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The Bienal de São Paulo, the 29th edition of which will take place be-
tween September 25 and December 12 this year, plays a central role 
in the development of Brazilian art. Its impact, however, transcends 
the strictly cultural realm. Functioning as an instrument for education 
and social inclusion and serving as a catalyst for the production and 
consumption of cultural goods, the Bienal is an important catalyzer to 
the creative economy and a symbol of the modernity not only of our 
city, but of the nation as a whole.

Created in 1951, the Bienal de São Paulo, inspired upon its Ve-
netian counterpart, was the second mega-exhibition of contemporary 
art in the world and the first in the southern hemisphere. Serving as a 
link between Brazil and the international scene, the Bienal has been 
fulfilling this function of promoting cultural interchange ever since, 
stimulating the local artistic circuit and showcasing Brazilian art 
abroad. Its impact over the last 60 years has been extremely positive, 
attracting, and continuing to attract, the major international artists 
of the post-war world. The quality and scope of our artistic output 
have grown immensely and our artists have garnered international 
projection. The Bienal has earned prestige beyond our borders and is 
accompanied with great interest by the artistic community worldwide. 
In a nation where only 10% of the population has ever visited a mu-
seum or gallery, the Bienal, with its monumental scale underscored 
by Oscar Niemeyer's pavilion in the heart of Ibirapuera Park, is an 
important mechanism for providing access to art. Every two years, 
the event brings thousands of visitors into contact with contemporary 
artistic production. This encounter, capable of generating disparate 
feelings, from absolute pleasure to complete indignation, invariably 
leads the public to reflect on art and its role in society, thus expand-
ing its horizons. It is in this sense that this year's Bienal is anchored in 
the idea of the inseparability of art and politics.

The Importance of 
the Bienal de São Paulo to Brazil



Believing in art's power to educate, the Bienal de São Paulo 
maintains a pioneering presence in the educational field. For the 
2010 edition, we celebrated partnerships with the State and Mu-
nicipal Education Secretariats of São Paulo and other authorities in 
nearby cities and towns, as well as with innumerable private teaching 
institutions and NGOs, with a view to training 35 thousand educators 
to work with the Bienal as a theme in their class work, followed by 
visits to the pavilion. In all, we hope to receive some 400 thousand 
visitors on guided tours, making the Bienal one of the biggest and 
widest-ranging educational programs ever implemented within the 
field of the arts.       

As the economic impact of the Bienal is difficult to gauge, it is 
seldom discussed, but certainly should not be underestimated. Artis-
tic production is one of the activities with the highest aggregate value 
in the economy. Works of art materialize intellectual capital. The 
more value works by our artists acquire, the more wealth is generated 
in the country. And this wealth ends up being distributed among all 
those involved in the art world – artists, galleries, auction houses, 
cultural institutions, schools, etc. Furthermore, the art circuit is a 
major incentive for tourism.

On that ground, though the Bienal is essentially focused on 
art, one cannot forget its impact on education, citizenship and the 
economy. The incisive support the event receives from the Ministry of 
Culture, as well as from São Paulo City Hall, company sponsors and 
civil society derive from precisely this understanding of the range of 
its impact. A strong and representative Bienal is in the interests of so-
ciety as a whole, insofar as it enables our city to position itself among 
the world's major contemporary art hubs, generating wealth, progress 
and material and symbolic benefit for all.

Heitor Martins
President of the Fundação Bienal de São Paulo



Being home to one of the main events in the global contemporary art 
world, one entering its 60th year in 2011, is no small matter. A stand-
out on the post-war art scene that mediated the internationalization 
of modern and contemporary art, it ensured the delectation of a vast 
public with the creations emerging in the new West. Even today, the 
Bienal de São Paulo is a point of reference in the history of 20th-cen-
tury art, plotted on an arc that swings from the Biennale di Venezia 
to the Documenta in Kassel. In tandem with these two other great 
periodical exhibitions, it interweaves a global network of curators and 
concepts that engages public opinion in debate on the meaning and 
actuality of a contemporary tradition.

In this 29th edition it will be important to redefine the scale and 
importance of the event. The Bienal continues with its mission of pro-
viding a platform for knowledge exchange, creative economy and the 
fostering of global networks, as well as research into artistic concepts 
and production. If this platform serves as the locus for interchange 
among various generations and traditions, whilst exercising functions 
that are crucial to the development of the visual arts and Brazilian 
cultural economy, it deserves to rank as a priority in public policy, 
especially in this cycle of internationalization in which we presently 
find ourselves.

The Ministry of Culture recognizes in this new management a 
horizon of endeavor that ensures the role of the Bienal as the main 
point of connection between Brazilian and world art.

We are experiencing a new phase in the professionalization and 
organization of this kind of undertaking. We hope that our initiatives 
collaborate with Brazilian society and the art milieu in doing justice 
to our art, which is one of the nation's most striking cultural contribu-
tions to the contemporary world.

Juca Ferreira
Minister of Culture
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This catalogue contains information about the 159 artists whose 
works will be exhibited throughout the Ciccillo Matarazzo pavilion 
and grounds between September 25 and December 12, 2010, as 
well as reflections on the curatorial, educational and exhibition 
design projects that combine as a single body to lend shape to this 
29th Bienal de São paulo. in tandem with the visual and written 
descriptions of these works, this publication also contains a 
selection of literary texts and excerpts of the most varied kinds, a 
counterweight that underscores or tensions the issues and themes 
suggested by the artists and that affirms the importance this 
edition of the event places upon the faculty of imagination as an 
indissociable aspect of critical thought.     

in addition to installations, videos, drawings, sculptures, 
paintings, photographs and engravings, six of the artistic 
contributions featured here are also terreiros, spaces that will be 
used over the course of the event to host performances, dances, 
readings, music concerts, plays, film screenings, and any other 
expressions artists may avail of in order to create or speak of artistic 
interventions, besides debates and interviews about art and other 
themes of contemporary life. Given the dynamic nature of the 
terreiros and their open-ended programs, not all of those who will 
be performing or presenting work in these spaces could be listed 
or named in these pages, though each is very much a participant 
in the 29th Bienal de São paulo. We therefore decided to give due 
credit to the artists and thinkers featured in the terreiros in a second 
publication, one that, complete with an extensive photographic 
record of the exhibition, will complement and add further weight to 
the content presented herein.

Editorial note
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The exhibition and the institution

While the Bienal de São Paulo is one of the oldest and most rele-
vant institutions in the world devoted to contemporary art, its own 
particular context has allowed it to retain an experimental char-
acter, alternative to the more consolidated centers of diffusion 
in Europe and North America. With the needle of the compass 
pointing straight at South America, the Bienal's propositions 
branch into diverse geographical spaces, from the closest-by to 
the farthest away. And as it takes place in Brazil, a nation where 
there is, as yet, no rigid institutional compartmentalization to 
brace the art field, it is an event that radiates out of the restricted 
circle of artistic production into the ampler domains of culture 
and politics. 

Every two years it falls to a multidisciplinary team coordi-
nated by one or more curators to renew this importance and 
affirm, from the most varied perspectives, the role an art exhibi-
tion of its kind and size should play simultaneously in the Brazilian 
and international contexts. This was the first challenge the 29th 
Bienal de São Paulo had to assume and tackle: to organize an 
exhibition that is indispensable to the time and space in which 
it exists. This commitment to the reality that surrounds it does 

There is always a cup 
of sea to sail in
Agnaldo Farias & Moacir dos Anjos



not imply, in any way, the subordination of its project to motiva-
tions or strategies alien to artistic creation. Quite the contrary, 
in fact, as it is this insistence on the irreducible nature of art to 
other ambits of life that guides this edition of the Bienal, as only 
this singular character can grant it the power to change the order 
of things in the world, thereby investing it with a truly public 
dimension. 

A concept

The 29th Bienal de São Paulo is organized around a discur-
sive platform that, without impinging upon the varied meanings 
of each artistic project it contains, suggests a precise curato-
rial viewpoint. One core aspect of this platform is the recognition 
of the ambiguous character art assumed the moment it was 
released from the role of merely representing what was already 
there and known. On the one hand, art is that which, in its own 
peculiar way, upsets the usual coordinates for sensorial experi-
ence of the world. On the other, in virtue of possessing this power 
to disrupt, art is capable of reconfiguring themes and attitudes 
inscribable in spaces of cohabitation and exchange. In this sense, 
it truly is impossible to dissociate art from politics.1 It is precisely 
the amalgamation of these two dimensions that simultaneously 
assures the unique place of art in the symbolic organization of 
life and its capacity to clarify and rework the forms by which the 
world is structured. 

The choice of this organizing principle for the curatorial proj-
ect is justified for two main reasons: firstly, because we live in a 
conflict-ridden world where paradigms of sociability are cease-
lessly questioned, and in which art affirms itself as a privileged 
medium for the apprehension and simultaneous reinvention of 
reality; and, secondly, because this movement of approximation 
between art and politics has been so extensive in recent decades, 
it has once again become necessary to highlight the singularity 
of the former in relation to the latter, as the two are sometimes 

1 For more on the relationship between 
art and politics as defended here, see 
Jacques Rancière, “Politics of Aesthetics.” In 
Aesthetics and Its Discontents. Cambridge: 
Polity Press, 2009.
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confused to the point of annulling all distinction. However, there 
is no hint of nostalgia here for the idea of a supposedly autono-
mous art, removed from the ordinary world in which we live. Quite 
the opposite, in fact, insofar as this motivation reflects the convic-
tion that it is only by affirming its unparalleled nature that art can 
make a real difference in everyday life. 

It is in this sense that the title of the exhibition, “There 
is always a cup of sea to sail in” – taken from Invenção de 
Orfeu,2 the masterwork by the poet Jorge de Lima – , encapsu-
lates exactly what this edition of the Bienal de São Paulo hopes 
to achieve, namely, to affirm that the utopian dimension to art 
is contained within art itself, not outside or beyond it; to affirm 
the value of poetic intuition in the face of a “tamed thought” that 
emancipates nothing, though it permeates political parties and 
even formal educational institutions. It is in this “cup of sea”, 
in this close infinite that artists insist on engendering, that the 
power to press ahead actually lies, despite everything else, as the 
poet says, “even without ships and bearings / even without waves 
and sands.” As a forum for the reverberation of this commit-
ment in sundry other forms, the exhibition will put its visitors in 
contact with ways of thinking and inhabiting the world beyond the 
consensuses that organize it and keep it small, so small that not 
everything or everyone can fit. The 29th Bienal will put its visitors 
in touch with the politics of art. 

As such, the 29th Bienal de São Paulo aims to be at once 
a celebration of artistic production and an affirmation of its 
responsibility before life; to be, simultaneously, a dismantling of 
meanings and a generation of knowledge found nowhere else; to 
involve the public in the sensible experience woven by the web 
of works exhibited here, and in their capacity to critically reflect 
the world in which they are inserted. For all of this it aims to offer 
examples of how art weaves politics into itself. Politics that should 
not be confused with parliamentary practice or social activism – 
even if legitimate alliances between art and these domains can 
and do occur – , but rather one that is capable of challenging 2 Jorge de Lima, Invenção de Orfeu. São 

Paulo: Record, 2005; 1st edition 1952.



the established ways of understanding the world by articulating 
discursive opacity and intelligibility. 

In this context, artistic practices and works that showcase 
already conceived ideas do not fall within the field of inter-
est prescribed by the curatorial project for this 29th Bienal de 
São Paulo. And the reason for this is that they are incapable of 
producing a purposeful or critical reaction on the part of the audi-
ence, merely confirming ideas already shared as to which stances 
are expressly “right” or “wrong” in the face of conflict situations. 
For the 29th Bienal de São Paulo, art truly does politics when it 
produces knowledge that destabilizes long-entrenched certain-
ties as opposed to generating a sense of safety and comfort; 
or when it leads those touched by it to unlearn politics as it is 
conventionally understood. In this sense, the exhibition assumes 
that a relationship between art and politics ought to be thought 
out speculatively, where the formulation of precise questions 
stands for more than offering diffuse answers. This is the measure 
of its responsibility and ambition. 

A time

The 29th Bienal de São Paulo eschews two frequently adopted 
models for presenting contemporary art. First, that which is solely 
concerned with the hasty demands of the market and the spec-
tacle, and the search for the supposedly new; and, second, the 
strict museological model that inscribes artistic production within 
an official and seamless historical narrative. If the first model 
severs the articulations between the art produced in the present 
and the production that preceded it, the second diminishes the 
uncertainties and risks that nourish and characterize the condi-
tion of contemporary life. 

Rather than privilege the new or, alternatively, only the 
established, the exhibition will articulate works made at differ-
ent times in order to affirm temporal ties that evince, from the 
conceptual platform here defined, the continuities that run 
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through the artistic creation of the last few decades. The impor-
tant point is that, whether brand new or decades old, the art 
brought together at the 29th Bienal has the symbolic power to 
open chinks of various sizes and durations in the consensuses 
that ground our understanding of the ideas and things that orga-
nize the world. 

As such, the temporality of relevance to the curatorial proj-
ect for the 29th Bienal de São Paulo is that which pertains to the 
experiment; in other words, that which locates artistic produc-
tion not in the continuous and homogeneous time of the already 
known, but in that fractured, porous, and urgent time in which 
invention takes place. In the context of a world riddled with 
doubts about its immediate future, the project therefore assumes 
the need to return to the idea of art, beyond its particular forms of 
existence, as “the experimental exercise of freedom,” an expres-
sion used by the critic Mario Pedrosa when reflecting upon the 
Brazilian art of the 1960s. 

A territory

By inviting 159 artists from all over the world, the 29th Bienal de 
São Paulo maintains the tradition of internationalization estab-
lished since the first editions of the event. However, this does 
not imply any thrall to the obsession so visible in exhibitions over 
the last twenty years of focusing extensively on the other and the 
distant, a task fated to insufficiency and failure, even at events of 
similar amplitude. Recognizing this unbreachable limit, it resists 
the temptation to take the territorial origin of the artists as an 
absolute criterion of selection. The strategy is to place greater 
emphasis on the symbolic place and time from which the curato-
rial discourse derives – namely, Brazil and a time of rapid global 
geopolitical reorganization – than on the actual quantity of voices 
called upon to endorse it. This gives the Bienal certain inclina-
tions that are different to those of other exhibitions that may have 
been organized around a similar principle, but from a different 



position in the world. This also means conceiving and organizing 
the exhibition politically; in other words, understanding it as an 
apparatus that critically portrays the world of today through artis-
tic production and its organization within the exhibition space. 

One strategy for achieving that goal is to feature a signifi-
cant number of works by Brazilian artists produced since the 
1930s, including many that are not normally associated with the 
hegemonic idea of what political art is or with the period in which 
this category is seen to have been current in the country. Distrib-
uted throughout the exhibition, these works suggest a narrative 
of Brazilian modern and contemporary art that is in tune with 
the conceptual platform of the 29th Bienal de São Paulo, allow-
ing for an ampler understanding of the critical art produced in the 
country, one that does not pretermit the different forms of social 
organization that preceded and succeeded the military regime 
in Brazil (1964 – 1985). The critical art of which one speaks here 
is more than just a backlash against a restrictive situation, but is 
actually capable of broadening, or at least of problematizing – out 
of itself and with a range of formal procedures – the repertoire of 
positions, movements and discourses that a collectivity embraces 
and shares at any given moment. 

It is important to clarify that this strategy is by no means 
an attempt to underscore particularities or supposed national 
identitary traits, a meaningless aim in the context of incessant 
exchange that characterizes contemporaneity. Rather it is a case 
of suggesting a possible understanding of the political charac-
ter of art by positing the modern and contemporary art produced 
in Brazil as a kind of example or model. Despite the degree of 
arbitrariness this certainly involves, it is justified not only by the 
fact that the exhibition is organized in and from Brazil, but also 
by a longstanding condition and recent fact associated with the 
nation. The condition concerns the existence in Brazilian culture 
of spaces that continuously ritualize the breaking of estab-
lished norms and the subversion of given hierarchies, whether 
on the level of the profane, as in carnival, or the sacred, such as 
umbanda and candomblé temples. The justifying fact referred 
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to above, in turn, is the growing status Brazil has earned over 
the last decade as a major player in international politics and 
the global economy, inverting expectations that prevailed until 
recently as to the position the country could or should occupy in 
these fields. Without intending to affirm any sort of causal rela-
tionship between this condition and that fact, on the one hand, 
and the capacity of Brazilian art to evoke the politics of art under-
scored here, on the other, it is reasonable to defend, amid the 
confluence of movements that constantly put consensus to the 
test, the centrality this artistic production assumes within the 
curatorial project for the 29th Bienal de São Paulo. 

This strategy is deepened and expanded through the inclu-
sion of a series of experimental works and projects produced in 
Latin America in recent decades that evince the existence in the 
region of an artistic output that, though long repressed in tradi-
tional narratives commonly considered “political” art – either 
because it was not seen as engaged enough, in the sense of 
pamphleteering, or, on the contrary, because it was approached 
purely as activism – , can be fully inscribed in the context of a 
politics of art. In this sense, the “historic” works featured in the 
exhibition are not presented as a mere “archive” to be paraded 
before a gaze that, even without prior knowledge of the work, 
would already know how to decipher it without error. In the 29th 
Bienal de São Paulo, these works fulfill the role of invoking a past 
that will enable our torpid contemporary sensibility to understand 
art as a forum in which politics is fully exercised. 

From the exhibition's enunciative locus – Brazil and its 
geographical neighbors – the 29th Bienal de São Paulo suggests 
nonlinear associations with art produced in the contexts of other 
countries from the geopolitical “south” undergoing the same 
rapid transformation, be they from Africa, the region formerly 
known as Eastern Europe, or, to a lesser extent, from the Middle 
East or Asia. Through the works of so many artists who were 
born, live, or laid hybrid roots in these countries, the exhibition 
promotes, critiques, and echoes these changes, as only art can, 



suggesting a constellation of articulated processes of rupture with 
notions of localization in the world. 

One sign of this dismantling of borders and affirmation of 
differences is the way artists from or based in the political “south” 
call into question what is commonly referred to as the “inter-
national language” of art, constituted by a set of themes and 
symbolic inventions largely associated with movements begun 
in Europe or North America (pop art, minimalism, conceptual-
ism, among others) and more often than not opaque to the output 
from other parts of the world. If the “international” nature of this 
language were first and foremost the result of the power of its 
enunciators to impose specific artistic repertoires and proce-
dures, as if possessed of an undisputed global character, artists 
from subordinate elsewheres (including exile and Diaspora) have 
striven to fill the very channels in which this hegemony is still 
demanded (chiefly art exhibitions and publications) with expres-
sive elements that belong to other places and circumstances, 
thus scuppering whatever pretensions that language had toward 
universality. In making these insertions, it is not a matter of 
attempting to deny the centrality of the lexicon and syntax that 
gave shape to the international art language for production made 
in the most varied places, but rather to contradict its pretension 
toward natural symbolic construction and ample validity. In other 
words, it is all about “provincializing” that language, exposing it as 
the fruit of particular traditions that were once dominant and forc-
ing it, at the same time, to adapt to a time and a place in which 
this hegemony is contested.3 

Curatorially reproducing this conflictual relationship with 
“international” art is another strategy employed by the 29th 
Bienal de São Paulo in voicing its discourse from the “south” and 
affirming itself as a political exhibition. However, this entails no 
value judgment on the works presented here. The intention is 
rather to avail of this approximation between celebrated works 
from the European/North American tradition and works by artists 
representing non-hegemonic traditions to produce, through 
simple proximity, meanings that are unfamiliar for both. Beyond 

3 On the concept of “provincialization,” 
see Dipesh Chakrabarty, Provincializing 
Europe. Postcolonial Thought and Historical 
Difference. Princeton, New Jersey: Princeton 
University Press, 2000.
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this strategy, many other artists from that “dominant” tradi-
tion will be present in this exhibition. Though different in many 
respects, what unites them and makes them fundamental to the 
29th Bienal de São Paulo is the capacity of their work to resist 
being molded or tamed by the creative conventions of which they 
avail and the sharp critical sense they share concerning the place 
they occupy in the world. 

Terreiros

If the selection of works and their articulation in the exhibi-
tion space are decisive in declaring the political nature of the 
29th Bienal de São Paulo, likewise fundamental to affirming this 
focus is the activation of a critical relationship on the part of the 
audience in relation to the exhibition and the space that hosts 
it. After all, it would be contradictory to organize a show focused 
on the relationship between art and politics that was exclusi-
vely based around works that invite contemplation, even if simply 
looking can sometimes be an act of emancipation.4 With this 
ambition and purpose in mind, six spaces were constructed with 
the dual function of serving as way stations of rest and reflection 
– thus setting a certain rhythm for the exhibition – and as venues 
for a range of activities, such as roundtable discussions, lectures 
and debates, film and video screenings, performances by artists, 
actors, and dancers, popular and classical music shows, and 
readings of poetry and fiction. 

Six venues, six terreiros designed by architects and artists, 
reminiscent of the squares, patios, parks, terraces, temples, 
yards, and outdoor and indoor spaces in which people the length 
and breadth of Brazil congregate to dance, sing, play, cry, discuss 
their fates and endure the tides that pull them off-course, as well 
as – and especially – to practice the various rites that make up 
the nation's hybrid religiosity. While these terreiros hark back to 
Portugal, a prime example being the Terreiro do Paço in Lisbon, 
created in 1511 and home for centuries to the Royal Palace, they 

4 See Jacques Rancière, “The Emancipated 
Spectator.” In The Emancipated Spectator. 
London: Verso, 2009.



transformed, over time, in both idea and place that transverse the 
Brazilian culture and become one of its hallmarks. The terreiros 
have an especially strong connection to Brazil's mestizo commu-
nities, which have used them for the most diverse ends, endowing 
them with meaning and filling them with special purpose. It is no 
accident that the terreiro was the cradle of the samba schools 
and that the composer Assis Valente, in his classic samba Brasil 
pandeiro, declared: “Brasil, esquentai vossos pandeiros / iluminai 
os terreiros / que nós queremos sambar!” (Brazil, warm up your 
tambourines / light up your terreiros / because we want to dance 
to samba!). 

Transposed and adapted to an exhibition environment, 
the terreiros serve as meeting places, soapboxes, auditoriums, 
venues for debate, communion, and doubt, echoing the power of 
politics as an act of creating what is not given, or was never even 
imagined possible. Six terreiros corresponding to the six ques-
tions posed by the works exhibited here; six axes designated by 
the poetic word, the word that is not easily spoken, that retains a 
share of opacity in a world permeated by purportedly crystalline 
and unequivocal speech. These are:
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A pele do invisível [The skin of the invisible] – a terreiro dedi-
cated to images, with continuous screenings of films produced in 
diverse systems. Though regarded as ineffable, an effect of their 
wispy and epithelial material, images are powerful and say a lot 
about a large portion of a world seen only in lateral adumbrations.

dito, não dito, interdito [Said, unsaid, not to be said] – the 
terreiro of the spoken and sung word, located outside the Bienal 
building, and named after little Dito, a character in Guimarães 
Rosa's Campo geral. 

eu sou a rua [I am the street] – a terreiro born of the chronicle of 
João do Rio, famous for having contributed to the elevation of this 
literary genre, this space is designed as a podium for debates on 
the contemporary city, this palimpsest that builds upon ruins.

o outro, o mesmo [The other, the same] – the terreiro that 
emulates Jorge Luis Borges' particular way of understanding 
the existence of one as being ineluctably rooted in the other. 
Dedicated to performances based upon the desire for self-repre-
sentation and the representation of the objects of a desired, 
albeit enigmatic, alterity. 

lembrança e esquecimento [Remembrance and oblivion] – 
a terreiro dedicated to all that is remembered and forgotten in a 
society. On one hand, we have social memory expressed in monu-
ments and school curriculums, and, on the other, its omission 
and suppression, the obliteration of memory. A place for rest, for 
daydreams, in which to filter through the bevy of information.

longe daqui, aqui mesmo [Far away, right here] – the terreiro of 
utopias and dystopias, of proposals for the transformation of the 
world or its representation, which are practically the same thing. 
Named after the playwright Antonio Bivar's homonymous work. 



Thanks to the architecture and programs of the terreiros, to 
be put to incidental and spontaneous use by the visiting public, 
specific questions can be affirmed and discussed from a range 
of different viewpoints. It is in the terreiros that close encoun-
ters between the different artistic languages can become clearer, 
and perhaps blur the bounds that make them distinct. More than 
just the venues for a collection of events, the terreiros are places 
where the words and movements of bodies trigger doubts, allow-
ing to emerge that which is unknown but at the same time so 
urgently needed. An indispensible element of the 29th Bienal de 
São Paulo, the terreiros evince the deep and multiple presence 
of art in life, and the need to celebrate it as political practice. 
Between a cup of sea and a piece of ground, the artistic gesture 
feeds the imagination and makes fantasy thrive, this place that, 
in the words of Dante, “rains inside” and that, duly reinvigorated, 
can beget new worlds. 
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Alice Miceli
Rio de Janeiro, Brazil, 1980. Lives and works in Berlin, 
Germany. Research into modes of producing residual im-
ages of events from memory and history pervades the work 
of Alice Miceli. In order to capture impalpable and invisible 
elements, the artist develops processes that technically 
rework the stages of image capture and projection, employ-
ing photographic and videographic supports, materials, and 
equipment, and drawing from a knowledge base that spans 
everything from physics and mathematics to history. Her 
Projeto Chernobyl investigates the effects of the explosion 

of a nuclear plant near the Ukrainian town of Pripyat on 
April 26, 1986. The most serious accident in nuclear his-
tory, the blast produced an immense radioactive cloud that 
continues to cause death and threaten health across the 
region even today. The idea behind Projeto Chernobyl is to 
translate the invisible energy unleashed by the accident 
into images captured on film sensitive to gamma rays as 
opposed to the spectrum of light visible to the human 
eye. The time of the radioactive fallout in the region meets 
with that of Alice Miceli's travels in the Chernobyl Exclu-
sion Zone. The installation presents the negatives that were 
burned by exposure to the radiation.

1
2

It is safe to say that for the majority of mankind the superior-
ity of geography over geometry lies in the appeal of its figures. 
It may be an effect of the incorrigible frivolity inherent in human 
nature, but most of us will agree that a map is more fascinating 
to look at than a figure in a treatise on conic sections-at any rate 
for the simple minds which are all the equipment of the majority 
of the dwellers on this earth. No doubt a trigonometrical survey 
may be a romantic undertaking, striding over deserts and leaping 

over valleys never before trodden by the foot of civilized man; 
but its accurate operations can never have for us the fascina-
tion of the first hazardous steps of a venturesome, often lonely, 
explorer jotting down by the Iight of his camp fire the thoughts, 
the impressions, and the toil of his day.

For a long time yet a few suggestive words grappling with 
things seen will have the advantage over a long array of precise, 
no doubt interesting, and even profitable figures. The earth is 



3

4

5

Projeto chernobyl
[Chernobyl Project] · 2007 – 2010

1–3 · project notebook · 2008
4 · production emails, conduct rules at the 

exclusion zone by Christine Frenzel · 
2009

5 · self-portrait at the Chernobyl exclusion 
zone, Belarus · 2009

a stage, and though it may be an advantage, even to the right 
comprehension of the play, to know its exact configuration, it is 
the drama ofhuman endeavour that will be the thing, with a ruling 
passion expressed by outward action marching perhaps blindly to 
success or failure, which themselves are often undistinguishable 
from each other at first.

Of all the sciences, geography finds its origin in action, and 
what is more, in adventurous action of the kind that appeals to 

sedentary people who like to dream of arduous adventure in the 
manner of prisoners dreaming behind bars of all the hardships 
and hazards of liberty dear to the heart of man. […]

From that point of view geography is the most blameless 
of sciences. Its fabulous phase never aimed at cheating simple 
mortals (who are a multitude) out of their peace of mind or their 
money. At the most it has enticed some of them away from their 
homes; to death may be, now and then to a little disputed glory, not 
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