.: “Circlusion” ésuntextdeBinil..noenséara
elcognom,quelEvaensvapassartambé,ique parlade
posar-linom

()

*kek

Caterina:unamenadestat latent,o de potencialitat...
AG.:silacartaestigués adalt, seriamésfacil,entenc que
téaquestesenergies...pero elque lenvoltaemsembla
estrany, perqué el mon que envoltalamuseaésunaputa
merda...

Adrian: pensant molt pragmaticament, ho vaig pensant
enrelacio amb el LabFelipa,ihoentencenrelacioamb
aquest “monideal”,enel sentit que el LabFelipaidealitza



el public, el barri,idealitza aquest public que noté accés
alartiquedecopliveunarevelacié,comquedecopla
musea éslaque permet comunicar amb aquest public
ideal.

Ariadna G.:omésque elmoncomun “ara’,comquehiha
quiestions que ensrecolzen un poquito...
Lara:si,jotambéhoveigcom..

Priscila:ambcontexto..

Lara:si,quan parlavem que justament hihaunmonton
degrupsalPoblenou que estantreballant des dels
feminismes, d'unamanera potser més amagadaomés
invisible, perd que sicomences amirar,al’hort mateix,
olesdonesdel cor, hihaunmuntd’histories...Laltre
diaestavaparlantambles meves cosines, quetenen
com14o15anys,iflipava..pugen moltasaco.. “los
micromachismos..” amb unvocabularibastant heavy.
Bueno, potsertambé té aveureambelcontextenqué
estemara,comalgunacosaque sestaobrint,pero que
encaraesta..
AriadnaR.:jocrec,enrelacidamblacarta,amb
relacionar-nos amb aquest mon, perofer-hod’'una
manera des del “conocimiento situado” sique és molt
perillés.., per exemple l'altre dia el Quim deia “vinc del
MACBA iaravolenfercosesamb horts!”,comferunhort
alMACBA... unmoment, pareu, mireutot el que esta
passant al voltant,tots els horts que hiha... Aixd denota
unadesconnexidtotalambtotelquejapassa..inomés
intentenfer estratégies que sonen xupiguays, que
funcionentedricament pero totalment desconnectades
corporiament... Calrecordar quetotaixoésallaique

shadefer d'aquest manera. Es molt facil feraquesta

estratégia de “qué bonito éstodo”iaillar-te...

Adrian: alméndelart passaaixod que estas moltinformat
omoltinformadaialfinalestas moltignorat. O molt aillat...
quetambétéaveure amb menysprear molt...
AriadnaR.:clar, perqué estas connectat amballo tedric,
peronoambtotalaresta.

Priscila: amime parece muy interesante comoestan
las dos cartas, totalmente opuestas, el Emperador, el
patriarcado,lo hegemonico,y de repente al otrolado, el
Mundo que eslamujer, lofemenino,o sea, totalmente
opuesto. Quizas puede sereserecorrido que quieres
realizar de unlugar hacia...elcamino
Caterina:ylarelacionquetienen..este esta sentado
encimadel aguila,y estaes comoquelasostienen..la
relacién quetienenconloquetienenalrededorescomo

opuesta. Y noesunabuenayunamala, porque es muy
complejo pensar comoes que se relacionanconlos
cuatroelementos quetienenalrededor, estd separada ya
lavezescomoquelasostienenylamueven.

Eulalia: ésinteresant perque allal’aguilaés quasiun
simbol. Aqui,en canvi,els animals sonanimals. Unaidea
d’unarelacidamblentorn..
AriadnaR.:comunecosistema,no? Les dependéncieso
interdependeéncies...

Eulalia: si, comunecosistema, 'iinic que sique et diu: ui,
perovigila...

Adrian:elque siqueésmacoésquevanuncapalaltre,
que hauriapogut ser al reves, lihauria pogut donar
fesquena...

AriadnaG.:ellselamiraaella,ellano!

Eulalia: pero el cos si,el cosunamica...

HAHAHAHA

Adrian:elcossi,lamiradano
AriadnaR.:ésquetotsmirencapalla,totsmirencapala
Lara

HAHAHAHA

Lara:no,capalalalil

HAHAHAHA

Ariadna G.: pero sique hoentenc millorara,elmoénque
rodejaaquest Emperadorés moltric, perd éscomunavis,
miratotaixd quetens!

DespréstenimelMag,que no ésla primeracarta, pero és
lasegonaencaraquediguil,ielquejorecordoésquehiha
unataulaihihamoltes cosesasobrelataula,les quals pot
comengar afer servir, perd que de moment no estafent
servir.

AriadnaR.: o siguila poténcia...
AriadnaG.:aixodelataulaés..
Adrian:unespaipotencial...

AriadnaG.: si,perquétenstot el que potscomencgar
atreballar, pero,de momentellesta..bueno..jaesta
agafant unaboleta del que siguiamb aquest pal
Caterina:éscomelpoder quetenim,els poderenun
sentit molt magic, en un sentit de capacitat, defer coses...
Adrian: pero el que ésguay és que aixo dels mags molt
sovintsén coses molt petites, molt modestes, quasi
infimes, una bola de paper, undau,unbasto, fanmagia
Caterina:amb precarietat!hehe
Adrian:si,olacosaminima,lacosamodesta
Priscila:unpocolo queintentamoshacer, magiacon
casinada




Ariadna G.:también el suelo, porquelos suelostambién
dicencosas.., perod aquiés marro, o siguique estauna
micasec.

AriadnaR.:et preguntescomésquelataulasaguantaa
sobreaquest paisatge
Adrian:lespotesestanunamica..AriadnaR.si,unaa
cadavall,no?

Lara:peroles petjades sonvermelles,no? éscom...o
fombra...

AriadnaG.: ah, si,aquies moltestrany,noséquéeés.
Adrian:s’haequivocat el pintor, eh.

AriadnaR.:ésque semblacomunes muntanyes.
Ariadna G.: peronohihablau, niverd,comenaltres
cartes. Aquesta ésunamicameésseca.. potser..comallo
delaprecarietat,ésunsolque noésde moment gaire
fertil

Caterina: perolafarigola, perexemple, creix enaquest
tipusdeterra,éscom hiperresistent,comles plantes
curatives que també creixen en els entorns més hostils
AriadnaR.:iamés contenen molt, perqué comquehan
dagafartotelquepodendelaterra..

Ariadna G.:sivoleu usllegeixo el que diuaqui,elque ens
creuaunamica, sihihaunvent,qué éselqueensempeny.
Diuaqui: “todo puede hacerse”,unaltre copamb aquesta
taula, “hombre o mujer llamado a elevarse, iniciado, arte,
astucia, arte de convencer, espontaneidad, egoismo,
inicio de labusqueda de la sabiduria perdida, artista, juego
yvoluntaddecrear”.

Eulalia: que bonic!

Egoista...

AriadnaG.:si,las cartas siempretienen... Peroes bonito
queestéesta cartaarriba, porque nos esta diciendo que
tenemos muchas posibilidades, muchas cosas delante
nuestro que podemostomar, que podemos coger. |
potser silarelacionem amb elmon, que és com: “ei, tens
totaixo quetenvolta’ilesforces aquitestanempenyent
enunacte creatiu, unacte egoista possiblement, perd
alhoraobertamoltissimes possibilitats...hihaunafeinaa
fer.

(alguserveixunabegudaenungotise sentescumejar:
PXXXSSSSS)

AriadnaR.:perd hihamaterial, hiha cosetes...a partir
d’'unacosamaterial, que potstocar...

Eulalia: és bonic el que deies tu, que son materials stper
senzills, perd enelfonselstrucs aquests utilitzenlleis
molt elementals, o molt fonamentals,com,joquéesé...la

solidesa, ounobjecte que no hiés...que dalgunamanera
ésboniccomaixo potarribaradesestabilitzaroa
desmuntar...lavaretalCaterina: sabeu allo del boli bicamb
el paperetadins..hahaha, sembla que estiguifent aixo.
HAHAHA

Lara:lestaatacantenaquest!

Adrian: és el Mag, pero també és unamica el Boig,
Eulalia: eljoglar o..Adrian:era elfavorit del rei,el que
esfeiavenir perdistreure,és quasillinic que el podia
desestabilitzar..que és molt guay tambeé...éselqueté, una
mica, la permissio defer el que volal castell o...
AriadnaR.:tot selipermet

Ariadna G.:defet,el Boigéslacartaquevaabans,iseria
laprimeraque éslacartazero.

Ariadna G.:ahhh,uau! bueno,no anem malament...

Vale,la Templanza. Ambla Templanzatindriemuna
possible resposta o conclusid alanostra pregunta, que
era:¢Quinsentitté ocuparla CanFelipa? Jodelque men
recordoabansde mirarels papers,la Templanza...tenim
lesdues gerresdaigua,onhihaunaaiguaquesesta

com compartint, hihaun equilibrique sestaintentant
mantenir..tambéamblesales...

Eulalia:amiel que emsorprenmolt és que l'aigua, per molt
queunaestamésamuntquelaltra,semblaque sestan
retroalimentant. Que ésun pontdaigua.
Adrian:noesdiuencatala..els vasos comunicants?
Priscila: si,exacte...

Caterina: per miéslaidead’'unagerradaiguafreda,iuna
decalenta,ielqueestafentéscom..
Priscila:temperar-lo

AAHHHH claro!HAHAHA

Priscila:la Templanza ésel equilibrioen este sentido
Caterina:lamentecalma

Priscila:la Templanzaentre esos dos, no sésiesunbuen
punto

HAHAHA

Caterina:si, peroigual escomolatnicaformade poderlo
relacionar,desde unacalma,oclaridad, o voluntadclara,
ynodesde aagghh!, podriaestarelLoco,olaTorre,ola
Rueda, que son cosas que danmuchas vueltas. Pero esto
escomo otraactitud delante delas cosas,no?
Priscila:bueno,igualvaenlalineade quererser
sostenible,enestalineadelamusea,denoestartan
exhaustosenun punto..
Eulalia:itornantunamicaalaideaque deiaabans,de
l'entorn del Poblenou,també es pot entendre aquesta




“On Circlusion” és un text de Bini Adamczak publicat aqui:
www.maskmagazine.com/the-mommy-issue/sex/circlusion.
Elterme “circlusion” és un neologisme que significa

el contraride la penetracio.

retroalimentacié entrelespai,'ocupacio delllocitot el que
hihaalvoltant. Tinclasensacio que hihadiversagent que
guanya aqui,en el sentit de benefici positiu.
AriadnaR.:no pejoratiu

AriadnaG.:si,que hihacert equilibrientre aquestes
dues,unretornencertamanera.
Caterina:alavegadatambéhihaunpuntdaquesta
figuraque nomagradaomalerta,enelsentitque és
unafiguramolt gran,que simposamolt,itambé perque
l'anivellament de vegades és avorrit.

Priscila: como quete quedas amedias...hehe,quees
eltipicomiedo que tenemostodas cuandointentamos
haceryluego nos quedamosamedias
Adrian:elconsenso

AriadnaR.:conlatemplanza,y node verdad...
Priscila:afuego, si

AriadnaR.: es que es muy angelicaltambién,
ylafloresta..

Caterina: peroensucarahay algo que me damucho
mas miedo que estaotra

AriadnaR.:malrollo, és veritat,eh

Adrian: mirasus ojos,soncomo blancos
AriadnaR.:|acarafamoltameéspor...iaixo,que és?
Lara:parece unamano

Caterina:comounchacra

AriadnaR.:perd semblenunesmans

Lara:parece queesté poseida

Adrian:lo que damiedoesque parece que notiene
pupilas,ahl,sonamarillosl, que raros!
AriadnaR.:perototselsaltrestenenelsullsnegresia
ellaliposenelsullsgrocs...

Lara:estaposseidal

Priscila:esunangel

Adrian: pero aquesta posicio com'’hem
d’interpretar?

Ariadna G.: aquesta ens donaunamicade conclusio...
Priscila: peronohemosleido, no,todavia?
AriadnaG.:vale,la Templanza: curacion,angel
guardian, moderacion equilibrio, reciprocidad —
queesunamica..—,circulacioninterna, armonia,
comunicacion, mensajero delagracia—hehehe
hahahatampoc cal passar-se,aqui,no?—,elixirdela
vidadivina,en el pasado,enel presente y hacia
elfuturo,medicina, doble flujo de fuerzasvitales,
realidad del espiritu, equilibrio animico, poner elagua
enelvino

Adrian:enfrancés..nosé,tenéis esa expresion?
AriadnaG.:quiere decir..ponerun pocodeaguaentu
vino quiere decir...

Priscila:rebajar,un poco..

Adrian:como moderarte, “ei,modérate unpocotu..”
AriadnaG.:y dice aquique esta bien,aporta el don,
receptividad,que estonoestamal.

Caterina: aquiparlatambé comdelarepeticio,
comunamenadeternitat o deimmaterialitat,dalguna
cosaquetranscendeix,que vamés enlla “juego
eternodelasenergias”,icomimmaterial..que éscom
alrevés.

AriadnaR.:si,no?,éscomallo matéricialloimmateéric
AriadnaG.:clar,davant dela pregunta “té sentit?”,
doncsté sentit, perqué ésunacosaque sempre
circula,d’algunamanera.., el que podemfer éstreurela
conclusid, llavorshem de fer numerologia.
AriadnaR.:un paper

Ariadna G.:si,persumar!llavors,tenim: 21,1,14, vale,
aixd és4,aixdés3.

AriadnaR.: pero siescriu el quatre aixi,enlloc de posar
cincmenysu.

Lara:peroaixd és14,no?

AriadnaR.: clar, pero 14 normalment no és aixi
AriadnaG.:11,12,13,14,ya, no, pero
AriadnaR.:iaix0és4

AriadnaG;vale,aixoésb

Lara:ui,quinapor!

HAHAHA

Lara:la Templanza!

Priscila: peronosevebien...ah, porquelosjuntas
AriadnaG.:si,juntoestostresy cuatro,cincoy uno,
seis,y ahoravoy como...

Priscila: qué bonito

AriadnaG.:13,4.

Priscila: el Emperad...uhhhhh!

Lara:que hapassat? Aixo éslaconclusio?!
AriadnaR.:que?! Digues, digues!

Priscila:no,no,no
AriadnaG.:laconclusidondelatiradaesel 4.
Caterina:jo crec que esta malament,aquestacarta.
Priscila: quieres sumarotravez?

Ariadna G. quizas me he equivocado,vamos asumar
otravez...¢,alguien quiere sumar?
Lara:no,aviam,acceptem-ho,iapartirdaqui
treballem.



Meditacio situada a Una exposicié comun conjur
Theoria, Beatriz RegueiraiMaria Gonzalez,CanFelipa,
19h,29 de junio de 2018

Esto es una meditacion situada en la exposicion para acercarnos a ella desde un conocimiento intuitivo, somatico. El lenguaje

aqui no representa, presenta
Bea, serd la voz que guie la meditacion

Marfa, serd el cuerpo que guie el movimiento por la exposicion

Empezamos la mediitacion

SOMA

Cierra los ojos e inspira lenta y profundamente
realizando tres inspiraciones profundas

Comienza por llevar tu atencion al momento presente
ala postura en la que te encuentras
alas sensaciones corporales mas evidentes

Cualquier sensacion es bienvenida

POSICION
A continuacion  separa tu espalda del asiento
manteniéndola recta pero no rigida

en una postura que sea comoda y relajada para ti

Separa tus piernas alinéalas con tu cadera
siente el contacto de tus pies con el suelo

Ahora coloca suavemente el dorso de tus manos sobre los muslos
de manera que la palma de tus manos mire hacia arriba

e inspira leeeeentamente

Encuentra una postura en la que estés realmente comoda

Inspira leeeeeeeeento Expira leeeeeceeeeeceeeeeeceento
ESCANER +DEEP
Ahora comienza llevando tu atencion a los pies

Sintiendo el peso de tus pies en el suelo

Presta atencion a las sensaciones de
tacto peso temperatura

Sigue tu recorrido prestando atencion a tus piernas
muslos caderas

“*Es probable que aparezcan pensamientos, es habitual, simplemente date cuenta y devuelve la atencion al cuerpo

Acompafia tu atencion hacia tu columna vertebral
ascendiendo por tus vértebras
lumbares dorsales cervicales
hombros brazos manos

Continua, llevando la atencion a tu rostro
atumandibula boca nariz ojos cejas frente

Ahora lleva la atencién a toooooodo tu cuerpo
siendo plenamente consciente de lo que sientes
aceptandolo

sin oponer resistencia

RESPIRACION + INICIO LINK EXPO

En este momento lleva tu atencion a la respiracion
no se trata de pensar en respirar
se trata de poner la atencion en la sensacién que provoca tu respiracion

Presta atencién al lugar de tu cuerpo donde percibas la respiracion con mayor facilidad
puede ser la nariz el pecho el vientre
date cuenta de como es tu respiracion en este momento

de como el aire entra de como el aire sale
Toma consciencia de tu respiracion sin intentar modificarla o controlarla
No se trata de un acto voluntario
sino de algo que sucede espontaneamente
sin esfuerzo y con naturalidad.
Puedes decirte:
al inhalar soy consciente de que inhalo

al exhalar soy consciente de que exhalo

Cuando te fijas en la respiracion estas habitando el presente
Cuerpo y mente ahora son uno

el aire entra el aire sale
~* Notards que la mente de vez en cuando se desvia de la respiracion, apareciendo pensamientos o emociones, es normal.
Simplemente déjalos pasar y devuelve la atencion a tu respiracion

a como el aire entra acoémo el aire sale

Ahora ve retirando tu atencion de la respiracion
y focaliza la atencion en los sonidos que puedes percibir en el entorno

Centra tu atencion en el sonido en si
en el fendmeno fisico del aire que vibra
como consecuencia de que un objeto también lo hace

Abrete a cualquier sonido que llegue a tus oidos
observasutono intensidad..

Observa su curso temporal

Date cuenta de como la percepcion de cualquier sonido va haciendo surgir en ti la sensacion del
espacio



El origen de algunos sonidos se encuentra mas cerca
el de otros mas lejos
adivinas la direccion de la que proceden

Poco a poco te vas haciendo consciente del espacio
ese espacio que te da formaese espacio al que das forma

Focaliza ahora tu atencion en los sonidos mas intensos cercanos
y con amabilidad ve abriendo tu ojos

Desde este estado, dirige tu atencion a la pantalla (7 min aprox)

< >

Poco a poco devuelve la atencion al espacio presente y a tu postura

Con amabilidad ve moviendo tus extremidades pies manos  cuello
con movimientos suaves

para poco a poco irnos incorporando

“El animal en la pantalla se hace presente aquiy ahora”
(proyeccion de nuestras siluetas en la pantalla)

(abrir cortina para salir)

Siente el peso de tus pies en el suelo
y comienza a desplazarte lentamente hacia la luz exterior de la sala

< >
Diferentes obras se despliegan ante tus ojos
(Maria se empieza a mover)
Materiales en descomposicion
residuos microorganismos que
en silencio

van modelando la materia

Microorganismos que modelan la materia tu materia tu cuerpo
al mismo tiempo que transforman la materia de las obras

inspira huele
inspira huele

Todo es poroso Un altavoz suena

Camina hacia el origen del sonido
(Cate en el interior de la cabafia para activar sonido
Maria se mueve hacia la cabaha
entran en la cabaria y fuera de ella)

Cerramos los ojos y focalizamos la atencion en el sonido
en las imagenes que evoca el sonido

abrete a percibir cualquier imagen y sensacion que aparezca
obsérvala acéptala

(sube audio Cate)
< >
Poco a poco nos vamos levantando

(Maria empieza a moverse hacia la mimosa




vamos hacia la mimosa)
Ahora dirige la atencion hacia como nos vamos desplazando por la sala
siente el contacto de tus pies en el suelo
las variaciones de peso que se producen al caminar
el movimiento de tus caderas
Observa como el movimiento modifica tu percepcion del espacio
< >
(mimosa, muy lento)

Ante tus ojos una gran mimosa

fija tu atencién en su forma
y poco a poco ve acercandote a ella

escoge un punto y mantén tu atencion
observa como las particulas componen el espacio
siente el movimiento alterando el espacio
observa el movimiento
y siente el latir comun en este espacio
(espacio hipndtico /1min)
< >
Inspira lentamente y al expirar focalizala la atencion en el cuerpo

(transicion al centro de la sala, frente al cuadro)

El espacio es una linea negra que viaja en el tiempo
El espacio nos enreda entrelazando otros mundos con el nuestro

“otros mundos que miran hablan se mueven
rotando sobre si mismos”

(nos giramos)
Estan vivos
(paran, frente a la columna del arrepentimiento)
Estuvieron vivos

Un bosque ahora fosil
de lo organico a lo inorganico

al inspirar tomamos el aire
al expirar devolvemos el aire que nos es dado
al expirar soltamos dejamosir nos desapegamos...

alinspirar tomamos el aire
al expirar devolvemos el aire que nos es dado

(hacia el volcan)
< >

Estas en el volcan
Estas en el volcan

Poco a poco focaliza tu atencion en la respiracion

en cémo el aire entra
en como el aire sale

Suavemente reposa tus manos en el vientre

toma consciencia de los movimientos que produce tu respiracion

te recuerdan que estas viva
que palpitas
que sientes

Disfruta de la sensacion de la vida en cada una de tus células

de tus tejidos

de tus 6rganos

latido a latido
segundo a segundo
momento a momento

Estas en el volcan
y como tu la tierra esta viva

Estas sobre el volcan
siente la temperatura

energia que alimenta el ciclo de vida

de tu cuerpo

de las paredes de esta sala
del sonido que percibes

de la luz del exterior

energia que alimenta el ciclo de vida
de la fermentacion de los materiales
del olor de la pared

emana del centro de la tierra

energia que alimenta el ciclo de vida del petréleo

del jabon industrial
de los antes bosques ahora fosiles

en el futuro no se puede respirar

del agua del Llobregat de la mimosa de otros mundos que estan vivos

y del propio interior del volcan
< >
Estas en el interior del volcan
en el interior de tu cuerpo
estas presente

en el pasado no se puede respirar

< >

Realiza tres inspiraciones profundas poniendo en ellas toda tu atencion

Cuando te sientas preparada
moviliza con amabilidad pies manos
y
poco a poco encuentra la manera mas comoda
para salir de este estado



Conjurs sonors: Inditexts interpreta col-leccié dona primavera-estiu, 2018

Dilluns 3d'juliol de 2018

1

Ungrupo.Eranun grupo. Algunas se conociande toda
lavida. Otrasdel ultimofin de semana. Compartian
gustos. Compartianropa. A vecesincluso actitud.
Positiveness, se decian. You'llmakeit. A vecestambién
compartianalgun que otro deseo. Authenticity.
Incluso Happiness. Y algunasluchascomunes.La
preferida,demand theimpossible.

Cuando alguna estaba preocupada, le decian Don't
use your energy toworry, useittotry new things.
Giraronlacalle.Elviento veniapordetras.Y el sol.
Suslargas sombras proyectabanel grupoalsueloen
monocromo. Power gang. Hay momentos donde uno
sesiente unstoppable.

Otro grupo venia porlamismaaceraendireccion
contraria.Elsol,defrente,los cegaba. Aunque no
veian nada ellos seguian en su Keep Going attitude.
Amedidaque se acercaban,ellas se preparaban:
Let'sstayinour lifestyle, decia una. Don't compare,
stay simple, dijo otra. Y unveredicto: Allergical to
conventional people.

Silencio.Se cruzaron de maneraintercalada,
disvolviéndose un grupo dentro del otro
momentaneamente.Se escuchd unafrasedetres
palabras:Kiss me quick. Y una respuestade solouna:
Where? De fondo, sonabalacanciénde Keeponrolling
thelimit.

Tenian un pacto: Siempre seguir hacia adelante. Asique
giraronde nuevo al siguiente cruce sin voltear la mirada.
Sinque pasaranada.

Como soliandecir sus antepasados, time and tide wait

fornoman,asique habia que vivirenelenjoy nowyen
elmake changes happenlo masrapido posible.Sabian
que paracambiarlas cosas, ellastambién tenian que
cambiar constantemente. Alternaban el Reinvent
yourself con el be yourself and feel the magic. Elamor,
estaba claro,también cambiaba. Loveislove deciael
refran, pero algunaslo completaban conunRomanticin
revolt!Y otras conunsimple Just a kissand say goodbye.
Sesentaron ensuterrazahabitual. She likes black
coffee.Y comoerael costumbre conel café,
compartianlo que les manteniala cabeza ocupada.l
believe indreams. Silencio. Una respuesta: Be yourself
and feel the magic. Otra confesion: | don't want more,
Iwant different. Y un consejo Thisis my statement:
Revolution! Sudor compartido, y la siguiente dice: The
love of my life is myself. Cigarrillo.Nothing isimpossible,
concluyeron. Otradijo, flojito: I saved the world today. Y
laprimera, cerré el circulo: Local dreamer!
Enesemomento,lacamaraempiezaaalejarse.

Sus cabezas quedan cubiertas porungran parasol.
Vemossu alrededor.Lacalle.Lagente paseando.Un
ambiente entre busy y relax. Bastante distendido.
Vemoslostejadosylascopasdelosarboles.El
entramado de calles.No queda claro donde estamos.
Manhattan/Costa Paraiso/Marrakech/ Venice
Beach.Undestelloentraenlalentedelacamaray
dejaaciegaspartedelaimagen.Eldiaesassunnyas
possible.La camarasigue alejandose. Vemos otros
continentes. Elbackstage. Nirvana. Serenity. Relax
tour. Spacetraveller alfondo, A unicorn,y unavoz que
dice Thisisnotalove story thisisjustastory.Y uneco:
Somethings never change andit's OK.

2,

Young mermaid
Magical Queen
Meravigliosagirl
TahitiLegend
Happiness Addict

Have confidence and courage
Don'tforgettosparkle
Nothingisimpossible

Make changes happen

Bethe voice
Bethe voice
Bethe voice
Bethe voice

Ihave achoice

Ihavethe answers

Ineed more space

Ihave the answers

Thisismy statement:|have the answers
Ihave achoice

Ineed more space

Ihavethe answers

Ineed
lhave
Ineed
lhave

|

|

Need

Have

Need choice answers
Have answers choice
Choice need answers
Answers need choice
Wake up

Wake up

IINeed
IIchoice
Ilanswers

I

I1'You

You Youl

You You Answers

Young mermaid
Magical Queen
Meravigliosagirl
TahitiLegend
Happiness Addict

Idontwantldontwanttowakeup x2

3.

Dresstoimpress myself
Dresstoimpress myself
Dresstoimpress
Dresstoimpressthedress|wear
Wearingadresstoimpress your dress
Dresstoimpress myself

Wearing myselftoimpress
Impressing myselfwithadress
Selfingthe dresstoimpress

Wearing myselftoimpress my dress
Impresstheimpressive dress|wear
Wearingadresstoimpress mydress
Impressingthe dressthat wears myself
Impressingmyselfwiththe dress

Lifestyle
Style oflife
Lifestyle
Alife of style



Terrafermaerrant (ruines al revés)
Autora, llana Halperin

Lacelebraciéode
Paniversaride leldfell

Hola, hola!

Us escric per convidar-vos cordialment ala

celebracié del meu 30¢ aniversariiel del volca Eldfell.

Quan:
2 d’octubre -4 d'octubre

On:
AlvolcaEldfell,
alillad’Heimaey,alacostasud d’lslandia

Punt de partida:

Volaré desdelaeroportlocal de Reykjavik el 2
d'octubre amb el volde les12:00 ha Vestmannaeyjar,
itornaré a Reykjavik el4 doctubre ales12:45h.

Segurque us estareu preguntant siaquestainvitacio
vade veres,ilaresposta és absolutament quesi,
jaquelacoincidéncia de complir (quasi) 30 anys
exactament almateix temps que unamassadeterra,
nomeés pot passar unavegada.

Usenvioels millors desitjos,
iesperoveure-usalcrater!

Proleg (unahistoria sobre werner herzog)

Ensentir que el seuamic sestavamorinta Paris,va
decidiranar-hicaminant des de Munic.Sentia que

podriamantenirviu elseuamicatravés delactede
caminar.*notal

Elquevoldir:
Sihianavaenavio, moririaquanellarribés.
Sihianavaapeu, moririaquanellarribés.

Comprenc aquestimpuls. Unaamigaemcomentava
quelisemblava un gest carregat d’autoconfianga:
pensar que Herzog mateix podria afectar la vida
delseuamic amb el seu propiviatge. Soc conscient
que es podria percebre daquestamanera, pero
johorelacionomésaviatambunintentdeviurea
través dedues escalestemporalsalavegada. Valer-
sed'untempslent,untemps geologic, per mitja
d'uncompromisdirecte. Unacte concret enfront
d’'unes noticies que superen lanostra capacitatde
comprensio. Unimpulsinexplicable per operar contra
lavelocitat delamortalitatimminent.

El Nostre Aniversari

EI1973, unaerupcio volcanicamassiva alillaislandesa
d’Heimaey va provocar laformacié d'unconde
cendraanomenat Eldfell. Aleshores, el Helgafell,un
volcaextintalamateixailla,jatrencavalaliniade
Ihoritzé davantla ciutat. Ningu sabia que hihaviaun
segonvolcaque esperava.

Jovaignéixerel18 de setembre de1973.Enanys
alterns, el meu aniversari coincideix amb Rosh
Hashana o Yom Kippur. Podriem menjar-hi pomes
imel perun Any Nou dolg o bé dejunar-hi. Ala Xina,
el18 de setembre és una dataterrible, que marca
les morts de més de 200.000 persones que van
serassassinades durant elsatacs a Nanjing. Ala
Gran Bretanya, els terratrémols es van produir el
18 de setembre de 1833,1901i1904. LEldfellijo
vam arribar tots dos ensegonlloc. Jotinc dues
germanes,unade més graniunaaltrade mésjove.
Per al’Eldfell en primer lloc hi havia el volca més
gran, el Helgafell.

Aloctubre de 2003, per commemorar el meu 30é
aniversariiel delcon volcanic Eldfell, vaiganara
Heimaey per celebrarlanostra aparicio simultania al
costat oest de ladorsal centroceanica.

Gemmesiminerals, Riverside Drive, la placatectonica
nord-americana.

Lestiuabansde complirtrentaanysvaigsera
Maine.Elmeu pare estava molt malalt. Una série
d'illustracions d'aquest momentinclouen:les gavines
menjant espaguetis d’'una safata de poliestire sobre
lacapotadel cotxe, circulant en el descapotable de
laWendy amb el cap baix després de rebre males
noticies de 'hospital, 'lamenaga de cancel-lar elsfocs
artificials perqué les criesd’aguilafeienniuarillade
Curtis.

Vaigcomengar a planificar el viatge per visitar 'Eldfell
desdel'habitacioé dels meus pares.No hihavia cap
rao clara perlaqual voler-hianar. Vaserunimpuls.
Regeneracio de massaterrestre.

Elmeu pare descansa,lamevamarealaderiva,joa
lordinador...:

—Hetrobat unbon motiu peranaralvolca!

Totsdossexclamen:

—Etsunanoiamolt estranya.

Pero en elbonsentit, que sevidenciaamb laquantitat
detemps quetotsheminvertita debatre els prosi
contres del correu electronic versuslesinvitacions
postals, el vestit formal o casual,ilallista de convidats:
distraccions benrebudes davant els constants canvis
sismics delnimerode PSA.

Totiquelacelebracio del'aniversari de l'Eldfell
probablement eranomésla planificacié tedricad’'una
festa, vamintentar redactar unallista de convidats
amblamajorfidelitat possible,comsilafestareal
hagués de succeir enels dies assignats, teninten
compte quies duriabéamb quienlascensio d’'un
convolcaniciamb un pastis d’aniversarialama,en



unes condicions meteorologiques potencialment
inestables.

Vaigenviarlainvitacio des de Nova Anglaterraamb
unes setmanes d’antelacio.

Alcapde pocsdiesdelainvitacidinicial, vaigrebrela
primeraresposta:

—Si, estariaencantada d’assistir-hi.

ELVOLCA

Quan[’Eldfell va apareixer ales dues de lamatinada
del23 de gener,rapidament esvaferambtotsels
titulars. Alllarg de cinc mesos, les fotografiesde
l'erupcié vanapareixer enrevistestandiferentscom
VogueiNational Geographic.Enunadeles tltimes
entrevistes que Robert Smithson va concedir abans
delasevamort prematurael1973,va parlarsobre The
Partially Buried Woodshed (el magatzemdellenya
parcialment enterrat) enrelacio alerupcio a Heimaey.
Alllargdelerupcio,400 cases vandesapareixer alilla
sotala perpétuacaiguda de cendra.

Publicada postumament, Smithson havia escollit
imatges dela ciutat enfonsada peracompanyarla
sevaentrevista. Robert Smithsonvamoriraledatde
38anys, abans de ladata del meu naixement.Erade
l'altre costat del Hudsonirealment,entemps geologic,
ens hauriemd’haver conegut. En eltemps quotidia, no
vaser possible.

Tandesolador comaquestincident volcanic pot
semblar,enrealitatl'erupcio varesultarserun
esdeveniment optimista,com ho sénnormalment els
naixements, independentment de les circumstancies.
Heimaey era el centre delaindustria pesquera
islandesai el flux de lava es dirigia directament
alport.Silalavaarribavaalentradadel port, tota
leconomiaislandesa col-lapsaria. Enunintentde
salvar el port, unfisic islandés anomenat Thorbjorn
Sigurgeirsson vasuggerir que refredessin el frontde
lalava mitjangant el bombeig d'aigua del mar durant
vint-i-quatre hores al dia. Aquest acte, considerat

comunabroma nacional,es vafer conegutcomel
“pissingonthelava’ (pixar sobre lalava). Al principi
vafuncionar permetent desviarifrenarelfluxde

lava. Semblava que podia anar en qualsevol direccio,
especialment durantun moment desafortunaten
quéunfluxanomenat “Flakkarinn The Wanderer”
(Flakkarinnlerrant), que pesava dos milions de tones,
esvaseparardelflux principal de lavaivacomencar
amoure’senunatrajectoriaque apuntavadirecte
capal port.Flakkarinnvaser derrotat per120 milions
delitres d’aigua de mar. Després d’aixo es vaformar
unnouflux anomenat “The City Flow”,que anavade
camicapal centredelaciutat. Enunsoldiavadevorar
setantacases.

Lalavavareduir lentrada del port a cinc-cents metres
d'ampladaidesprésesvaaturar.Lamajoriadelagent
creuque “pissaahraunid” vaajudar adetenir-lo. Al
final,després de cinc mesosimig dactivitat volcanica,
no vamorir ningllinomés es van patirlesions menors.
Totsels habitants, maquinaria pesada, mobles bons,
granges de peixos, ovelles,aus de corraliproductes
peribles vansertransportats per via aéria per amajor
seguretat. Es vanbombejar sis milions de tones
d'aigua de mar sobre el flux de lava durant la missio
derescat.Unavegadarefredat, elfluxdelavafinsitot
milloravala qualitat del port. Inicialment,es vaanimar
lacomunitat de Heimaey aabandonar l'illaiel volca.
*nota2

OCTUBREDE2003

El2 d'octubre, tal com estava previst, laKarenijoens
vamtrobar puntualment al vestibul de 'Exércitde
Salvacié ales 8:30 hdel mati. Vam guardar les nostres

bossesiensvamdirigir cap ala piscina. Construida
alestildels anys 50, la piscina era popular entre

les generacions anteriors. Després d'unanedada
curta,vam quedar-nosflotanten unesbanyeres
calentes plenes de dones que vestien capells de
natacio florejatside velletsamb ulls brillants. Només
uns minuts méstard, alaeroport, preniemun caféi
esperavemel nostre vol cap alilla. Maihaviaestaten
unavidtan petit. Ens vamenlairarimmediatament
sense avis previ. Al principi estava petrificada.

L'avié eramolt més sensible ales condicions
meteorologiques que una naumés gran. Els nuvols
espodien sentircomunasacsejadatotal del cos.
Emvaencantar ser dins d’aquell petit ocellmecanic.
EneldescensaHeimaey éremtan cap peravallque
pensavaque aniriema parar directament dins
delvolca.

Vam agafarles maletes, sortir de l'aeroportiseguir
unsenyal que indicava cap al poble.Unadona,que
varesultar serlamestradelescolalocal,esvaaturar
i esvaoferira dur-nos-hi.Dos minuts méstard vam
arribar alnostre hostalivam coneixer laRuthiel seu
marit.La Ruth ens va explicar que,amésdel'hostal,
també portava el cinemadela ciutat. També havia
treballatalafleca.LaRuthteniauncertaccent
alemany. Per l'elevat volum d’hostesisraelians
alllibre de visites em vaig preguntar sierajueva.
Aquellanit vam passejar perla ciutativammenjar
enunrestaurant replet de barques de plastic, boies,
coronesdeflorsipeixos.

Lendema,laKarenijovamanaralcimdel volca.Hi

havia un camique sortia de la ciutat recorrent lavora
delfluxdelavaifinsal crater.Larutaanavavariant.
Comencavaenun carrer suburbial,que acabava
bruscament amb un munt d’asfalt negre. Unes
primes escales dellistons de fusta penjaven sobre
unamuntegament de penyals punxegutsidelava
envellida. Ens hivam enfilar agafant-nos alabarana.
Hihavia ventsforts aquell dia,encaraqueelclimaa
Heimaey eratemperat. Es vanregistrar vents de 260
quildbmetres per horaalbarometre deilla. Vam arribar
aunaseérie de senyals detombes ala part superiorde
lesescalesquedeien:

Vilborgarstadir, 9 metres sota de la superficie
Laufas,16 metres sota de la superficie
Hotel Berg, 12 metres sota de la superficie

Lescasesenterradeseren pertotarreu.

Enshaviendit que es podiacomengar unfoc petit
només enterrantuntrossetde paperalacendra,ja
quefinsitottres décades després el solencaraestava
calentde l'erupcio. Vam esperar amb molta paciéncia
queel paper sincinerés. Vaquedar lleugerament
socarrat.Enrealitat,hauriem d’haver escalat al centre
delcon, pero ensvamquedarenterratéebia.

Haviem portat pastis de la fleca de la Ruth per menjar-
loalcapdamunt del volca. Eraun petit pastisset groc
enformade platanamb diferents capesde crema,
xocolataimassapa. Un dolg estudiestratigrafic. Vam
recollir diversostrossos delavaalapart superior del
crater.Envaigprendre una per a cada amic que tenia
quefeiatrentaanysaquell mateix any. Desdelapart
superior del crater podiem veure Vatnajokull, planant
sobrelaterraferma,els petits Surtseys,
quetravessaven lasuperficie de l'aigua,igent circulant
ambmotocicletesalavoradelfluxdelavade
30anysdedat.

Lanitabansde marxardelilla,ensvamremullara
lestinesdaiguaalairelliure.Laradioesclafiadesde
Finterior,onestrobava la piscina principal,idesenes
de preadolescents apareixien constantment per
comprovar que seguiemalla flotanten cercles
empeses perlesfortes ventades. Detornadaala



pensio de la Ruth,ens van convidar a mirarimatges
darxiudelerupcié delvolca enunsald adjacent. Al
matisegulent,la Ruth ensvadir que podiem anar
caminantfins alaeroport en quinze minuts, sense cap
problema. Vint minuts desprésinomés a migcami,en
unatac de panic vam pujar en un cotxe amb unhome
iels seusfills. Deu minuts abans de I'enlairament, vam
embarcar alavié endireccio al continent.

MARG DE 2004

Massabento que Dominick Arduin ha desaparegut.
Enelcamicap al pol nord, s’hiha perdut tot contacte.
No hiharastre del seutrineu, equipatge o canoa. Cap
restade menjar, nisenyal deteléfon, res, tret d’'unes
poques pistes. EI19 de marg suspenenlarecercaa
I'esperad’unnouavis.Ladonen per morta.

Laprimeraiultimavegada que vam coincidir vaser
durantunainundacio el 30 d'abril de 2002, el dia
anterior al May Day. Eremalvalo, I'Giltim portimportant
delaLaponiafinesaabansdecreuarlafronteracap
aRussia. Per arribar-hi, hihatres opcions: conduir
cinc hores cap al nord des de Rovaniemi, perla

Gold Highway, fer unviatge entrende 18 horesdes
d’Helsinki(mésunllargviatge en autobus),ouna
horaimitjade vol directe des delacapital. Vamfer
l'entrevistaenunrestaurantamb unbarkaraoke.Ella
vaser laprimeradonaaesquiar sola fins al Pol Nord
magneétic. Emvaexplicarlatravessia per arribar-hi.
Unveimeu m’havia explicat que ellahavia patit cancer
drosquaneranena, el vaveénceriesvaconvertiren
unadeles exploradores mésimportants del moén.

Sempre havia sigut el seu somniarribar al PolNord
geografic, sola, sense suport dabastiments.

Lanitabansde congixer-noselgelesvatrencaralriu
Ivaloki. Hihaviaicebergs pertot arreu, aferrant-se als
bancs.Com éstradicié anualment,tothom al poble
esvareunir prop del'aigua per fer apostes sobre
ontrencariael gel. Vanferun granfoc per rostir-hi
salsitxes. Prop del sol de la mitjanit,en aquesta epoca
debany,unarc de SantMartiesmanté al celtotala
nit. Lainundacié acabava de comengarenaquell
momentihavies de remarenunabarquetade rems

pertravessarlaccés. EremaKoppelo,queeraun
poble alfinald’un camide 13 quilometres dellarg,
envoltatentres costats perlaigua. Lendemacapal
tardjaviviemenunailla.

Elcamihavia desaparegut submergit sota el nivell
delaigua que selevava amb el gelfos.La Dominick
ijoensvamtrobaral matiidesprésellavahaverde
marxar asalvarlaseva casadelainundacié. Deia que
lesescalesde davantlacasahaviendesaparegutiera
questié detemps que arribés apassarlaporta.

Elmeu pare havia estat diagnosticat amb cancer de
prostataun mes abans que coneguésla Dominick.
VaigserambellaNova Yorkides dallivaigmarxar
directament cap aLaponia.Enarribar, vaig descobrir
quelapoblacié de Koppelo eratan diminuta que unsol
artista estranger vivint ala planta superior delescola
transformavatot l'edificien el Centre d’Art Inari.No hi
haviateléfon, niinternet, nitransport public,caplloc
onaconseguir menjar, niningu als voltants. Mitjans
d'abril es considera hivern,tothomes quedaacasa.
Quan vaig marxar, sis setmanes després, tot shavia
descongelat.

Vaigllegir un passatge d’'undels primers
exploradors de ’Antartida, que explicava que calia
confiarmésenles plantes dels peus que enels ulls
olesorelles perrecorrer el gel. D’aquesta manera
es percebien més facilment els perillsamagats
sotales capes de neu. Confiar plenament enla vista
seriatemerari. Elmeu pare em vaexplicar que quan
usava el caminador per viatjar d’un puntaun altre,
finsitot un camiasfaltat, podia convertir-se enun
camp de mines. Petites esquerdes en l'asfalt podien
esdevenir un profund esvoranc, sino anaves amb
compte. Per solucionar-ho, confiava només en

els seus peus, buscant superficiesllises entreles
petites muntanyesi els congosts menors del carrer.

ABRILDE 2004

Fentcuaalaeroport JFK perregistrar el meuvola
Islandia, em vaigtopar amb Eeva-Liisa. No I'havia
vist des de 1999, durant el primer estiu a Akureyri.
Unavegadal’havia convenguda,aellaial’Henrikka,
perabocar lletiskyr (unamenadeiogurt) turé avall,

capal centre delaciutat, per demostrar les diferents
velocitats delalava.Ellaestavatreballantcoma
au-pairenunagranjaals aforesdelaciutatihaviade
fer autoestop en cada anadaivinguda. Normalment
esperava alagasolinera de Ring Road per tornar
capacasa.

Emvadir que s'estavaunsdiesaNova Yorkambels
seus companys d’Helsinki. Sabia que jo havia estat
alaponiaperque havia llegit alguna cosa sobre mi
aldiarilocal de Oulu. Livaigexplicar que per primera
vegadaenforgatemps havia estat pensant molt

en Laponiaa causa d’unadonaanomenada Dominick
Arduin, que havia entrevistat quan hivaig

serlany 2002.

Resulta que Eeva-Liisa haviatreballatperala
revista que havia patrocinat el primerintent de
Dominick d'arribar al Pol Nord geografic I'any 2003,
quanvacaureiesvaenfonsaral gelivaperdre uns
dits del peu per congelacié. Un equip derescat la
vatreure del gel. Lhome que acompanyava Eeva-
lisaalaeroport aquell dia era el fotograf que havia
acompanyatla Dominick finsalabanquisade gela
Sibéria,onvainiciar el viatge.

LaDominik havia desaparegut.Elseurastre es
perdiavoraunaesquerdaenelgelenalgun puntdel
territorirus. Un dels uUltims informes a Polarcircle
deia:”"Hem arribat ala conclusio que alguna cosa
dramatica va passar a Dominick el dia 6 de marg”.

Ens esperaveminquiets alaltre costat delazonade
seguretat de 'aeroport. Després ens vam preparar
peralvol.Vaigtornar alslandia, aquesta vegada per
quedar-meenuncentre d’art enun poble delacosta
eston no havia estat mai,anomenat SeyJdisfjoraur.
Cada setmanaelferriatracava des de Noruega,
Dinamarcailesllles Feroe, aixique alestiueraun
lloctranscorregut, perd en ple hivern era diferent.
Lapiscinanomésobriatresdiesalasetmana,al
matiial vespre.Labiblioteca estava inclis menys
oberta.Lameva primeratarda alaciutat hivaig
passar quan era oberta.Unacop de sort, tenint
encompte que erala setmanaabans de Setmana
Santa,ielsupermercatitoteslesaltresinstal-lacions

romanientancades, aixicomelstres cafésdela
ciutat que tancaven fora de temporada.

Labiblioteca estava situada sobre el gimnas del
poliesportiu. Els unicsllibres en llengua anglesa
estaven apilats enunataula peralintercanvi
dellibres,lamajoria dels quals eren novel-letes,
algunes de ciéncia-ficcid, i, curiosament, Z és per a
Zacaries, unllibre sobre un holocaust nuclear per
aedatsde10al12anys que haviallegit feia 20 anys.
Aquellatarda només hi havia dues persones més
alabiblioteca, un noiamb pinta de motorista que
portavaunajaquetade cuir negreiel bibliotecari.
Livaig preguntar si hihaviallibres sobre l'erupcié
deHeimaey del1973ili vaigexplicar que jo havia
nascut el mateix any.Envatrobartres. El primer
erauntext densescrit enislandés;també hihavia
un llibre infantil sobre l'esdeveniment amb un
dibuixd’'un gos alacontraportada que méstard
’home em va comentar que s’havia fregit durant
lerupcid; l'ultim eraunllibre escrit deu anys abans,
el1963, després que l'erupcid del Surtsey formés
unaillacompletament nova. Alaportada,una
vista panoramica d’Heimaey mostrava el centre
delaciutat. Tansolsunconvolcanic salbiravaen
ladistancia on avuin’hihados. Elmotorista, des de
lextrem de la biblioteca, ens va preguntar qué féiem
ambtots aquellsllibres. Elbibliotecariliva explicar
que jo estava buscantinformacio sobre l'erupcié
deHeimaey.

Esvagirar cap ami,esvapresentar com Birgir
ivadir:

Vaig ser alla quantenial6 anys, lameva primera
vegadaforade casa. Havia arribat a Heimaey
pertreballar ala pescanomés dues setmanes
abans.Elmeuoncleemvaenviardetornadaen
undels primers vols que sortien de l'illa dient-me
que no es podiaferresponsable de mienaquelles
circumstancies. No volia preocupar lamevamare.

Solveig, el meu amfitrié del centre d'art,emva
dirque el seuoncle Kjartan haviatreballatenles
tasques derescat aHeimaey. Tenia unafotografia
del'erupcié que ompliacompletament una paret de
lasaladestar.



Benvolguda Ruth,

Hola des de Seydisfjoraur, estic a Skaftfell treballant
unes quantes setmanes. Vaigallotjar-me alteu
agradable hostalamb unaamiga escocesaunsdies
delmes doctubre de 2003. Potserensrecordes,
jaque eraquasiforadetemporada,totique soc
conscient que tens molts hostes cadaany.Durantels
ultims mesos he estat treballant enun projecte sobre
lamevavisita aHeimaey. Concretament, vaig visitar
lilla pelmeu 30 aniversari,ja que el volca Eldfellijo
tenim lamateixa edat, tots dos nascuts el 1973.

Recordo que ensvas parlar de comvasarribara

viure al’illad’Heimaey, havent-hiestat tansolsuna
vegadamolts anysabansdurantunparelld’hores.La
teva historia va ressonar molt profundament en mi.
Unapartdelaradperlaqual vaigacudiraHeimaey
vaser perque el meu pare havia estat diagnosticat
decancerunanyimigabans,ilasevasalut estava
fallant. D’alguna manera,anar aHeimaey eracomuna
manerade respondre al que estava passant.No és
quelcom que pugui explicar d'unaformaracional, perd
tenia sentit: visitar un volca que eratan anticcomjo,
enunmoment en quétot estava canviant. Conéixer
unaterrafamiliar. Aldesembre elmeu pare vamoriri,a
partir d'aquellmoment, vaig comengar a pensar mes
sobre Heimaey.Recentment he comengatatreballar
enunllibre sobre'Eldfellisihiestasinteressada,
m'agradariaincloure-hilateva historia. Esperotenir
noticiestevesaviat, tenvio els meus millors desitjos
desde Seydisfjoraur.

Et desitjo el millor.,
llana Halperin

Hola,llana,

Me’'nrecordodetuidelatevaamigasobretot perqué
vas mencionar que el seu 30¢é aniversari coincidia
amb el del’Eldfell. Lerupciéiel naixement de 'Eldfell
tenien unsignificaticonnexié especial per ami,
perque emvaigcasar per primeravegada el 1973,
ilslandia era el pais somiat del meu primer marit,
irecordo veure'nfotos de lerupcio per la televisio

aquellsdies. Undiavamveure al cinemauna pel-licula
curtasobre unaerupcio sota unaglaceraalslandia

i el nostre interes peranar-hivaanar creixent cada
vegadameés.L'Unicarad perlaqualvamesperar
tantdetempseraque éremjovesinoteniem gaires
diners.Pero,al gener de1978, vaiganar aunaagencia
deviatgesivaigreservarunviatge alslandia. Vam
visitar Heimaey amb el millor clima que podies
esperar. Vamanar afer una visita turistica al volcai,
vuitanys méstard, treballava per al mateixhome que
ens haviafetlavisita. Tres mesos desprésdetornar
delnostre viatge ens vam assabentar de lamalaltia
delmeu marit: cancer de testicle. Quan el van operar
jas’havia estésals pulmons. Valluitar contra el
cancer.Els metgeslidonaven sis mesos, perdova
viurefinsalmarg de 1981.

Durant aquellstemps dificils, Islandiaemva ajudar a
tirarendavant. Sempre vaig pensar que si ell moria, hi
tornaria. Dos mesos després de la seva mort hivaig
anar.Lestiude 1983 emvaigtraslladaraHeimaey.
M'encantalafeina, m'encantamostrar/lillaals nostres
visitantsiexplicar el que va passar el1973.M'agrada
pujaral nou volca,caminar entre els vapors, sentirla
calor,que encarapujafinsa470° després detrenta-
unanys.Quan estic cansada o hiha problemes,
normalment faig un passeig pel volca, lalava ofins
alesmuntanyes. Sovint,elmeugosve ambmiien
tornarem sento eixorivida, felig, finsitot plena d’idees
fresques. Escom carregarla bateria.

Et desitjo el millor peralteullibre.Magradaria
comprar-ne unacopia més endavant, sifos possible.

Salutacions d’estiu d’Heimaey,
RuthZohlen

EN TEMPSLENT IRAPID (OROGENESI
COINCIDENT)

Aljuliolde 2003 vaigpassar deudiesentranti

sortint de sotaterraaKentucky, treballantala
covadelMamut,lacovamésllargadelmén,amb
unaorganitzacio encarregadadelaconservacio
anomenada Earthwatch. Posteriorment vaig
descobrir que Earthwatchtambé es vaformarel1973.

Varesultar que gran part del treball vacomengar
documentantlerupcié de l'Eldfell durant les primeres
24 hores.Bob Citron, l'investigador principalenel
treball de camp, va filmar 5000 metres de cinta
derupcions volcaniques entre 19681974, através
del Center for Short Lived Phenomena (Centre de
fenomens de curta durada). Quan vacomengar
l'erupcié aHeimaey, va organitzar unasessié de
campimprovisada.lLes seves gravacionserentan
impressionants que vananar a parar alamajoria
delesemissores de noticies del mén. Desprésde
l'erupcio, ellilequip van decidirimprimir unllibre,
anomenat Earthwatch,sobre Heimaeyialtres
esdeveniments volcanicsrelacionats. Lorganitzacioé
prenelseunomdaquesta publicacio.Blue,el meu
contacte a Earthwatch,emva posarencontacte
amb enBob, que després es va oferira prestar-meles
imatges originals de l'erupcio abans que esdonessin
definitivament a'Smithsonian,comapartd’'unextens
arxiu volcanic.

Vaig parlaramb unhome anomenat Mike al Museu
Hunterian, de Glasgow, que va examinar un fragment
decristallque haviatrobat ala cresta del volca
durantl'esdeveniment de l'aniversarialoctubre. Va
determinar quelespécimenera:obéunapecade
quars que haviasorgit del'interior delaterradurant
l'erupcid, coberta d’'una prima capa de rocafosa; o
bé unfragment de vidre d’'unafinestra,que hauria
esclatat eninundar-se unacasaamblava,iméstard
esdeviaclavaralabotadalgiquetreballava per
salvar el port,iaixies vadesencaixar del magma.

Una petita prova.

2013

Laterraté 4,5 milions d'anys dantiguitat, milions
d’anysamunt o avall. Vaig celebrarelmeu30é&
aniversariambunvolca, nascuts el mateix any.El
setembre de 2003 vaig complir els 30.EI World Trade
Center s’havia esfondrat només dos anys abans, el
meu pare estava malalt perd encara estavaviuivaig
visitar el volca Eldfell, que havia aparegut per primera
vegadalany1973alillaislandesad’Heimaey.En
termes geologics, 'Eldfelli jo vam néixer practicament
enelmateixmoment.No éstanfreqlientquetuiuna
massa terrestre compartiula mateixa edati, pertant,
no podia pensarenunlloc millor onestarenaquell
moment precis. Al setembre de 2013 vaig complir 40
anys.lpoc després vaigtornar al'Eldfell de nou per
primeravegada.

Emvaigassabentar que estavenrealitzant un projecte
d'arqueologia contemporania sobre Heimaey
anomenat LaPompeia delNord, onexcavavenun
carrer de cases enterrades durantlerupcio. Aixi
queel passat estiu vaigtornar alilla. Des del volca
estant, vaig pensar que Eldfellijojateniem gairebé
40anys. Vaigpensar enlaideadetornaral’Eldfell
quantots dos complissim els 50, els 60...,, pensava
com compartiriem les nostres vides nomeés perun
certtemps, després del qual 'Eldfell passara d’'una
escaladetempshumana,de 30 anys,de 40 anys,
aunaescaladetemps geologica: 150 anys, 1.000
anys, 800 milions d’anys. Quan tenia trenta anys
vaigtrobarunfragment de cristall ales faldes del
volca.Enelretorn,amb gairebé una decadamésde
vida, vaig veure unes agates que havien sorgit de la
‘novalava vermella’ 'any 1973.

NOTES

1.Historia d’Herzogtrobada alllibre de Phaidon sobre
Doug Aitken.

2. Totalainformacid historica especifica sobre
l'erupcié delEldfelldel1973 estroba al meravellés
llibre de John McPhee, El control delanaturalesa.



BIOGRAFIES

Caterina Almirall
www.caterinaalmirall.com

Caterina Almirall (Barcelona,
1986) és comissaria
independentiprofessora.
Combina el comissariatambla
investigacidiprojectes artistics,
que sovintfaen col-laboracio
ambaltresartistes.Elsdarrers
tempshacentratelseu

treball al voltant d'allo magic,
tantdes d'una perspectiva
investigadora com practica, tot
buscant formes de pensament
que permetinsuspendre els
significats delescosestalcom
les coneixem perimaginar-nede
noves. Aquestarecerca serveix
demarc perpensariquestionar
lapropiapracticacomissarialiel
contextartistic.

Caterina Almirall (Barcelona,
1986)is anindependent curator
and professor.She combines
the curatorial withresearch
and artistic projects, which

she oftendoesin collaboration
with other artists. Inrecent
times she hasfocused her
projects around magic, from
bothresearch anda practical
approach,looking forways
ofthinkingthat allowusto
suspend the meanings of things
aswe know,andtoimagine
newones. Thisresearchserves
asaframeworkforthinking

and questioningthe curatorial
practiceitselfandthe

artistic context.

Batia Suter
www.batiasuterorg

Eltreball de Batia Suter (Suissa,
1967) situaintuitivament imatges
pre-existents en nous contextos
per generar espais onaquestes
es puguin comunicar mitjangant
lasevapropialogica.Laseva
obrabuscaobrir possibilitats
significatives sensibles ales
harmoniesocultesielsaccidents
expressius. Formalment produeix
copies monumentals dimatges
manipuladesdigitalment pera
ubicacions especifiques. Explora
aixiles circumstanciesenqueles
imatgeses carreguende nous
valors associatius.

Thework of Batia Suter
(Switzerland,1967) intuitively
situates pre-existingimagesin
new contextsto generate spaces
where these cancommunicate
throughtheirownlogic.Her
work seeksto opensignificant
possibilities sensitive to hidden
harmonies and expressive
accidents.Formally produces
monumental copies of digitally
manipulated images for specific
locations. Thus she exploresthe
circumstances by whichimages
become charged with new
associative values.

Duncan Gibbs
www.duncangibbs.co.uk

Lapracticade Duncan Gibbs
(Londres, 1993) estaobertaala
interrupcidialainterferénciade
forcesexternes. Treballa a partir
de petits accidents domeéstics
itecniques dereciclatge que
imiten processos geologicsen
unmarcdetempshuma. Ambla
col-laboracié daltres organismes
desenvolupaunainvestigacio
que esconformaeninstal-lacions
mutantsiorganiquesque
provoquenunaobservacio activa.
Lasevaobraexisteix enlassaig
iladocumentacio de processos
enconstant transformacio que
després podentransmesoso
reproduitsenun altre espaiitemps.

The practice of Duncan Gibbs
(London,1993)isopentothe
interruption andinterference of
externalforces.Based onsmall
domestic accidents he develops
recyclingtechniquesthatimitate
geological processes within
ahumantime frame.Withthe
collaboration of other organisms,
he develops aninvestigation

that takesthe form of mutant
installations that provoke an
active observation. His work
existsinthe experimentation and
documentation of processesin
constanttransformationthat can
thenbetransmitted or reproduced
inanothertime and space.

FrancescRuiz Abad
www.francescruizabad.com

Lapractica artisticade Francesc
Ruiz Abad (Palamds, 1990) sentén
comunaeinaperrelacionar-se
amb elmon. Petitesllibretes
d'apuntsfuncionencomamaterial
cartografic perarxivaricultivar
ideesapartirdelobservacioi

l'apropiacio delimaginaricol-lectiu.

Anecdotesirituals generen
unmarcdetreball que sovint
evolucionaamblaimplicacio
d'agents externscomamicso
referents. Els quadres sorgeixen

enrevisaraquests mateixos arxius.

Lasevapinturadialogaambla
tradicio pictorica per repensar,
amb certaactitudironica, la propia
funcid delartista.

Theartistic practice of Francesc
Ruiz Abad (Palamds, 1990)
functionsasatooltorelateto

the world. Small notebooks like
acartographic devicetoarchive
and cultivateideasbased onthe
observationand appropriation
ofthe collective imagination.
Anecdotes andrituals generate
aspecificframework that often
impliesthe involvement of external
agents asfriends orreferences.
The paintings arise while revisiting
these samefiles. With anironic
and eclectic attitude, his paintings
establishadialogue withthe
pictorial traditiontorethink therole
oftheartistitself.

llanaHalperin
geologicnoteswordpress.com

Eltreball d'llana Halperin (Nueva
York,1973) escentra principalment
enlesconnexions entre eltemps
geologicil'huma, posanten
comufenomens geoldgicsila
vida quotidiana.Perales seves
investigacionsrealitzatreballde
campdelamadespecialistes
enlamatériadarreudelmon,
incloent mineralogistes, geodlegs,
vulcanolegsiarqueolegs.
Desenvolupael seutreball
situant-seaellamateixaoa
daltresdirectament enrelacio
aubicacions geologicament
significatives o actives,comelcas
delvolcaEldfell.

Thework ofllana Halperin (New
York,1973) focuses mainly onthe
connections between geological
and humantime, placing nextto
eachother geological phenomena
andeveryday life. Tocarry out her
projects she develops fieldwork
together with specialistsinthe
area, including mineralogists,
geologists, vulcanologists and
archaeologists. She develops
herwork by placingher orothers
directlyingeologically significant
and active locations.

QuimPackard
www.quimpackard.com

Quim Packard (Reus,1985) és
artista, comissariidirector cultural.
Esco-productor delaplataforma
culturalindependent FIREPLACE
ProjectaBarcelona.Els seus
projectesrecentsestancentratsen
lecologia,leducacioilainnovacio
social. Contraposa,desd’una
perspectiva critica, nocions de
lecologiaiels estudis ambientals
amb el propi ambit de la produccié
artistica. Generaaixi, unareflexio
sobrelaproducciocultural,les
nostresformesdevidaielsseus
efectes.Elseutreball esformalitza
enregistrestanvariatscomtallers,
performances,instal-lacions,
dibuix, texticoncerts.

QuimPackard (Reus,1985)isan
artist, curator and cultural director.
Curatorand co-founder ofthe
independent cultural platform
FIREPLACE Projectbasedin
Barcelona. Hisrecent projects
focus onecology,educationand
socialinnovation. He counters
notions of ecology tothefield
ofartistic productionfroma
critical perspective, to generate a
reflection onthe formsof cultural
production, our ways of life and its
effects.Hisworkisformalizedin
registers as varied as workshops,
performances, installations,
drawing,textand concerts.



AlejandraPombo
www.yampirillasilvestre.net

Eltreball artistic d’Alejandra
Pombo (Santiago de Compostela,
1979) estrobaalafronteraentre
lesartsvisuals, les arts plastiques,
elcinemailesartsenviu.Centra
elseutreball enlexperimentacio
amblaimatge enmovimenta
través devideosonlesaccions
realitzades son especificament
plantejades peraservistesa
través d’'unacamera.Desdel
2016 harealitzat pel-licules
queinvestiguenelllenguatge
cinematograficatravésdel
muntatge,ique sénconcebudesa
partird'unalodgicaemocional onel
ritme ésl-element principal.

Theartisticwork of Alejandra

Pombo (Santiago de Compostela,
1979)isinthe edge betweenthe
visual arts, plastic arts,cinemaand

performance. She focuses her
work on experimentingthe moving
image trough videos wherethe
actions carried out are specifically
tobe seenthrough acamera.Since
2016 has made filmsthat focus
oncinematographiclanguage
through editing, conceived froman
emotionallogic where the rhythm
isthe mainelement.

Ryan Thompson
departmentofnaturalhistory.com

Elstreballs actualsde Ryan
Thompsonesrecullensota
elprojecte del Departament
d’HistoriaNaturaldesd’on
desenvolupalasevarecerca
sobreles peculiarsicomplexes
interaccions entre elshumans
ielménmineral, perintentar
comprendrelarupturadela
lbgicahumanadavant elstemps
geologicsielmonnatural. Aquest
treballapuntatantaalld més
banal com a allo més significatiu
d'aquestarelacié queinvolucra
lacollaboracio ambfendmens
naturals.

The currentworks of Ryan
Thompsonare collected under
the Department of Natural
History’s project, fromwhere

he develops hisresearchonthe
peculiarand complexinteractions
between humans andthe mineral
world, totrytounderstandthe
rupture ofhumanlogicinfront
geologicaltime andthe natural
world. Thisworks points out both
abanalandthe most significant
ofthisrelationship thatinvolves
the collaboration with natural
phenomena.

Musea
www.lamusea.hotglue.me

Comimaginarunamuseava
comengar comun projecte
decol-laboracidiunprograma
public experimental seguint una
logica anti-institucional. Aquest
projecte volimaginar unainstitucioé
museistica comunainstitucioé
feminista, obrint la possibilitat de
pensarisentir diferents maneres
detreballaralesinstitucions
culturals. Inicialmentimpulsada
per EvaRowsonenresidéncia
aBarcelonaambBar Projectla
tardor del 2017, hihan participat,
entre d’altres, Priscila Clementi,
AriadnaRodriguez,Lara

Garcia, Ariadna Guiteras, Sonia
Fernandez Pan, JordiFerreiro,
EulaliaRoviraiAdrian Schindler.

Howtoimagine amusea started
asacollaborative projectand
anexperimental public program
followingan anti-institutional logic.
This projectaimstoimagine a
museum as a feministinstitution,
opening up the possibility of
thinkingand feeling different ways
ofworkingin culturalinstitutions.
Initiated by Eva Rowsonduringa
residency in Barcelonawith Bar
Projectinthefall of 2017, many
people has participated,among
others, Priscila Clementi, Ariadna
Rodriguez, Lara Garcia, Ariadna
Guiteras, Sonia Fernandez Pan,
JordiFerreiro, Eulalia Roviraand
Adrian Schindler.
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An exhibition as a spell

The use of magic involves the use of language,
words are used to access or guide magical power.
The connection between language and magic
represents a certain beliefin the inherent ability
that words have to influence the universe. Magic
operates within a context defined by the function
oflanguage that wishesto have animpactonthe
environment, the objects, the present beings as well
asthosewho are not present. We understand magic
asthe search for something that remains hidden
from our faculties and our understanding, the ability
to connect with other ways of understandingthe
world, of transcending the limits of what is human,
ordinary orknown.

Aspellis an action that entails a symbol or
rite, normally along with a spoken formula aiming
to attract or ward off aninvisible power. Toinvoke
meansinciting somethingto revealitself; a spirit,
aghost,ademon,an energy..summoned by the
invocation of a sacred name, an act or by magical
means. The symbols usedin spells can be objects
“lucky charms”, amulets, relics, sighals and actions
employedto cast a spell or to give a blessing.

The concept of a spell acts as areflection
onour everyday environment; we conjure so as
to adapt our wordsto the world. Magicis aform
of connection between the natural world and the
culturalworld, and the spellis the attempt to control
what is unknown. Words and stories are a way of
organisingthe world in order to inhabit, control

Curated by
Caterina Almirall

and understand it. An exhibitionis a device to help
stimulate and reflect upon the consequences of
interaction between language and the world, and
thus where artistic practice transversely allows us to
understand the mechanisms of knowledge andthe
world’s structuring.

When we walk into the exhibition hallsome
processes aretriggered, others had already began.
We establish arelationship with things, the objects
in our surroundings, we mark them out with words,
we generate images. Although materially they do
not seemto have anything out of the ordinary, their
placeinthestory altersitand also altersus. The
story defines the context. The objects mark this
context. Transitioning objects that are subjects
to,orthatare a part of, or participate inabroader
transitioning process, connecting them with other
objectsandimagesthat are beyond the walls.

Anexhibitionis a physical and temporary
experience where concepts andideas are brought
together, invoking what the intangible through
the tangible. Taking over the shape of a story,the
exhibition has the powerto grant things certain
names and measures, within the specific context
ofthe hallbutin reference to acommonworld.

Each objectistailoredtothe others,andwe are
alsotailoredtothese objects, whichiswhy we can
reflect upon the connection with the surroundingina
constitutive way. An exhibitionis,inthe end, aritual in
which we decide to participate.




TheEvent

Itisacommon activity, to collect pieces of material
which seem unique to us - stones, wood, seeds, insects
-asatrophy,atreasure,orasouvenir.We recreate

the worldin small collections - bothamateursand
professionals - fromthe samples we collect and we
organise them following some criterias that help

us elaborateit. A collection respondsto the willto
possess, order and understand the world, to giveita
certain meaning.

Abook,acollection or an exhibition,isthe
arrangement of elements that are connectedin
acertain way and that explain somethingto us.

Batia Suter collectsimagesthat she findsinbooks
andrearrangesthemto create different ones. By
combiningthe images that she has gathered, chosen,
and manipulatedin acertain way, a story is created.
Sometimes, the story provides anew meaningtothe
images, thus the story and the images, the orderand
the reading are constituents from one another.

Theimages work as entities that refer to something
whichis nolonger here. We know the ghost that tries
tosummonthe blurry green presenceinthefirst
and smallreproduction. Theimages are channels
connecting us with other parts of the world, maybe with
theinitial surface inwhich they appeared,in another
book, magazine or screen. With the eyes that were then
looking or with the device that was recording at the
time. The capturedimage is an attempt at making its
trace permanentin orderto explain astory and have
the opportunity of - while combining them with other
images, objects, environments - providing it with anew
life adapted for anew story.What had once beena
small photocopy, after being manipulated by the artist,
is now unfolded like a huge curtain: Acacia Baileyana, in
black and white, whichis commonly known as “Acacia”
withits gleaming yellow flower that mysteriously bloom
inthe middle of winter. The curtainrevealsas much asit
hides, perhaps urgingto get closer and look aroundiit.

A magical creature islooking at usfrom behind the
acacia leaves. Francesc Ruiz Abad uses the pictorial
space asachanceto envision other worlds and bring
these here. His artwork exposes magical beings
that stare at us, speak to us; they are alive. Beings of
another world who invade ours. We do not know what

theirintentions are; the fact that the Twilight Zone

is hiding behind the curtain makes me believe there
is something we do not know, a space of transition
betweenimagination and reality. A creature who
invades our thoughts and at the same time emerges
fromthem.

The connection between what can be seen and
what cannot s specific to the relationship between
world and language, understood inits different
meanings as word, gesture orimage. We see what we
canname, we do not see what is unknown;and that is
why we need to use spells, to invoke what we cannot
imagine. The painting, as aspell,and also thistext |
have written long before the exhibition has been set up,
invoking what limagine will take place betweenimages,
works, objectsandus.

Asifinagame,the hideouts, shelters or hutsthat
Quim Packard has built allow us to symbolically
isolate ourselves fromthe surroundingin order to
connect with a different entity which was, until now,
unknown. This shack defines a space outside the
exhibition, from withinitself. This entity speaks, from
the El Prat de Llobregat, fromthe delta of ariver that
is many things: adump, an ecosystem, anorganism,a
communicating channel,aborder,an obstacleand a
merchandise. Theriver speak, alsothe water and the
microorganismsthatliveinit. The hideout servesasa
channeltogetthereandtolistentoit.

Efecte Voraisthetermthatis appliedin ecology to
the result of juxtaposing very different environments
inside an ecosystem. The effects from this contact
can cause disruptions beyond the official limits
ofapark oranatural reserve severely damaging
this natural ecosystem. Essentially, it referstothe
interaction with areas that have been altered by human
activity.Infact, the figures of areas that are officially
declared “protected zones” rarely match the natural
ecosystems from an ecological perspective, the
depth andintensity of the deterioration withinan area
classified as “natural space”is seldom evaluated or
recognized, it remainsinvisible inthe eyes of official
numbers.

The project Efecte Vorawarns us of the
consequencesthat our activities haveinthe
ecosystem, which although invisible, can beimportant.
It stresses how incapable we are of discerning what is

beyond our eyes, of allthose whom we live with that we
leave out of our lives, as ifthey did not exist, as if we did
not need them as much, or even more, thanthey need
us.Onceinside this hut, you also become a refuge, and
also partriver, part sea, part fish, part bacteria, a part of
thefibers of your ownshirt.

We need references to knowwho and howwe are,
predisposed structures of meaning. We measure
ourselves with our surroundings, with therivers,
with the mountains, with the stones. Sometimes, the
encounter between the temporality of geological forms
of life and organisms like ours, lead usto ascend the
dimensions of the planet’s transient nature to a degree
that we are incapable of perceiving through our bodies.
One way of dealing with thisimpossibility, is to seize the
stones and transforming theminto objects charged of
acertain meaning.

Ryan Thompson collectsin Bad Luck, Hot Rocks
tons of remorse letters from people who had secretly
taken a stone fromthe Petrified Forestin Arizona,
and who later wanted to get rid of it. These stones
arethefossilremains of what had been aforestand
now is an enormous petrified lumber yard that dates
backtothe late Triassic Period, approximately 200
million years ago. In spite of the prohibition warning,
some visitors cannot resist the temptation of taking
one ofthe precious fossils. Some of these visitors,
however, regretted doing so and return the unfortunate
treasures by mail along with the so-called “letters of
consciousness”. The letters tell stories of misfortune,
attributed directly to the petrified wood they had
stolen: problems with their car, cats with cancer, deaths
of relatives, problems with domestic appliances,home
accidents... Many hopethatinreturningthe stones
back towhere they belong, good fortune willcome
backtotheir lives.However, the stones neverend up
returningto their exact place, for this one is unknown
now and therefore they cannot be placed inthe park
again, since this would affect the fact that this natural
parkis a space for scientific research. They are simply
added tothe “pile of consciousness” thatis nexttothe
gravelroad at the exit of the park.

Justlike the story of the Llobregat river,Bad
Luck and Hot Rocks highlights the effects that our
gathering customs, eventhe mostinnocent ones, may
have onthe place we inhabit. It describes the type of

relationship, both ritual and devastating, between the
greatest geological forces and our everyday life. The
letters and the monument describe the effects our
personal and collective actions haveinthe natural
world.

Celebratingan anniversary is atype of ritual used
tomarksamomentintime, measuringit, fixingitintoa
humanscale.In2003, llana Halperin celebrated her
30th anniversary with a volcano that had beenborn
in1973just like her, the Eldfell volcano on the Icelandic
island of Heimaey. Tenyears later she returned to the
island, the volcano and her were forty years old at the
time.She thought about goingback to Eldfell every ten
years whilst the two were still alives. Afterwards, Eldfell
would passfromahumantime scale: thirty years, forty
years, sixty years...to a geological time:150 years, 1000
years,800 million of years...

Thefilm The Center for Short Lived Phenomena
(1973/2003) shows the birth of Eldfell,an uncommonly
short episode amongst geological phenomenons. An
eventthat brought withits life the destruction of part
oftheisland andthe city that was nearit. A constant
negotiation -life and death- between the limits and
the effectsin concerning the environment we inhabit.
Faced withthe impossibility of areconciliation between
the two, we often come back to, or searchin, the closest
natural and geological paces, asystemthat brings us
closertowhat we cannot understand, and we establish
small rituals -such as an anniversary- that grants them
of meaning.

Inthe exhibition we projected the movie recorded
by ateam from the Earthwatch organization
that documented the eruption ofthe Heimaey;
accompanied by the text Nomadic Landmassthat the
artist wrote indifferent parts, like a journal,in which she
recount her relation with the volcano through different
tripsandinvestigations.

Adoglicks acream stain and speeds up a bacterial
processthat takes place on amarble stone. Duncan
Gibbs focuses onthe waste that remains, the leftovers,
the rubbish, the debris, as abandoned material yet
potentially susceptible to being studied and used. He
explores the chemical processes of decomposition,
fermentation, disintegration, regenerationthat take
place allaround us and are due to our actions, orto
smallaccidents. Occasionally, the cause of these



processes are almostimperceptible, asis the bacteria
ofthetongue of Filo, the dog, but we can see the effects
ofthesetiny agents onthe transformation of the matter
inwhichthey act. As an alchemist, Duncan Gibbs does
not seek a congruous scientific result but areaction
from matter, unexpected, aesthetic and transcendent.

Between sticky detritus, rock waste, and extremely
strange devices, unrecognisable and sealedin
transparent plastic containersthese processes
seeminnocuous. What isinterestingis not the result
butthe processthat occurs. These processes are
theresults of tests, mistakes, smallhome-made
disastersthat have branched intointeresting aspects
recorded inaformula: condensed vapor inside, the
pink fungus, the rotting meat, the green liquid. Small
scale reproductions of geological processesinside a
container.Like a speculative and futuristic geology,ina
time and era when the planet will be covered with these
plastics, and geologists will study them just asthey
now study rocks, or archaeologists are studying stone
tools, ceramic or iron used by our ancient ancestors.
The artist takes care of the alchemical futuristic mixes,
asifit wasacrop,asanomen of what will be.Inside
the plastic bags, live futuristic landscapes. Tests of
potential forms of life in the plasticsphere that awaits
us.

Presence implies arelationship. Animals do not
understand the presence through an externalimage
ofthemselves because they do not create anexternal
image of what they are. This causesthemtobeina
constant state of being. Animal presenceisamere
opening oftime, of the present time.

Theanimal -onthe screen- becomes present here
and now. Through the film, the presence transcends
intime, it occupies a space and atemporary nature.In
the film Glade by Alejandra Pombo, the animal that
appearsistheartistitself. Her presence establishes a
peculiar relationship with the environment, her stillness
seems asif she wantsto blend init completely, but
without havingto make any further effort. The gaze,on
the other hand, half prey half hunter, do not let her pass
unnoticed. Theterm glade means a clearingin aforest,
thisirregularly delimited areaindicates presence
through absence, stopstime, pace, however, it unveils a
new condition.

Thefilmis set up as a static choreography

confrontingthe image and the spectator. The

camera captures a chain of eventsto endurethem,
toreactivate thembytravelingintime. The presence
ofthe images activates the confrontation between
animal and natural,and human and constructed,ina
space -inaclearing, a screen,a projectionroom-. A
landscape, by definition, is not something natural,itisa
construction, framed by the camera. Infact, nothingis
real, neither the landscape, nor the forest, nor the lake,
northeriver, nor the architecture, nor the situation, thus
the presence andthe eyes stand out.Ineach scene,
the figure capturing the attention of the spectator
invertsthe concept of being camouflaged as aform

of disappearance and mimicry with the environment,
turningitinto away offocusing the attention onthe
environment and the construction of theimageinan
exchange of glances.

The spellisa gesture -the presence, the attention-
that signals the confused relationship between
boundaries, a denaturalization of nature. An attempt
of mutual control that pursues the opportunity to
coexisting with other beings (animals, plants, inorganic,
architectural, digital ...) Abeing whichis always
presentis abeingin constant transition.Hence why
the maximum vitality, the ecstasy, the explosion of
energy are needed inaspell. Likewise, the spell poses
aquestion concerningthe connectionto theimage, to
the work of the artist and the effects that it has.

Everythinghas a secret name, anamethat only they
know, whichis not the one we gave them. The purpose
of spells and magicisto give them back their secret,
hidden, forgotten name; of looking at the environment
through different eyes. No matter how muchtheidea
behind this exhibition hasthe desire to move things,
to perceive small gestures that are full of magic and of
things we do not understand, a single person could not
start these mechanisms by themselves. The names
ofthings are a part of the collective arrangement of
meaning.

Whenreviewingthe text afew months after
submittingitto the open call, I realized thatit was
necessary to look for shift from what | had written and
thereferences|had used. To build a context in which
other relationships were possible, had to be devised to
destabilize, to challenge the exhibition itself,to move
it,to conjure it, to alchemiseit. Thisishowla musea

became part of the project, to highlight how the activity
ofthe curatoris accomplished due to anumber of other
active forms:the artistic practice, works, artists, what
they referto, the exhibition context, the space and the
institution that holds it - people, budgets, hierarchies -,
thetexts and allthe devices fromwhichthe researchis
channeled, the coincidences, the desires...
Lamuseaappeared, withinthe residency of Eva
Rowson’s with Bar Project during the fall of 2017, as
acollaborative project and an experimental public
programinBarcelona. The program was displayed
indifferent places, tryingtoimagine the museum as
lamusea fromatransfeminist practice. The musea
moves around the domestic space, the museum, and
aspacethatis yet being formed where a newinstitution
isto beimagined collectively,how she operates, moves,
sounds, and can befelt,or unfolds.. Itis a place to share
working methods and materials, so astoimagine
aninstitution based on multiple axes: hospitality,
collaboration, cures,embodied knowledge, friendship,
economy,administration...La musea adaptsto our

movements, itis absolutely involved, entangled up with
ourlivesand goes wherever we needitto go becausela
musea is amuseum conceived as a public programand
not as a physical space.

Lamusea contemplates, whenever it is activated,
howto relate with the environment, with the
institution, within the context in which it operates.
Sometimes, there arethingsthat itis bettertodo at
home,insecret,inthe peace of a place with no pubilic,
without representing anything apart fromwhatis
taking place, without telling anyone. But sometimes
there are things we still want to share, to explain, to
expand...Lamuseaworks fromhome and also works
from the Barcelonian neighborhood of Poblenou,
whichiswhy it has occupied, a few weeks before
the official opening, a space inthe Can Felipa civic
centre,amongst the tablesin the “ghost bar” next
tothe exhibition hall. A place to connect with the
neighborhood or, if this sounds too pompous, with
people who will walk around this space, on the third
floor of an old textile factory with afemale name.



Activities

Some ofthe activities held concerning the context of
this project were a “Situated Meditation”,and a session
of“Sonorous Spells”. The Situated Meditation, carried
out by Theoria (Beatriz Regueira and Maria Gonzalez),
was based onthe needto be present whileinthe
exhibition,emphasizing the idea that an exhibitionis
essentially a space to experience. Theidea proposed
was positioning the human bodly (its sensitivity and
incarnated knowledge) in the eminently visual context
of an exhibition, using the space andtime that we
could occupy to activate anew way of perceivingthe
exhibition puttingto use the present body and the
conscious mind. Verballanguage, such as the voice or
thetext,is usedin guided meditation exercisestolead
the body and the consciousness through emotions and
awareness. This text works as a specific guideline, like
avoicethat separatesitselffromthe individuality of the
personwhoissues the message to announce actions
gestures, emotionsinthe body of others;a voice that
does not represent but instead, presents. A voice

that hasthe ability to alter the way the body and the
surroundings are perceived.

Two collectives who work with music were invited for
the “Sonorous Spells”. Inditexts (Maria Barros, Eulalia
Roviraand Adrian Schindler) presented a series of
new unpublished themes for the occasion underthe
title Inditexts Interprets the Spring-Summer collection
2018.Followingthe group’s line of work, the songs are
inspired on slogans printed on t-shirts sold by chains
such asInditex. Their statements provide, hence, a
double meaningto concepts and slogansthat have
been decontextualized and taken from feminism, from
the hippie and punk counterculture, by the fashion
industry and are reintroduced half-ironically, half-
poetically inanew sonorous context and are conferred
with anew meaning. iii collective (Ikram Boulum and
Isamit Morales) offered a four-hand session entitled
Nat Yar Exotic Monkey and a manifesto in favour of
music and the dance room conceived as a political
space. They work together, playing musicin clubs and
parties from an active approach, reflectinguponthe
connections made inthe dance floor,on leisure asa

place where privileges and roles of power converge,
justlike the artists and the musical selections they
make for the sessions they organize.

Alejandra Pombo presented a performancein
connection with her film Glade included asa part of
the exhibition. According to Alejandra, the association
between cinema and experience, betweenimage,
body and voice, is essential for her work. The thought
of completing her exhibited work in the show with

an activity or performance that she could develop
was contemplated fromthe very start. Apart from
showingthe film, the performance included reading
atext and a vocalization work that led to the field of
experimentation through a voice prone to ananimal
behaviour, reshapingthe way the filmis percieved.
Onanother occasion, we carried out a collective
listening session to the audio work Efecte Vora by Quim
Packard.

Finally, we made a workshop of pendulums for
children aged between 3 and 6 with Priscila Clementti
founder of La Puerta Amarilla - agroup that organises
workshops for childrenin the district of Poblenou- and
alsoamember of LaMusea. In this workshop, each
person built a pendulum from recollected materials,
and, also, boards on which to ask questionstothe
pendulums, letting them guide us in the development of
narratives and non-linear erratic responses.
Ifaspellisanaction,averb,agesture, athought, that
seekstotranscend and have an effect on something
or asituation;then aninvitation is also a spell. Inviting
someoneisincitingthrough language achange on
how things are at a given moment. Simultaneously,
the situationis drawn with a gesture that delimits the
space of action, the actors and the activities. Inviting
the audience to engage, to stepinandto collaborate
is away of assuring that something will happen within
thisframework, under the condition that the spellis
accepted.

Ifthe invitation is accepted the effects of the spell are
verified in a new relationship betweenthe actors. In this
new relationship, one actor plays the role of the host
andthe other,the guest. The host receivesthe guest,
accommodating himorherinaplace,inamoment,
intheir embrace, in a project; the guest will shape this
place and momentto their body, their thoughts, the

Activities: Theoria (Beatriz Regueira, Maria Gonzalez),
Inditexts (Maria Barros, Eulalia Rovira, Adrian Schindler),
iii collective (lkram Boulum i Isamit Morales), Priscilla
Clementti.
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look oftheir eyes. Thereis a third actor that comesinto
play inthis relationship: the context, which we could
defineinterms of space, place and conditions. In other
words: who do we invite to our homes or whoinvites us
totheirs? Who and what s in this house? Inthe inviting
spell,allthree actors are affected and modified: host,
guestandhouse.

This welcoming relationship meetsthe curator’s
work and it evendefinesit. Thereis a vulnerability
regardingthe practice of the curator similarto the
onefoundina personwhoinvites someone else to
aplacethatis nottheir own house, being this one,
generally,aninstitution -whether public or private
- withwhich the curator maintains a circumstantial
and punctual relationship. The institutionimposes
its limits regardless of what our bodies and emotions
manifest or canwithstand. Thisis arecurrent debate
that has been held with the members of lamusea
project. During our time at Can Felipa, we created,
with lamusea, a space for exchangeable relationships
where such vulnerability emerged and became
evident, generatinga working and supporting team
that questioned its own limits and those of the context.
lamusea provides the institution and the people
with whom it works a time and space to rethink its
structure from afeminist perspective.lamusea cures
the museum, lamusea cures me. The “curator”is
notincharge of all, yetitis through the request that it
articulates a relationship that developsinto amore
complex working dynamic: we need each other, we
learntogether. An exhibitionis alearning process,
and learning essentially means changing something.
Learningis somethingthat takes place whenthe
actors,inavulnerable way, openuptotherest.
Anexhibitionis ultimately an assembling of
relationships and away of spreadingthese
relationshipsintime, asif during the three months that
the exhibition remains we intensified the time we spend
together just because a series of personal objects

share the same space. Putting up an exhibition is about
this...the desire to be together. Anditis precisely in
this projected desire that we can develop alanguage
that allows usto recreate spaces or structures that
contain or sustain aworld that we have not yet seen.
Invoking spirits, spells, and things that come from
another world through tools that we do not control can
be away of holdingonto a different perspective of the
world; from a sense of vulnerability, a loss of control,a
way of looking at the unknown, at what is feared and
atwhat remains hidden. The toolsusedinaspell,ina
tarot reading, in magic, are away of hearing things that
maybe we did not want to listen. The understanding
of the world can be explained in many ways: through
negation or through inclusion. It involves thoughts

and the knowledge we do not understand and that, in
addition, makes us vulnerable and leaves us radically at
the disposal of the world. *

Now, that | conclude this text which began when An
exhibition as a spell only existed in the imaginary
sphere,|have, more than ever, the feelingthat [ take
from others almost everything that is being said. One
ofthefirst steps taken when starting this project,

was leaving aside the theoretical referents that, to
begin with, were limited to either white, dead or male
theorists, the majority anthropologists, of which|

have learnt much, yet | limit myselfto read and invoke
themthrough a quoteinatext.lwas notleavingthem
aside to continue on my own but forthe need tofind
new travelling companions with whom | could set up
aworkspacein and out of the household-institution
through vulnerable relationships among fragile actors.
Arelationship that was not unidirectional but rathera
complex space forinterchangeable relationships.

When we define ourselves, when | define myself,
the placeinwhichlamlike youand the placein
whichlam notlike you, Pm not excluding youfrom
joining - Fmbroadeningthe joining.

Audre Lorde.

*Inthese two paragraphs there are extractsfroman
article that | published in A*Desk, duringa conversation
with Irina Mutt, June 25, 2018. http:/a-desk.org/ca/
magazine/vigila-somies -perque-can-do-realidad/



Nomadic landmass (ruinsinreverse)
by llanaHalperin

The eldfell birthday event

Hello Hello!!!

| am writing to cordially invite you to the 30th
birthday celebration of myself and the Eldfell
volcanic cone.

When:
October 2 - October 4
Where:

The Eldfell volcanic cone,
on the island of Heimaey off the Southern coast
of lceland

Departure meeting point:

I will be flying from the local Reykjavik airport
on October 2 on the 12:00 noon flight to
Vestmannaeyjar, returning to Reykjavik on
October 4 at 12:45.

You may be asking yourself if | am serious about
this invite and the answer is absolutely yes, as
let’s face it, you and a landmass only turn 30 at
(almost) exactly the same time once!

Prologue
(a story about werner herzog)

On hearing that his friend was dying in Paris, he
decided to walk directly there from Munich. He
felt he could keep his friend alive through the act
of walking. *see endnote 1

To wit:

If he went by plane he would die when he reached him.

If he went by foot he would die when he reached him.

l understand this impulse. A friend remarked she
thought the gesture was full of self-importance -
to think Herzog could affect his friend’s life span
because of his own journey. | see how it could be
perceived in this way, but relate to it much more
on the level of being an attempt to live through
two time scales at once. To employ slow time,
geological time, through a direct engagement
with it. A concrete act in the face of news that is
beyond comprehension. An inexplicable drive to
work against the velocity of impending mortality.

Our birthday

In 1973, a massive volcanic eruption on the
Icelandic island of Heimaey led to the formation
of an ash cone called Eldfell. Already, Helgafell
an extinct volcano on the same island, broke the
horizon line past the town. No one knew there
was a second volcano waiting to happen.

I was born on September 18th,1973. On
alternating years my birthday fell on Rosh
Hashana or Yom Kippur. We would eat apples
and honey for a sweet New Year or fast. In China
September 18th is a terrible date, marking the
deaths of over 200,000 people killed during
attacks on Nanjing. In Great Britain, earthquakes
occurred on September 18th in 1833,1901 and
1904. Eldfell and | were both second to arrive. |
have two sisters, one older and one younger. For

Eldfell there was first the elder volcano, Helgafell.

In October 2003, to mark the 30th birthday
of myself and the Eldfell volcanic cone, | went
to Heimaey to celebrate the occasion of our

simultaneous appearance on the West Side of
the Mid-Atlantic Ridge -

Gems and Minerals, Riverside Drive, the North
American tectonic plate.

The summer before | turned thirty | was in Maine.
My father was very sick. A string of vignettes
from this time include; seagulls eating spaghetti
from a Styrofoam container sitting on the roof

of the car, riding in Wendy’s convertible with the
top down after bad news from the hospital, the
threat of fireworks being called off because baby
eaglets were nesting on Curtis island.

I began to plan the trip to Eldfell from my parents’
bedroom. There was no clear-cut reason | wanted
to go. It was an impulse. Landmass regeneration.
My father resting, my mother drifting through, 'm
on the computer -

| found a great deal to get to the volcano!

Both parents perk up,
YOU are a very strange girl.

But in a good way, evidenced by the amount of
time we all invested discussing pros and cons
of e-mail versus postal invites, formal dress

or casual and guest list questions - welcome
diversions to the constant seismic shifts of the
P.S.A. number.

Though the Eldfell Birthday Event would most
probably exist as theoretical party planning only
we tried as faithfully as possible to draw up a
guest list as if the actual party would happen on
the allotted days, keeping in mind who would get
along with whom while climbing up a volcanic
cone with birthday cake in hand in potentially
hazardous weather conditions.

I sent out the invite from New England with
several weeks advance notice.

Within days of the initial invitation, | received my

first RSVP as a

Yes, | would be happy to attend.

The volcano

When Eldfell appeared at 2:00am on January
23rd, it quickly made all the headlines. Over

the course of five months, photographs of the
eruption appeared in magazines as divergent as
Vogue and National Geographic. In one of the
last interviews Robert Smithson gave before

his untimely death in 1973, he spoke about The
Partially Buried Woodshed in relation to the
eruption on Heimaey. Through the course of the
eruption, 400 houses on the island disappeared
under the perpetual ash fall.

Published posthumously, Smithson had chosen
images of the sunken town to accompany his
interview. Robert Smithson died at the age of
38 prior to the date | was born. He was from the
other side of the Hudson and really, in geological
time, we should have met. In daily time, it wasn’t
possible.

As bleak as this volcanic incident may sound
thus far, the eruption itself proved an optimistic
event, like many new births no matter what

the circumstance. Heimaey was the hub of the
Icelandic fishing industry and the lava flow was
heading straight for the harbor. If the lava reached
the entrance, the whole Icelandic economy would
collapse. In a bid to save the harbor, an Icelandic
physicist named Thorbjorn Sigurgeirsson
suggested they cool the front of the lava through
pumping seawater on it twenty-four hours a day.
This act, considered a national joke, became
known as pissing on the lava. Early on there was
some success in diverting and slowing the lava
flow. At some stages it could have gone in either
direction, particularly during an unfortunate
period when Flakkarinn The Wanderer, which
weighed two million tons, broke off from the main
lava flow and began moving in a direct trajectory
towards the harbor. Flakkarinn was shattered



apart by thirty million gallons of seawater. After
that a new flow formed named The City Flow, as it
was on a path towards the center of town. In one
day alone it devoured seventy houses.

The lava narrowed the harbor entrance to five
hundred feet wide and then stopped. Most
people believe that pissa a hraunid helped bring
it to a halt. In the end, after five and half months
of volcanic activity, no one died and only minor
injuries were sustained. All the residents, heavy
appliances, good furniture, factory fish, sheep,
poultry and perishables were airlifted to safety.
Six million tons of seawater was pumped onto the
lava flow during the rescue mission. Once cooled,
the lava flow actually improved the quality of the
harbor. Initially, the community of Heimaey was
encouraged to abandon the island to the volcano.
*see endnote 2

October 2003

On October 2nd as planned, Karen and | met
promptly in the lobby of Salvation Army at

8:30am. We locked up our bags and proceeded
to the swimming pool. Built in a1950s style, the
pool was popular among the older generation.
After a short swim, we floated in hot tubs filled
with women wearing fish-scale flower swimming
caps and old men with sparkly eyes. Only
minutes later at the airport, we had coffee and
awaited our flight to the island. | had never been
in such a small aircraft. We lifted off the ground
immediately without warning. Initially, | was
petrified. The plane was much more sensitive to
weather conditions than a large craft. Every cloud
could be felt as a full body jolt. | loved being in a
small mechanical bird. Our descent to Heimaey
was at such an upside angle | thought we were
going to land inside the volcano.

We picked up our bags, left the airport and
followed a sign towards town. A woman, who
turned out to be the local schoolteacher, pulled
up next to us and offered us a ride. Two minutes
later we arrived at our guesthouse and met Ruth
and her husband. Ruth told us that in addition

to the guesthouse, they ran the movie theatre in

town. She also worked at the bakery. Ruth had

a German accent. From the high proportion of
Israeli guests in the visitors book | wondered if she
was Jewish. That night we wandered around town
and ate dinner at a restaurant covered in plastic
boats, buoys, flower wreaths and fish.

The next day Karen and | went to the top of the
volcano. There was a path that led out of town,
along the edge of the lava flow and up to the
crater. The route was variable. It began on a
suburban street, which abruptly came to an end
at a heap of pitch-black asphalt. Thin wooden
slat stairs hung over a mess of sharp crags

and aging lava. We climbed holding on to the
banister. There were high winds that day, though
in Heimaey terms it was temperate. Winds of 260
miles an hour had been recorded on the island’s
barometer. We came upon a series of grave
markers at the top of the stairs, they stated :
Vilborgarstadir 9 metres below the surface
Laufas 16 metres below the surface

Hotel Bergl2 metres below the surface

Buried houses were everywhere.

We were told you could start a small fire by
burying a piece of paper in the ash, as even three
decades on, the ground was still hot from the
eruption. We waited very patiently for the paper
toincinerate. It got a bit charred. In truth, we
should have climbed into the center of the cone,
but remained on lukewarm ground.

We had brought cake from Ruth’s bakery in town
to have at the top of the volcano. It was a small
yellow cake shaped like a banana with different
layers of cream, chocolate and marzipan. A
confection strata study. We collected various
pieces of lava at the top of the crater. | took one
for each friend | had that was turning thirty in the
same year. From the top of the crater we could
see Vatnajokull hovering over the mainland, small
Surtseys jutting through the surface of the water
and people racing motorcycles along the edge of
the 30 year old lava flow.

The night before we left the island we took a soak
in the outdoor hot tubs. The radio was blasting
from inside where the main pool was located and
dozens of pre-teens kept appearing to check us
out as we floated around in gale force winds. Back
at Ruth’s guesthouse, we were invited to watch
footage from the eruption in a lounge next door.
The next morning Ruth told us we could walk

up to the airport in fiftteen minutes, no problem.
Twenty minutes later and only half way there,

in a panic we hitched a ride with a man and his
kids. With ten minutes to spare until take-off, we
boarded the plane to the mainland.

March 2004

I heard Dominick Arduin had gone missing. En-
route to the North Pole, all contact has been lost.
There was no trace of her sledge, pack, canoe.
No sign of leftover meals, no phone signal,
nothing - other than a few tracks. On March 19th
they put the search for her on hold until further
notice. She was presumed dead.

The first and last time we met was during a flood
on April 30th 2002, the day before May Day. We
were in Ivalo, the last major port of call in Finnish
Lapland before you cross border in to Russia.
To get there are three options: drive five hours
North from Rovaniemi on the Gold Highway,
take an 18 hour train ride from Helsinki (plus a
long bus ride) or an hour and a half flight direct
from the capital. We conducted our interview

in a restaurant with a karaoke bar. She was the
first woman to ski alone to the Magnetic North
Pole. She told me about her trek to get there.

A neighbor of mine told me that she had bone
cancer when she was a kid, overcame it and
became one of the world’s foremost adventure
explorers. It had

Always been her dream to reach the Geographic
North Pole, alone without re-supply.

The night before we met the ice broke on the
Ivaloki River. Icebergs were everywhere, flying
by and heaving themselves on to the banks.



As is annual tradition, everyone in the village
gathered down at the water to place bets on
where the ice would break next. There was a
big fire and a sausage cookout. Moving towards
midnight sun at that time of year, a rainbow in
the sky lasted the entire night. The flood had
only just begun at that point and you had to
paddle in a rowboat to get across the driveway.
We were in Koppelo, which was the village at the
end of a 13 kilometer long road, surrounded on
three sides by water. By late in the next day, we
were living on an island.

The road was gone, submerged under the rising
water level from the melting ice. Dominick and

I met in the morning and then she had to go

and try to save her house from the flood. She
said already the front steps to her house had
disappeared and it was only a matter of time
until it reached past the door.

My father had been diagnosed with prostate
cancer about one month before | met Dominick.
I was with him in New York and from there left
straight for Lapland. Upon arrival, | found out
the population of Koppelo was so small that
one foreign artist living in the top floor flat of the
schoolhouse transformed the entire building
into the Inari Art Centre. There was no phone,
no internet, no public transportation, nowhere
to get food, no one around. Mid-April qualified
as winter when everyone kept to themselves.
By the time | left six weeks later, everything had
thawed.

I read a passage from one of the early Antarctic
explorers, who explained they had come to rely
more on the soles of their feet than their eyes or
ears to navigate their route through the ice. You
could feel the perils lurking under the blankets of
snow more easily this way. To rely on sight at all
was foolhardy. My father explained when using
his walker to travel from one point to another,
even a paved road could become a minefield.
Small cracks in the asphalt could become like

a deep crevasse in a fissure row if you were not

careful. To remedy this, he trusted only his feet,
seeking out smooth surfaces between the small
mountains and minor canyons of the street.

April 2004

Waiting in line at JFK to check in for my flight to
Iceland, | ran into Eeva-Liisa. | had not seen her
since 1999 during my first summer in Akureyri.
One time | convinced her and Henrikka to pour
milk and skyr down the side of a hill in the center
of town to demonstrate the different velocities of
lava. She was working as an au pair on a farm all
the way out of town and had to hitch rides back
and forth. She used to wait at the petrol station
on the Ring Road to catch a ride home.

She said she was in New York for a few days with
her colleagues from Helsinki. She knew | had
been in Lapland because in Oulu she read about
me in the local paper. | said | had been thinking
about Lapland a lot for the first time in a while
because of a woman named Dominick Arduin,
who linterviewed when | was there in 2002.

It turns out Eeva-Liisa worked for the magazine
that sponsored Dominick’s first attempt to

reach the Geographic North Pole in 2003, when
she fell through the ice and lost some of her

toes to frostbite. A rescue team lifted her out.
One man at the airport with Eeva-liisa was the
photographer who accompanied Dominick all
the way to the ice floe in Siberia where she set off
on her trip.

Dominick was missing. Her tracks were last
seen leading to the edge of an ice crevasse
somewhere in Russian territory. One of the last
reports in Polarcircle stated,

We have reached the conclusion that something
dramatic happened to Dominick on 6 March.

We all stood on the other side of security at the
airport, shifting weight. Then we prepared for our
flight. When | went back to Iceland, it was to stay

at an art center in a town on the East Coast that
I had never been to before called Seydisfjoraur.
Each week the ferry docked there from Norway,
Denmark and the Faroes, so it was busy in the
summer, but deep winter was different. The
swimming pool was only open three days a week,
in the morning and in the early evening. The
library was open even less. On my first afternoon
in town | happened upon it when it was open. A
lucky break considering in the week preceding
Easter, the supermarket and all other amenities
closed, joining the other three cafes in town that
locked up off season.

The library was situated above the gym in the
sports center. The only English language books
were stacked on a table for book exchange,
mostly romances, some sci-fi and strangely
enough Z is for Zachariah, a book about a
nuclear holocaust aimed at ages 10-12 that |
read 20 years ago. There were only two other
people in the library that afternoon, one kind

of biker looking guy who was wearing a black
leather jacket and the librarian. | asked her if
there were any books on the Heimaey eruption
of 1973 and explained | was born the same year.
She found three. One was a dense text written
in Icelandic, there was a children’s book about
the event with a drawing of a dog on the back
cover which the man later pointed out would
have been cooked during the eruption; the last
book was written ten years before, in 1963, after
the Surtsey eruption formed a completely new
island. On the front page, a panoramic view

of Heimaey displays the center of town. One
volcanic cone looms in the distance, today there
are two. The biker, then at the far end of the
library, asked us what we were doing with all the
books. The librarian told him | was looking for
information about the Heimaey eruption.

He turned to me, introduced himself as Birgir
and said,

| was there when | was 16, my first time away from
home. | arrived in Heimaey to work in the fishery

only two weeks before. My uncle sent me on one
of the first flights off the island, said he couldn’t
be responsible for me under the circumstances.
Didn’'t want to worry my mother.

Solveig, my host at the art center, told me her
uncle Kjartan was a rescue worker on Heimaey.
He has a photograph of the eruption that entirely
fills one wall of his living room.

Dear Ruth,

Hello from SeyJdisfjordur, where | am working at
Skaftfell for several weeks. | stayed at your lovely
guesthouse in October of 2003 with a Scottish
friend of mine for a few days; perhaps you will
remember us, as it was slightly off-season
though | know you have many guests each year.
Over the last few months | have been working on
a project about my visit to Heimaey. Specifically,
| had visited the island for my 30th birthday, as
the Eldfell cone and | are just about the same age
- both bornin 1973.

I remember you told us about how it was that
you came to live on the island of Heimaey, having
only been there once for two hours many years
before. Your story resonated very deeply with
me. Part of the reason | was drawn to Heimaey
was because my father had been diagnosed with
cancer about a year and a half before, and his
health was failing. Somehow, going to Heimaey
felt like a way to respond to what was happening.
It was not something | could explain in a rational
way, but it made sense - to visit a volcano that
was as old as | was at a time when everything
else was changing. To meet a familiar piece of
land. In December my father died and from this
point on | began to think more about Heimaey.
Recently, | started work on a book about Eldfell
and if you were interested, | would very much

like to include your story. | look forward to
hearing from you and send all the best from
Seyoisfjordur.

All the best,
llana Halperin



Hello llana,

I remember you and your friend especially
because you mentioned that you had your 30th
birthday just like Eldfell. The eruption and birth of
Eldfell had a special meaning and connection to
me because | married for the first time in 1973 and
Iceland was always the dream country of my first
husband and I. | watched pictures of the eruption
onthein TV those days. One day we saw in the
cinema a short movie about an eruption under

a glacier in Iceland and our interest in going one
day grew more and more. The only reason why we
waited such a long time was we were young and
didn’t have so much money. But then in January
1978 | went to a travel agency and booked a trip to
Iceland. We went to Heimaey in the best weather
you could have. We went for a sightseeing tour

to the volcano - about eight years later | was
working for the same man who took us on the
tour. Three months after we came back from our
trip we found out about my husbands sickness:
cancer of the testicle. When they operated on him
it had already gone to his lungs. He was fighting
against the cancer. The doctors gave him six more
months but he lived until March 1981.

During this difficult time lceland kept me going. |
always knew that if he might die, | would go back
to Iceland. After his death | went two months later.
Summer of 1983 | moved to Heimaey. | love the
work, love to show our guests the island and tell
about what happened in 1973. 1 like to walk up to
the new volcano, walk there in the steam, feel the
heat, which is still up to 470 ° after thirty-one years.
When | am tired or some problems come up, then

| usually take a big walk to the volcano, the lava or
up to the mountains. Often my dog comes with me
and after returning | feel fresh, happy, maybe | am
full of new ideas. It is like loading a battery.

| wish you the best for your book. | would like to
buy a copy later on if possible.

Summer greetings from Heimaey.
Ruth Zohlen

In slow and fast time
(coincidental orogeny)

In July 2003 | spent ten days on and off
underground in Kentucky working in Mammoth
Cave, the longest cave in the world, with a
conservation organization called Earthwatch. |
subsequently found out that Earthwatch formed

in 1973 as well. As it turned out, much of their work
began through documenting the Eldfell eruption
within 24 hours of its start. Bob Citron, the primary
investigator on the field work session, flmed 16
thousand feet worth of volcanic eruptions between
1968 and 1974 through The Center for Short Lived
Phenomena. When the eruption on Heimaey began
he organized a spontaneous field session. The
footage they shot was apparently so breathtaking
it ended up on most news stations around

the world. After the eruption, he and the team
decided to print a book called Earthwatch about
Heimaey and related volcanic events. It is from this
publication that the organization took its name.
Blue, my contact at Earthwatch, put me in contact
with Bob, who then offered to loan me the original
eruption footage before it was permanently
donated to the Smithsonian as part of an extensive
volcanic archive.

| spoke with a man named Mike at the Hunterian
Museum in Glasgow, who examined a crystal
shard | found on the crest of the volcano during
birthday proceedings in October. He decided
the specimen was either a piece of Quartz from
deep inside the earth that came up during the
eruption, covered in a thin slip of molten rock; or
a shard of glass from a window pane which burst
as lava filled a house, later caught in the tread of
someone’s boot and pried loose by magma as
they worked to save the harbor. A small piece of
evidence.

2013
The earth is 4.5 billion years old, give or take a

few million years. | celebrated my 30th birthday
with a volcano born the same year. In September

20031 turned 30. The World Trade Center had
come down only two years before, my father was
sick but still alive and | visited the Eldfell volcano,
which appeared in 1973 on the Icelandic island of
Heimaey, for the first time. Eldfell and | were born
at almost exactly the same moment geologically
and practically speaking. It is not so often that you
and a landmass share the same age and therefore
| could think of no better place to be at that exact
moment at that exact time. In September 2013 |
turned 40. | recently returned to Eldfell for the first
time.

| heard they were carrying out a contemporary
archaeology project on Heimaey called The
Pompeii of the North, excavating a street of
houses buried during the eruption. So, this past
summer, | went back to the island. Standing on
the volcano, | thought about how Eldfell and |
were now almost 40. | wondered about returning
to Eldfell when we both turned 50, 60...on. How,
while we both share our lifetimes now, that will

only continue for a certain amount of time, and
then Eldfell will go from a human time scale, 30
years old, 40 years old, to a geological time scale
-150, 1000, 800 hundred million years old. When |
was 30 | found a crystal shard on the slopes of the
volcano. Upon return, marking almost a decade
more of life, | happened upon agates which
emerged from the ‘new red lava’ in 1973.

Endnotes

1Herzog story found in Phaidon book on Doug
Aitken.

2 All specific historical information
on the 1973 Eldfell eruption found in John
McPhee’s wonderful book The Control of Nature.
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