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Museu:observatorio

EDUARDO COIMBRA

Desde 2002, a Prefeitura de Belo Horizonte, por
meio da Fundacdo Municipal de Cultura e do
Museu de Arte da Pampulha, realiza anualmente
o Projeto Arte Contemporanea, um programa de
exposicdes no qual os artistas sao convidados a
criar obras produzidas pela instituicdo, em didlogo
com a curadoria. As obras sdo pensadas a partir da
singularidade do edificio, projetado na década de
1940 por Oscar Niemeyer como Cassino para o
Conjunto Arquitetonico da Pampulha.

Museu:observatorio EDUARDO COIMBRA é o
primeiro volume da colecdo produzida pelo Projeto
Arte Contemporanea 2011. Os livros documentam
as exposicdes, 0s seminarios com os convidados
e as conversas com os artistas, refletindo sobre os
processos e expandindo a experiéncia da exposicao.

Since 2002 the Belo Horizonte City Government,
through the Municipal Foundation for Culture and
the Pampulha Art Museum, has been organizing
the Contemporary Art Project, an exhibitions yearly
program in which artists are invited to create works
that are produced by the institution, in dialogue
with the curatorship. The works are conceived
regarding the singularity of the building, designed
in the 1940s by Oscar Niemeyer as the Casino of
the Pampulha Complex.

Museum:observatory EDUARDO COIMBRA
is the first volume of the collection produced by
Contemporary Art Project 2011. The books register
the exhibitions, seminars with the guests and
conversations with the artists, reflecting on the
processes and expanding the exhibition experience.
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Mas o que significa observar?
André Brasil

Comecemos pelo meio: dois pontos se interpdem entre o museu e o
observatorio e logo nos indagamos sobre o modo da relacdo que
essa pontuacao sugere. Ndo se trata de uma relacdo de identidade:
estritamente, um museu ndo é um observatério. Por outro lado, essa ndo
soa como uma aproximacao fortuita, um agenciamento circunstancial:
museu e observatorio. A escolha dos dois pontos nos parece interessada em
sugerir, entre um e outro, uma relacdo histérica que se atualiza de maneira
singular na exposicao de Eduardo Coimbra. A aproximacdo marcada pelos
dois pontos — museu.observatdrio — indica mais precisamente algo como
uma modulagdo: um termo — o museu — ganha uma nova modulacao,
transformando-se em algo que se lhe avizinha: o observatério.

Noutro contexto, em um ensaio no qual investiga o uso dos dois
pontos por Gilles Deleuze', Giorgio Agamben se refere justamente a uma
relacao de imanacdo’: os dois pontos ndo fecham, nem encerram a relacao
em identidade ou em fusdo. Eles “abrem” uma relacao entre dois termos
gue nao sdo nem totalmente iguais, nem totalmente distantes; uma relacdo
de contiguidade e transformacdo: um mesmo que se torna outro por
proximidade. Nos termos que nos interessam, podemos dizer que os dois
pontos abrem o museu ao observatério; este se torna, em alguma medida,



um observatorio. Mas temos que dizer em complemento que o observatério
j& estava 14, presente, na definicio mesma do museu. Digamos, entdo, que
os dois pontos marcam a passagem do museu ao observatério, ressaltando
0 observatorio que ja estava presente, desde o inicio, no museu. Vejamos se
a hipotese procede e como ela funcionaria aqui.

omecemos por arriscar a ideia de que observar é uma secularizacdo

do ato de contemplar: espécie de prece, de oracdo por meio do olhar;
contemplar significa mirar as coisas, as imagens, a natureza como quem mira
a obra de deus; mirar o visivel para alcangar o invisivel; olhar, portanto, como
quem ora’. Contemplar nos coloca frente ao mistério, ndo ainda como objeto de
conhecimento, mas como relacdo sensivel com uma presenca, diante da qual se
deve, finalmente, baixar (ou elevar) os olhos, sempre em reveréncia’. Sabemos
gue esse olhar ndo é ingénuo: ha sempre um texto que subjaz ao fundo de toda
contemplacao, texto sagrado, que nos diz, por exemplo, que Deus criou o Céu e
a Terra... De todo modo, contemplar significa estar separado — manter reveréncia
—em relacao aquilo que se contempla. Mas, também, em via oposta, se misturar
ao objeto da contemplacao, na medida em que ele esta presente, diante de nos,
e porta um mistério do qual também fazemos parte, do qual comungamos.

49



{ Visitantes na obra Natureza da Paisagem.

A contemplacao seria assim uma espécie de génese sagrada do observatério,
gue, nesse sentido, seculariza — arrisquemos — 0s mosteiros, as abadias, os
conventos, os espacos de clausura e isolamento, que, tanto quanto voltar
para dentro de nés mesmos, nos fazem olhar para fora, para a natureza, para
o mistério da criacao divina. Estreitamente ligados a constituicdo do campo
cientifico, observatorios sao dispositivos que tornam laico — institucionalizam
e normatizam — o ato de contemplar, tendo em vista as novas demandas
da sociedade moderna. Para tanto, constituem uma série de mediacbes
gue nos separam — fisica e simbolicamente — do objeto de contemplacéo,
que agora pode ser chamado mais propriamente de objeto. A sua presenca
respondemos menos com evocacao, reveréncia e vidéncia do que, digamos,
com representacao, desejo de esclarecimento e conhecimento.

Nesse processo de radical separacdo entre sujeito e objeto, a
modernidade vai-se povoando desses dispositivos de observacao. Sejam
os dispositivos utilizados pela ciéncia, sejam aqueles reapropriados
pelo entretenimento; sejam as pequenas maquinetas ou as grandiosas
arquiteturas, eles participam de uma ampla transformacdo do olhar, que
implica fundamentalmente sua mobilizacdo. Em pelo menos dois sentidos,
o olhar é mobilizado: de um lado, percorre e explora o mundo em busca de
fragmentos que, tornados objetos, demandam investigacao, conhecimento,
disputam a atencdo. O olhar torna-se moével: aqui, vale notar com Jonathan
Crary®, a camera escura deixa de ser o dispositivo modelo da observacéo,
para dar lugar a uma série de outros que, dispersos e distribuidos,
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recodificam o olhar, buscando ampliar sua produtividade, conquistar e
manter sua atencdo, em constante gestéo.

Assim, para tornar-se movel (atendendo ao constante estimulo
vindo dos objetos da natureza e do espaco urbano), o olhar precisa deixar-
se mobilizar, atentar-se para um conjunto de normas, de procedimentos e
posturas acionados por essa gama crescente de dispositivos (tecnolégicos e
institucionais).

Observar, nesse sentido, significa nao apenas olhar para fora - o
sujeito separado do objeto da observacao - mas também olhar para dentro,
de forma a respeitar — observar — as regras que uma observacao interessada
nos impde. Como nos lembra ainda Crary em seu importante estudo, os
espectadores observamos ndo apenas 0s objetos de nossa observacao,
mas também as regras e os codigos que regulam nossa conduta como
observadores. Um espectador é também um observador, na medida em que
olha no interior de um repertério de possibilidades, mergulhado em um
sistema de convencoes e limitacdes®.

Um observatério (qualquer que seja) abriga assim, desde sempre,
dois “graus” de observacdo: o primeiro grau se refere ao sujeito que —
separado do mundo — o observa, fazendo dele objeto (como vimos, trata-se
de um sujeito cuja atencao é varidvel, disputada por uma diversidade de
objetos). Essa é acompanhada por uma observacao de segundo grau, por
meio da qual, ao observar o mundo & fora, observamos (no sentido de
cumprir, respeitar, introjetar) as normas que nos dizem como observar.
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Levando essa proposicao ao seu limite, dirlamos que o observatério constitui
tanto o objeto quanto o sujeito da observacao: ele é um dispositivo que
inventa a natureza (o “real”) no mesmo gesto em que inventa a perspectiva,
0 modo de observar; inventa o objeto, no mesmo gesto, portanto, em que
produz o sujeito da observacao por meio da normatizacdo de sua conduta.
Stricto sensu, 0 museu nao é um observatério: aquele se dedica as obras
de arte (ou, mais amplamente, aos acervos e as colecoes), enquanto este se
dedica a natureza, ao “real” e seus objetos. No entanto, em certo sentido,
sim, ele é um observatério: como instituicdo moderna, o museu convoca, em
suas praticas, os dois graus de observacdo, mais notadamente o segundo.
Mais voltado para dentro, o museu é um observatério que se mobiliza
internamente, estabelecendo as maneiras de se ordenarem os acervos, de
se observarem as obras, assim como as relacdes entre elas.

O museu pode ser definido assim como uma primeira e ampla
moldura que emoldura as molduras das obras, estabelecendo, antes de
tudo, um limite entre um dentro e um fora, a partir de procedimentos de
separacao e distincdo. Essa separacao é o que permite talvez a Jacques
Ranciére dizer, em outro contexto, que o museu é o lugar de uma arte
avarenta, alheia a riqueza sensivel da experiéncia cotidiana, esta que — Ia
fora — vive das trocas, dos deslocamentos e das misturas’.

Em segundo lugar, o museu estabelece as formas de organizacao,
distribuicao e as relacdes entre as obras, no interior de seu espaco (este
que, sem essa distribuicdo, é um espaco vazio, que se quer neutro). O
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esquadrinhamento do espaco e a distribuicdo das obras — a organizacao
interna do espaco — mobiliza também as formas de circulacao e fruicdo da
parte dos visitantes. Por fim, a organizagao interna do museu — seus critérios
de separacao e redistribuicao — contribui para regular os modos de circulacdo
e valoracdo das obras — como mercadorias — fora de seu espaco fisico e
institucional. Logicamente, essa moldura, esse dispositivo — aqui caracterizado
apressadamente — varia no tempo e se atualiza de maneiras diversas de
instituicdo para instituicao. Mas, para o que nos interessa, reiteremos que a
moldura do museu — que existe mesmo quando as obras transbordam suas
préprias molduras expandindo-se no espaco — regula, portanto, o seu dentro e
o seu fora, ao mesmo tempo, separando os objetos e 0s sujeitos da observacdo
—as obras e o0s espectadores — e 0s constituindo mutuamente.

Tudo isso para dizer que, se 0 museu é, em alguma medida, um
observatério, nao o é apenas pelo fato de que ali nés vemos — observamos
— as obras, mas, principalmente, porque essa observacao precisa observar
também os modos de observar (o que chamamos aqui uma observacao de
segundo grau): as categorizagdes, as distribuicdes, os roteiros de circulacdo
dos visitantes, sua postura e conduta no interior do espaco.

omo enunciamos em nossa hipotese, o encontro entre estes dois
dispositivos — museu:observatoério — promovido pela exposicdo de
Eduardo Coimbra no Museu de Arte da Pampulha faz com que o primeiro
se abra ao segundo na forma de uma modulacdo: o museu torna-se outro
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— torna-se um observatério —, mas esse outro ja lhe pertencia desde o
inicio como atributo. Se o museu é, desde sempre e em certo sentido, um
observatoério — observamos as obras assim como as normas para que essa
observacao se dé —aqui, a transformacao do museu em observatério se realiza,
primeiramente, pelo acirramento, pela intensificacdo desse processo em uma
espécie de observacdo de terceiro grau: trata-se do que costumamos chamar,
no ambito da experiéncia moderna, de reflexividade. No caso da exposicao
de Coimbra, ndo apenas observamos as obras, observando as normas de
conduta que o museu nos impde, como também e principalmente nos
observamos observando estas normas — estas que nos sao tornadas visiveis,
explicitas — por um gesto reflexivo. Na verdade, a obra se torna justamente
essa observacdo da observacao, essa percepcao de que nossa observagao
ndo é nunca ingénua, mas sempre amparada, ou melhor, mobilizada por
uma série de cdédigos, procedimentos, “regulagens”. Provocado pela obra,
nosso olhar se apercebe, entdo, como um olhar mobilizado.

Nesse sentido, a obra de Coimbra participa de uma genealogia
de experiéncias que, a partir de estratégias reflexivas, voltam-se menos a
criar obras a serem objeto de fruicdo nos museus (ou em outros espacos
destinados a arte) do que a problematizar os modos como essa fruicao é
organizada, mobilizada pelas instituicdes.

O trabalho de Coimbra, contudo, acrescenta a esse olhar reflexivo,
voltado para dentro da instituicdo, um olhar reflexivo enderecado ao
fora, interessado na paisagem do entorno, em seus tracos marcadamente
modernistas. Em Planos de Passagem, no Mezanino do Museu, o visitante
se depara com um espaco aparentemente vazio, sem qualquer obra a ser
vista. Mas, aos poucos, ele percebe que esse vazio é pontuado por dobras e
dobraduras que o modulam e o complexificam: as janelas ganham espelhos
gue, movimentados, produzem um jogo variavel entre o dentro e o fora; o
chao taqueado se desdobra em bancos; por sua vez, a paisagem modernista,
planificada e transparente do entorno — o complexo da Lagoa da Pampulha
— entra no Museu desconstruida por esse jogo de reflexos e refracoes,
ganhando assim certa opacidade. Por simples que sejam, essas pontuacoes
produzem um desarranjo, uma leve desorganizacao do nosso modo de olhar
e de nossa conduta no interior do Museu: em primeiro lugar, reiteramos,
ndo ha "obra” a ser vista; em segundo lugar, ndo sabemos bem como nos
portar no espaco (aparentemente) vazio; por fim, percebemos que se trata
justamente disso: desorganizado nosso modo de olhar, somos levados a
considerar como esse olhar é construido, mobilizado, normatizado: seja o
olhar que se volta para dentro, introjetando as normas que nos indicam
como apreciar uma obra de arte em um museu, seja o olhar que se volta
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para fora, ao cartao postal modernista do entorno, agora segmentado pelo
jogo de frestas, espelhos e dobradicas.

Trata-se mesmo de um dispositivo-dobradica que se volta tanto
para fora quanto para dentro, rebatendo um espaco no outro, tornando-os
probleméticos. O fora é problematizado naquilo que nos sugere de clareza,
precisdo, transparéncia, desejo de célculo e controle. O dentro, por sua vez,
se torna problematico como espaco institucional organizado, normativo, que
se quer puro e separado da dispersdo do fora (o cotidiano da cidade). Em
didlogo, ambos os espagos sdo postos em questdo por um olhar tornado
reflexivo (uma observacao em terceiro grau).

No Auditério, temos a obra Visivel Invisivel, um conjunto de oito
painéis fotograficos, dispostos em forma circular, iluminados por backlights.
Ali, a paisagem modernista do entorno do Museu é fotografada, ndao sem
gue se inclua na imagem, em uma dobra sutil, o préprio ponto de vista do
fotografo, do sujeito da fotografia. Trata-se de um panorama que realiza
materialmente a férmula reflexiva de um olhar que se vé vendo, de uma
paisagem capaz de incluir em si mesma o préprio observador. A operacao
classica de separacdo entre o sujeito que observa e o objeto da observacgao se
complexifica com a entrada do fotdégrafo em cena (fotografo que o dispositivo
fotografico habitualmente tende a manter invisivel).

No primeiro andar do Museu, por fim (em nosso percurso invertido),
Natureza da paisagem "continua”, no interior do prédio, o jardim do entorno
projetado por Burle Marx. Em um gesto simples, quase literal, a paisagem
invade o museu, que passa a abrigar o gramado circunstancial. Mantém-se
nesse caso a estratégia reflexiva, em um dispositivo que novamente articula —
implicando — o dentro e o fora: em um olhar direcionado ao fora, ressalta-se o
carater construido, projetado do jardim, como natureza artificializada. J& o olhar
direcionado ao dentro vé desestabilizada, circunstancialmente, a organizacao
interna do Museu, com a “infiltracao” (fisica e simbdlica) da natureza (que
sabemos, contudo, nao ser tdo natural assim). Essa desestabilizacdo se d& nao
s6 por conta da entrada do jardim no espaco construido — um prédio histoérico
tombado —, mas pela exigéncia de novas praticas para cuidar de um material —
um acervo — inusitado. Sera preciso, ao longo da exposicdo, cuidar do jardim,
tendo em vista suas demandas de luz, 4gua e poda.

Se interrompéssemos aqui nossa abordagem da obra de Eduardo
Coimbra, a manteriamos em um registro moderno, o que ndo é de todo
uma injustica: afinal, como vimos, ela trabalha com estratégias reflexivas
e comentarios criticos aos codigos, normas e procedimentos institucionais
(sejam aqueles internos ao museu, sejam aqueles tracados fora do prédio,
em seu entorno modernista). No entanto, parece-nos pouco demandar
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hoje que uma obra seja reflexiva: ha muito, tanto as instituicbes da arte
guanto os espectadores (e também o mercado) se habituaram aos gestos
critico-reflexivos, dominando seus cddigos e as estratégias para incorpora-
los (muitas vezes, os anulando). Poderiamos entdo avancar para pensar
como a obra de Coimbra sugere outros aspectos, para além dessa dimensao
reflexiva. Em varios sentidos, ela parece indicar ndo apenas uma observacao
de terceiro grau — o olhar que toma consciéncia de sua mobilizacdo —,
mas uma intensa complexificacdo do proprio ato de observar (em sua
configuragdo classica ou moderna). Dito de outro modo, os ambientes
criados por Coimbra nos levam a uma situacdo contemporanea, na qual
transformam-se intensamente sujeito e objeto da observacao, assim como
a relagcdo entre eles. De um lado, a natureza (objeto da observacdo) se
projeta e se revela incontornavelmente como artificio. De outro, a dimensao
normativa e cultural é naturalizada pelo sujeito da observacao. De um lado,
a observacao participa e constitui o objeto observado (no limite, a observacao
inventa a paisagem). De outro, a paisagem age em nés reinventando normas
e condutas; olhamos os objetos e somos olhados por eles, agimos sobre os
objetos e somos agidos por eles. E, além de tudo, esses processos — antes alvo
do pensamento critico-reflexivo — nos sdo, em grande medida, conhecidos,
habituais, cotidianos. Ou seja: ha muito nés aprendemos a conviver com
esses hibridos de natureza e cultura que, para autores como Bruno Latour?,
proliferam na mesma proporcao em que tentamos controla-los, separa-
los, purifica-los. Para além da reflexividade, a obra de Coimbra flerta assim
com essa situacao, que desconcerta tanto a observacdo quanto sua critica.
Situacao que nos exigiria ndo exatamente uma atitude antimoderna, mas o
exercicio constante da observacdo, ndo mais como aquilo que nos separa
do mundo, mas como algo que nos inclui e a partir do qual exercitamos,
inventamos as formas de vida e as formas do comum.

Eis assim, quem sabe, a funcdo dos dois pontos no titulo dessa
exposicdo e que, efetivamente, diz muito do que os trés trabalhos nos
propdem: ressaltar o observatério que o museu ja abriga em si, para
comentar reflexivamente sua normatividade interna assim como sua
paisagem externa, mas também e principalmente para mostrar uma
transformacao no préprio sentido do que seja hoje observar.

Como observatérios, serdo os museus capazes de se abrir a essa
transformacao?
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. Trata-se do ensaio A imanéncia absoluta (AGAMBEN, 2000), que, por sua vez, se refere ao ultimo texto

publicado por Gilles Deleuze antes de sua morte: A imanéncia: uma vida... Educacéo & realidade, Porto
Alegre, v. 27, n. 2, jul.-dez. 2002. p. 10-18.

. AGAMBEN, Giorgio. A imanéncia absoluta. In: Alliez, E. (Org.) Gilles Deleuze: uma vida filosofica. Sao Paulo:

Ed. 34, 2000, p. 172.

. Em Vida e morte da imagem (1994), Régis Debray ressalta a génese magica ou sagrada da imagem, esta

que, funcionando como idolo, torna presente (visivel) a divindade (invisivel). O autor recusa-se a denominar
contemplagdo essa pratica, na medida em que o olhar e a percepcdo ndo sdo seu principal critério. “O poder
da imagem ndo esta em sua visdo, mas em sua presenca.” (p. 221-222). Se continuamos adotando aqui

a nocao de contemplacao, é em seu sentido alargado, compreendendo uma pratica que envolve o olhar, o
engajamento corporal e um regime de crenca.

DEBRAY, Régis. Vida e morte da imagem. Petropolis: Ed. Vozes, 1994, p. 62.

. Cf. CRARY, Jonathan. Techniques of the observer: on vision and modernity in the nineteenth century.

Cambridge/London: MIT Press, 1992. Em outra chave, ver ainda a discussdo de Jacques Aumont - O olho
interminavel: cinema e pintura. Sao Paulo: Cosac Naify, 2004.

. No original: observare means “to conform one’s action, to comply with”, as in observing rules, codes,

regulations, and pratices. Though obviously one who sees, an observer is more importantly one who sees
within a precribed set of possibilities, one who is embebed in a system of conventions and limitations.(CRARY,
Jonathan. Techniques of the observer, Cambridge/London: MIT Press, 1992, p. 5-6).

RANCIERE, Jacques. A politica de Pedro Costa. In: Cabo, Ricardo (Ed.). Cem mil cigarros: os filmes de Pedro
Costa. Lisboa: Orfeu Negro, 2010.

LATOUR, Bruno. Jamais fomos modernos: ensaio de Antropologia Simétrica. Rio de Janeiro: Ed. 34, 1994.
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Arquitetura moderna e paisagem
Ana Luiza Nobre

ascinado pela imensidao do territério que encontra em sua primeira viagem
Fé América, em 1929, Le Corbusier desenha sem parar: edificios, cidades,
pessoas, rios, morros, favelas. O Pado de Aclcar surge em varios desenhos.
Um deles chama atencdo, em especial, pela relacdo que estabelece entre
arquitetura e natureza. Na verdade, sao quatro desenhos em sequéncia: o Pao
de Acucar; o Pao de Aclcar e uma palmeira; o Pao de Aclicar, uma palmeira
e uma arvore vistos por um homem sentado numa poltrona; e, por fim, o Pdo
de Acgucar, uma palmeira e uma arvore vistos por um homem sentado numa
poltrona, através de um grande plano de vidro.

A sequéncia desses desenhos é reveladora, ao mesmo tempo, da
concepcao de arquitetura e de paisagem de Le Corbusier, cujo pensamento
viria a constituir a baliza central da arquitetura moderna no Brasil. Porque a
paisagem, nesses desenhos, é claramente algo que se constroi pela arquitetura.
E neles reside a prépria definicio moderna da relagcdo entre arquitetura e
natureza: a arquitetura edita a natureza, ordena-a, lhe dé medida e sentido,
ao mesmo tempo em que dela se distingue ao se definir como produto de
cultura, isto ¢, da técnica e da razdo humana.

Sentado comodamente numa poltrona, Unica peca de mobilidrio
num interior luminoso e asséptico, inteiramente projetado, dimensionado
e controlado, o homem de Le Corbusier contempla a natureza através da
arquitetura. Assim, ele se recorta da brutalidade que o cerca e se resguarda dos
excessos antes temiveis dos Tropicos (sua vastiddo e desmedida de sol, chuva,
vegetacao, poeira, insetos, etc.). Mas escapa do isolamento ao alcancar com
os olhos essa mesma natureza - agora acrescida de valor - através do anteparo
de vidro instalado diante de si: ndo uma janela, paradigma do ilusionismo
perspectivo, e sim um pano de vidro, paradigma do espaco moderno em
arquitetura. E como se esse homem dissesse: arquitetura e paisagem sao ambas
produtos do meu intelecto. Ou: “paisagem é cultura, antes de ser natureza”'.



Mas se toda paisagem pressupde movimento — insinuado pelo navio que cruza
a baia no primeiro desenho, ou pela vegetacdo que emoldura a massa do
Pao de Acucar nos desenhos posteriores -, esta tende a estabilidade. Ndo ha
qualquer sinal de turbuléncia, desequilibrio ou entropia. Nem agora nem mais
adiante. E como se ali, no interior da arquitetura, a movimentacdo incessante
da natureza estivesse finalmente dominada e domesticada.

Cabe a arquitetura, afinal, estabilizar a paisagem. No Brasil, no
entanto, serd preciso ainda estabilizar o solo. E é isso o que fazem os jardins,
ou melhor, as composicoes paisagisticas de Roberto Burle Marx: com seu
alto grau de estruturacao, eles oferecem uma base em estado de equilibrio
imprescindivel para o desenvolvimento da arquitetura moderna num meio
fisico e cultural tao instavel quanto incerto, amorfo e resistente a qualquer
configuracao estavel.

Dai o enorme trabalho - nem sempre evidente a primeira vista -
depositado em seus jardins, em nome do projeto de disciplinar e civilizar uma
natureza que nao se submete facilmente a vontade humana. Na Residéncia
Edmundo Cavanellas, por exemplo, projetada por Oscar Niemeyer em Pedro
do Rio (1954), o tabuleiro de grama bem delimitado e podado, remete, no
fundo, a tradicdo do jardim classico francés: um jardim que ndo quer se
deixar contaminar e conta com um regime severo de manutencdo - como
boa parte da arquitetura moderna no Brasil, alids. Porque de fato ndo sdo
poucas as obras modernas no Brasil que tendem a ignorar o fluxo do tempo
(ao insistir em viver num eterno presente, como em Niemeyer) ou a reduzir sua
significacdo (ao pressupor uma manutencao permanente a ser mantida a todo
custo, como no caso dos irméos Roberto).

O entendimento desse problema, por Burle Marx, ajuda a explicar
seu absoluto protagonismo no quadro da arquitetura moderna no Brasil. Se
ha outros que se dedicam simultaneamente ao paisagismo no Pais, como
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& Le Corbusier. Rio de Janeiro, 1929.
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Mina Klabin ou Waldemar Cordeiro, sua atuacdo ¢ infinitamente mais
pontual e discreta, e em muitos sentidos incomparavel com a dimensao
publica tomada pela obra de Burle Marx.

H&, em todo caso, um conjunto de questdes que imbricam arquitetura
moderna e paisagem no Brasil de uma maneira muito singular dentro do quadro
mais amplo da modernidade arquiteténica. Por isso, se em principio pode
surpreender a auséncia de referéncia a Burle Marx em Le Corbusier, é preciso
considerar o quanto a concepgao de paisagem de um e outro vao se mostrar, na
verdade, bem distintas. Formado no ambiente cultural europeu, o pensamento
de Le Corbusier se desenvolve sobre um solo profundamente moldado — e no seu
entender, contaminado — por uma tradicdo urbana da qual o objeto arquitetonico
precisara se desvencilhar, numa estratégia simultanea de depuracao formal. Dai o
recurso ao pilotis, a elevar o objeto arquitetonico do solo e recortar gestalticamente
sua forma pura contra um céu e um solo ilimitados e indistintos, um fundo neutro
e uniforme que Le Corbusier prefere chamar simplesmente de “espaco verde” -
por oposicao a toda uma tradicao paisagistica e a propria nocao de jardim, entao
amplamente associada ao Movimento das Cidades-jardim, que se quer deixar
para tras’. Pode-se ainda suspender o verde, em terracos-solarios concebidos
como um solo artificial ou a quinta fachada do volume edificado, como na Villa
Savoye (1928). Ou, entdo, simplesmente dispor “algumas belas arvores” diante
das “fachadas limpidas”® — &rvores, e ndo jardins; i.e, elementos verticais que
servem de contraponto a horizontalidade das janelas corridas identificadas pelo
proprio Le Corbusier como um dos principios da nova arquitetura.
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< Lucio Costa. Casa E. G. Fontes, 1930.

No Brasil, porém, jardim e edificio se interpenetram, se fundem, e até se
confundem, acentuando ainda mais o grau de reversibilidade entre interior
e exterior reivindicado pela arquitetura moderna. Isso pode ser observado
ja em 1930, nos desenhos de Lucio Costa para a segunda versao da Casa
Fontes, em que as colunas soltas, que poderiam ter sido extraidas da Villa
Savoye, se mostram inteiramente tomadas por trepadeiras. Aqui, entao, ja
nao bastarad projetar apenas o edificio; sera preciso projetar também o solo
— recriando-o, em certo sentido, como quem oferece uma plataforma segura
para a arquitetura moderna, a conter/limitar um horizonte amplo demais, e
um meio afinal resistente a qualquer formalizacéo.

Os problemas surgem quando essa concepcao de paisagem,
essencialmente moderna, se encontra com uma concepcao contemporanea de
arte. O resultado pode ser desastroso, como em Inhotim, onde o paisagismo
de Burle Marx tende a enquadrar obras que ndo suportam enquadramento.
Ndo é o que acontece com o trabalho de Eduardo Coimbra na Pampulha,
porém, no qual a discussdo do conceito moderno de paisagem e a adesao a
arquitetura, ja intrinsecos a sua pratica artistica, se reapresentam, prontos a
desacomodar agora limites e conceitos modelados pela arquitetura moderna,
num de seus espacos mais célebres.

De saida, ndo ha nenhuma intervencdo marcante na paisagem criada
por Niemeyer e Burle Marx que se mantém intacta, fiel & sua condicdo de
monumento. Sé a entrada do cassino/museu 0 jogo comeca, enquanto a
nocao moderna de paisagem vai sendo desafiada, junto com conceitos centrais
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a arquitetura moderna. A operacao envolve deslocamento e transposicao/
transplantacdo: de limites estabelecidos, que se veem continuamente
tensionados e revertidos; de materiais heterogéneos (plastico, terra, grama),
que sao levados do exterior para o interior; da vista, que desliza sem pausa
entre os muitos recortes da Pampulha, em busca de estabilidade.

E a mesma estabilidade que buscamos ao por os pés no Museu, onde
basta um pequeno descuido, um passo em falso, para tropecar nos vasinhos
cheios de grama que invadem o hall. Vasos ou copos? Dificil decidir. Nem bem
vasos, nem copos. Tampouco potes, talvez vasilhames. Em todo caso, pequenos
recipientes descartaveis, de plastico transparente, que, se na sua distribuicao
sobre o piso conformam um suave tapete verde interrompido apenas pela linha
sinuosa que prolonga as curvas de Burle Marx e Niemeyer, em sua elementaridade
e vulgaridade violam a escala e a excepcionalidade da Pampulha, e por pouco
nao a profanam. Inversamente ao carater atemporal e fortemente autoral do
conjunto arquitetodnico-paisagistico da Pampulha, sao recipientes produzidos
e consumidos em massa, que podem ser encontrados no supermercado, por
quase nada, e ninguém espera que durem muito. Pobres e inexpressivos,
frageis e banais, sequer se prestam a reutilizacdo, e em todo caso ndo parecem
dignos da obra de Burle Marx e Niemeyer — esta, sim, destinada a eternidade.
Refuncionalizados, guardam fragmentos vivos da paisagem da Pampulha, como
miniaturas impréprias do jardim circunstante, cuja grandeza subvertem. Diante
das curvas geometrizadas dos jardins de Burle Marx, das massas de concreto,
da forma unitéaria, do gesto desenvolto e dos esforcos estruturais da arquitetura
de Niemeyer, surpreendem por sua descontinuidade, auséncia de densidade
e coesdo — em que, por outro lado, também se reconhece aquela recusa ao
enraizamento que caracteriza boa parte da arquitetura de Niemeyer.

Carregado para dentro do Museu, o verde sem raizes desconcerta, ao
deixar para tras as variacoes e combinacoes (de cores, tons, texturas, espécies)
gue animam as composicoes paisagisticas de Burle Marx. E, mais uma vez, a
operacdo do artista sobre a paisagem se da por meio de materiais em tudo
alheios a arquitetura que a constitui: a fita adesiva, no Museu de Arte Moderna
do Rio de Janeiro (Colagem, 2000); a terra, no Museu de Arte Contemporanea de
Niteroi (Invencdo da Paisagem, 1998); 0s Copos - OuU O que quer que sejam - aqui.
Séo materiais rebaixados, efémeros e instaveis, que transgridem a eternidade
e a estabilidade reivindicadas pela arquitetura moderna, e até ousam zombar
dela. Mas também reacendem nosso olhar sobre obras que, de tdo consagradas,
comecam a correr o risco de cristalizacao.

Embaralhada por meio de multiplos mecanismos 6pticos, a paisagem
cuidadosamente construida por Niemeyer e Burle Marx perde, afinal, muito
da sua distincdo na ocupacado progressiva dos espacos do Museu: da grama
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gue invade e atravessa o hall de entrada aos espelhos no espaco suspenso do
Mezanino e daf as caixas de luz, no escuro do Auditério. E se, ai, a paisagem
sucessivamente recortada e fragmentada finalmente se reintegra numa
visdo panoramica, agora o que perturba é a luminosidade estranha das
fotografias, emitida por uma fonte de luz artificial oculta por tras dos painéis
e intensificada pela completa auséncia de aberturas para o exterior. Quanto
mais tempo dedicamos a observacao dessas fotografias (oito fotografias de
grande extensao, atuando em pares justapostos), mais elas vdo ganhando
contornos e se deixando ver. Mas as formas exuberantes de Niemeyer e
Burle Marx acabam sendo amortecidas e o que vemos ja ndo é senao a
atmosfera resultante da média ponderada e quase monocromatica de todos
os elementos que compdem a paisagem da Pampulha hoje: os jardins, as
pedras, o céu, a d4gua, a arquitetura de Niemeyer e as construcoes anddinas
do entorno. Sem profundidade, as imagens forcam o corpo de novo para
fora, em busca de ar fresco e luz natural. Assim, a paisagem é todo o tempo
reposta em funcionamento, ao se ver atravessada pelo estimulo constante
dos olhos de quem procura, em vdo, um ponto estavel nesse ambiguo
museu/cassino/observatorio, fadado a uma vida breve.

Desse modo, a interrupcdo do sentido de permanéncia e
contemplacdo tradicionalmente associado tanto ao museu quanto a
paisagem nao s6 impede a postura contemplativa do homem corbusieriano,
como também desafia o conservadorismo das instituicdes museoldgicas.
Mesmo o banco aparentemente mais trivial, situado diante do pano de vidro
do Mezanino, é trucado, como se fosse possivel livra-lo de sua identidade
funcional, junto com os copos (?) no térreo.

Até quando esses copinhos estardo aqui? Imagino que a matéria
organica contida neles vai acabar rompendo suas ténues paredes de plastico
e tenho vontade de leva-los para casa e oferecer-lhes novo estatuto, como
um souvenir improvavel da Pampulha. Parecem tao vulneraveis e disponiveis
que por pouco ndo me agacho para tomar um deles, qualquer um deles.
Mas provavelmente ndo terei decisdo sobre seu fim iminente e eles serdo
simplesmente descartados, cumprindo assim o destino talvez inescapavel da
arte no mundo contemporaneo.

1. SCHAMA, Simon Michael. Paisagem e Memdria. S&o Paulo: Companhia das Letras, 1996. p.70.

2. Originado na Inglaterra no final do séc XIX, por obra de Ebenezer Howard, e considerado passadista por Le
Corbusier, por propor uma alternativa para as grandes cidades com base em atrativos da vida no campo.

3. LE CORBUSIER. Precisdes sobre um estado presente da arquitetura e do urbanismo. Sdo Paulo: Cosac Naify, 2004, p.68
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A mesma paisagem, inventada e destruida pela fotografia
Joerg Bader e Mabe Bethénico

Os viajantes naturalistas alemaes Martius e Spyx, em Viagem pelo Brasil
(1817-1820), falavam de Minas Gerais como os “Alpes Tropicais” ou
os “Tropicos Alpestres”. Assim se inventam mundos, nomeando-o0s, como
os préprios Alpes: uma construcdo cultural tanto quanto as Minas Gerais.
Os Alpes comecaram a “existir” primeiro através da ciéncia e da literatura
dos enciclopedistas, posteriormente através da pintura, e apenas na segunda
parte do século XIX através da fotografia. Hoje, a fotografia, entre outros
fatores, participa da “destruicao” dos Alpes.

Os Alpes na Suica, onde um de no6s nasceu (JB), estdo
ideologicamente ocupados por conservadores. Faziam parte dos
calendarios dos avds convencidos de que, gracas aos Alpes e seus bunkers,
Hitler ndo atacou a Suica. Mas os suicos deixaram passar pelo tunel de
St. Gotthard todo o trafego do eixo Berlim-Roma e, em 1944, as forcas
armadas da Wehrmacht, depois da sua derrota na Italia. Hoje em dia, os
Alpes sdo a maior atracao para os estrangeiros, enquanto seu imaginario é
instrumentalizado por partidos politicos que lutam contra os imigrantes e
fazem suas convencoes partidarias nos Alpes.

Os Alpes provocavam para os nascidos na década de 1940 e 50 um
sentimento de cerceamento. Nao somente espacial, mas também mental.
Assim, nao é surpresa que os jovens, nas violentas revoltas de 1980 e 81,
tinham, entre outras, a ideia de cortar as montanhas. Anunciavam o slogan:
“FREIE SICHT AUFS MITTELMEER" — "VISTA LIVRE SOBRE O MEDITERRANEQ".
Para eles, marcados pelo protestantismo puro e duro, a vida ideal estava do
outro lado dos Alpes, na Franca, e especialmente na Itdlia nos anos 1970. Uma
vida marcada por politicas de esquerda radical e boa comida, com gente que
sabia se vestir, com intelectuais criticos que tinham impacto sobre a sociedade
e com uma excelente arte cinematogréafica. O Eden era do outro lado dos
Alpes, ao contrario dos europeus dos séculos XVIIl e XIX, para quem os Alpes
eram o lugar onde os homens viviam simplesmente e sem pecado, numa
espécie de Arcadia Alpina.



A verdadeira descoberta dos Alpes pelas elites europeias se deu durante
o século XVIII. Essa evolucao foi possivel gracas a mudanca da percepcao
do tempo e do espaco do Renascimento. Antes do século XVII qualquer
tipo de montanha era vista como uma ameaca pelas pessoas das planicies.
Os progressos na geologia foram um tanto quanto importantes: por essa
ciéncia os Alpes se tornaram dominio de pesquisas fundamentais para se
compreender a histéria da Terra. As ciéncias naturais ascendentes formaram
a base do interesse pelos Alpes como novo objeto de estudo, o Laboratoire de
la Nature, como disse Horace-Bénédict de Saussure. Mas os enciclopedistas
admiravam também os Alpes como material literario e ainda os adoravam
por sua beleza sublime.

Assim o génio universal de Berna, Albrecht von Haller, marca as elites
cultas com seu poema Die Alpen, de 1732, traduzido para muitos idiomas e
com dez edicdes na Franca entre 1749 e 1772, tendo sido na Alemanha o livro
mais vendido durante 20 anos. O frontispicio feito por David Herrliberger com
10 medalhdes traz vales e montanhas e as inscricbes: “Poema sobre a beleza
e utilidade dos Alpes suicos” e “La Helvetia considerada em suas montanhas
e Alpes, fonte de sua alegria”. Outro escrito literario que muito transformou a
visao antiga, cheia de medo das montanhas tanto quanto de seus habitantes, foi
Julie ou La Nouvelle Heloise, de Jean-Jacques Rousseau, o filésofo das luzes de
Genebra. Assim, as pessoas cultas do século XVIIl aprenderam sobre a “mistura
de natureza selvagem e da natureza cultivada em Valais”, com Rousseau.

Regularmente, Haller solicitava a Horace-Benedict de Saussure, jovem
cientista natural de Genebra, que |lhe enviasse ervas e plantas dos Alpes. Ele
até mesmo indicava locais precisos nos Alpes Savoie, sem sequer ter estado ali.
De Saussure se tornou com o tempo um importante gedlogo e glaciologista,
e foi o primeiro cientista a chegar ao topo do Mont-Blanc (Savoie), em 1787,
a montanha mais alta da Europa e dos Alpes. De Saussure corrigiu a altura do
Mont-Blanc; sua obra Viagens nos Alpes foi publicada em quatro volumes, o
primeiro estudo geolédgico detalhado dos Alpes [1779-86].
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Os pintores seguem 0s passos dos poetas e cientistas, como, por exemplo,
Johann Wolfgang Goethe, que teve grande interesse pelos Alpes. E eram,
sobretudo, os Alpes suicos - o local ideal do sublime romantico. Os primeiros
tiveram uma visdo bastante naturalista, com direta influéncia dos cientistas.
Os conhecidos pintores suicos Caspar Wolf - que descobre a pintura de
paisagem alpina nos saldes de Paris entre 1769 e 1771 e - Johann Heinrich
W(st introduzem o universo alpestre na pintura suica.

Wolf faz para o editor Abraham Wagner, de Berna, uma série
de paisagens das altas montanhas. Wagner vende nas grandes cidades
europeias suas vistas de um universo selvagem e preservado, em forma de
obras gréficas. “Irdo suscitar inevitavelmente o desejo de violar esse espaco
virgem. Elas foram a origem da destruicdo da paisagem alpina suica”, como
escreve Hans Christoph von Tavel em seu livro L'lconographie nationale, em
1991 (0 mesmo se pode dizer também das primeiras representacoes da
paisagem brasileira a partir das mesmas datas). Mais tarde, no inicio do
século XIX, a visao romantica, com sua estética do sublime, uma mistura
de repulsa das forcas da natureza e ao mesmo tempo uma atracao por sua
beleza “selvagem”, transformou a representacao dos Alpes em uma coisa
mistificada, como faz Carl Gustav Carus, que a partir de 1817 foi grande
amigo do mais conhecido pintor romantico, Caspar David Friedrich.

Se a literatura das Luzes foi a primeira revelacdo dos Alpes para
uma grande parte da elite culta, os Alpes viraram moda para as massas a
partir de 1880, com o romance Heidi, de Johanna Spyri. No entanto, ainda
mais responsavel pela divulgacdo do mito Alpes tem sido sua representacao
fotografica. A fotografia, que teve possibilidades de representar em detalhes a
paisagem alpina como um instrumento cientifico, ganhou sobre a pintura com
sua tendéncia mistificadora e fez o grande trabalho de popularizacdo. Dessa
vez, os artistas importantes ndo vieram da regido que fala alemao, mas da que
fala francés. Alguns deles eram de Paris, como, por exemplo, os irmaos Bisson,
famosos nos anos 1940 e 1950 como fotdgrafos de retratos, antes de virem a
ser os primeiros fotdgrafos dos Alpes, através de um encargo por Napoledo |l
para fotografarem o Mont-Blanc (1861 e 1862).

Adolphe Braun foi de Paris a Mulhouse; primeiro construiu sua
reputacdo com reproducdes de desenhos e, depois, pinturas dos mais
importantes museus da Europa. Entre 1866 e 1870 explorou os Alpes da Suica
e Savoie. O verdadeiro pioneiro de todos foi provavelmente Aimé Civiale. “Sua
tentativa de uma cobertura fotografica completa dos altos Alpes parece um
projeto peculiar a primeira vista”, escreve Jan von Beven'. “Desenvolvido entre
1859 e 1868, este projeto se tornou a mais antiga tentativa de introduzir a
fotografia como meio de estudo das ciéncias da Terra. Mas, por mais precisa e
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determinada que a abordagem de Civiale pareca, ainda era pouco claro naquela
época como exatamente a fotografia poderia ser Util para a geologia.”

O turismo que se iniciou a partir desse periodo foi, até mais ou menos
a época pos-guerra, privilégio dos ricos, com os banhos termais no verdo. A
invencao dos esportes de inverno se iniciou entre as guerras. Nesse contexto,
em St. Moritz ocorreram os Jogos Olimpicos de inverno duas vezes, em 1928
e 1948. Simultaneamente, 0s suicos, com a ameaca da invasdo dos poderes do
Eixo Berlim-Roma, aumentam a rede de bunkers nos Alpes. Essas construcdes em
concreto imitam a natureza ao redor, em forma de picos, pedras, cortes de rocha,
ou ainda pinheiros, casas de fazendas e casebres, como Leo Fabrizio, fotégrafo
de Lausanne, fotografa através de toda a Suica. O trabalho de identificacdo do
gue é imitacdo de construcdes e elementos da natureza s6 foi possivel uma vez
gue os militares abandonaram os bunkers como estratégia da defesa depois de
1992. Assim, a imagem perfeita dos Alpes permanecia aparentemente intocada,
a protecdo camuflada servindo a intengdes militares, enquanto em tempos de paz
servia a interesses turisticos. Ainda que houvesse perfeitas camuflagens, outras
construcdes monumentais modificaram seriamente a paisagem alpina no pds-
guerra - as barragens de dgua para producao de energia elétrica.

Um dos ultimos grandes fluxos de turistas estrangeiros nos Alpes é de
indianos, devido a tensdes politicas na regido de Cashmere, especialmente nos
anos 1990 e primeiros anos de 2000. Como todos os filmes de Bollywood tém
cenas de lua-de-mel nas montanhas, os produtores indianos preferem mais e
mais os Alpes por razdes de seguranca, e registram essas cenas nos Alpes suicos.
Entre os anos 1995 até 2010 foram feitos 120 filmes; o turismo indiano na Suica
aumentava proporcionalmente!

O artista Jules Spinatsch, no contexto da exposicao Shifting ldentities,
que lidava com questées de migracdo em 2008, na Kunsthaus Zurich,
apresentou fotografias de Toni Camenzind, proprietério do Studio Titlis, que fica
no topo da montanha de mesmo nome. Pela primeira vez, o artista apresenta
fotografias feitas por outro autor, mas sua pesquisa, de longa trajetéria, se
volta desde 2003 para intervencdes relacionadas aos esportes de inverno nos
Alpes; ndo sé na Suica, mas também na Austria, Franca e Itélia. A série Snow
Management registra desde as preparacdes de pistas de esqui artificiais até
ossos artificiais usados como dispositivos de seguranca durante competicoes
de esqui. Ele trabalha sobre a desmistificacdo da “natureza sublime dos Alpes”,
ao contrario do que faz a propaganda turistica ha centenas de anos.

Enquanto isso, o turismo intensivo dos nossos dias se torna, entre
outros aspectos, uma ameaca para a paisagem alpina especialmente devido ao
turismo de inverno e ao aquecimento global. Como a neve ndo mais cai durante
todo o inverno, como calculado pelas companhias hoteleiras e empresas
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de transporte ferrovidrio das montanhas, as empresas de turismo precisam
produzir neve artificial e gelo nas pistas para assegurar a vinda de publico.
Os artistas Jules Spinatsch e Lois Hechenblaikner observam esse cenario
atentamente. O trabalho de Hechenblaikner se inscreve exclusivamente no
Tyrol austriaco, onde ele vive, e em todas as estacdes do ano; ao contrario de
Spinatsch, que registra sempre o inverno, mas em todos os Alpes (Austria,
Franca ltalia e Suica).

A série mais conhecida de Hechenblaikner é uma dupla projecdo. A
esquerda, um arquivo de fotografias em branco e preto de um engenheiro
agricola dos anos 1950 e 1960 com cenas idilicas da vida dos fazendeiros da
montanha. A direita, imagens dos dias de hoje que possuem equivaléncias
formais com as primeiras. Por exemplo, enquanto na imagem da direita
existem duas maquinas cuspindo neve artificial, a esquerda vé-se um
fazendeiro aguando no verdo um pasto de grama verde.

Jules Spinatsch e Lois Hechenblaikner nos oferecem uma vista
dos Alpes que nao corresponde mais a visao dos enciclopedistas ou dos
romanticos. Os Alpes nao somente estdo “domesticados”; a constatacao
dos dois fotégrafos é o resultado da mercantilizacdo do esporte e do tempo
livre. A destruicao dos Alpes pela fotografia resulta da transformacdo dos
Alpes em um lugar de espetaculo, com festas noturnas gigantescas com
balés de tratores de neve e projecdo sobre as pistas de esqui, como se fossem
grandes telas. Como todo espaco publico, transformaram-se em um lugar da
publicidade especialmente durante o ultraliberalismo.

Estamos em plena desrealizacdo da realidade. A classe média vai
aos Alpes para ver imagens animadas maiores do que em suas televisdes. Por
outro lado, as televisdes que transmitem as imagens das competicoes alpinas
nas cidades ndo necessitam de muita gente para fingir o publico. Mas para
os dois publicos - as pessoas diante dos monitores nas cidades e as pessoas
nas montanhas -, os Alpes sdo um simples receptaculo para um enorme
espetdculo mercantil; cendrio para divertimento, como nas fotografias do
Studio Titlis. Titlis € uma das montanhas mais famosas da Suica, mas turistas
estrangeiros em roupa folclérica suica sao fotografados tendo ao fundo uma
fotografia do panorama alpestre.

Assim, os fotdgrafos aqui mencionados ndo se interessam mais pelos
aspectos geograficos da montanha que marcaram as pessoas do passado;
agora eles se interessam por questdes da destruicdo da representacao
tradicional. Se o tempo guiava as emocdes do pintor romantico, que esperava
virem as nuvens dramaticas e a forte tempestade, os artistas registram a
sangue frio como o turismo organiza a natureza por razdes econdémicas,
seguindo seu desejo capitalista.
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Epilogo
Ainda que seu formato seja uma heranca da pintura, a maior ligacdo entre
paisagem e fotografia encontra sua expressao no panorama. Isso nos leva
aos “Alpes tropicais” e, mais precisamente, ao Museu de Arte da Pampulha.
Da sua propria maneira, interferindo no espaco do Museu, Eduardo Coimbra
recorre ao panorama de modo distinto do estudio fotografico comercial situado
no topo da montanha suica Titlis. No Auditoério, antiga boate do cassino de
Niemeyer, o panorama reproduzindo vistas da lagoa tem imagens de excelente
definicdo e trazem a luz muito branca do céu de Minas Gerais, realcada
pelo grande numero de lampadas detras dos painéis, capazes de revelar a
paisagem dentro da sala escura. Se retiramos essas imagens do espaco,
vemos praticamente as mesmas cenas através dos vidros do Museu. Podemos
dizer, nesse caso, de uma ilusao contraria a do Studio Titlis. Se quebramos as
paredes de fundo do esttdio no topo da montanha Titlis, ndo veriamos a Titlis
representada no painel de fundo do estudio; veriamos as montanhas vizinhas.
Diante da reproducdo da montanha em que posam em Titlis,
os turistas fotografados em roupas folcléricas suicas, principalmente
estrangeiros de todos os continentes, diferem-se das adolescentes, noivas
ou casais mineiros que, desejosos de terem suas melhores fotografias, ndo
recorreriam a se postar em frente ao panorama no Auditério do Museu de
Arte da Pampulha, tendo diante de si 0 panorama real das mesmas cenas a
céu aberto! Se o panorama de Titlis, de Toni Camenzind, serve unicamente a
interesses econdmicos, o panorama da Pampulha de Eduardo Coimbra é um
gesto artistico, desinteressado, questionando a funcao do Museu como caixa
de ilusdes, produtora de representacoes socialmente mais validas.

1. Counting on the Unexpected: Aimé Civial’s Mountain Photography. Science in Context, N° 22, 2009.
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Conversa publica com Eduardo Coimbra
Museu de Arte da Pampulha, 14 de novembro de 2011

Renata Marquez: Dando continuidade a programacao de hoje, gostaria
de dizer, para quem esta visitando a exposicdo pela primeira vez, que o
Auditério do Museu nao estd configurado assim no dia a dia da exposicao.
Recolocamos as cadeiras originais especialmente para esta conversa, pois o
trabalho Visivel Invisivel ocupa plenamente o espaco, formando uma espécie
de diorama que problematiza a configuracdo panoramica.

Antes de iniciar a conversa aberta a participacdo de todos, gostaria
de fazer um breve comentério sobre a apresentacdo da Ana Luiza Nobre e do
Joerg Bader, resgatando uma relacdo que ambos construiram: a condicdo de
artificialidade da paisagem. Um rapido raciocinio para descartar a hipdtese
de que a paisagem seria 0 que terfamos de mais proximo da natureza. Essa
correspondéncia foi desmontada pelos dois através da no¢ao de que a paisagem
é sempre um filtro cultural, a natureza virada discurso: e isso esta muito presente
no trabalho do Eduardo, essa tensdo irresoluta entre o artificial e o natural. Sobre
Visivel Invisivel, por exemplo, foi curioso o Joerg dizer que viu pela primeira vez
representada a luz natural da paisagem brasileira sem os clichés publicitarios
usuais. O referido trabalho é constituido por fotografias em backlight
iluminadas, paradoxalmente, por mais de 160 lampadas fluorescentes! E até
mesmo Natureza da Paisagem, voltando as imagens do jardim modernista que

70



a Ana Luiza nos trouxe, apresenta-se como artificialidade. A grama é o que ha
de mais longe de natureza, a grama é um plano arquitetonico, ela é o contrario
de floresta, o contrario de descontrole, o contrario de espontaneidade. Aqui, a
grama entra no edificio, mas ela é um desenho, um projeto de sobrevivéncia
que carrega o viés de artificialidade o tempo todo. Paralelamente, a prépria ideia
de trazer a grama para dentro do Museu sugere a nocao de uma amostragem
posta em um ambiente controlado, enquadrada para ser estudada. Lembro-me
aqui das palavras de Michel Foucault: s6 se pode aceder ao sistema natural apds
se ter estabelecido com certeza um sistema artificial...

A partir dai podemos falar sobre o titulo Museu:observatorio. O
Edu tem, ha muitos anos, se interessado pela paisagem como imagem e
matéria. Entretanto, desde o inicio do nosso didlogo, propus deslocar a
preponderancia do termo paisagem. Evitamos que o titulo da exposicao
incluisse essa palavra justamente para poder trazer outros aspectos inerentes
a paisagem que ndo o aspecto da contemplacao passiva a ela diretamente
associado. A ideia do Museu:observatdrio traz essa outra possibilidade de
entender o ato de ver, o ato de contemplar, ndo sé como um ato quase
natural e espontaneo — para aqueles que enxergam —, mas a ideia de
observar como o ato de ver + conhecer. Se pensarmos em um observatoério,
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trata-se de um lugar ndo de contemplar simplesmente, mas de selecionar,
recortar, nomear, codificar — entdo ocorrem processos de entendimento
daquilo que é visto, de construcdo de artificios. O Museu:observatdrio
pretende criar esse deslocamento do entendimento da paisagem. Também,
é claro, quando acoplamos as palavras museu e observatorio, criamos uma
entidade hibrida, ambigua, uma coisa que se transforma na outra e que
volta a ser aquela coisa primeira. Aflora o desdobramento do museu que
é também um lugar de contemplacao, lugar de ver — e como é que esse
lugar pode se transformar em lugar do entender com o prolongamento da
analise? Ai chegamos num ponto cujo foco estd na aproximacao, nao sem
certo conflito, da arte para com a ciéncia. Gostaria que o Edu falasse um
pouco sobre isso. Vocé reconhece essa proximidade da arte e da ciéncia no
seu trabalho? Como é que vocé entendeu essa proposta de pensa-lo através
do observatorio, do Museu:observatorio?

Eduardo Coimbra: Primeiramente, boa tarde a todos! Queria agradecer a
Renata o convite, a Rute e a Tereza, o apoio, e a todo pessoal do Museu que
se esforcou ao maximo para conseguirmos fazer esta exposicdo. Estou muito
feliz de ter feito este trabalho. Agradeco a vocés presentes, bem como a Ana
Luiza e ao Joerg.

Quando a Renata me convidou para pensar um trabalho para ca
— que acabamos desenvolvendo juntos —, vi nesse lugar uma oportunidade
instigante para aprofundar varias relacbes entre paisagem e arquitetura
que tenho trabalhado nos ultimos doze anos. Minha ideia era propor
uma intervencao que potencializasse coisas que ja estavam ali, na relacao
da arquitetura com o exterior. Gosto da ideia do Museu:observatoério, do
museu como ponto de vista, local para uma experiéncia ativa, de analise.
Achei interessante propor situacdes para uma contemplacao investigativa,
uma abordagem ndo passiva da paisagem que promova esse cruzamento
de que vocé fala, de observador de arte e observatério do mundo. A tensao
interessante do embate entre arte e ciéncia é que o objetivo da ciéncia é
buscar respostas e o da arte é fazer aflorar questoes.

Ao longo da minha pesquisa sobre paisagem, vi o que foi muito
bem levantado pelo Joerg, quando falou sobre a origem da paisagem - a
ideia de paisagem, desde quando surgiu na Renascenca, era uma maneira
de o homem espelhar, representar e entender o mundo no qual vivia.
Assim, a ideia de paisagem ja trazia em si a representacdo e a realidade
juntas, uma ambiguidade intrinseca. Por isso a paisagem é um recorte,
uma construcdo, uma interpretacdo. A paisagem como uma coisa real e ao
mesmo tempo sua representacao, indo da matéria a imagem, é algo com
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que tenho trabalhado de muitas maneiras, desde o uso da fotografia ao
de materiais vivos, como temos aqui nesta exposicdo. Outro enfoque com
gue tenho trabalhado é a condicdo de a paisagem sé existir quando alguém
a vé — se nao existe alguém para ver a paisagem, nao existe paisagem. O
trabalho em que estamos inseridos aqui, Visivel Invisivel, é uma evidéncia do
ato fenomenolégico de estar em uma paisagem. Ver uma paisagem ¢é fazer
parte de um fendmeno que estd acontecendo ali a sua volta. H& um lado
cientifico, calculado, na concepcao e realizacao do trabalho e na apropriacdo
espacial para sua montagem: sao pares simultaneos de imagens, a parte
de baixo foi toda tomada aqui de cima da laje do Auditério em direcao
ao entorno da Lagoa da Pampulha e as fotos de cima, que fazem par com
elas, sdo visdes de fotégrafos que estavam posicionados do outro lado da
lagoa, pares em cliques instantaneos. Entdo cada imagem mostra o que é
o invisivel da outra, o que o olho nao vé, o que esta atras de si, usando
essa circularidade para falar do entorno. O pleonasmo visual na superposicdo
geografico-arquitetdnica dessa panoramica reforca a ideia do observatério,
aqui contaminada pela experiéncia artistica. H4 uma suspensdo do tempo e
a possibilidade de trafegar por esse instante — analisar, reconhecer, comparar
0s elementos da paisagem.

No caso do trabalho com grama, Natureza da Paisagem, um
elemento natural atravessa a arquitetura. Minha ideia era fazer com que essa
arquitetura se tornasse um objeto permedvel ao entorno, que o trabalho
nublasse os limites entre exterior e interior, ndo do ponto de vista perceptivo,
mas conceitual mesmo. O plano de grama faz essa passagem. Pisar a grama
fora do prédio e deitar na grama dentro do trabalho faz com que o visitante
se interrogue sobre o espaco. Sobre que espaco é esse - é ainda a paisagem
que desfaz seus limites e se revela uma construcao de pixels de matéria?
A arquitetura submete sua funcionalidade ao transbordamento do exterior
e se torna um espaco hibrido, o jardim domesticado é agora parte de seu
interior. Nessa transformacao o visitante é convidado a observar o espaco
qualitativamente. Agora nao é uma questao de dimensdes e volumes, mas
de limites e territérios. E a qualidade atemporal da arquitetura ganha a
dindmica de um ché&o vivo, em movimento.

No Mezanino, eu quis explorar a situacao de visibilidade explicita do
lugar, e achei por bem utilizar espelhos para fazer reverberar essa evidéncia
visual. As esquadrias na arquitetura moderna sao as molduras da paisagem,
sdo os enquadramentos que temos do exterior, que, como disse Ana Luiza,
protegem o espectador no contato com o descontrole externo. Minhas
intervencoes foram no sentido de explorar a operacao desses elementos, por
mim entendidos como planos de passagem.
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Ainda sobre a relacdo entre arte e ciéncia, dentro do meu processo de
trabalho, comentar esse cruzamento é muito oportuno. Sou engenheiro
e, na minha carreira de artista, desde o inicio sempre pensei e elaborei os
trabalhos como eu imagino que eles possam existir, ou seja, como eles vao
ser realizados, sua escala, sua estrutura, suas possibilidades de acabamento,
tudo isso vem junto com a invencdo. Na concepcao da obra ja trago o ponto
de vista da execucao. Com certeza, isso é uma heranca do meu passado de
engenheiro.

Renata Marquez: Em Natureza da Paisagem, seria interessante falar um
pouco da participacdo do agrénomo Eduardo Costa. Era divertido quando
apresentdvamos: “Este é o Eduardo Coimbra, o artista da exposicdo. Este
é o Eduardo Costa, o agrénomo da exposicdo”. Tivemos a participacao
fundamental dele, pois, quando a grama vem para dentro do Museu, fica
invertida aquela imagem de Le Corbusier que a Ana Luiza mostrou, na qual
estd sentado na poltrona assistindo, através do pano de vidro, a paisagem
distante. Acho interessante pensar que, quando a grama entra no Museu, a
arquitetura transforma-se no obstaculo para que ela sobreviva, ao contrario da
experiéncia da modernidade, quando a ideia da natureza era o obstaculo ou
o desafio a ser dominado e vencido. Como a grama poderia sobreviver nessa
condicao? Somente sendo muito controlada: uma espécie de tableau vivant,
controle absoluto de uma situagao-imagem.

Eduardo Coimbra: Fiquei sabendo que o Eduardo deixou uma tabela de regas,
podas, tratamentos, adubagens... Ele tem um conhecimento profundo dessa
matéria, o que é necessario para que o trabalho exista aqui dentro. O Edu é meu
amigo de infancia, tenho a felicidade de trabalharmos juntos frequentemente.
Ele é extremamente competente e envolvido com o trabalho. A vida para ele
tem um significado que, apesar de balizado em seus conhecimentos cientificos,
é moldado pela ética e pelo afeto. Fizemos juntos Natureza da Paisagem,
no MAM do Rio de Janeiro, em 2007. Era uma surpresa vocé chegar ao 2°
andar, com aquele pé direito enorme, e topar com um gramado no interior do
Museu. Naquele caso a relacdo com o exterior ficava mais no imaginario de
aquilo ser parte de uma paisagem, e estar ali dentro, do que por uma conexao
espacial direta. Nesta versdo atual, o didlogo com o exterior é mais rico, a
arquitetura se mostra permedvel a essa relacdo. O Eduardo me ajudou também
a fazer a Passarela, uma obra permanente do Museu do Acude. Costumo
comparar esses dois trabalhos: Natureza da Paisagem é a natureza visitando a
arquitetura e a Passarela é a arquitetura visitando a natureza. £ uma passarela
de madeira instalada no meio da mata na qual as pessoas sobem e caminham
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pelo topo das arvores. O Edu me ajudou a reconstruir o terreno todo apds
a instalacdo da obra, bem como na conducdo de todo o processo, com as
avaliagdes técnicas e autorizacdes junto ao IBAMA.

Renata Marquez: A ideia do observatério também vem da propria condicao
topogréfica do Museu, que se encontra na parte mais alta da orla da lagoa: ha
a experiéncia da ascensao que o Joerg falou. Como se observava a paisagem,
historicamente? Havia essa ideia de ascensao ao lugar mais alto de onde se
via mais e melhor; é a tradicdo da paisagem. E claro que, aqui, vocé estd
em um lugar privilegiado para olhar o entorno. Obviamente vocé enxerga a
paisagem de qualquer lugar deste prédio — ele é um visor. Entao é interessante
que tudo ja estava aqui, mas ai vocé reapresenta o que ja havia de um jeito
gue problematiza a situacao tanto do prédio quanto da nossa relagdo com
0 ver as coisas que estao ali. Temos, entdo, trés ambientes lidando com a
mesma questdo — a percepcao do entorno — de trés maneiras absolutamente
distintas. No Auditério, a imagem; no Salao, a materialidade; e no Mezanino,
temos uma ideia de camuflagem radical. O que vocé pensa dessa estratégia
ou intencdo de camuflagem?

Eduardo Coimbra: Achei interessante criar no Mezanino trabalhos que
propusessem certo siléncio. Havia a ideia de propor um espaco vazio e
amplificado ao mesmo tempo. Como falei antes, é um lugar completamente
aberto a visao do exterior. Optei por criar trabalhos sem corpo, sem presenca
fisica, que criassem relagcdes espaciais através dessa visibilidade externa. A
ideia de tornar a arquitetura transparente me levou a eliminar a Unica parede
do espaco usando um conjunto de espelhos. Reproduzindo o desenho das
esquadrias, esses espelhos duplicam o espaco do saldo com os mesmos
enquadramentos da visdo externa. Ha, sim, uma camuflagem, um mimetismo,
nesses “planos de passagem” da nossa visao. Na parede oposta, uma proposta
de interatividade com as esquadrias espelhadas — o visitante pode mexer na
janela e fazer uma alteracdo no seu ponto de vista do exterior, brincar com as
esquadrias, com os multiplos reflexos da arquitetura, reproduzir e reconstruir
a paisagem. A ideia era apresentar um espaco amplo e tornar suas superficies
invisiveis reverberando a visao do exterior. A camuflagem se estende pela
pele daqueles bancos que, como a Ana Luiza comentou, propdéem uma
contemplacdo um pouco perturbada por conta desses acidentes no espaco.

Magali Melleu Sehn: Vocé mencionou que o trabalho j& vem todo na sua
cabeca quando vocé o estd elaborando. Gostaria de saber se nesse momento
de elaboracao surgem questoes referentes as possibilidades de variabilidade
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da obra no futuro em funcao de contextos diferenciados. A grande parte
dessas modalidades introduz novos desafios no ambito da preservacao para
(re)exibicdo no futuro, considerando que apresentam novas relacées com
espaco, lugar, contexto, além de aspectos intangiveis como som, imagem,
atmosfera, odor. A documentacdo assume um papel importante e nem
sempre a fronteira entre documento e obra é tdo nitida. Gostaria de saber
como vocé vé essas questdes e qual é o papel da documentacdo no seu
trabalho?

Eduardo Coimbra: Hoje em dia é uma questdao importante. Deve ser
elaborada uma documentacao para que a obra exista e possa ser remontada,
respeitando o projeto original. Cada vez mais obras sdo concebidas para
determinados espacos e, como ndo se trata de trabalhos portateis, o artista
tem de fato que pensar nas situacdes possiveis. Por isso vocé pergunta o
gue é documento e o que é obra. Para mim, obra é a proposta do artista, e
o documento é o que estabelece como essa obra deve existir. Se eu penso
na possibilidade de uma versdao da obra em outra situacdo, tenho que
especificar essa possibilidade: essa é a documentacdo que deve ir junto da
obra. Hoje em dia, cada vez mais, o artista interfere nisso, além do técnico
e do restaurador, o artista é o responsavel, ele diz como a obra pode e deve
existir no mundo.

Joerg Bader: Somente uma pequena observacdo: desde que o conceito
de obra in situ existe, desde os anos 1960 com Daniel Buren e outros,
sabemos que a obra — isso é uma provocacao — era feita, sobretudo, para
ser registrada em fotografia... E uma mudanca da nocao da obra e creio que
temos que nos lembrar disso. Como as obras in situ ndo eram disponiveis
para um publico maior, por razdées de espaco ou tempo, acabaram sendo
transmitidas pela fotografia. A obra, em sua materialidade, possivelmente
desaparecerd, e somente a fotografia restara, esta aqui para isso...

Renata Marquez: Encontramos em Natureza da Paisagem o interesse pelo
aspecto tempordrio da obra in situ, mas a ideia da obra vem antes do lugar.
A obra como uma estratégia dotada de certo nomadismo... Visivel invisivel
ja tinha sido pensada para a Lagoa Rodrigo de Freitas, no Rio, em 2002.
Aqui o trabalho se modificou a partir da especificidade arquiteténica do
espaco do Auditério. Vocé ja tinha montado o gramado no MAM do Rio,
anos atras e, quando montou aqui, o trabalho trouxe outras demandas.
Testamos coisas que funcionaram no MAM e nao funcionaram aqui — isso
tem a ver com aquele conhecimento coletivo que cada exposicdo especifica
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gera. Apesar de o MAM também ser um prédio-patrimoénio, aqui tinhamos
outra condicdo de materiais e fizemos detalhamentos coerentes com o
prédio. Por outro lado, no MAM vocés precisaram de luz artificial e aqui
ndo. Sdo mudancas esperadas: o trabalho vai habitar um lugar e habitar
outro e ele traz as suas demandas dinamicas e as suas diferentes solucoes,
bem como sua nova experiéncia in situ.

Magali Melleu Sehn: Eu gostaria de saber, Eduardo, além da questdo
do documento — vocé mencionou sobre os protocolos e que cada obra
pode ser montada com novas instrucées — entdo qual é a relevancia da
sua participacdo em cada montagem e remontagem? Alguém conseguiria
remontar Natureza da Paisagem? Seria possivel a remontagem exata
mesmo sabendo daqueles aspectos mais subjetivos, intangiveis e dificeis
de documentar que a maioria dessas instalacoes apresenta? Ndo apenas as
formas e os protocolos, mas alguns aspectos nao sdo passados, as vezes,
tacitamente, durante o momento?

Eduardo Coimbra: Vamos dividir em dois pareceres. Existe o aspecto técnico,
que dita como o trabalho deve ser feito, que material usar, como usar, a
ventilacdo no chao, especificidade do piso - isto é uma coisa. A outra coisa é
como essa obra vai ser readaptada em outro espaco, sua relacdéo com a nova
arquitetura, etc. Penso que, no caso de obras que se relacionem diretamente
com o espaco, o artista deve desenvolver um novo projeto, ou deixar uma
especificacao clara sobre essas possiveis alternativas. Acho que a necessidade de
haver essas especificacdes depende muito do trabalho. No caso de Natureza da
Paisagem, ainda ndo tenho uma bula que dé conta disso. Ndo sei se com mais
algumas montagens eu descubro a férmula de adequacao obra-arquitetura, por
enquanto considero que o desenho da instalacao ainda é uma decisdo minha a
ser tomada caso a caso.

Raquel Teixeira: Trabalhando como conservadora desta exposicdo, iniciei
partindo do projeto estabelecido pelo Eduardo, aprofundando no conceito da
obra e, ao mesmo tempo, interagindo com todos os profissionais envolvidos.
Todo o conhecimento prévio é imprescindivel para o processo da conservacao
de uma exposicdo. Muitos foram os desafios durante o caminhar da exposicao.
A obra era observada, analisada e varias questdes tiveram que ser reformuladas
e repensadas em beneficio da permanéncia de suas condicoes peculiares.
Tratando-se de Natureza da Paisagem, entendo que ao final da exposicao é
que a obra estard concluida, pois traz questdes nas quais 0s espacos externo
e interno em que esta inserida interferem, provocando a obra viva. Vocé tem

77



também a questdo do publico, que reage diante de elementos da obra que
provocam, instigam e inserem o espectador ali dentro, fazendo com que a
pessoa tenha coragem de se deitar na grama. Muitas vezes esses objetos podem
parecer insignificantes, mas eles chamam... Aqui em Visivel Invisivel, vocé olha e
tem a necessidade de ir buscar essas imagens |4 fora.

Vérias situacoes inesperadas foram sendo abordadas em relatérios
semanais de vistoria técnica, como, por exemplo, algumas em decorréncia do
uso pelo visitante, como em Planos de Passagem e Natureza da Paisagem. Essas
obras, por exemplo, possuem um Laudo Técnico do Estado de Conservacdo —
como se faz esse laudo? A todo o momento dividia as experiéncias com os
outros profissionais participantes do processo, na intencao de conhecer melhor
0 pensamento ja estabelecido, pois existe um prédio tombado que também tem
as suas questdes proprias, como monumento! Todas as intervencoes propostas
eram expostas nesses relatérios, para serem analisadas com o artista, com a
curadoria da exposicdo, com a instituicdo, e, assim, somar elementos para a
devida intervencao em beneficio da exposicdo e da obra, seja na parte fisica,
estética e/ou conceitual.

E possivel, sim, vocé caminhar com essa obra para outro espaco; vocé
tem que avaliar esse outro contexto, analisar toda a documentacao produzida
durante a exposicao da obra e considerar os relatérios processados no caminhar
da exposicao, que ao final ficam arquivados pela instituicao.

Eduardo Coimbra: Quando falei que a solugdo formal j& existe quando penso
o trabalho, ndo quer dizer que ndo aparecam problemas na hora na montagem
— varios problemas surgem, evidentemente. Mas vou aprendendo. Ja montei
duas vezes este trabalho... Sua contribuicio foi 6tima. E algo que soma e passa
a fazer parte da obra, como vocé disse. A obra conclui-se quando ela permanece
e tem a vida dela. Até discutimos com o Eduardo Costa sobre o prazo para que
essa grama durasse nessas condicdes, e qual seria a necessidade de reposicao.
Trabalhamos a partir de um projeto para que a obra durasse um determinado
periodo de tempo.

Renata Marquez: A experiéncia da redescoberta do prédio que o trabalho
trouxe foi também muito interessante. Eu nunca tinha visto o Auditério vazio,
sem cadeira nenhuma. Nunca tinha visto essa rampa sem a cortina de veludo.
Entao, fomos redescobrindo o proprio prédio por causa da presenca do trabalho.
Antes havia, no Mezanino, um painel branco que obstruia essas janelas que
viraram retrovisores de paisagem em Planos de Passagem. Quando tiramos o
painel movel que estava ali, redescobrimos essas janelas pivotantes, sendo que,
obviamente, nem todas funcionavam. Tivemos que lubrificar tudo e raspar a laje
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para que pudessem abrir direito. Planos de Passagem também desmaterializou
a Unica parede fixa que o Museu tem. Paredes sempre foram um problema para
este edificio, um museu sem paredes! Af vocé dilui a Unica parede existente...
Trocamos a cortina do auditério para que recebesse Visivel Invisivel. O prédio foi
se transformando com a instalagdo dos trabalhos, remodelado a partir deles.

Acho que as Pecas de Chdo também merecem uma mencgao: esses
bancos feitos de tacos do piso com espelhos nas laterais. O Edu ja desenvolvia
essa série de Pecas de Chdo, cuja proposta era que fossem objetos artisticos
utilitérios. E, desde o inicio das nossas conversas, tive a intencdo de fazer emergir
algo que ja havia em potencial no seu trabalho: a questdo da interacdo e da
permissdo. Essa podia ndo ser a questao primeira para vocé, mas eu percebia esse
aspecto nos seus trabalhos. Adorei quando vocé falou, em uma entrevista, que
desejava fazer arte para o pipoqueiro... Tentamos fazer com que isso emergisse
com forca nos trabalhos produzidos aqui. Tanto a questao de pisar a grama — no
MAM né&o se podia pisar a grama, era uma situacao de passeio contemplativo.
Agui no Museu tivemos essa situacao especifica que nos ajudou: como vocé deu
continuidade ao jardim externo através do jardim interno, criando um caminho
lateral forcosamente sobre a grama, ndo restava outra saida. Se as pessoas
pisavam fora, por que nao poderiam pisar a grama dentro? Dai tivemos que
fazer uma estrutura que desse conta desse caminhar.

Outro dia, trés pessoas dormiram na grama a tarde inteira, trés jovens
descansando: o Museu estava tranquilo, ndo tinha muito publico na hora e eles
ficaram [a... Eu sai e voltei e eles ainda estavam 13, dormindo de verdade! Uma
coisa interessante, que tem a ver com esse conhecimento coletivo que eu falava,
é a chance de fazer a lista do “é permitido” na exposicdo. Entdo, em vez de
0 que ¢é proibido fazer na exposicao, vamos pensar o que é permitido: abrir e
fechar as janelas, sentar-se nos bancos, pisar a grama... Nao é permitido levar os
copinhos para casa! Porque a proposta do trabalho nao é se desfazer.

Eduardo Coimbra: Isso poderemos fazer na época na desmontagem. Sao
6.500 copinhos! E existe a ideia de a grama sobreviver em outro lugar. No MAM
foi uma experiéncia muito boa, eu acompanhei a retirada da grama de uma
fazenda de grama no Estado do Rio, e o transporte em caminhdes até o Museu.
A obra instalou-se, ficou um més e meio, mais ou menos o0 mesmo tempo daqui.
Além do trabalho de podas, regas e controle de pragas, tinhamos que colocar
ldampadas sunlight durante as noites e ao longo das segundas-feiras, porque nao
havia luz suficiente durante o dia. Tivemos muito trabalho ao longo do periodo.
Terminada a exposicao, toda a grama voltou para a mesma fazenda, ndo morreu
nada, foi uma vitéria da dedicacdo de todos. Aqui existe a ideia de o Museu
replantar a grama nos seus jardins, acho étima a ideia.
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Renata Marquez: A nossa proposta é levar em conta todo o processo, desde
os preparativos da grama até a sua destinacao posterior. Assim, fica evidente
gue a exposicao compreende uma rede de coisas acontecendo a partir dela,
através dela, por causa dela: acho muito interessante enxergar o trabalho nesse
contexto movel.

Magali Melleu Sehn: Um dos aspectos que considero fascinantes em tais
modalidades, do ponto de vista executivo, esta no estabelecimento de aliancas,
de complexas relacées de negociacao e de colaboracao entre varias areas do
conhecimento para que a obra aconteca. Com base na sua experiéncia em
trabalhos anteriores e na sua experiéncia no Museu de Arte da Pampulha, vocé
teria consideracoes a realizar quanto ao papel dos profissionais envolvidos no
processo de execucao de uma obra complexa?

Eduardo Coimbra: A experiéncia aqui foi realmente 6tima. O Museu fez um
trabalho maravilhoso, criou a possibilidade de as coisas existirem, percebeu a
importancia de refazer este trabalho e acolheu a ideia de realizar a exposicao.
Muitas instituicdes ndo tém essa disponibilidade. Cada vez que estive numa
situacdo como essa, tive que me posicionar, entender as possibilidades e os
limites de cada situacao e me cercar de profissionais competentes. Se o artista
tiver uma nocdo de producao, isso ajuda enormemente. Ha vérias maneiras
de trabalhar, mas acho que o artista conduz o processo, diz como o trabalho
deve ser, e a producao vai tentar fazer aquilo existir. Acho que o terreno é bem
delimitado: a curadoria faz uma coisa, o artista faz outra, a producao faz outra.
Mas, em termos das instituicbes, o comportamento é muito varidvel, houve
situacdes em que havia mais disponibilidade e parceria e situacdes com maior
dificuldade.

Renata Marquez: Alguém quer fazer mais algum comentdrio? O André Brasil
queria falar, mas nao péde ficar... Obrigada pela presenca de todos. Para quem
nao viu Visivel Invisivel ainda, peco que aguardem uns minutos porque vamos
rapidamente retirar as cadeiras do Auditério.
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The Museum:observatory
Renata Marquez

“A garden is domestic and unproductive: it's neither a savannah (or tundra, or bush), nor
a kitchen garden (or grain field, orchard, greenhouse). Not even a vacant land, which
would indicate abandonment. It has to be taken care of and doesn’t promise anything in
return, except for pleasure, which can be ruined by a simple hail or excessive water. The
garden installs, in a rude space, a well-organized mini geography, slightly detached from
nature. It hasn't been created for human subsistence, but for delight. It is useless and
coveted: the exact two characteristics that allow one who is not an artist to recognize
an artwork "’

o combine garden and artwork is a strategy that reminds us of at least

three aspects: first and immediately, there is the experience of the artistic
delight; then, there is the problematization of the museum as a vault; and finally,
we notice the multidisciplinar practice inherent to the daily dedication demanded
by the existence of the garden. Delight, joy, and beauty are words that come up
during conversations with the visitors, together with a smile of curiosity. This is not
unexpected: throughout History, these words have traditionally been associated
with the human experience regarding landscape — but not with the recent
artistic practice. Differently from “reality”, “surroundings” or “nature”, since it
is deeper, more multiple and fictional, the landscape, temporarily intruding in the
Museum, materializes the landscape fiction, gives a beautiful shape to its cultural
discourse, and approaches the spectator, unlocking the mausoleum-museum?.

A scent of fresh grass invades the hall and a new atmosphere modifies
the temperature. Walking, sitting or lying down on the grass allow the dynamic
and subjective practice of landscaping points of view, a problematic that has
been incarnated by geographers, naturalists, travelers, and expeditioners for
centuries. The visitors guide themselves with the intention of both exploring and
resting.

The combination of garden and artwork forcibly brings together
different universes of thought. Crisscrossing of various fields of knowledge can
take place within the garden-artwork. Nature and culture come closer, as well as
indoors and unexpected outdoors, artist and scientist, assembly team, termites,
ticks and capybaras. A certain scientism overhangs the exhibition, but in an
astonishing way: creating a scientific language that can be freely and directly
accessed, rather than a dialect that is merely accessible, allowing an immediate
experience of fascination and adherence. Eduardo Coimbra’s work offers an in
situ formulation of knowledge concerning the landscape concept. What interests
here is not only the artistic and critical formalization of the geographic theory,
but also the exchange of such knowledge.



The strategy is simple, for it is direct, but it demands time, a specific and inexact
time, more or less predictable, slight manageable. After forty days of careful
cultivation on the land in front of the Museum, new crossings can take place
on the design-grass, and are performed by curious and hedonistic visitors who
accept the invitation to experiment the sensorial condition of a domesticated
nature. The “don’t step on the grass” hypocritical simulacrum of environmental
preservation is sweetly inverted, together with the “do not touch”, the “do not
sit”, etc. Touching the grass means to be sensorially reminded of the existence
of nature: in times of real estate speculation and never-ending sealing of cities,
believe me, it is really worth it to feel a grass lawn... In the Museum:observatory,
the contemplation activity is less passive and more complex. It becomes clear
that to face the landscape means to deal with the consequences of such
involvement.

The creation, maturation and production process of Eduardo Coimbra’s
exhibition in the Pampulha Art Museum puts all the involved in contact with
the animal and vegetal world diversities. It is a testing ground that expands
the Museum to other fields, unfolds its activities and technical knowledge
towards foreign lands, engages specialists from other areas. The uncertainty
of the results, as well as the constant threat of unforeseeable circumstances,
requires a multiplicity of vocabularies and practices. From the enemies that must
be fought (termites and ticks) to the friendly inhabitants of the area (capybaras),
the Museum action scope is wide open. The garden-artwork presents itself as a
tableau vivant that must efficiently put to work a secret microcosm, instead of
human actors, to constitute the live image.

picture page 08: Earth moving for preparation of the greenhouse.

picture page 09: Construction of the structure for the greenhouse.

The soil preparation, the cutting of the grass blocks, the solution to the fabrication
of the green pixels (the grass cups, according to Eduardo), the planting of
thousands of small plastic cups, and the need for gardeners’ care bring new
challenges daily. To reach field capacity, to pulverize manure, to apply insecticide,
to sprinkle water, to refresh the grass, to trim it, to check for curled up leaves (sign
of lack of water), to keep termites from devouring the artwork, to protect us all
against the ticks, which were abundant at the time. And to attentively watch the
presence of the growing and hungry capybara family, which is fed with emerald
grass or zoysia japonica, one of the most resistant to stomping.

This laboratory-situation reflects well the notion of the Museum:
observatory. Transposed into the Museum, the lawn finds itself in a controlled
environment, completely scientific, naturally artistic. This place incites the garden
contemplation and the artwork contemplation, proving that — yes, just like
an empirical study! — this is not a passive act, but rather a result of each one’s
individual performance. While the landscape is a creation of beings who can see,



it is, however, a meta-optical unfolding of the retina, not only an ability of
those who see, but an instrument of those who imagine. The landscape is
also a spatial project. Seeing and imagining form a combination that is part
of the sight’s mental platform. The exhibition shows us that the landscape
doesn't consist of a simple capture of an exteriority by the senses, but rather
of an intimate formulation. While the perspective has established a machine
for observing the landscape, and the creation of a bond between things,
the Museum:observatory promotes the tension between in situ and in visu,
place-landscape and language-landscape.

From the top of historic observatories, we can see the surroundings,
map them, measuring, isolating and classifying them so they can be decoded —
and at the same time, coded. Our language codes derive from the observation
exercise: according to Julio Cortazar, in a visit to the Jaipur observatory, it is
“[...] the migration of a verb: discourse, course, the Atlantic eels and the eel
words [...]"3. The observatory is built on the desire of positioning itself in the
world, verbalizing it (or mathematizing it), transforming sight into phenomenon,
phenomenon into sign (“eel words": always migratory scientific beings).

At first, observing requires a certain ascension, and then, it asks
for internalization. The observatory is defined as a spatial structure that tries
to bring sight and knowledge together. It embraces the immediate act of
seeing, and, simultaneously, the long effort to study and to name. Through
this process, the external place is inserted into the internal one. “To observe
is not to look, but to look, listen and take notes; to isolate, to build a lab
within the sight and to identify the keys to our relationship with the physical
world”4, as Iiaki Abalos emphasized.

The uniqueness of the Pampulha Art Museum’s building, located on
the highest part of the artificial dam’s shore, benefited its role as an observatory.
Since its pre-history as a casino, the Museum has never detached itself from its
supplementary landscape. Its translucent limits, the architectural stroll granted
by the modern project and its insertion in Roberto Burle Marx’s landscape have
always potentialized this sight laboratory. But in the Museum:observatory this
potential is amplified, evidenced and problematized: the role of the building
becomes ambiguous while its limits are scratched out.

picture page 10: Special tool created by the artist for cutting the grass.

picture page 11: Preparation of plastic cups for receiving the grass.

The association of the word museum and the word observatory suggests the
transmutation of the Museum into something new. It is almost an accumulation
of apparently contradictory roles, but only apparently. “The observatory is both
a physical and a mental place: a typology and a fantasy from which we can
start to draw new atlases”®. And here science and art can be found, in the
exact point of constant doubt and of the investigative, self-conscious, proposing



contemplation. The challenge is to be capable of seeing this dynamics and
to write it in new languages, updating the verbal speech and reinventing
environmental practices.

Within its gaps, the garden-museum seems to engage in a dialog
with the modernist garden-terrace. Both spaces ideally re-found the notion of
collectivity among people, and the yet punctual establishment of the coexistence
of nature and city. However, the artifice is the strategy adopted in both cases.
In fact, we can see that the grass in the Museum is more of an artifice than it is
nature, more design than decontrol, more architecture than woods. The lawn
is the homogeneous, plastic and civilized nature, as a rug that can be touched
and used as a surface, even though it is made of the materiality of that which
it represents. It is a nomadic artifice (for it can be reinstalled) able to transform
each space and its perspectives.

The artifice is present in the Museum as nature’s inseparable double.
The reflexive trait of the shallow pool, a classical resource in the constitution of
picturesque landscapes and in modern projects, returns in the form of mirrors
installed on the Mezzanine. And the ability of transporting things or landscapes
from a place to another, inherent of any mirror, suddenly unbalances the site’s
tectonics. As a utopia or heterotopia, the landscape becomes a critical image,
dematerializing itself right on the spot.

“After all, the mirror is a utopia, since it is a place without a place. In the mirror, | see
myself right there where | am not, in an unreal, virtual space, open on the other side of
the surface; | am beyond, there where | am not, | am a shadow that makes me visible to
myself, that allows me to see me where | am absent. This is the utopia of the mirror. But
it is also a heterotopia, since the mirror exists in reality and exerts a kind of counteraction
to the position that | occupy. [...] From this look directed to me, from the bottom of this
virtual space on the other side of the mirror, | return to myself: | look at me and start to
rebuild me where | am. The mirror works as a heterotopia in this momentum: it transforms
the place | occupy when | see myself in the mirror into a space that is real for a moment,
associated with all the space around it, and absolutely unreal [..].”®

he transparence of the pivoting windows, through which the landscape

could easily be found, is totally replaced by virtual plans of mirrors, capable
of exercising the utopian displacement, and, at the same time, the heterotopian
questioning. According to Foucault, while the utopias bring comfort, the
heterotopias bring unrest’. An unquiet, yet subtle space, even ludic to an extent,
is formed. There, the materials and the landscape reappear as flying signs that let
the space play the main role in the theme to be observed, inseparable from the
observer. To stay or to run away? To desire or to transform? Focus or mirage?
Heterotopian abysms are built on the edges of the glass curtains (or devices
for seeing safely and comfortably). The abysms work as a kind of barrier, not
allowing one to look at the landscape passively. The visitor has the chance to



experiment a foreign look as a traveler who discovers new sites: it is the proposal
of the game of recognition or rediscovery of the place being occupied at that
moment.

picture page 12: Organization of beds for the grass cups.

picture page 13: Application of fertilizer into the grass cups.

Phantasmagories of this place are produced, showing once more that the
landscape is less matter than it is idea, less nature than artifice, a cultural fact
inherited and reproduced. The game tables that used to occupy the Mezzanine
at the time when the building was a casino, before gambling was forbidden in
Brazil in 1946, hunt the new benches. Not leaving behind any photographic
trait, such occupation has only been reported by witnesses: it is known that
there have been round tables on one side of the Mezzanine, which were used
for playing cards, and rectangular tables on the other side, where the roulettes
were placed. This information has inspired the shape of the objects that emerge
from the floor, made of their own materiality: wooden parquetry and mirrors.
Phantasmagories appear in the shape of (re)utility objects that fragmentarily
multiply the place. Memory games (this image creation device) are reverted
into new possible sociabilities — from tables that have disappeared to benches
for the visitors. In this case, the artworks are naturalized in our visual field as
almost invisible. This is how the intervention presents itself to the attentive ones:
completely camouflaged.

The image-landscape comes in the Museum through the camouflage
exercise. Disguising itself in the space, hiding, replacing here its presence
elsewhere, replicating itself, reflecting the events that happen within it, it offers
two more proposals of in situ experience, apart from the lawn, concerning
its geographic definition. On the one hand, the landscape moves along the
building, as we've seen, transformed by mobile devices — benches, manipulatable
windows and planned casing splinters, disposed on the only opaque wall or on
the floor — disquising the surfaces and problematizing its own existence. On the
other hand, the landscape restores itself with a set of photographic images that
replace the visor-windows and capture dynamic moments of gazing sights. In
this case, the perception itself is being photographed: all the flatness thought to
be part of the landscape is spectacularly replaced by the space experimented by
the body in a succession of moments.

n the Auditorium round shape, a sort of diorama is set with these images,
Oreplicating the panoramic situation of the place. The diorama, Louis
Daguerre’s term that etymologically means to see through, became popular
as an exhibit style, specially in Natural History museums in the late 19th and
early 20th century. It has the illusionist characteristic of the immersion, the act
of travelling without moving. It is a display aimed at stimulating perception,



memory, and the obligatory experience of belonging to the landscape. If there
is no landscape when there is no one to see it — and here we have to disagree
with Milton Santos in what regards the landscape definition -, we have the
opportunity to see ourselves as in a diorama: a totally immersive and extremely
provocative environment.

pictures pages 14-15: Construction of the structure for the work Natureza da Paisagem (Nature of Landscape).

With images that are identical to the landscape seen outside, powerful backlights
reproduce views of this landscape coinciding with the outdoors. But the images
appear in pairs, a series of four pairs - the view seen from inside and the double
of what is seen on the other side of the lake, captured at the same time. This
image partnership gives volume, depth, and temporariness to the landscape
representation. The portrayed moment of the dynamics of the perceiving act
builds an emptiness where the eyes wander, where the one who sees finds
what isn‘t seen, on a hiatus of image lost somewhere along the itinerary of the
photographers who took part in the production of this work, on September 15th
2011. One day before, the shore had been mapped: red poles had been put by
the artist on the exact points meant for the reciprocal observation — from the
pavement of the Museum’s Auditorium, and the other side corresponding to the
view from the Auditorium, on Pampulha Lake shore.

The hundreds of fluorescent lamps set behind the printed canvas and
their publicity image appeal are not deceiving: the familiarity of a billboard is
quickly reverted into the strangeness of the indoors. There starts a game of image
analysis and search, just like on Google Earth Street View; the photographers
records from their simultaneous observation points can be discovered, just a few
minutes later, due to the images’ printing scale; and the flat image, in pairs, has
a spatial complexity that expands it and, because of the improbable perspectives,
makes it more visible than the landscape that could be seen through those
windows, before and since the beginning, decades ago. They are temporarily blind
windows that allow the new typology experience of the Museum:observatory.

pictures pages 16-17: Signaling the shore of Pampulha Lake for the work Visivel Invisivel (Visible Invisible).
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Instructions (letter)
Eduardo Costa

Rio de Janeiro, October 19th 2011.

Rute,

As discussed, | am sending you technical instructions for watering the lawn in the work
Natureza da Paisagem (Nature of Landscape), by Eduardo Coimbra, at the Pampulha Art
Museum.

Taking care of an indoor lawn that is not exposed to light but exposed to sun heat, with
shallow soil depth, without drainage and that does not stand excess of water is a very unusual
situation. Therefore, this is a unique task that requires not only specific technical advices, but
also daily observation of the state of each grass block.

In general, it is recommended that the lawn be watered twice a week (not excessively).
However, there are many variables that can interfere with this recommendation, such as
soil depth of each grass block, relative air humidity, room temperature, exposition to solar
radiation, among others.

Due to these various factors, it is extremely important to observe the lawn daily, thinking of it
as a puzzle where each individual piece (grass block) can behave differently from the others.
The goal is to provide the indoor lawn with just enough water to ensure its survival. Excessive
water could compromise the breathing of the roots and lead to the death of the grass, since
there is no drainage.

Since it is not possible to come up with fixed rules for watering the indoor lawn, | recommend
that only one person should be responsible for this task. This way, an intimate relationship
with the plants can be established. Every day, early in the morning, as soon as work begins,
the employee in charge of this job should walk on the lawn, identifying the blocks that give
signs of lack of water (curling up leaves), watering them individually or collectively, according
to the need.

As to the cups with grass present in the exhibition, the procedure should be similar to the one
explained above. However, less water should be water provided, since excessive water can’t
run horizontally, being confined at the bottom of the cup, soaking the substrate and leading
to death by flooding. Therefore, it is advised that cups should be watered by means of a
backpack sprayer calibrated at maximum flow rate.

It is essential that the whole lawn be observed daily, always early in the morning. On very hot
and sunny days, it should also be checked in the afternoon.

Until my next technical visit, fertilization as well as any other kind of fertilizers should be
avoided.

As to the grass cups reserved in the greenhouse, watering can take place daily, using small
amounts of water, always according to the need of the plants. Fertilization should be applied
weekly. In case you may have any doubts, please contact me.

Regards,
Eduardo Costa
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Visit to the Museum:observatory
Photographs by Daniel Mansur
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But what does observe mean?
André Brasil

Let's start from the middle: a colon interposes itself between the museum
and the observatory and soon we ask ourselves about the kind of
relationship this punctuation suggests. It's not about an identity relationship:
strictly, a museum is not an observatory. On the other hand, this doesn’t sound
like an accidental approach, a circumstantial arrangement: museum and
observatory. The choice of the colon seems to suggest, between one and the
other, a historical relationship that can be updated in a singular way in Eduardo
Coimbra’s exhibition. The approach set up by the colon — Museum:observatory —
points out, more precisely, something like a modulation: one term —the museum
—gains new modulation, becoming something that surrounds it: the observatory.

In another context, in an essay in which the use of the colon
is investigated by Gilles Deleuze!, Giorgio Agamben refers precisely to a
immanency? relationship: the colon does not close, nor ends the relation in
identity or fusion. It “opens” a relation between two terms that are not totally
the same, nor totally distant; a relation of contiguity and transformation: a kind
of same that becomes another by proximity. In the terms that are relevant to us,
we can say that the colon opens up the museum to the observatory; it becomes,
to some extent, an observatory. But we must add that the observatory was
already there, present, in the definition of the museum itself. Let’s say then, that
the colon marks the passage from the museum to the observatory, highlighting
the observatory was there, from the beginning, in the museum. Let’s see if the
hypothesis is correct and how it would work here.

Let's start by risking the idea that to observe is a secularization of the act of
contemplating: a kind of prayer, prayer through the look; to contemplate
means to stare at things, images, nature, as one who gazes the work of
god; gazing the visible to reach the invisible; to look, therefore, as one who
prays3. To contemplate puts us in front of the mystery, not yet as the object
of knowledge, but as a sensitive relation with a presence, before which we
are supposed to, finally, lower our eyes (or raise), always in reverence*. We
know that this look is not naive: there is always a text that underlies to all
contemplation, a sacred text that tells us, for instance, that god created the
heavens and the earth... Anyway, to contemplate means to be separated — to
pay reverence —to what is contemplated. But also, in the opposite direction, to
blend with the object of contemplation, as it is present, against us, and carries
a mystery which we are also part of, we commune.

pictures pages 50-53: Visitors in the work Natureza da Paisagem (Nature of Landscape).



The contemplation would be a kind of sacred genesis of the observatory that,
in this way, secularizes — we risk — the mosques, the abbeys, the convents, the
confinement and isolation spaces that, as much as turn into ourselves, make
us look outside, to the nature, to the mystery of the divine creation. Narrowly
connected to the constitution of the scientific field, observatories are devices
that make the act of contemplating laic — institutionalize it and normatize it
— considering the new demands of modern society. For so, they constitute a
series of mediations that separates us — physically and symbolically — from the
object of contemplation, that now can be called, more appropriately, object.
To its presence we answer, less with evocation, reverence and reading than,
say, with representation, enlightenment desire and knowledge.

In this process of extreme separation between subject and object,
modernity fills itself with those observation devices. Be they the devices
used by science or those reappropriated by entertainment; be they the small
machines or grandiose architectures, they take part in a broad transformation
of the look, which ultimately implies its mobilization. The look is mobilized in
at least two ways: on the one hand, it travels and explores the world in search
of fragments that, once made objects, demand investigation, knowledge,
fight for attention. The look becomes mobile: here, it is worth noticing with
Jonathan Crary®, the dark chamber is not the model device of the observation
anymore, giving way to a series of others that, scattered and distributed,
recode the look, seeking to amplify its productivity, to conquer and keep its
attention under constant management.

So, to become mobile (responding to the constant stimulus that
comes from the nature objects and the urban space), the look must let itself
be mobilized, must pay attention to a set of rules, procedures and postures
activated by this growing range of devices (technological and institutional).

To observe, in that way, doesn’t only mean to look outside — the subject
separated from the object of observation — but also to look within, in order to
respect — observe — the rules that an interested observation imposes us. As Crary
still reminds us in his important study, the spectators not only observe the objects
of our observation, but also the rules and the codes that regulate our conduct
as observers. A spectator is also an observer, as he looks within a repertoire of
possibilities, dipped in a system of conventions and limitations®

So, an observatory (whichever it is) holds, since always, two “degrees”
of observation: the first degree refers to the subject that — separated from
the world — observes it, making it an object (as we have seen, it is about a
subject which attention is variable, disputed by a diversity of objects). That one
is followed by a second degree observation, through which, when observing
the outside world, we observe the rules (in the sense of obeying, respecting,
introjecting) that tell us how to observe.

Taking that proposal to its limits, we could say that the observatory is
both the object and the subject of the observation: it is a device that creates the



nature (the “real”) in the same gesture as it makes up the perspective, the way
of observing; it creates the object, in the same gesture, therefore, in which it
produces the subject of the observation through the regulation of its conduct.

Stricto sensu, the museum is not an observatory: that one dedicates to the
works of art (or, broader, to the collections), while this one dedicates to nature,
to the “real” and its objects. However, in a certain way, yes, it is an observatory:
as a modern institution the museum convenes in its practices both observation
degrees, more noticeably the second one. Mostly turned inward, the museum
is an observatory that mobilizes internally, setting up the ways of reorganizing
the collections, of observing the art works as well as the relations among them.

The museum can be defined as a first and wide frame that frames
the artworks frames, establishing, first of all, a limit between an inside and
an outside, from procedures of separation and distinction. That separation
is perhaps what allows Jacques Ranciére to say, in another context, that the
museum is a place of a stingy kind of art, unrelated to the daily experience
sensitive richness which — outdoors — lives out of the exchanges, the
displacements and mixture’.

Secondly, the museum establishes ways of organization, distribution
and the connection among the art works, within its space (which, without
that distribution, is an empty space, desired as a neutral space). The rummage
of the space and the distribution of the art works — the internal organization
of the space - also mobilize the circulation ways and the enjoyment of the
spectators. Finally, the museum’s internal organization — its separation and
redistribution criteria — contributes to control the circulation and valuation of
the art works — as merchandise — outside its physical and institutional space.
That frame, that device — here hastily featured — logically varies in time and
updates in different ways from institution to institution. But to our interest, we
reaffirm that the frame in the museum — that exists even when the art works
overflow its own frames expanding in space — regulates, therefore, its inside
and its outside at the same time, separating the objects and subjects of the
observation — the artworks and the spectators — and forming them mutually.

All of that to say that if the museum is, to some extent, an
observatory, it's not only because of the fact that there we can see — observe
— the artworks but, mainly, because that observation also needs to observe
the ways of observing (what we call here a second degree observation): the
categorizations, the distributions, the visitors circulation itinerary, their posture
and behavior within the space.

As we have enunciated in our hypothesis, the meeting of these two devices
— museum:observatory — enabled by Eduardo Coimbra’s exhibition in
the Pampulha Art Museum makes the first one opens up to the second one
in @ modulation way: the museum becomes another one — it becomes an
observatory — but that other one already belonged to it, since the beginning,



as an attribute. If the museum is, since always and in a certain way, an
observatory — we observe the artworks as we observe the rules so that
observation can happen — here, the transformation of the museum into an
observatory happens first through exacerbation, through the intensification of
that process in a kind of third degree observation: it's about what we are used
to calling, in the modern experience range, reflexivity. In Coimbra’s exhibition
case we not only observe the art works, observing the rules of conduct
imposed by the museum, as we mainly observe ourselves observing these rules
— those rules that are made visible, explicit — by a reflexive gesture. The work
actually becomes the observation of the observation, that perception that our
observation is never naive, but always supported, better said, mobilized by a
series of codes, procedures, and “adjustments”. Provoked by the work, our
look realizes itself, then, as a mobilized look.

That way, Coimbra‘s work takes part in a genealogy of experiences
that, from reflexive strategies, dedicate less to create artworks destined to
be the object of enjoyment in the museums (or other spaces designed to
art) than to problematize the ways this enjoyment is organized, mobilized by
institutions.

Coimbra’s work, however, adds to that reflexive look, addressed to
within the institution, a reflexive look addressed to the outside, interested
in the surroundings landscape, in its distinctly modernists traits. In Planos de
Passagem (Passage Planes), in the Museum Mezzanine floor, the visitor faces
an apparently empty space, without any artwork to be seen. But, slowly, he
realizes that this emptiness is punctuated by folds and foldings that modulate it
and make it more complex: the windows get mirrors that, once in movement,
create a variable play between inside and outside; the parquet floor of the
Museum unfolds into benches; the modernist surrounding landscape,
planned and transparent — The Pampulha Lake complex — enters the Museum,
deconstructed by that reflexions and refractions play, gaining some opacity.
However simple they are, those punctuations produce a disorder, a slight
disorganization of our way of looking and our behavior inside the Museum:
firstly, we reaffirm, there is no “artwork” to be seen; secondly we don't know
exactly how to behave in the (apparently) empty space; finally, we notice that
it is exactly what it is all about: by disorganizing our way of looking, we are led
to consider how this look is constructed, mobilized, normatized: be it the look
that turns inwards, introjecting the rules that show us how to appreciate a work
of art in a museum, or the look that faces outwards, the landscape modernist
postcard which is now segmented by the cracks, mirrors and hinges play.

It is really about a hinge-device that turns inwards and outwards,
which rebounds spaces, makes them problematic. The outside is problematized
in what it suggests us clarity, accuracy, transparency, desire of calculation and
control. On the other hand, the inside becomes problematic as an organized
institutional space, regulatory, that wants to be pure and separated from the



spread of the outside (the city's everyday). Both spaces are questioned by a
look (that has become reflexive) when in dialogue (a third degree observation).
In the Auditorium we can find the work Visivel Invisivel (Visible Invisible). It
is a set of eight photographic panels organized into a circle, lightened by
backlights. The Museum’s surrounding modernist landscape is photographed
there, not without making part of the image, in a subtle folding, the very
own photographer’s point of view, the photography’s subject. It is all about
a scenery that makes the reflexive formula of a look that sees itself looking
come true, about a landscape capable of including the observer in it. The
classic operation of separation between the observing subject and the
observation subject becomes more complex when the photographer shows
up (photographer whose photographic device normally helps keep invisible).

We can finally see (in our reversed course) on the Museum'’s ground
floor, that Natureza da Paisagem (Nature of Landscape) gives sequence to the
surrounding garden, designed by Burle Marx, inside the building. In a simple
and almost literal gesture, the landscape invades the Museum that starts to
shelter the circumstantial lawn. In that case the reflexive strategy is kept,
in a device that articulates — implying - the inside and the outside again:
in a look directed to the outer space, we must emphasize the constructed,
planned garden’s feature, as artificialized nature. On the other hand, the look
that faces the inside sees the Museum internal organization destabilized,
circumstantially, because of the “infiltration” (both physical and symbolic)
of nature (that we know, however, is not so natural). That destabilization is
not only caused by the garden’s infiltration into the constructed space — a
historical building protected by the government — but by the demand of new
practices to take care of unusual material, a collection. It will be necessary to
take care of the garden considering light, water and pruning demands over
time. If we interrupted our approach to Eduardo Coimbra’s work now, we
would keep it in a modern category — which is not totally unfair: after all,
as we have seen, it deals with reflexive strategies and criticism to the codes,
rules and institutional procedures (be they internal to the Museum or those
designed outside the building, in its modernist surrounding). However, it
doesn’t seem much to demand that a piece of work be reflexive nowadays:
for a long time, both art institutions and spectators (and the market too)
have become used to the reflexive-critical gestures, controlling their codes
and the strategies to incorporate them (nullifying them many times). We
could then advance and think how Coimbra’s work suggests other aspects,
beyond that reflexive dimension. In many ways, it seems to indicate not
only a third degree observation — the look that becomes conscious about its
own mobilization — but also an intense complexification of the very act of
observing (in its classical or modern configuration). Better said, the spaces
created by Coimbra take us to a contemporary scenario in which both the
subject and the object of the observation change themselves with intensity,



just like their relationship. On one hand, the nature (the observation object)
projects itself and reveals itself unavoidably as a device. On the other hand,
the regulatory and cultural dimension is naturalized by the subject of the
observation. On one side, the observation participates and constitutes
the observed object (the observation creates the landscape). On the
other hand, the landscape works on us reinventing rules and behaviors;
we look at the objects and we are seen by them, we work on the objects
and we are worked by them. Besides, these processes — that used to be a
critical-reflexive thought target — are, to a great extent, known, habitual
and daily to us. In other words, it's been long since we've learned to live
with those nature and culture hybrids that, for authors like Bruno Latour?,
multiply as much as we try to control them, separate them, purify them.
Beyond the reflexivity, Coimbra‘s work flirts with that situation and baffles
the observation as much as its critics. A situation that would demand not
exactly an antimodern attitude but the constant practice of observation, not
the kind that separates us from the world, but the kind that includes us and
from which we exercise and create forms of life and forms of the common.

That is, who knows, the objective of the colon that belongs to
the title of this exhibition and that, effectively, says much about what
the three works suggest: to highlight the observatory that the museum
already houses, to make a reflexive comment on its internal regulation as
well as its landscape and mostly to show a transformation of the very own
meaning of what to observe is nowadays. Will the museums be capable of,
as observatories, opening themselves to that transformation?

. It is the essay A imanéncia absoluta (AGAMBEN, 2000), which, in turn, refers to the last paper published by
Gilles Deleuze before his dead: A imanéncia: uma vida... Educacdo & realidade, Porto Alegre, v. 27, n. 2, jul.-
dez. 2002. p. 10-18.

2. AGAMBEN, Giorgio. A imanéncia absoluta. In: Alliez, E. (Org.) Gilles Deleuze: uma vida filoséfica. So Paulo:
Ed. 34, 2000, p. 172.

.In Vida e morte da imagem (1994), Régis Debray highlights the magic or sacred genesis of the image that

working as idol makes present (visible) the divinity (invisible). The author refuses to name this practice as

contemplation, to the extent that the look and the perception do not constitute its main criterion. “The power
of the image is not in its vision, but in its presence” (p. 221-222). If here we continue adopting the notion of
contemplation, that is in its broad sense, including a practice that involves the look, the bodily engagement
and a system of belief.

DEBRAY, Régis. Vida e morte da imagem. Petropolis: Ed. Vozes, 1994, p. 62.

Cf. CRARY, Jonathan. Techniques of the observer: on vision and modernity in the nineteenth century.

Cambridge/London: MIT Press, 1992.To another clue, see Jacques Aumont’s discussion: O olho

interminavel: cinema e pintura. Sdo Paulo: Cosac Naify, 2004.

In the original: observare means “to conform one’s action, to comply with”, as in observing rules, codes,

regulations, and pratices. Though obviously one who sees, an observer is more importantly one who sees

within a precribed set of possibilities, one who is embebed in a system of conventions and limitations.(CRARY,

Jonathan. Techniques of the observer, Cambridge/London: MIT Press, 1992, p. 5-6).

. RANCIERE, Jacques. A politica de Pedro Costa. In: Cabo, Ricardo (Ed.). Cem mil cigarros: os filmes de Pedro

Costa. Lisboa: Orfeu Negro, 2010.
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Modern architecture and landscape
Ana Luiza Nobre

Fascinated by the greatness of the land he founds in his first trip to America,
in 1929, Le Corbusier draws incessantly: buildings, cities, people, rivers, hills,
slums. The Sugar Loaf appears in many of his drawings. One of them stands out
and calls our attention because of the relation it establishes between architecture
and nature. Actually, there are four drawings in a roll: the Sugar Loaf; the Sugar
Loaf and a palm tree; the Sugar Loaf, a palm tree and a tree seen by a man sitting
in an armchair; and finally, the Sugar Loaf, a palm tree and a tree seen by a man
in an armchair through a big glass curtain wall.

This sequence of drawings reveals Le Corbusier's concept of
architectureand landscape. His thought would later constitute the central landmark
of modern architecture in Brazil. In these drawings, landscape is clearly built through
architecture. This work carries the modern definition of the relation between
architecture and nature: architecture edits nature, organizing it, measuring it and
giving it a meaning, and at the same time is distinguished, defining itself as a
product of culture, i.e. a product of human technique and reasoning.

Comfortably sitting in an armchair, the only piece of furniture in a
bright and aseptic room, completely projected, dimensioned and controlled,
Le Corbusier’s man contemplates nature through architecture. This way, he
withdraws himself from the brutality surrounding him and is protected from
the so feared Tropical excesses (the greatness, the never ending sun, rain,
vegetation, dust, insects, etc.). But he escapes isolation when his eyes reach
this same nature - now with a value added to it - through the glass sheet placed
in front of him: it's not a window, paradigm of the perspective illusionism,
but a glass curtain wall, paradigm of modern space in architecture. It is as if
this man said: architecture and landscape both are product of my intellect.
Or: “landscape is culture, before being nature”!.

But while landscape usually infers movement - alluded by the ship
crossing the bay in the first drawing, or by the vegetation framing the Sugar
Loaf in the following ones -, this one tends to stability. There is no sign
of turbulence, unbalance or entropy. Not now, nor later. It is as if, within
architecture, the incessant movement of nature were finally dominated and
tamed.

After all, it is up to architecture to balance landscape. In Brazil,
however, the ground still has to be balanced. That is the role of gardens, or
rather, Roberto Burle Marx’s landscaping compositions: highly structured, they
offer a balanced basis essential to the development of modern architecture in
a physical and cultural domain that is as unstable as uncertain, shapeless and
resistant to all kinds of stable configuration.



Thus the enormous work - not always evident at a first site - dedicated to his
gardens, in an attempt to discipline and civilize a nature that does not easily yield
to human will. In the Residence of Edmundo Cavanellas, for example, projected
by Oscar Niemeyer in Pedro do Rio (1954), the well limited and trimmed plot of
grass alludes to the tradition of the classic French garden: a garden that does not
intend to be contaminated and that requires a severe maintenance routine - as
a great part of the modern architecture in Brazil. In fact, not few modern works
in Brazil tend to ignore the flow of time (insisting on an eternal present, as in
Niemeyer) or to reduce its significance (requiring a permanent maintenance to be
kept at all cost, as in the Roberto brothers).

The way this problem is understood by Burle Marx helps explain his
absolute protagonism within the field of modern architecture in Brazil. While there
are others who dedicate themselves to landscaping in the country, such as Mina
Klabin or Waldemar Cordeiro, their work is infinitively more punctual and discrete,
and in many ways incomparable to the public dimension achieved by Burle Marx’s.

Anyhow, there are some issues that imbricate modern architecture and
landscape in Brazil in a very singular way within the wider domain of architectonic
modernity. Thus, while the absence of Burle Marx’s reference in Le Corbusier may
be astonishing, it is important to consider how distinct their landscape concepts
actually are. Developed in the European cultural environment, Le Corbusier’s
thought is built on grounds that are highly shaped - in his understanding,
contaminated - by an urban tradition, from which the architectonic object
must free itself in a simultaneous strategy of formal refinement. Hence the use
of pilotis that elevate the architectonic object off the ground and gestaltically
detach its pure shape against unlimited and indistinct sky and ground, a neutral
and uniform background called “green space” by Le Corbusier. This opposes
to an entire landscaping tradition and to the notion of garden itself, so widely
associated with the Garden City Movement being left behindZ The green can
also be suspended in solariums conceived as an artificial ground or a building’s
fifth facade, as in Villa Savoye (1928). Or “some beautiful trees” can be placed in
front of “clean facades”? - trees, not gardens; i.e. vertical elements that work as a
counterpoint to the horizontality of the ribbon windows seen by Le Corbusier as
one of the principles of the new architecture.

picture page 60: Le Corbusier. Rio de Janeiro, 1929.
picture page 61: Lucio Costa. E. G. Fontes House, 1930.

In Brazil, however, garden and building overlap each other, merge together, and
are confounded, leading to an even higher degree of reversibility between indoors
and outdoors claimed by modern architecture. This can already be seen in 1930,
in Lucio Costa’s drawings for the second version of Casa Fontes, where individual
columns, which could have been extracted from Villa Savoye, present themselves
totally covered with ivies. Here, it is not enough to project the building alone; the



land must also be projected - recreating it as to offer a safe platform for modern
architecture, containing/limiting a horizon that is too wide, and an environment
that resists any kind of formalization.

The problems appear when this landscape concept, an essentially
modern one, meets a contemporary concept of art. The result can be disastrous,
as in Inhotim, where Burle Marx landscaping tends to frame works that don't
stand framing. However, this is not what happens to Eduardo Coimbra’s work in
Pampulha, where the discussion of modern landscape concept and the assentment
to architecture, already intrinsic to his artistic performance, reappear ready to
disturb limits and concepts modeled by modern architecture, in one of its most
famous spaces.

Initially, there is no important intervention on the landscape created
by Niemeyer and Burle Marx, which stays intact, faithful to its condition as a
monument. The game only begins at the entrance of the casino/museum, when
the modern notion of landscape is challenged, together with central concepts
of modern architecture. The operation involves displacement and transposition/
transplantation: of established limits, which are continuously tensioned and
reverted; of heterogeneous materials (plastic, soil, grass), which are moved from
outdoors to indoors; of the sight, which glides incessantly among Pampulha’s
fragments, searching for stability.

It is this same stability we look for when we step into the Museum, where
the smallest oversight, a slip-up is enough to make us trip over the small vases
full of grass that invade the hall. Vases or cups? It's hard to decide. Not vases, nor
cups. Not even pots, maybe bowls. Anyway, small disposable containers made of
clear plastic. While their arrangement on the floor constitutes a soft green carpet
interrupted only by the sinuous line that elongates Burle Marx and Niemeyer's
curves, they violate Pampulha’s scale and exceptionality, and almost profane it,
due to their elementariness and vulgarity. Opposing to the timeless and highly
authorial character of the Pampulha architectural complex, they are massively
produced and consumed containers that can be found in any supermarket, cost
almost nothing and nobody expects them to last long. Poor and unexpressive,
fragile and banal, they don't deserve to be reused, and do not seem worthy of
Burle Marx and Niemeyer's work, meant to be eternal. Given a new function, they
carry living fragments of Pampulha’s landscape, as improper miniatures of the
surrounding garden, subverting its greatness. Considering the geometric curves of
Burle Marx's gardens, the masses of concrete, the unitary shape, the bold gesture
and the structural efforts of Niemeyer’s architecture, the cups astonish with their
discontinuousness, lack of density and cohesion, which, on the other hand, take us
back to a refusal to rooting, characteristic of Niemeyer’s architecture.

Carried into the Museum, the rootless green is baffling, leaving behind
variations and combinations (of color, shades, textures, species) that liven up Burle
Marx’s landscaping compositions. And, once more, the artist’s operation on the
landscape is performed by means of materials that are completely strange to the



architecture constituting it: the adhesive tape, in the Museum of Modern Art in Rio
de Janeiro (Colagem - Collage, 2000); the soil, in the Contemporary Art Museum in
Niterdi (Invencdo da Paisagem - Landscape Invention, 1998); and here, the cups - or
whatever they might be. These are abased, ephemeral and instable materials that
transgress the eternity and the stability claimed by modern architecture, and even
dare mock it. But they also drive our eyes towards works that are so hallowed that
risk becoming crystallized.

Shuffled by means of multiple optical mechanisms, the landscape
carefully built by Niemeyer and Burle Marx loses a lot of its distinction through the
progressive occupation of the Museum?’s spaces: from the grass that invades and
crosses the entrance hall to the mirrors on the suspended Mezzanine and from
there to the light boxes in the darkness of the Auditorium. While the landscape,
successively cut and fragmented, is finally reintegrated into a panoramic view, what
bothers now is the strange luminosity of the photos, emitted by a light source
hidden behind the panels and intensified by the total absence of opening to the
outdoors. The longer we observe these photos (eight large pictures, acting in
juxtapositional pairs), the more they gain contours and let themselves be seen.
But Niemeyer and Burle Marx's exuberant shapes end up being muffled and what
we see is nothing but the atmosphere resulting from the almost monochromatic
weighted means of all the elements constituting Pampulha’s landscape today: the
gardens, the stones, the sky, the water, Niemeyer's architecture, and the soothing
constructions in the surroundings. With no depth of field, the images force the
body to leave the building and step outside, for a breath of fresh air and natural
light. This way, the landscape is at all times a functioning response, crossed by the
constant stimulus of the eyes of those who search in vain for a stable point in this
ambiguous museum/casino/observatory, fated to have a short life.

This way, the interruption of a sense of permanence and contemplation,
traditionally associated with the museum as well as with the landscape, not only
prevents the contemplative posture of the corbusierian man, but also challenges
the museological institutions’ conservatism. Even the apparently trivial bench,
located in front of the glass curtain on the Mezzanine, is tricking, as if it were
possible to detach it from its functional identity, together with the cups (?) on the
first floor.

Until when will these small cups be here? | imagine the organic matter
contained in them will end up bursting their thin plastic walls. | would like to take
them home and offer them a new status, as a souvenir from Pampulha. They look
so vulnerable and available that | almost reach down to take one of them, any one
of them. But | probably won't be able to decide on their eminent end and they will
simply be discarded, following the inevitable fate of art in the contemporary world.

1. SCHAMA, Simon Michael. Paisagem e Memoria. Sdo Paulo: Companhia das Letras, 1996. p.70.

2. Originated in England in the late nineteenth century through the work of Ebenezer Howard and considered retrograde
by Le Corbusier by proposing an alterative to the big cities based on the attractiveness of country life.

3. LE CORBUSIER. PrecisGes sobre um estado presente da arquitetura e do urbanismo. Sdo Paulo: Cosac Naify, 2004, p.68
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The same landscape, invented and destroyed by photography

Joerg Bader and Mabe Bethonico

The naturalist German travelers Martius and Spyx, in Viagem pelo Brasil
(1817-1820), spoke of Minas Gerais as the “Tropical Alps” or the
“Alpine Tropics”. Worlds are invented this way and they are named, as
the Alps: a cultural construction, like Minas Gerais. The Alps first began to
“exist” through encyclopedists science and literature, then through painting
and only on the second half of the XIX century, through photography. Today,
as we will see, photography, among other factors, participates in the Alps
“destruction”.

The Switzerland Alps, where one of us was born (JB), are
ideologically occupied by conservatives. They were part of grandparents’
calendars, who were convinced that Hitler didn't attack Switzerland thanks
to the Alps and their bunkers. But Swiss people let all Berlin-Rome Axis
traffic go through St. Gotthard tunnel and, in 1944, the Wehrmacht armed
forces, after its defeat in Italy. Today the Alps are the biggest attraction for
foreigners while their imaginary is instrumentalized by political parties that
fight immigrants and make their party conventions in the Alps.

The Alps have generated a retrenchment feeling to the 1940s
and 50s generation - not only spatial but mental. And no surprise, young
people in Zurich, during the violent riots in 1980 and 1981, had among
others, the idea of cutting the mountains. Their motto: “FREIE SICHT AUFS
MITTELMEER" — “OPEN VIEW TO THE MEDITERRANEAN". To them, marked
by pure and tough Protestantism, the ideal life resided on the other side
of the Alps, in France and especially in the 1970s Italy. It was a life marked
by extreme left policies and good food, by people who knew how to
dress, by critical intellectuals who influenced the society and by excellent
cinematographic art. The Eden was located on the other side of the Alps,
unlike the XVIII and XIX Europeans, to whom the Alps were the place where
men lived simply and in a sinless way, on a kind of Alpine Arcadia.

The true discovery of the Alps by the European elite took place in
the XVIII century. That evolution was possible thanks to the great change in
perception of space and time of Renaissance. Before the XVII century any
kind of mountain was seen as a threat by people from the plains. Geology
progress was somewhat important: because of this science the Alps became
the domain of essential researches for the Earth history understanding.
The ascending natural sciences made the base of the Alps interest the new
object of study, the Laboratoire de la Nature, as said by Horace-Bénédict de
Saussure. But encyclopedists also admired the Alps as a literary subject and
adored them for their sublime beauty.



Therefore, Bern’s universal genius, Albrecht von Haller, impress the cultured
elite with his poem Die Alpen, from 1732, translated to many languages and
with ten editions in France between 1749 and 1772, it was the best-seller
in Germany for 20 years. The frontispiece was made by David Herrliberger
with 10 medallions, it shows valleys and mountains and the inscriptions: “A
poem about the beauty and the utility of the Swiss Alps” and “La Helvetia
considered in its mountains and Alps, the source of its joy”. Another literary
writing that transformed the old view, filled with mountains fear as much
as their residents fear, was Julie or La Nouvelle Heloise, from Jean-Jacques
Rousseau, Geneva’s enlightenment philosopher. That way, cultured people
from the XVIII century learned about the “mixture of wild nature and the
nature cultivated in Valais” with Rousseau.

Haller regularly asked Horace-Benedict de Saussure, young scientist
from Geneva, to send him herbs and plants from the Alps. He even pointed
out precise locations in the Savoie Alps, without ever having been there.
Over time, de Saussure has become an important geologist and glaciologist
and he was the first scientist to reach the Mont-Blanc (Savoie) in 1787, the
highest mountain in the Alps and Europe. De Saussure corrected the height
of Mont-Blanc; his work Travels in the Alps was published in four volumes,
it was the first detailed geological study of the Alps (1779-86).

The painters follow the poets and scientists’ steps, like Johann
Wolfgang Goethe who was very interested in the Alps, mostly the Swiss
Alps — the perfect place for the sublime romantic. The first ones had a very
naturalist view, under some influence from the scientists. The well-known
Swiss painters Caspar Wolf — who finds out the Alpine landscape painting in
Paris salons between 1769 and 1771 — and Johann Heinrich Wst introduce
the Alpine universe to Swiss painting.

Wolf makes a series of high mountains landscapes to the editor
Abraham Wagner, from Bern. Wagner sells his views of a wild and preserved
universe in the European big cities, in the shape of graphic forms. “They
will inevitably incite the desire to violate that virgin space. They were the
origin of the Swiss Alpine landscape destruction”, as described by Hans
Christoph von Tavel in his book L’lconographie nationale, in 1991. (The
same can be said of the first depictions of Brazilian landscapes from the
same period). Later, at the beginning of the XIX century, the romantic view,
with its sublime aesthetic, a mix between the forces of nature repulsion
and, at the same time, an attraction for its “wild” beauty, has transformed
the representation of the Alps into a mystified thing, as does Carl Gustav
Carus who, from 1817 on, became a close friend of the most well-known
romantic painter, Caspar David Friedrich.

If the Enlightenment literature was the first revelation of the Alps
to a huge part of the cultured elite, the Alps became fashionable to the
masses from 1880 on, with the romance Heidi of Johanna Spyri. However,



the photographic depiction was even more responsible for the dissemination
of the Alps myth. Photography, that could represent the Alpine landscape in
detail as a scientific instrument, was more significant than painting because
of its mystifying tendencies and it also did the great popularization job. The
important artists didn’t come from the region where German is spoken, this
time, but from the region where French is spoken. Some of them were from
Paris, like the Bisson brothers, famous in the 1940s and 1950s as portrait
photographers before becoming the first photographers of the Alps, after
Napoleon’s lll assignment to photograph Mont-Blanc (1861 and 1862).

Adolphe Braun went to Mulhouse from Paris; first, he built his
reputation with drawings reproductions and after that, paintings from the
most important museums in Europe. From 1866 to 1870 he explored the
Swiss Alps and Savoie. The real pioneer was probably Aimé Civiale. “His
attempt of a complete photographic coverage of the high Alps seems like
a unique project at first sight”, writes Jan von Beven'. “Developed between
1859 and 1868, this project became the oldest attempt to initiate photography
as a way of studying the sciences of Earth. But, for more accurate and determined
that Civiale's approach may seem, it wasn't clear how photography could be
useful to Geology at that time.”

The kind of tourism that took place in that period was, until
approximately the post war times, a privilege of the rich, as the thermal
baths in the summer. The winter games started between wars. In this
context, the Winter Olympic Games happened in St. Moritz twice, in 1928
and 1948. Swiss people increased the bunkers net in the Alps as there was
the threat of the Berlin-Rome Axis powers. These concrete constructions
imitated the surrounding nature, in the shape of peaks, rocks, stone cuts or
even pine trees, country houses and hovels, as Leo Fabrizio, a photographer
from Lausanne, photographs throughout Switzerland.

The identification work that shows what a construction imitation
is and what an element of nature is was only possible once the military left
the bunkers as a defense strategy after 1992. Then, the perfect image of the
Alps remained apparently untouched, the disguised protection serving to
military purposes while in times of peace it served to tourism interests. Even
if there were perfect camouflages, other monumental constructions would
seriously change the post war Alpine landscape — water dams for electric
power production.

The Indians were responsible for one of the last big foreign tourists
flow in the Alps, due to political unrest in the Cashmere region, especially
in the 1990s and the early 2000. As all Bollywood movies have honeymoon
scenes in the mountains, Indian producers choose the Alps more and more
for safety reasons, and they shoot those scenes in the Swiss Alps. 120
movies were made from 1995 to 2010; Indian tourism in Swiss increased
proportionally!



The artist Jules Spinatsch, in the context of the exhibition Shifting
Identities, who dealt with the migration subject in 2008 in the Kunsthaus
Zurich, showed Toni Camenzid’s photographs. Toni is the owner of Titlis
Studio, located at the top of the mountain with the same name. For the
first time the artist exhibits photographs taken by another author, but its
research, that has a long history, has turned to Winter sports in the Alps
since 2003; not only in Swiss but also in Austria, France and Italy. The
Snow Management series registers from artificial ski slopes preparations to
artificial bones used as safety devices during ski competitions. He works on
the demystification of the “Alps sublime nature”, as opposed to what the
tourism advertisement has been doing for hundreds of years.

Meanwhile, nowadays intensive tourism poses, among other
things, a threat to the Alpine landscape especially because of winter
tourism and global warming. As the snow doesnt fall throughout the
winter anymore, as estimated by hotel companies and railroad companies
in the mountains, tourist companies must make artificial snow and ice on
the slopes to guarantee the audience. The artists Jules Spinatsch and Lois
Hechenblaikner attentively look at this scenery. Hechenblaikner's work
exclusively concerns the Austrian Tyrol, where he lives, in all seasons;
opposite to Spinatsch’s, who only registers the winter, but all over the Alps
(Austria, France, Italy and Swiss).

Hechenblaikner’s most popular work is a double projection. On the
left, a black and white photo archive owned by an agricultural engineer from
the 1950s and 1960s with mountain farmers idyllic scenes. On the right,
images of our days that own format similarities to the first ones. For instance:
you can see two machines spitting artificial snow on the right while on the left
you see a farmer watering green grass pasture in the summer.

Jules Spinatsch and Lois Hechenblaikner offer a view of the Alps
that doesn’t correspond to the encyclopedists or the romantics’ views
anymore. The Alps are not only “tamed”; the finding of both photographers
is the result of sport and free time commercialization. The destruction
of the Alps by photography is a result of the transformation of the Alps
into a spectacle, with huge night parties, with snow tractors ballets and
projections over ski slopes, as if they were big screens. Like every other
public space, they have become an advertisement place, especially during
ultra-liberalism.

We are in full reality derealization. The middle class goes to the
Alps to see moving pictures that are bigger than on their televisions. On
the other hand, the televisions that broadcast Alpine competitions pictures
don’t need much make a crowd. But for both audiences — people in front of
monitors in the cities and people in the mountains — the Alps are a simple
receptacle for a huge commercial spectacle; an entertainment scenario, as
in Titlis Studio photographs. Titlis is one of the most famous mountains in



Swiss, but foreign tourists in Swiss folk outfits are photographed having an
Alpine landscape photograph as background.

The photographers mentioned here are not interested in the
mountain geographical aspects that marked people in the past; now they
are interested in destruction matters and traditional representation. If the
weather used to guide the romantic painter’s emotions, who waited for
the dramatic clouds and heavy storms, the artists mentioned here register
in cold blood the way tourism organizes nature for economical reasons,
following its capitalist desire.

Epilogue

[though its format is a legacy of painting, the closer connection between

landscape and photography finds its expression in the panorama. This
brings us to the “Tropical Alps” and, more precisely, to the Pampulha Art
Museum. In his own manner, interfering in the Museum space, Eduardo
Coimbra turns to landscape in a distinct way comparing to commercial
photography studio located at the top of Titlis Swiss mountain. In the
Auditorium, the former club casino designed by Niemeyer, the panorama
view of Pampulha Lake has excellent image definition and brings the white
light of the sky of Minas Gerais, highlighted by the large number of lights
behind the panels, capable of revealing the landscape within the dark room.
If we remove these images from space, we see almost the same scene
through the existing windows of the Museum. We can talk, in this case,
about an illusion contrary to the Studio Titlis. If you break the walls of the
studio at the top of the mountain Titlis, you would not see the same image
of the panel represented in the studio, but the nearby mountains.

In the context of the reproduction of the mountain where tourists in

Swiss folkloric outfits are photographed in Titlis, these mostly foreigners from
all continents differ from teenagers, brides or couples from Minas Gerais who,
desirous of having their best shots, would not pose in front of the panorama
in the Auditorium of the Museum, when they have the true picture as a real
scene outside the Museum! If the panorama of Titlis, by Toni Camenzind,
serves solely to economic interests, Eduardo Coimbra’s panorama is an artistic
and voluntary gesture questioning the function of the Museum as a box of
illusions that produces representations socially more valid.

1. Counting on the Unexpected: Aimé Civial’s Mountain Photography. Science in Context, N° 22, 2009.
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Public talk with Eduardo Coimbra
Pampulha Art Museum Auditorium, November 19th, 2011

Renata Marquez: In continuity to the scheduling, I'd like to say, to those who are
visiting this exhibition for the first time that the Museum Auditorium is not set up
like this during the exhibition day-to-day. \We have reorganized the original chairs
especially for this conversation since Visible Invisible fully occupies the space,
creating a kind of diorama that problematizes the panoramic configuration.

Before starting the open talk and having everyone’s participation, I'd
like to make a short comment on Ana Luiza Nobre and Jorg Bader’s presentation,
rescuing a relationship that both have built: the landscape artificiality status. A
quick thought to put away the idea that the landscape would be the closest thing
to nature we could get. This association was dismantled by both of them through
the notion that the landscape is always a cultural filter, the nature turned into
speech: and that is very present in Eduardo’s work, this unsolved tension between
artificial and natural.

On Visible Invisible, for instance: it was curious to listen to Joerg
say he saw — for the first time — natural Brazilian landscape light without all
the usual advertising clichés. That work consists in enlightened photographs,
in a paradox, by over 160 fluorescent light bulbs! And going back to the
modernist garden pictures Ana Luiza brought us, even Nature of Landscape
shows itself as artificiality. The grass is the nature farthest equivalent, the grass
is an architectural plane, it's the forest opposite, the uncontrol opposite, the
spontaneity opposite. Here, the grass enters the building but it is a drawing, a
survival plan that carries the bias of artificiality all the time. At the same time,
the very idea of bringing the grass inside the Museum suggests the notion of
a sampling put in a controlled environment, classified to be studied. It reminds
me of Michel Foucault: one can only submit to the natural system after having
surely established an artificial system...

Then, we can talk about the title Museum:observatory. For many years,
Eduardo has been interested in the landscape as image and as matter. However,
in the beginning of our conversation, | proposed to change the relevance of the
term landscape. We avoided using that word on the title precisely to be able
to approach other aspects inherent to the landscape than the aspect of passive
contemplation that is directly associated to it. The idea of Museum.observatory
conveys this other possibility of understanding the act of seeing, the act of
contemplating not exclusively as a natural and spontaneous act - for those
who see — but the idea of observing as the act of seeing + knowing. If we think
about an observatory, it's about a place of selecting, cutting, naming, coding
— not simply contemplating. So, processes of understanding what is seen, of



devices construction take place. Museum.observatory intends to create this
landscape understanding displacement. When we attach the words museum and
observatory, we also create, of course, a hybrid entity, an ambiguous entity, one
thing that becomes another one and that becomes the first one in return. The
museum unfolding emerges. Museum that is also a contemplation place, a place
to see — and how can this place become a place for understanding with the
analysis extension? Then we reach a point which focus is in the approach, with
some conflict, of art and science. I'd like Edu to talk about that for a while. Do you
recognize that proximity between art and science in your work? How did you sense
the proposal of thinking it through the observatory, the Museum:observatory?

Eduardo Coimbra: First of all, good afternoon everyone! I'd like to thank Renata
for the invitation, to thank Rute and Tereza for the support and to thank the
Museum staff who did their best so that we could have this exhibition. I'm so glad
| did this job. Thank you all for attending this talk, thank you Ana Luiza and Joerg.

When Renata asked me to think about a piece of work to bring here
— that we ended up developing together — | saw a provocative opportunity to
deepen several relations between landscape and architecture over here, relations
I've been working with in the last twelve years. | thought of proposing a kind
of intervention that empowered things that were already there, in the relation
between architecture and the outside. | like the idea of the Museum:observatory,
of the museum as a point of view, a place to have a living experience, an analysis
experience. | thought it was interesting to propose scenarios for an investigative
contemplation, an active landscape approach that fosters this crossing you
mention, of an art observer and a world observatory. The interesting tension from
the fight between art and science is that the science objective is to search for
answers and the art objective is to come up with questions.

Over my landscape research, | saw what was very well raised by Joerg,
when he mentioned the landscape origin — the idea of landscape, since when
it emerged in the Renaissance, was a way, for people, to mirror, to represent,
to understand the world they lived in. The idea of landscape, then, already
brought representation and reality together, an intrinsic ambiguity. That’s why
the landscape is a cut, a construction, an interpretation. The landscape as a real
thing and its representation at the same time - going from matter to image — is
something | have been working with in many different ways, from the use of
photography to the use of living subjects, as we have here, in this exhibition.
Another approach I've been using is the condition that the landscape only exists
when someone sees it — If there isn't anyone to see the landscape, there is no
landscape. The work in which we are involved here, Visible Invisible, is an evidence
of the phenomenological act of being in a landscape. To see a landscape is to be
part of a phenomenon that is happening there, around you. There is a scientific,
calculated side in the creation and development of the work and in the space
appropriation for its assembly: they are simultaneous pairs of images, the lower



part was all taken from the slab over this Auditorium towards the Pampulha Lake
surroundings. The upper photos, that pair the lower part ones, are views from
photographers who were placed on the other side of the lake, pairs in instant
shots. That way, each picture shows what is invisible to the other, what the eye
doesn’t see, what is behind it, using this circle to talk about the surroundings.
The visual pleonasm in this panoramic geographical-architectonic overlapping
reinforces the idea of the observatory that is here contaminated by the artistic
experience. There is a suspension of time and the possibility of traveling through
this instant — to analyze, to recognize, to compare landscape elements.

In the case of the grass work, Nature of Landscape, a natural element
crosses architecture. | thought of making this architecture a permeable object to
the surrounding area, | thought of making the work cloud the limits between
inside and outside, considering the conceptual point of view, not the perception.
The grass plane makes this passage. To step on the grass outside the building and
to lie on the grass inside the work makes the visitor ask himself about the space. It
makes him ask himself about what that space is — is it the landscape that dissolves
the limits and shows itself a construction of material pixels yet? The architecture
submits its functionality to the exterior overflow and becomes a hybrid space.
The tamed garden is now part of its interior. The visitor is invited to qualitatively
observe the space in this transformation. It's not a matter of dimensions and
volumes anymore, but limits and territories. The timeless architecture feature
gains the dynamics of a living floor, a floor in motion.

| wanted to explore the scenario of explicit visibility on the Mezzanine
and | decided to use mirrors to reverberate that visual evidence. The frames in the
modern architecture are the landscape frames, the outside framing that, said by
Ana Luiza, protect the spectator in touch with the external lack of control. My
interventions meant to explore these elements interaction, elements which | see
as passage plans.

To make comments on the relationship between science and art, within
my working process, is providential. I'm an engineer and, in my career as an artist,
I've always conceived and developed my work as | imagine it can exist, that is, the
way it will be made, its scale, its structure, and its finishing possibilities, all that
comes with creation. When | conceive a work of art | already come up with the
making of it. That is, surely, inherited from my past story as an engineer.

Renata Marquez: It would be interesting to talk a bit about Eduardo Costa’s,
the agronomist, participation in Nature of Landscape. It used to be fun when
we introduced you two to other people like this: “This is Eduardo Coimbra, the
artist of this exhibition. This is Eduardo Costa, the agronomist of the exhibition.”
We've had his essential participation because, when the grass comes inside the
Museum, Le Corbusier’s picture shown by Ana Luiza — in which a man is sitting
on an armchair gazing, through the window glass, at the distance — becomes
reversed. | find it is interesting to think that, when the grass enters the Museum,



the architecture becomes the obstacle to its survival. That is the opposite of
the modernity experience, when the idea was that nature was the obstacle or
challenge to be overcome. How could the grass survive under such circumstances?
Only if it were completely controlled: a kind of tableau vivant, total control of an
image-situation.

Eduardo Coimbra: | was told that Eduardo made a table for watering,
pruning, handling, composting...He has got deep knowledge of the subject
and that knowledge is needed so that the work is possible in here. Edu
and | are childhood friends and I'm glad to frequently work with him. He
is extremely competent and dedicated to work. To him, life has a meaning
that, even though based on his scientific knowledge, is shaped by ethics
and affection. We did Nature of Landscape together, at MAM (Modern Art
Museum) in Rio de Janeiro, in 2007. It was surprising to get to the second
floor, with that huge high ceiling, and suddenly find a lawn inside the
Museum. In that case, the relationship with the exterior was more of a part
of the imaginary of that being a landscape, being inside the building, than
because of a direct spatial connection. In this current version, the dialogue
with the exterior is richer; the architecture presents itself permeable to this
relationship. Eduardo also helped me make Passarela (Footbridge), part
of the Acude Museum permanent collection. | often compare those two
works: Nature of Landscape is nature visiting architecture and Footbridge is
architecture visiting nature. Footbridge is a wood footbridge placed in the
middle of the woods. People go up the bridge and walk among the tree tops.
Edu has helped me reconstruct the whole ground after installing the work,
as well as conduct the whole process, with technical reports and IBAMA
(Brazilian Institute of Environmental Protection) permits.

Renata Marquez: The idea of the observatory also comes from the Museum
topographical situation. The Museum is placed on the highest point of the lake
shore: there is the ascent experience that Joerg has mentioned. How did people
use to observe the landscape, historically? There was this idea of ascending to
the highest point where you could see more and could have a better view; that's
the landscape tradition. Here, of course, you find yourself in a privileged place to
look at the surroundings. You obviously see the landscape from any place of this
building —it is a viewer. The interesting part is that everything was already here, but
then you reintroduce what already existed in a way that problematizes the building
situation and our relation with the act of seeing the things that are here. We
have, then, three scenarios that deal with the same situation — the surroundings
perception — in three absolutely different ways. In the Auditorium, the image; in
the Hall, the materiality and on the Mezzanine, the idea of an extreme camouflage.
What do you think about that strategy or camouflage intention?



Eduardo Coimbra: | thought it would be interesting to create, on the Mezzanine,
works that proposed a certain amount of silence. There was the idea or proposing
an empty but at the same time amplified space. As | have already mentioned,
it is a place that is completely opened to the exterior view. | have opted for
creating bodyless works, without material presence, works that could originate
special relations through that external visibility. The idea of making architecture
transparent led me to eliminate the only wall in that space by using a set of
mirrors. Repeating the frames design, those mirrors double the hall space using
the same framings of the outside view. There is, yes, a camouflage, mimetism on
these “passage planes” of our looks. On the opposite wall, there is an interactivity
proposal regarding the mirrored frames — the visitor can move the window and
change his point of view regarding the exterior, he can play with the frames,
with the multiple reflexes of the architecture, he can recreate and reconstruct
the landscape. The idea was to show a wide space and make its surfaces invisible
reverberating the outside view. The camouflage extends itself on the skin of
those benches that, as noticed by Ana Luiza, propose a somewhat disturbed
contemplation due to these accidents in space.

Magali Melleu Sehn: You have mentioned that the work comes to your mind as
a whole while you create it. I'd like to know if, during that exact moment, there
are also questions referring to the work future variability options, due to different
contexts. Most of those options bring new challenges regarding the preservation
for future (re)exhibition, taking into account that it would present new relations
to space, place, context, as well as intangible aspects such as sound, atmosphere,
odors. The documentation takes an important role and sometimes the border
between document and work is not so clear. | would like to know how you face
those questions and what the documentation is for your work.

Eduardo Coimbra: That is currently a relevant question. Documentation must be
elaborated so that the work exists and can be reassembled respecting the original
project. Works have been conceived, more and more, to fit specific spaces and,
since it's not about mobile works of art, the artist has to think about the possible
scenarios. That's why you ask me what the difference between document and
work is. The work is the artist’s proposal and the document is what establishes
how that work must exist. If | think about the possibility of a work version in a
different scenario, | have to specify that possibility: that is the documentation that
must follow the work. Today, the artist influences that even more. Besides the
technician and the restorer, the artist is the responsible one; he says how the work
can and should exist in the world.

Joerg Bader: Only a quick observation: since the creation of the concept of in
situ works, since the 1960s with Daniel Buren and others, we've known that the
work — this is a tease — has been made, most of all, to be photographed... It's a



change of the work of art notion and | believe we have to keep that in mind. As
in situ works were not available to bigger audiences, because of time or space,
they ended up being transmitted by photography. Artwork, in its materiality, will
probably vanish and only photography will remain, that's why it's here...

Renata Marquez: We can find in Nature of Landscape the interest in the
temporary aspect of the work in situ, but the idea of the artwork comes
before the location. The work as a strategy provided with some nomadism...
Visible Invisible had already been conceived to Rodrigo de Freitas Lake,
in Rio, in 2002. Here, the work has been changed from the architectural
particularities of the Auditorium space. You had set up the lawn at MAM in
Rio, years before and when you assembled it here, the work brought other
demands. We tried things that worked at MAM but didn’t work here — that
has to be with that collective wisdom that each specific exhibition creates.
Even though MAM is also a historical building protected by the government,
we had different materials and we made an appropriate detailing plan
according to the building. On the other hand, you needed artificial lighting
at MAM. You didn’t need it here. These changes are expected: the work will
be housed at one place and another and it brings its dynamic demands and
its different solutions, as well as its new in situ experience.

Magali Melleu Sehn: | would like to know, Eduardo, besides the documents
subject — you have mentioned the protocols and also said that each work can
be assembled with new instructions — so, how relevant is your participation
in each assembly and reassembly? Could anyone else reassemble Nature of
Landscape? Would the exact reassembly be possible even though you know
about the most subjective, intangible and hard to document features that
most of those installations present? Not solely the formats and protocols,
but aren’t some aspects sometimes implicitly transmitted at the time?

Eduardo Coimbra: Let’s share the answer in two parts. There is the technical
aspect that says how the work should be done, what material should be
used, how to vent the floor, which the floor specification is — this is one
thing. Another thing is how that piece of work will be adjusted to another
space, its relation to the architecture, etc. | think that, in the case of works
that have a direct connection to the space, the artist must develop a new
project, or leave clear specification about those possible alternatives. | think
that the necessity of making those specifications depend largely on the kind
of work. In Nature of Landscape, | don't have a medication package leaflet
that solves that issue. | don’t know if | would find out the architecture-
work adequation beetween architecture and art work with some more
exhibitions, but for now I still consider the installation drawing my decision
to be made in each case.



Raquel Teixeira: As the conservator-restorator of this exhibition, | have started to
work from the project established by Eduardo, deepening the work concept and
at the same time interacting with all the staff. All previous knowledge is necessary
to the process of conservating an exhibition. There were many challenges during
the walking of the exhibition. The artwork was observed and analyzed. Many
questions had to be reformulated and rethought in order to keep peculiarities.
Considering Nature of Landscape, | see that it will only be completed at the end
of the exhibit. That piece of work brings up questions in which the internal and
external spaces where it is inserted cause interference, provoking the living work.
You also have the audience issue. It reacts when facing the work elements that
tease, instigate and put the spectator within the work, making the person dare
to lie on the grass. These objects may seem insignificant but many times they call
the spectator. Over here, you look at Visible Invisible and find the need to look for
those images outside.

Several unexpected situations have been approached in technical
inspection weekly reports. Some of them, for instance, were a result of the
visitors’ use like Passage Planes and Nature of Landscape. Those pieces of
work have a State of Conservation Technical Report — how is it done? | used
to share experiences with other professionals who took part in the process all
the time. | wanted to know the established way of thinking since there is a
building protected by the government which has its own issues as a monument!
All proposed interventions were exposed on those reports so that they could be
analyzed along with the artist, the curator of the exhibition, the institution and
then add information for appropriate intervention that could benefit both the
exhibition and the work, be it on the physical, aesthetical or conceptual part.

Yes, you can walk with that work to another space; you have to assess
that other context, to analyze all documentation made during the work exhibition
and to consider the reports processed along the exhibition walk, reports that are
filed by the institution at the end.

Eduardo Coimbra: When | said the formal solution already exists when |
conceive the work, | didn’t mean that there aren’t problems at the moment of
assembling it — many issues evidently come up. But | learn. | have assembled
this piece of work two times... Your contribution was great. It's something
that adds to the work and becomes part of it, as you said. The work is
finished when it remains and it has its own life. We have even discussed with
Eduardo Costa about how long the grass would last under such conditions
and what the necessity of replacement would be. We worked according to a
plan so that the work could last a specific amount of time.

Renata Marquez: The building rediscovery experience brought by the work
was also very interesting. | had never seen the empty Auditorium, without



a single chair. | had never seen that ramp without the velvet curtains. We
could then rediscover the building hanks to the work. There used to be a
white panel on the Mezzanine and that panel blocked those windows that
became landscape rearview mirrors in Passage Planes. When we removed
the mobile panel that was there, we rediscovered those pivoting windows,
being that, obviously, some of them didn't work. We had to lubricate it all
and scrape the slab so that they could open up properly. Passage Planes also
dematerialized the only permanent wall the Museum has. Walls have always
posed a problem to this building, a Museum without walls! Then you dilute
the only existing wall...We have changed the Auditorium curtains to have
Visible Invisible. The building transformed itself with the installation of the
works, it was remodeled by them.

| think Floor Pieces also must be mentioned: these benches made
of parquet with mirrors on the sides. Edu had already been developing that
series of Floor Pieces. The proposal was that they could be utilitary artworks.
Since the beginning of our conversations I've intended to make something
that already existed in his work emerge stronger: the interaction and
permission subject. That may not be the first one to you but | saw that aspect
in your works. | loved it when you said, during an interview, that you wished
to make art to the popcorn seller... We tried to make that powerfully emerge
in the works made here. Even the matter of stepping on the grass — at MAM
you could not step on the grass; it was a contemplative ride situation. Here
in the Museum we had a specific scenario that helped us: since you extended
the external garden by making an internal garden, creating a lateral way
mandatorily on the grass, there wasn't another way out. If people stepped
on the grass outside, why couldn’t they step on the grass inside the building?
We had to create a structure that could support that internal walk.

Other day, three people slept on the grass the whole afternoon,
three youngsters resting: the Museum was calm, there wasn’t a huge crowd
and they stood there... | left and came back and they were still there,
really sleeping! That was something fun, that has to do with this collective
knowledge | was talking about, and it is the chance to make the list of what's
“allowed” in the exhibition. So, instead of what's not allowed to do in the
exhibition, let’s think of what is allowed: to open and to close the windows,
to sit on the benches, to step on the grass... It's not allowed to take the
little grass cups home! That's because the proposal of the work is not to be
dismantled.

Eduardo Coimbra: We can do that when we disassemble the work. It's
6,500 little grass cups! And there is also the idea that the grass will survive
somewhere else. It was a very good experience at MAM. | supervised the
grass removal from the grass farm in the state of Rio de Janeiro and the
transportation (on trucks) until the Museum. The work was installed and it



stood there for a month and a half, almost the same time it will stand here.
Besides the pruning work, watering and pest control, we had to use sunlight
light bulbs during the night and on Mondays all day long because there
wasn’t enough daylight. We've had a lot of work to do along the period of
the exhibition. When it was over, all the grass was taken back to the same
farm, nothing died, it was a victory thanks to everyone’s dedication. The
Museum has this idea of replanting the grass here in its gardens, | think it's
a great idea.

Renata Marquez: Our proposal is to cover the whole process, since the
grass preparation until its later destination. It's evident that the exhibition
comprises a net of things happening from it, through it, because of it: | find
it interesting to see the work within this mobile context.

Magali Melleu Sehn: One of the aspects | find fascinating in such
modalities, from the managerial point of view, is the settlement of alliances
and complex negotiation and cooperation relations among the various areas
of knowledge so that the work can happen. Based on your previous works
and your experience with the Pampulha Art Museum, would you make any
comments regarding the role of the professionals involved in the execution
process of a complex work?

Eduardo Coimbra: It has been a really great experience here. The Museum
has done a great job, it has created the possibility for things to exist, it
has realized how important it was to remake this work and it welcomed
the idea of having this exhibition. Many institutions are not that available.
Every time | faced such a situation, | had to position myself, understand
the possibilities and the limits of each situation and surround myself with
competent professionals. It will help a lot if the artist has some notion about
the production system. There are several ways of working but | think the artist
leads the process, says how the work should be done, then the production
staff will try to make that come to life. | think it's a well defined terrain: the
curator does one thing, the artist does another thing, and the production
staff does a third one. But in terms of institutions, the behavior is variable.
There were situations in which there was more partnership availability but
other situations presented more difficulty.

Renata Marquez: Would anyone like to make another comment? André
Brasil wanted to say something but he couldn‘t stay... Thank you all for the
attendance. For those who haven't seen Visible Invisible yet, | ask for some
minutes so that we can remove the chairs from the Auditorium.






Eduardo Coimbra

Nasceu em 1955 no Rio de Janeiro, onde vive e trabalha. Iniciou sua carreira nos anos
1990, apos deixar a profissdo de engenheiro eletricista para dedicar-se a prética artistica,
com especial interesse pela investigacao da paisagem e as inter-relacdes com a arquitetura.
Recebeu o Prémio Funarte de Arte Contemporanea (2010), a Bolsa Vitae de Artes (2004)
e a Bolsa RioArte (2003). Foi coeditor da revista ltem, editada de 1995 a 2002, e diretor da
agéncia de arte contemporanea AGORA, no Rio de Janeiro, de 1999 a 2004.

Entre suas exposicdes individuais estdo: Museu:observatorio — Museu de Arte da
Pampulha, Belo Horizonte (2011); Arquitetura do Jogo — Galeria Nara Roesler, Sdo
Paulo (2011); Projeto para o Paldcio Capanema, Rio de Janeiro (2010); Nuvem — Série
Light: llumina, Rio de Janeiro (2008); Passarela — Museu do Acude, Rio de Janeiro
(2008); Anfiteatro Publico — Paco Imperial, Rio de Janeiro (2008); e Natureza da
Paisagem — Museu de Arte Moderna do Rio de Janeiro (2007).

Suas coletivas recentes incluem: £ os Amigos Sinceros Também — Galeria de Arte IBEU,
Rio de Janeiro (2012); H6henrausch 2 — OK, Offenes Kulturhaus Oberdsterreich, Linz,
Austria (2011); Poéticas Expositivas — Cavalaricas, Parque Lage, Rio de Janeiro (2011);
292 Bienal Internacional de Sao Paulo (2010); Lugar Algum — SESC Pinheiros, Sao
Paulo (2010); 20 Anos do Programa de Exposicoes — Centro Cultural Sao Paulo (2010);
Transitorio-Permanente — Palacio Pereda, Buenos Aires, Argentina (2009); After Utopia
— a view on Brazilian contemporary art — Centro per I'arte contemporanea Luigi Pecci,
Prato, Italia (2009); Experimentando Espacos — Museu da Casa Brasileira, Sao Paulo
(2009); e Metafisica do Belo — Galeria Nara Roesler, Sao Paulo (2009).

Was born in 1955, in Rio de Janeiro, where he works and lives today. He started his career in
the 1990s after leaving his job as an electrician engineer to dedicate to the artistic practice, with
special interest in the landscape investigation and the interrelations with architecture. He has
received the award Prémio Funarte de Arte Contemporanea (2010) and the scholarships Bolsa
Vitae de Artes (2004) and Bolsa RioArte (2003). He was the coeditor to the Item magazine,
published in Rio de Janeiro from 1995 to 2002 and the director of the contemporary art agency
AGORA that in Rio de Janeiro from1999 to 2004.

His individual exhibits includes: Museu:observatorio — Pampulha Art Museum, Belo Horizonte
(2011); Arquitetura do Jogo — Nara Roesler Gallery, Sao Paulo (2011); Projeto para o Palacio
Capanema, Rio de Janeiro (2010); Nuvem — Série Light: llumina, Rio de Janeiro (2008); Passarela —
Acude Museum, Rio de Janeiro (2008); Anfiteatro Publico — Paco Imperial, Rio de Janeiro (2008);
Natureza da Paisagem — Modern Art Museum of Rio de Janeiro, Rio de Janeiro (2007).

His recent collective exhibitions include: £ os Amigos Sinceros Também — IBEU Art Gallery, Rio de
Janeiro (2012); Héhenrausch 2 — OK, Offenes Kulturhaus Oberosterreich, Linz, Austria (2011);
Poéticas Expositivas — Cavalaricas, Lage Park, Rio de Janeiro (2011); 29° Bienal Internacional de
Sao Paulo (2010); Lugar Algum — SESC Pinheiros, Sao Paulo (2010); 20 Anos do Programa de
Exposicoes — Sao Paulo Cultural Center (2010); Transitério-Permanente — Palacio Pereda, Buenos
Aires, Argentina (2009); After Utopia — a view on Brazilian contemporary art — Centro per |'arte
contemporanea Luigi Pecci, Prato, Italia (2009); Experimentando Espacos — Casa Brasileira Museum,
Sao Paulo (2009); Metafisica do Belo — Nara Roesler Gallery, Sdo Paulo (2009).



Ana Luiza Nobre

Arquiteta pela UFRJ, doutora em Histéria pela PUC-Rio, professora dos cursos de
Arquitetura e Urbanismo e Especializacdo em Histéria da Arte e da Arquitetura (PUC-Ri0).
Architect (UFRJ), with a doctorate in History (PUC-Rio), she is a teacher at Architecture and
Urbanism and History of Art and Architecture courses at PUC-Rio.

André Brasil

Pesquisador em comunicacdo e cinema, doutor pela UFRJ e professor da UFMG.
Desenvolve o projeto “Formas de vida na imagem: performatividade no documentario e
na midia”, no Grupo de Pesquisa “Poéticas da Experiéncia”.

Cinema and communication researcher. He holds a doctorate degree (UFRJ) and is a teacher
at UFMG where develops the project: “Forms of life in the image: performativity in media and
documentary” at “Poetics of experience” research group (UFMG).

Joerg Bader

Artista, curador, critico de arte, professor da Haute Ecole d’Art, em Perpignan, e diretor
do Centre de la Photographie Geneve.

Artist, curator, art critic, teacher (Haute Ecole d'Art, in Perpignan) and director of Centre de la
Photographie Genéve.

Mabe Betho6nico

Artista, professora da UFMG e doutora pelo Royal College of Art, Londres. Participou
da 272 e da 28? Bienal de Sao Paulo, do Encuentro Internacional de Medellin’ 07; e La
Revanche de L' Archive Photographique, Genebra, 2010 [www.museumuseu.art.br].
Artist and a teacher at UFMG [www.museumuseu.art.br]. She holds a doctorate degree (Royal
College of Art, London). She participated in the 27¢ and 28° Bienal de Sao Paulo; Encuentro
Internacional de Medellin’ 07; La Revanche de L' Archive Photographique, Geneve, 2010.

Magali Melleu Sehn

Conservadora-restauradora de arte moderna e contemporanea, doutora em Artes Visuais
pela USP, professora da UFMG e membro do INCCA.

Modern and contemporary art conservator-restorator, she holds a doctorate in Visual Arts (USP)
and is a teacher at Fine Arts School (UFMG) and is a member of INCCA.

Raquel Teixeira

Especialista em conservacao e restauracao. Atua na Superintendéncia de Museus de Minas
Gerais e na vistoria e producdo de laudos técnicos do projeto Arte Contemporanea 2011.
Expert in Conservation-Restoration. Works at the Superintendéncia de Museus de Minas Gerais,
oversees and writes technical reports for the exhibitions of the Contemporary Art Project 2011.

Renata Marquez

Curadora do Museu de Arte da Pampulha, doutora em geografia, professora da UFMG
e editora de PISEAGRAMA [www.piseagrama.org]. Pesquisa a interface entre arte,
arquitetura e geografia [www.geografiaportatil.org].

Pampulha Art Museum curator, holds a doctorate in geography, is a teacher at UFMG and is
one of the editors of PISEAGRAMA magazine [www.piseagrama.org]. Researches the interface
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