
OTempodasCerejas is a space created atMateriaisDiversos
inApril, 2020, to reflect on topics that intrigue us and amplify
the reflexive dimension of ourwork. Here,we invite artists and
thinkers to share their opinions, knowledge andpoints of view,
in a personal and informalway.

Initially, it was inevitable that these thoughtswould gravitate
towards the experienceof theCovid-19 pandemic, to
lockdownand the “newnormal”.Most arrived in the formof a
text, in addition to a “choreographed” letter and apoetic-
photographic essay.Monthly, betweenApril andNovember,
2020,we received seven essays, eachone thereafter available
as audio recordings.

MateriaisDiversos has been conceiving andpublishingwork
which reverberates from theprogramming it develops,
concretizing not only the objective of building an archive, but
also creating objectswhich are amendable to the interest of
any person, and that anyone can handle. In thisway
contributing to a collectivememory on topics and aspects
related to contemporary performative arts, and affirming the
importanceofmaterializing in the formof publishing
processes, reflections andprojects.

In partnershipwith theCommunicationDesign course of the
EscolaArtísticaAntónioArroio, within the context of theFCT -
FormaçãoemContexto deTrabalho (Work-relatedTraining),
theOTempodasCerejas contents gain a space for consulting,
archiving anddissemination, conceived around their subjacent
premises. The students specializing inGraphicDesign
developed an editorial Projectwhichwill provide for reading in
different formats, with a design keeping inmind accessibility to
awide array of audiences.

Within this context, three editorial formatswere created,which
consist of: a digital publication—available in PDF; aDIYobject
—available in PDF,which the public can print andpublish their
ownwork at home; and in a version for graphic print.

Materiais Diversos





Thecurrent pandemic andquarantinewehavebeen forced
into, remindsmeof the eight thousand silent soldiers ofQin
Shihuang, a spectacular collection of terracotta sculptures
representing the first emperor ofChina ́s armies. Perhaps be-
causeof the refinement of themultitude of still, individualised
anddisciplined, dignified andexpectant characters, prepared
for battle; perhaps becausewe recognize in themacomplete
example of art ́s funereal origins; perhaps due to the ancient
practice of raisingwonderful formsdestined to quietude, and
the darkness of the tombsof power. The artisans ́ jobwas to
imitate life andpromise the prestige of immortality. But the
buried clay communitywas not onlymadeupofwarriors: in
otherwells, figures ofworkers, acrobats andmusicianswere
identified,mixed inwith the bones ofmany artisans and their
tools, which leads us to believe that theywere buriedwith the
emperor as a guarantee of secrecy regarding access to the
mausoleumand its treasures.Weowe thediscovery ofQin
Shihuang ́s tomb, in Xi'an, Shaanxi province,whichwasbegun
in 246BCand took38 years to complete, to local farmerswho,
in 1974,were digging awell east ofMount Lishan. As in the
Mayan city of Yaxchilan, inMexico, at a turn of the river
Usumacinta on the borderwithGuatemala, the buried pyra-
midsweremistaken for hills submerged in the tropical forest,
so too in Xi'an an earthenpyramid, 47metres de high, andbuilt
by 700000pre-historicworkers, close to the emperor ́s tomb
– in the uncertainty of the damageproducedby interference –
evaded the technical intrusion of Archaeology, and remained
at rest during the passageof time,which is its right.
This digression through the arts of ancientChina andoneof
the forgottenMayan cities, illuminates the unexpected and
spectacular cultural eventwhich has befallen us, throughdays
of imposed confinement, in an international quarantinewith no
end in sight. Cities are empty andmineral as aGiorgio de
Chirico painting.Wehear of an unprecedented silence, never-
before heard in Paris andNewYork. “Of those citieswill remain
what passed through them, thewind!”warnedBertolt Brecht. It
is the endof an era, and the feeling of an unfathomable tremor
which brings the new.Whatwearewitnessing is the gaspof
modernity and a violencewhich put the suddenbrakes on the
fantasy of a heroic, aimless cavalcade,which no longer served
anyoneor theworld. The aestheticworldwhich the Italianmer-
cantile andwell-travelled republics invented; the political and
diplomaticworld inherited from theFrench revolution; and the
economyof production andwork imaginedby the industrial
revolution,whichCharlesDickens uncovered in a London sick
with cholera and imperialism, seem tobe fromanobsolete cul-
tural era. And, recluses in a domesticworldwatching the
events on television, via the press and in the anarchy of com-

merceon social networks,we investigate themechanics of
solitude, our invisibility, which is a global hygiene, and the ani-
mal necessity of practical assistance (“Charity begins at home,
and justice next door.” Goes the famousDickens adage). And
in this retreat, actors, dancers, all performers and creatorswho
work in the performing arts fields, andmake a living through an
entertainer existence, in publicly exhibiting their bodies, a
short-cut philosophy and amazing abilities, naturally endure a
test.Manywill find temporary channels, becoming virtually
present, somewill discover the benefit of retreat as an invita-
tion to study, andotherswill be transformed into newmenand
women. Very fewwill achieve all three. In TheTheatre and its
Double, AntoninArtaud understood this alliance between the
epidemic and the indifferenceof creativework: “Like the
plague, the theatre is a formidable call to the forces that impel
themindby example to the source of its conflicts (...) If the es-
sential theatre is like the plague, it is not because it is conta-
gious, but because like the plague it is the revelation, the
bringing forth, the exteriorization of a depth of latent cruelty by
means ofwhich all the perverse possibilities of themind,
whether of an individual or a people, are localized.” The sun and
the planetswill continue on their course andwewill better ex-
plain to the children that connection between invisible forms
and thematters of earth. Like theChinesewhoburied the first
emperor (the one responsible for the unification of the country
andbuilding theGreatWall) in 210BC, togetherwith a replica
of theworld inwhich precious stones represented the stars,
pearlswere the planets and lakes ofmercury the seas. The
samepeasants, working in the ceramics kilnswould invent,
shortly thereafter, the theatre of shadows.
Whenwe leave quarantine, armedagainst this benign virus
which everywhere spreads death and reveals the invisible
ones, Europemay itself be revealed as a devastated land-
scape. Thatwill be the time to restore the anthropological
practiceswhich articulate scattered social dimensions, andor-
ganize the conditions for existence in an ecosystem that pre-
dates us and,without prejudice, dispenseswith the human
species. Theywill be the days of a newera, rich in threats and
newvalues, animatedby reasonable efforts and extremist pro-
grammes, dependent on eachof us, on unpredictable factors
andon the imagination of a prepared community.One thing is
for sure:modernmyths of upwardmobility, individualism, the
solar triumphof reason and capital can fall from theirmagical
prestige, carried by the current of the river Lethe,without us
having to abdicate the poeticswhich from them remains. As I
have always understood communism, before and after the hor-
rors of Stalinismand the gulag, bequeathed us a vast and terri-
ble poetrywhich ismoulded not only in historical facts and all of O
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Brecht, butmore than that. Perhapswe feel, at thatmoment,
that the era of disembowelling the earth, ofmining exploitation,
of the enslavement ofminers, which fed industrial civilization,
has ceased. It will be an era of prospectors.With galoshes
buried inmuddy claywater, wewill discover small nuggets of
goldwhichwewill understand how tobe thankful for. This too
will be called a cultural revolution or education.

Perhaps,more out of necessity than knowledge, artwill come
closer to everyday things likeWilliamMorris and arts and
crafts, Bauhaus andFluxus, dreamedof as a response to the
wars ofmodernity, repeatedly launched and apparently lost.
And thus, it is possible to return to the formsof an anonymous,
associative production, inwhich tradition and invention renew
the ancient tieswhich the history of art attempted to sever,
without fully accomplishing. The handwill once again be valued
andwith it, manualwork, physical contact andpresence. Isn ́t
thiswhatHandFilm (1966), directed byYvonneRainer in the
context of contemporaryAmerican dance, andwhich I never
tire of sharingwithmy students, is about? From theprimacy of
the nakedhand in the empty space, alone and at the same time
hauntedby thememory of the “negative hands” on the rugged
walls of EuropeanPaleolithic caves andofmartial gestures, of
dance and the healing of Easternmudras?Whenwe leave our
quarantine and the decreedState of Emergency,wewill inhabit
technology anddigital culture in a newway and, demystified,
theywill knowpathswhich are un-thought of, risky, law-enforc-
ing, archaic and tribal. But if the electricity goes out, wewill be
more ready to fan the fires animatedby narrators anddancers
andwewill continue to erect extraordinary forms, perhaps to
once again destine them to invisibility, because the joy in expe-
riencing them together, in thewood shop and the enjoyment of
usefulness,will be a new reason, and themost ancient one,
against fear of the unknown, of the night, and of death. China
has known this for thousands of years.



Il mio lavoro consiste nell’organizzare il movimento del corpo umano
nel tempo e nello spazio in un sistema che si chiama coreografia.
Nellemie coreografie la danza è sempre l’archetipo di una pratica, un
mistero antichissimo che ci famuovere all’unisono, il segreto di un
segreto comediceva la fotografa americanaDianeArbus parlando
del significato delle sue immagini.

Intorno alla fine di febbraiomi hanno detto che ci saremmodovuti
fermare, che avremmodovuto cancellare le date degli spettacoli già
fissati e che non avremmopotuto fare le prove della nuova
produzione. Ho pensato che il mio lavoro esiste ed è legittimato
esclusivamente dalla presenza.

Ho preferitomettere in ordine lamia casa piuttosto che dedicarmi ad
un qualsiasi processo creativo. Ho preso tempo per riprendere il
controllo suimiei spazi, sugli oggetti e ho rispolverato i libri uno ad
uno. Non avevo nessuna voglia di leggere. Ho assecondato lamia
tristezza quando i fantasmi sono venuti a visitarmi e non ho più
pensato alla danza fino a quandomi è stato chiesto di scrivere
questo testo.

Si può conoscere il mondo intero
Senza muoversi di casa
Senza guardare dalla finestra
Si vedono le vie del cielo
Più si va
Meno si sa.

L’epidemiologo Frank Snowden dell’Università di Yale sostiene che
le epidemie siano una categoria dimalattie che fanno da specchio
agli esseri umani e che cimostrano chi siamo veramente. Per
spiegare questo concetto lo studioso racconta dellamalattia più
temuta del diciannovesimo secolo: il colera, unamalattia
dell’industrializzazione e quindi dell’urbanizzazione dilagante,
quandomasse di persone si riversavano nelle grandi città - un
ambiente catastrofico dove non esisteva alcuna preparazione
sanitaria o abitativa, senza alcun sistema igienico-sanitario. In questo
ambiente unamalattia che si trasmetteva per via orale-fecale, ne
traeva il massimo vantaggio.

Il teatro dell’Arancio

Alcuni anni fami è capitato di presentare il mio lavoro in un piccolo
paese del centro Italia distante pochi chilometri da casamia:
Grottammare. Lo spazio che ospitava la performance si chiama
Teatro dell’Arancio, un edificio del ‘settecento i cui arredi lignei sono
andati distrutti durante l’epidemia di spagnola, tra il 1916 e il 1918.
L’interno del teatro presentava un palcoscenico, una platea e tre
ordini di palchi lignei decorati. Oggi non rimane più alcun resto degli
arredi originari. A causa dell’elevato numero di persone decedute per
l’epidemia il legnamedegli arredi è stato usato per costruire casse da
morto. Sebbene il luogo abbiamantenuto lo stesso nome e lemura
esterne siano originali, entrando è forte la sensazione di trovarsi
all’interno di “un falso” e che il Teatro dell’Arancio sia andato perduto
per sempre. Al contrario, lamemoria dell’azione radicale che l’ha
depauperato è incredibilmente presente.

La parola “teatro” ha due significati: indica un luogo, così come indica
l’attività che si svolge al suo interno. La parola “danza” invece
possiede un solo significato, esiste unicamente nella sua natura
immateriale.

Save the last dance forme

Nel 2012mi è capitato di lavorare per parecchio tempo su
un’antichissima danza popolare che si chiamaSchuhplattler. Le
prime fonti scritte risalgono all’anno 1050 d.c. e narrano di danzatori
che si percuotevano ritmicamente le scarpe con i palmi dellemani. Il
ballo viene praticato ancora oggi e viene trasmesso di generazione
in generazione nei piccoli centri urbani del Tirolo e della Bavaria. La
performance che è nata dalla ricerca sulloSchuhplattler si chiama
FOLK_S.

All’epoca credevo che una tradizione come la danza potesse
estinguersi nel momento in cui nessuno fosse più in grado di
praticarla. Ma in realtà la questione è un po' più complessa di così e
ne ho avuto la conferma sei anni dopo, quando ho iniziato a studiare
un altro ballo popolare che ha poco più di cento anni: la polka chinata.

Nel 2018 sono venuto a conoscenza del fatto che esistevano solo
cinque persone in tutto il mondo ad essere in grado di ballare la polka
chinata, una danza bolognese dei primi del ‘900 nata
spontaneamente nelle balere che si diffuse assumendo delle Te
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connotazioni quasi agonistiche fino ad essere ballata sotti i portici
della città. Lo scorso anno abbiamo chiesto ai detentori di questa
tradizione di insegnarci a danzarla e assieme ad alcuni festival italiani
abbiamo deciso di attivare alcuni workshop di trasmissione per
mantenerla in vita. Il progetto si chiamaSave the last dance for me.
Sono circa trecento le persone che hanno partecipato ai workshop
e almeno venti di loro sono riusciti a raggiungere un buon livello
tecnico nell’esecuzione. Quando abbiamo presentato l’iniziativa alla
Pinacoteca di Bologna ho avuto l’occasione di parlare del progetto
con un’antropologa, chemi ha spiegato che la danza non si estingue
nella stessamaniera nella quale si estinguono le specie. La danza è
un oggetto immateriale: nella sua natura è già contemplata la
transitorietà e l’intermittenza. La polka chinata in effetti dopo essere
sparita per decenni è tornata alla vita ben prima che io la
recuperassi. Fu grazie almaestro di balli di salaGiancarlo Stagni, il
quale la riportò in vita in tempi recenti grazie al rinvenimento di alcuni
video degli anni sessanta.

La danza può tornare dopo essere sparita per intere generazioni. Si
estingue solo se cade nell’oblio.

Non penso sia un caso il fatto che nelle ultime settimane i social
network siano stati letteralmente invasi da documentazioni video di
spettacoli di teatro e danza. Credo che, forse ad un livello inconscio,
si tratti di un tentativo di salvare questi fenomeni dall’oblio. Un altro
trend importante sui social è stato quello di pubblicare le proprie
immagini dell’infanzia.

Eternità cosmiche ed ere lasciano la stanza
Esplodendo nell’infinito
Nessuna entrata, nessuna uscita ora
Nessun bisogno di necrologi o giudizi finali
Sapevamo che il tempo sarebbe finito
Dopodomani all’alba
Abbiamo pulito i pavimenti
E lavato i piatti
Non ci coglierà impreparati

Intervistatore: In un’intervista al NewYorker lei ha detto che “le
epidemie riflettono il nostro rapporto con l’ambiente, sia quello che
abbiamo costruito che l’ambiente naturale. Questo vale anche per la
pandemia di coronavirus? Le epidemie sono lo specchio della
vulnerabilità umana?

Frank Snowden: “Con il coronavirus, ci sono almeno tre dimensioni
chemostrano come laCovid-19 sia lo specchio di ciò che siamo
come civiltà. La prima è che stiamo diventando quasi 8miliardi di
persone in tutto il mondo. Poi abbiamo il mito per cui si può avere una
crescita economica e uno sviluppo infinito anche se le risorse del
pianeta sono limitate, il che è una contraddizione intrinseca. Eppure
abbiamo costruito la nostra società su questomito, pensando che le
due cose si possano in qualchemodo conciliare. Quindi c’è un
problema. Inoltre, questo trasforma il nostro rapporto con l’ambiente
e in particolare con il mondo animale.

Abbiamo dichiarato guerra all’ambiente e distruggiamo l’habitat degli
animali –questaè l’eradellosradicamentoedell’estinzione delle
specie. Quello che succede è che gli esseri umani entrano in
contatto con gli animali con una frequenza e inmodi che non sono
mai accaduti in passato. E possiamo ora indicare quali sono le
malattie che lo dimostrano: l’influenza aviaria per definizione, così
come laMERSe la SARSe l’Ebola. E ora abbiamo il coronavirus.
Direi che questo schema non è casuale. Vuol dire che viviamo un
un’epoca di ripetuti spillover. E in particolare sembra che siamomolto
vulnerabili a quei virus per i quali i pipistrelli sono un ospite naturale.
Un’altra caratteristica della globalizzazione è che ora abbiamo creato
unmondo di grandi città, di megalopoli collegate da un rapido
trasporto aereo, il che significa che uno spillover che accade, scelgo
un posto a caso, aGiacarta almattino...lo stesso virus sarebbe
presente a LosAngeles e a Londra la sera. Quindi direi che il
coronavirus sta sfruttando canali di vulnerabilità che noi stessi
abbiamo creato. Direi anche che questa pandemia è la quintessenza
dell’epidemia di una società globalizzata. Globalizzazione significa
distruzione dell’ambiente, il mito di una crescita economica infinita,
un’enorme crescita demografica, grandi città e trasporti aerei rapidi;
è tutto collegato.”

La terra sta morendo e noi non ce ne accorgiamo.

Alla fine di gennaio di quest’anno è stata avviata una raccolta fondi
per salvare un cottage su una spiaggia del Kent, in Inghilterra, che
sorge di fronte alla centrale nucleare di Dungeness. Si tratta di
Prospect Cottage, un edificio in legno scuro dalle persiane gialle,
ultima dimora di Derek Jarman, regista visionario, artista e attivista
britannicomorto di Aids nel 1994. Jarman riuscì a far crescere tra i
sassi arrotondati della spiaggia fiori e cespugli coltivati, oltre a creare
un piccolo orto. Neimesi in cui la fioritura perdeva il suo vigore
decorava lo spazio interno ed esterno della casa con i detriti portati
dalle onde o vecchi ordigni bellici rinvenuti sulla spiaggia.

Grazie a Keith Collins a partire dal 1994 Prospect College divenne un
luogo dimemoriameta di pellegrinaggio dimolti artisti e seguaci,
fontedi ispirazioneespaziodi commemorazione. Dopo lamorte di
Collins la Tate di Londra, che si occupa ora dell’archivio di Jarman e
la Creative Folkstone, che si prende cura del giardino, hanno lanciato
il progetto di crowdfunding. Per garantire un futuro a Prospect
Cottage è stato stimato un budget di 3.5milioni di sterline da
raggiungere entro il 31marzo 2020.

Mentre lottava contro la cecità, poco prima di rimanere vittima
dell’Aids, Derek Jarman ci lascia la sua teoria dei colori: “Chroma”. In
questo libro ogni capitolo è dedicato ad un colore, annotando a
margine ricordi e citazioni in una lirica combinazione di trattatistica
classica, diario, aneddotica, poesia. Il capitolo dedicato al colore blu,
è la sceneggiatura dell’ultimo film che ci ha lasciato e si conclude con
questi versi:

Il nostro nome sarà dimenticato
Col tempo
Nessuno ricorderà il nostro lavoro
La nostra vita passerà come scia d’una nuvola
E si dileguerà
Come la nebbia inseguita
Dai raggi del sole
Perché il nostro tempo è il passaggio d’un ombra
Le nostre vite svariranno
Come scintille tra le stoppie.
Metto unDelphinium, blu, sulla tua tomba.

Sono stati 8.347 i donatori che hanno partecipato alla raccolta fondi
per salvare Prospect Cottage. Il progetto è stato completato al 106%
e sono state raccolte 3.725. 982 sterline. Tutti versi che ho riportato in
questo articolo sono tratti da “Chroma”.



Mywork consists of organizing the humanbody´smovement
in time and space,within a systemcalled choreography. Inmy
choreographies,dance is always the archetypeof a practice,
an ancientmysterywhich causes us tomove in unison, a secret
about a secret as theAmerican photographerDianeArbus
would say,when speaking of themeaning of her images.

Around the endof February, I was toldweneeded to stop, that
we should cancel the performancedateswhich had already
been scheduled, and thatwecouldn´t rehearse for the new
production. I thought,mywork exists and is legitimized exclu-
sively throughpresence.

I chose to cleanmyhomebefore dedicatingmyself to any cre-
ative process. I tookmy time in retaking control overmy spa-
ces, over objects, and I dusted the books onebyone. I didn´t
feel at all like reading. I did not contradictmy sadnesswhen the
ghosts came to visitme, and I thought nomore of dance until I
was asked towrite this text.

Onecan know the entireworld
Without stirring abroad
Without looking out of thewindow
Onecan see theway of heaven
The further one goes
The less one knows

Theepidemiologist FrankSnowden, fromYaleUniversity, says
that epidemics are a typeof diseasewhich act as amirror to
humanbeings, and showuswhowe truly are. To explain this
concept, the scholar evokes themost feareddiseaseof the
nineteenth century: Cholera, a disease of the Industrial Revolu-
tion and, consequently, of rampant urbanization,whenmasses
of people arrived in large cities—acatastrophic environment
with no existing sanitary or living preparedness, and nohy-
gienic-sanitary system in place. In that environment, a disease
whichwas transmitted through the fecal-oral route, tookmaxi-
mumadvantageof the situation.

TheTeatro dell’Arancio

A fewyears ago, I had the opportunity to showmywork in a
small village in central Italy, a fewkilometres frommyhome:
Grottammare. The spacewhich hosted the performance is
calledTeatro dell’Arancio, an 18 thCentury building that lost its
woodendecorations during theSpanish flu epidemic between
1916 and 1918. The interior of the theatre had a stage, an audito-
riumand three levels of decoratedwoodenboxes.
Today noneof the original decorations remain. Becauseof the
high number of deaths causedby the epidemic, thewood
which adorned itwas used to build coffins. Even though the
placemaintains its original nameand the exteriorwalls are
original, when entering there is a strong senseof being in “a
false” place, and that theTeatro dell’Arancio has been lost for-
ever. In contrast, thememory of the radical actionswhich de-
pleted it, is incredibly present.

Theword “theatre” has twomeanings: it indicates a place, as
well as an activitywhich is developedwithin its interior. The
word “dance”, on the other hand, has one singlemeaning, it ex-
ists solely in its immaterial nature.

Save the last dance forme

In 2012, I had the opportunity towork for an extendedperiod of
timeon an ancient popular dance calledSchuhplattler. The first
written sources date back to 1050A.D., and they say that the
dancerswould rhythmically slap their shoeswith the palmsof
their hands. This dance is still practiced today, and is passed
down fromgeneration to generation in the small urban centres
of Tyrol andBavaria.

Theperformancewhich resulted from the research on the
Schuhplattler is calledFOLK_S.

At the time, I believed that a tradition such as dancewould be
extinguished from themoment nobody else could practice it.
But in reality, thematter is a bitmore complicated than that, and
thiswas confirmed six years laterwhen I began studying an-
other popular dancewhich is a little over one hundred years
old: thepolka chinata. Te
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In 2018, I foundout that therewere only five people in theworld
whowere able to dance thepolka chinata, a dance from
Bologna, from the early 1900s, born spontaneously in ball-
rooms,whichwasdisseminated taking on almost agonistic
connotations; it was evendancedunder the arches of the city.
Last yearweasked the connoisseurs of this tradition to teach
us to dance it and, togetherwith some Italian festivals, wede-
cided to createworkshops to keep it alive. Theproject is called
Save the last dance forme. Approximately three hundredpeo-
ple participated in theworkshops, and at least twentywere
able to achieve a good technical level.Whenwepresented the
initiative to thePinacoteca of Bologna, I had the opportunity to
speakwith an anthropologist about the project, whoexplained
tome that dancedoes not go extinct the sameway species go
extinct. Dance is an immaterial object: transience and intermit-
tency are already contemplated in its nature. Effectively, after
having disappeared for decades, thepolka chinata cameback
to lifewell before I recovered it. It was thanks to the dancemas-
terGiancarlo Stagni, who recently gave it a new life after dis-
covering some videos from the60s.

Dance canbe reborn after disappearing for entire generations.
It only goes extinct if it is forgotten. I don´t think it´s a coinci-
dence that, in the last fewweeks, social networks have literally
been invadedby video recordings of theatre anddanceperfor-
mances. I think that, probably on an unconscious level, it is an
attempt to save thesephenomena frombeing forgotten. An-
other important trend relative to social networkswas the publi-
cation of one´s childhood images.

Ages andAeons quit the room
Exploding into timelessness
Noentrances or exits now
Noneed for obituaries or final judgements
We knew that timewould end
After tomorrowat sunrise
We scrubbed the floors
Anddid thewashing up
It would not catch us unawares

Interviewer: In an interviewwith theNewYorker you said that
epidemics “reflect our relationshipswith the environment—the
built environment thatwecreate and the natural environment
that responds.” Is this also true of the coronavirus pandemic?
Are epidemics themirror of human vulnerability?

FrankSnowden: “With the coronavirus, there are at least three
dimensions that showhowCovid-19maybe themirror ofwhat
weare as a civilization. The first, is thatwe are on the verge of
being almost 8 billion people in the entireworld. Next, there is a
myth thatwecan have an infinite economic growth anddevel-
opment even though the planet´s resources are limited,which
is an intrinsic contradiction. Nevertheless,we havebeenbuild-
ing our society on thismyth, thinking that both of those things
can in someway reconcile. There is, therefore, a problem. Be-
sides that, this situation transformsour relationship to the envi-
ronment, and in particular to the animal kingdom.Wehave
declaredwar on the environment anddestroyed the animals´
habitat— this is the era of eradication andextinction of species.
What´s happening is that humanbeings are coming into con-
tactwith animals at a frequency and in awaywhich has never
happened in the past. And todaywecanpoint to the diseases
which demonstrate this: avian flu by definition, aswithMERS
andSARSandÉbola. And nowwehave the coronavirus. I
would say this pattern is not random. In otherwords,we live in
an era of repeated spill-overs. And in particular, we seem tobe
very vulnerable to those viruseswhere bats are the natural
hosts. Another characteristic of globalization is thatwecreate
aworld of large cities,megalopolis connectedby rapid air
transport, whichmeans a spill-over happens, I choose aplace
randomly, in Jakarta in themorning…the same virus is in Los
Angeles andLondon that night. Given that, I would say the
coronavirus is taking advantageof channels of vulnerability
whichweourselves have created. I would also say that this
pandemic is the quintessenceof the epidemic of a globalized
society. Globalizationmeansdestruction of the environment,
themyth of infinite economic growth, an enormousdemo-
graphic growth, big cities and fast air transportation; it´s all
connected.”

TheEarth is dying andwedon´t even notice.

At the endof January of this year, a solicitation of funds began,
to save a country house in on abeach inKent, in theUnited
Kingdom, across from theDungeness nuclear power station. It
is ProspectCottage, a darkwoodenbuildingwith yellow shut-
ters, the last homeofDerek Jarman, a visionaryBritish director,
artist and activistwhodied of AIDS in 1994. Jarmanwas able to
grow, among rolled stones from thebeach, flowers and
patches of grass, in addition to a small vegetable garden. Dur-
ing themonths inwhich the flowering lost its vigour, hewould
decorate the interior and exterior of the housewith the detritus

brought by thewaves or oldwar armaments dug upon the
beach.

Thanks toKeithCollins, starting in 1994, ProspectCottagebe-
cameaplace ofmemory, a pilgrimagedestination formany
artists and followers, a source of inspiration and a commemo-
ration space. After the death ofCollins, theTate London,which
is now in charge of the Jarman archive, and theCreative Folk-
stone,which tends the garden, launched a crowdfunding
project. In order to guarantee a future for ProspectCottage, a
budget of 3.5million Poundswas estimated,with a target date
of 31March, 2020.

While battling blindness, shortly before falling victim toAIDS,
Derek Jarman left us his theory of colours: “Chroma”. In this
book, each chapter is dedicated to a colour, noting in themar-
ginsmemories andquotes in a lyrical combination of classical
treatises, diaries, anecdotes andpoetry. The chapter dedi-
cated to the colour blue is the screenplay for the final filmhe
left us and concludeswith these verses:

[...]
Our namewill be forgotten
In time
Noonewill remember ourwork
Our lifewill pass like traces of a cloud
Andbe scattered like
Mist that is chasedby the
Rays of the sun
For our time is the passing of a shadow
Andour liveswill run like
Sparks through the stubble.

I place adelphinium,Blue, upon your grave

8,347donors contributed to the funds for savingProspect
Cottage. Theproject reached 106%of its goal, and3,725,982
Poundswere received. All the verses I used in this textwere
taken from “Chroma”.



treat carefully andgoonebyone

Dear person holding this paper:

The followingwords you are going to read havebeenwritten
several times.
First in a free-flowingwriting then in a clearer layout, trying to
makemywords readable...
Then asking for sense, formovement... Someof the things that
stayedout have to dowith the legitimacy of several thinkers or
ideas of being a guest aswell as somepersonal stuff... it is be-
ing edited several times...
And now the following pages are excited to find you.
Inmost pages, youwill meet some images. Please,keep them
on thepaper.Move themaround if youwish tomake read-
ingpossible.
Once you are done, please be sure that all the images are in the
right place/on the right page. You can check the index on the
last page in caseof doubt.
This is full of touch.

QuimBigas

HOME
STAYHOME

Sun is coming through thewindowsand the living room is quiet
quitewarm. There are paper cuts all over the table as traces of
an ongoing activity, somewrapping paper on a chair and lots of
newspapers andbooks on the little table at the center of the
room...MyWhatsapp just rang,my niece just answered to a
previousmessage I ́d sent her yesterday.Mypartner has rear-
ranged someplants and they look pretty in thewindow.He is in
the other room.A room that hasmanypapers lying aroundon
topof the desk, sweaters on the bed and a yogamat lying on
the floor.
I can say that the place inwhich I am is a lived space. A living
place. Inhabited. Full ofmaterialities andobjects that go from
oneplace to the other. Thepaperswill go to other places. They
might even travel to other countries. Like this paper on itsway
toPortugal. Noone knowswhere this paper comes frombe-
fore being here...Wedon’t exactly know the future of the pa-
perswehold.

In the evening,weopen thewindows. The air feels fresher, or I
ambecoming a romantic about howwell this situationmight be
for the ecosystem?
If there has been aperiod of time inwhichweare aware of the
consequences ofmovement, it is now.
Movement, it’s precious,meaningful...
Letmovementmatter.
Movement is happening.
As an artist, I amstill confronted (andwill be for awhile) by the
ethics of this situation. I feel there are lots of layers implied in
this. Someof these layers aremore graspable andwordy and
others remainmore ghostly, as something flying around, that
wecan’t, andmight never, name. Let it be. Let it stay.

STAY.
STAYHome.

Within the field of choreographic practice, I often askedmyself:
“WHAT IF I AMSTAYINGHERE?WHAT IFTHIS ISTHE
PLACE?”. Staying as a potentiality to unfold something.Of the
action, of the situation... to bewithmovement, andplaces... to
stay immanent... stay in amovement, acknowledge themove-
ment. For instance, themovement of thiswriting. Amovement
that goes and functions beyond thewords thatwe are here.
Motion comes in, qualitiesmight crystalize,meaning is just one
moremovement of themany things that are happening now.
Suspension, agency (?), affect.
Matter.
Again.
Bewhere you are anddon’t bewhere you are not. Your neck
muscles are tense tense.
Youmight need to send someair to it.
Again.
Air.
Air throw throughmeandout ofme. Air throw throughmeand
out ofme... air as a particle... a gathering of particles... particles
thatwe share... Air as a connector of the common.Noborders,
no frontiers, no difference.
A friend justwrotemeaWhatsapp. In Barcelona they can hear
the birdswhere before they could only hear cars. They can
smell the air. They canbreathe. Let’s see it thisway:whilewe
stay, people canbreathe.
At least, people breathe differently. The sky is clearer.
Whilewe stay, the place unfolds differently. Places still exist
without us. Even an abandonedplace is going somewhere... is
moving... building something.
What areweconstructing fromwhereweare?
Fromhere, home is still something to construct. Le
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Ongoingly on itsway.
Staying.
Unfolding.
Stayingmeans, also, to allow things. Allow the other things that
doesn’t go throughme.Other things. Tobe aware ofmovement
ondifferent scales.
This newcontext reveals, tomost of us, the consequences and
effects derived fromwhichever kind ofmovement.
Dancing, as an accumulation ofmovements and attentions via
manybodies... as an invisible thing that brings forward parti-
cles, sensations... absence... Dancing is here andgone. Danc-
ingwith the fluctuation of attentions. I amhere. And this here is
already different. I amhere.
HOME.
PAUSE.
How is time right now?Time is not necessarily having (or giving
me) a senseof direction. Suspension.
PAUSE
Belonging rarelymeans being.
I’ve been asked to send a2-minute videoof oneofmyworks. I
amalso editing a dossier to send to programmers. Does any of
thismake sense?Did itmake sensebefore?
Today I’ve had aSkypemeetingwith someone Imet on a gig. It
was great and reaffirming to know that our bodies encounter
eachother once and that, in onewayor the other, we are still
with eachother.
There aremanypeoplewithmeeven if I amalone.
There aremany thingswithmeeven if I amalone.
PAUSE
SENSE
Weare inmanypeople even if we are not aware.
Weare inmany things even if we are not aware.
Movement
Again
Movement of the “manyness”. Phenomenawith a certain ca-
pacity to affect. Affective capacity. Flow... or in itsway.
When Iwas dancingwithmy silly dance today, I felt themotion
of things. The unfolding ofmybody, the fluctuation ofmy
modesof attention... being in the void... taking in and letting go. I
amwhere I amandmovingwith that situation. Sensing is hap-
peningwithwithoutmyneed to rationalize... it is happening by
having a body that is limited yet endless in itsmodesof sensing
andbeing affected. Dance is the void I need to inhabit these
days. A dance that it is allowingme to bewith the ungraspable.
With the fluxuswithin otherness and self-reassurance. Noone
knowswhere the dancegoes yetweare dancing. Staying.
Dancing.
With spaces, architectures, breezes, texture, weight, digestion,

light, darkness, air, nerves, clouds, sounds...
I rarelymove alone.
Dance can findmeas the force of invocation. As a force to-
wards awish, hope that is subtle and,most times, silentlymov-
ing and sinking in.
COMING
Sensemovement unfolds unfolding fromwhere you are. Spot
movements in 360odegrees. Changeperspective and keep
changing perspective. Sense the different dimensions...
project... imagine... give space...
It is happening and yet gone.
Wherewewere is gone, so the beginning of this letter is also
gone.
HOME
STAYHOME
If you can.
There are houses that are dark, others that are tiny andothers
that are bright and full of space. There are houses that are
emptywhile people are trying to find an affordable place to life
live. Houseswith ten people in very little space andhouseswith
twopeoplewith plenty of space. Houseswith bedbugs and
houseswith pretty flowers in thewindow.
There is hail/snow falling from the sky. The sound it generates
is relaxing.
Wedon’t knowexactly the future of the houses that host us.
Changeplace.
STAY
Whena task/rule comes to light,many implications arise. Stay-
ingmightmake youwonder about the possibilities of doing so
and to reflect on how to create conditions for staying for ev-
eryone.Stayingmight unfold aspects of the context in
whichwe live. Stayingmight give you information that sup-
ports something further than action or light theopposite
that canonlybesustainedbyaction.What do rules do to us?

IMAGES
-NOTTHERE (0)
-NOTNAMINGTHECOLOUROFMANYTENSIONS (2)
-NOTHOMEONTHE INTERNET (4)
FRIENDCANHEAR
DANCINGOFCLOUDS
ANDWATER

- LEAVINGTHETHEATER (4)
FORALIGHTENED
SOMATICHOME
ATTEMPTINGAHOLE

-HEARINGTHEVOID
WHILETHERE ISGROWTH
INTHESILENCE
AWAY?OFTHEWHEEL (3)



AsacademicRaymondWilliams famouslywrote in 1976, cul-
ture is oneof themost complicatedwords in theEnglish lan-
guage.Oneof the reasons behind this complexity is theword’s
origin. Culture derives from theFrench,which in term follows
the LatinColere: to nurture, to grow, to tend to the earth, to pro-
tect, to honour. In otherwords, culture is not only a sector of ac-
tivity or, as anthropologists define it, awayof being. It is also a
practice of care.

In 2020, aswe live through aglobal pandemic, the cultural sec-
tor is imploding all around theworldwith only someexceptions
– namelyGermany andFrance,whosegovernments have
promisedmassive investment programmes to support a cul-
tural structure thatwas built over decades. Across borders,
artists,musicians, actors, dancers, culturalmanagers and citi-
zens have organised to lobby their local, regional, national and
transnational authorities.On their side, governments are be-
ginning to try to respond to thousands of desperate calls for fi-
nancial help. Althoughputting out this fire is—of course – the
priority, a question remains unaddressed:when the pandemic
is over, what cultural sector dowewant?

Mygoalwith this text is to suggest three principles to answer
this question. However, it is important to recall what the situa-
tionwas just before the pandemic hit. In theEuropeanUnion,
after 10 years of austerity or low levels of investment, cultural
policies and funding tended to prioritise buildings over invest-
ment in skills development, urban centres over decentralised
cultural provision, projects rather than long-termstability. That
is, the logic of the spectaclewasprioritised over that of rela-
tionships.With only someexceptions, pre-Covid cultural poli-
cies and strategieswere short-term, unequal and
unsustainable.

Now,wemust save our cultural institutions and support our
cultural professionals. This is crucial. Andwhen the pandemic
is over, wemust rethink the cultural policies and strategies that
support the sector.

Below, I propose threeways to radically redefine cultural poli-
cies and funding: impact-driven cultural investment, a virtual
cultural currency, and recognising culture as key for the sus-
tainable development transition that is required.

1. Goals, not numbers

For decades, cultural debates have taken the share of different
iterations of the samedisagreement: one side of the barricade
believes that funding should supportwhat they see as the best
cultural practices, independently of public demand; the other
side tends to support funding the cultural practices that are
preferred by the population.While there are pros and cons to
both approaches, redefining the questionmay help us find an
answer to it.

Alongside limited cultural funding, the last decadehas seen the
reemergenceof conversations aroundhowculture can con-
tribute to other goals: from learning towellbeing, from tourism
to urban regeneration. This led to occasional increases in tar-
geted local investment, whichwas evaluated basedon shifts in
audience numbers. The assumption underlying this process is
straightforward: the expansion of cultural audiences indirectly
supports other sectors (education, tourism, jobs...), which
would also be strengthened in turn.

Butwhat if, insteadof focusing on the number of shows that are
organised, the number of people that enter cultural buildings,
the number of Zoomcalls uploadedonline,we create pro-
grammesof cultural investment that are dedicated to support-
ing our long-termgoals?This is not to say that other formsof
financial supportwould become irrelevant, but that the typeof
funding programmeswould bediversified. If our goal is to de-
velop cultural activities (for example, amusic festival) in a spe-
cific contextwhosepopulation rarely interacts, that is, with the
aimof developing newor existing relationships and strength-
ening the local senseof community, that should beoneof our
explicit goals. Rather than numbers, our focus should lie on
processes developed andnurtured by culture.Colere: to nur-
ture.

2. An alternative currency for the cultural sector

In recent years, one of themost innovative proposals in cultural
policy has been the idea of providing cultural cheques. Accord-
ing to the latter, individuals in specific groups are given access
to cultural activities independently of their socioeconomic
background. Theproblemwith this proposal is that, without E
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constraints to its use, such fundingmay reinforce existing pat-
terns of inequality. In otherwords, cultural checksmay rein-
force cultural consumption thatwould take place in any case,
creating a line of indirect public support to, for example,music
conglomerates and/or individuals fromprivilegedback-
grounds.

Rather, if we start from the recognition that access to culture is
unequal and that investment directed at supporting a lively cul-
tural ecology should, by definition, aim to reduce suchpatterns
of inequality, it is not enough to increase cultural consumption
from individuals belonging to specific groups (the idea behind
cultural checks).On the contrary, this should be combinedwith
ring-fended support to small-scale cultural organisations that
employ staff throughout the territory anddevelop process-
basedwork in a long-termapproach.

In this logic, itmakesmore sense to support a virtual cultural
currency. Complementary currencies supplement national
currencies; since they canonly be spent in designated entities
that recognise them, they keepmoney (or, in this case, public
investment) circulating locally or nationally. Therefore, an alter-
native cultural currencywould block the indirect redirection of
public expenditure towards platforms that not only compete
against small creators but also, in somecases, are registered in
tax havens. Setting up an alternative cultural currency, estab-
lishing agreementswith cultural entities thatworkwith their
communities, andproviding loaded virtual cards to individuals
fromspecific groupswould contribute to growth in demand for
local cultural organisations, building amore balanced cultural
ecosystem.Colere: to grow.

3. Sustainable development is cultural

Experts believe that the environmental disturbances that have
contributed to the development ofCovid-19maybe reinforced
by uncontrolled climate change. Transforming our economies
andbuilding societies that can respect the targets of theParis
Agreement for climate is the biggest challenge thatwe face.
However, the role of culture in this domain is rarely acknowl-
edged. In 2015, states sitting in theUnitedNationsGeneral As-
sembly agreedon theSustainableDevelopmentGoals. These
17 principleswill allow societies tomeet development goals
while also allowing the planet to thrive. They are to be achieved

by the year 2030and include zero hunger, quality education,
and goodhealth andwellbeing, amongothers. Nonetheless,
they donot include access to culture. That is, although cultural
elements are includedwithin the 169 specific targets that com-
pose theSustainableDevelopmentGoals, it would be an exag-
geration to say that culture is perceived as a key actor in the
sustainable transition.

And yet, culture – as thatwhich allows us to come together be-
yondour family, social andprofessional circles, rethink our
present and reimagine our future – is the ideal catalyst for de-
velopment at the fast pace that is demandedby theParis
Agreement.

A 2015 report by academics JoostDessein, KatriinaSoini, Gra-
hamFairclough andLumminaHorlings identifies threemain
ways to understand the relation between culture and sustain-
ability.² The first is culture in sustainability, which understands
culture as the fourth pillar to implement sustainable develop-
ment alongside social, economic andenvironmental actors.
The secondperspectives is that of culture for sustainability,
which sees culture as the central dimension throughwhich the
other pillars interact. The finalmodel is culture as development,
that is, culture as the foundation for (and notmerely as support
for or the catalyst of) sustainable development.

If we are to imagine andput in practice the policies, the struc-
tures, themoves of living thatwill allowus to respect our planet,
this requires global cultural change at a speed and level never
seenbefore. Culture is thatwhich connects us, but it is also
openness to experimentation, embedded formsof thinking,
moving forward despite uncertainty. It iswhatwe, as humans,
must urgently relearn: colere, to tend to the earth.

Thepandemic is not an opportunity. It has causedpain, despair
anddestitutionwhosememorywill never be erased. Butwhen
the virus is under control, wewill gather again. Andwewill once
again believe that the future is open.Weowe it to ourselves.
Colere: to protect, to honour.

2
https://www.researchgate.net/publication/
283273104_Culture_in_for_and_as_Sustainable_Development_Conclusions_from_the_COST_AC
TION_IS1007_Investigating_Cultural_Sustainability



After the endofWorldWar II, the biggest fear of peoplewas a
nuclear destruction of the human life on the planet. This fear
was nurtured by the opponent powers during theColdWar era
and it gave birth to a big number of artworks about the dystopic
landscapeof the «day after».
I remember growing up in the fear of a nuclearwar. In the
1980s,when Iwas a teenager, USSRstill existed, a fear of a
newnuclear holocaustwas hovering andmany artistswere
protesting against it anddemanding peace. Nobody ever imag-
ined that the fear of a pandemicwould replace this fear –even
whenAIDSHIVwas first discovered.
Becauseof the fear of a nuclearwar or gas bombs,when a
block of flatswasbeing built in Athens right afterWorldWar II,
in the 1950s, a bunkerwas addedunderground, so that the in-
habitants can find there a last refuge if therewas awar. If a
building had an underground shelter it was considered to be a
better option, and the flats of the buildingweremore expensive
to rent or to buy.
I live inAthens in a building erected in 1951 and, strange as it
might sound, it does have a bunker: twobig roomsmadeof
solid concrete in the underground. There is a small air duct in-
visible from theoutside to provide air (which one can close if
the air is poisoned) and the access to the bunker is through a
very small door (minimizing the surface that is not coveredby
concrete)with an iron air-tight door, similar to the ones of sub-
marine ships.
In case of an attack and if the bunkerwas to be used, the inhab-
itants of the buildingwould be advised to leave their personal
affairs in their flats, andonly take the absolutely necessarywith
them, including gasmasks. Then theywould all squeeze in the
bunker. 12 familieswould have to share about 60 squareme-
ters. Visiting the bunker ofmybuilding a fewdays agobrought
a funny image tomymind: a gas attack in theCoronavirus era –
would it force people to get in the bunker trying to keep the “so-
cial distance” rules at the same time?
Aglance at this old kind of defence against the “enemy’s at-
tack” and the recent kind of defence invented in 2020against
the “virus-enemy” could reveal something: Confinement is
considered to be a salvation in both cases, but under different
terms. In one case crowdingwas salvation, in the other the so-
called “social distancing” is considered to be. It seems like
those twoextremities have a commondenominator: the fear of
an attack of an “external enemy”. But if we look closer, wewill
see that there is something very commonconcerning the two
“external enemies”: they both derive from the humanactivity.
From thedistorted useof nature’s resources. And to bemore
precise, from the arroganceof humans against their species,
against life and against nature.

But there is somethingmore that is common: the culture of a
policy of fear. A “culture of fear” built carefully and effectively in
the society. A policy that results into the feeling of loneliness
anddefencelessness,which is nurtured in every possibleway.
Whendopeople feel completely defenceless andmore vulner-
able? In the realmof loneliness. Alone. Feeling that their com-
munity is broken.Or in front of an invincible enemy that they
cannot fight alone but neither can they fight togetherwith their
community. But there is another question here: howdidweas a
society cede to our representatives the right to use the politics
of fear? Is there away to fight against the policies of fear?

In the short timeof confinement andde-confinementwehave
seen the imageof aworldweonly knew fromdystopic litera-
ture, aworldwedonot know ifwewant to live in.Wehave seen
people dying alone,while their keenswere looking at them
froma screen, not being allowed to hold their handduring this
passage.Wehave seenour educational systems trying to per-
suade little kids that the other kids constitute a danger; elderly
people being scared to hug their grand-children and isolated
people gettingmore andmore lonely andgradually losing their
appetite for life. And yet, the above imagesdid not erase the
ones of children dying of famine in other parts of theworld, the
ones of refugees fleetingwars, the ones of homeless people
dying alone in the streets; theywere just superposedon them.
The number of suicides of the post-confinement period is yet
to be counted, but the collective depression is already palpa-
ble.

And howdowe intend to react to all that?
Everyone seems to agree that health is a priority.
But is health possible in an unhealthy social andpolitical envi-
ronment?
Andhowarewe trying to cure the disease?
Arewe trying to cure it or just to avoid dealingwith it?
Doweexpect seclusion and fragmentation of societies to be a
medicine for anything?
Howdid societies react to pandemics before us?
Is a disease apurely biological phenomenon?
Is a pandemic a biological phenomenon at all - considering that
the only components of theword are “pan” (all) and “demos”
(city-in the senseof an organized society of citizens)?
Couldwe see apandemic as a diseaseofdemocracy?
Does suffering fromapandemic reveal deep, fundamental
problems in an organized society?
Does a crisis in one level (in this case the biological one) reveal 20
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I amnot afraid to live in aworldwithout flights, but I amscared
of aworldwithout values other than the financial ones. I amnot
afraid to live in aworldwithout luxury. But I amscaredof aworld
without hugs and tenderness, of aworldwithout deep and
spontaneous encounters in the real space,without deep, life-
changing humanexperiences;without the chemical reactions
that enable encounters to give birth to something;without so-
cial andpolitical coexistence; aworldwithout all that is inspir-
ing human relationships andgreat art.
Imagining aworld aswewant it has always been a revolution-
ary practice. And forme this should be the issue right now: to
imaginewhat kind of aworldwewill fight for. And to find the
ways to fight for it together as citizens,whatever it takes.

a deeper crisis in other levels?
In ancientGreece apandemicwas interpreted as a sign of a fa-
talmisuse of power by its leaders and as a punishment of the
society for itswrongdecisions.
In somecases it could be interpreted as a need for deeppoliti-
cal changes reflecting the cure of the social disease.
If the crisis is social, political, democratic, what could be the
cause?
Howdeepcouldwego into diagnostics?
And ifweget to realize them, couldwecure the very funda-
mental causes of this crisis?
Doweevenwant to cure them?
Whena society suffers, is it a political issue?
Whena society suffers, what is the cure? Is there a cure?
Is the suffering of humanisma symptomor a cause?
WhatwouldPlato orAristotle advise us?
Is the diseaseof a society a question of citizenship?
But howdidweendupdiscussing citizenship?
Μaybebecause this is themost fundamental issuewehave to
face as a society...

Is this situation new?Or is it the newstageof a deteriorating re-
ality? Talking personally, I cannot see it out of its historical con-
text andout of a series of events thatwere accumulated and
led to it. Tomyopinionwhatwe live nowhas already been there
in the society, as part of a value and culture crisis formany
years now, butwewere afraid to admit it before it became too
obvious.

In the short confinement periodmany hiddenor invisible prob-
lems surfaced. The tremendous uncertainty only seems to be
harming theweaker ones in all senses – and first of all in the fi-
nancial plan.Markets do not seem to fear somuch.Which
means that oncemore the globalized economy seems to be
able to survivewithout even caring about humanbeings.We
have seen hunger becoming a visible threat. Andwehave seen
human life being crushed as if it wasworth of nothing. Is this
what it is going to be? Is this aworldwedreamt of? Is this a
worldwewant to live in?Canwe imagine aworldwithout hu-
man touch?Canwe imagine theworldwithout themagic of the
humancontact? Is this aworldwhich canproduce art?And if
we are to have art, what should this art stand up for?



Rereading the oldSérgiowas awise choice for a period of vol-
untary isolation. That ancient anddusty thing having been rele-
gated to the shelves of the confines ofHistory, to the vanguard
of ignorance, I decided to rescue it. I admireAntónioSérgio
verymuch. It is no surprise that sergian rationalismhas influ-
encedmypolitical thinking, avowed social-democrat from the
left that I am, and it is from that point of view that this essay
takes its direction. Itmakes think and rethink, about ethics,
morality, politics and the economy. In fact, fromhis teachings,
frommy faculty days, I took themaximof transformingmorality
through economics andeconomics throughmorality, both si-
multaneously in action, andboth dependent on eachother.

At thismoment, we are facing a very complicated situation.
Therewill certainly be an economic loss, the consequences of
whichwedon ́t yet know. Andmanyof the certaintieswedid
have up until a fewmonths ago, have begun to go up in smoke.
It is fear that emerges. Fromwhat I continue to try and extract,
cooperation is, perhaps, the keyword for a sergianworld view
which urges the unravelling, in the computation of a lesson to
be had, from thepresent. And it is no accident that that former
ministerMiguel PoiaresMaduro, inmypolitical antipodes in an
Expresso article on the repercussions this pandemicmight
have on liberal democracies, accentuates cooperation as the
cornerstone in the economic process of globalization. In his
ownway, of course, but he does reference it. It iswithin this
context of trampling on individual liberties, of social difficulties,
that I invokeSérgio.

It is in the knowledge and invocation of this/these historic lega-
cy/legacies thatwemust ponder and spring to actionwith the
necessary public policies for the present times. If there is an el-
ement thatmakes uppart of theDNAof the democratic left,
andwhichwasgradually forgotten as a tool of social transfor-
mation via reform, it is associationist socialism. I am referring to
socialization via association, in the cooperative or themunici-
pality, in order to bemore encompassing in itsmethodology.
Nevertheless, according toGeorges Lasserre, it was through
cooperativism, oneof the three branches (on parwith trade
unionismandpolitical socialism in its various nuances), that in
theworker ́smovement in Portugal, after the 25th of April revo-
lution, a great dynamismwasobserved,whether in the con-
sumer cooperatives, or thoseof production, or housing. In fact,
theConstitution enshrines the cooperative sector as oneof
the fundamental elements for the economic organization of the
Republic.

AntónioSérgiowas,without a doubt, its biggest doctrinaire.
Thepandemicweare going through is only a call to attention to
the sergianmaximwe referred to and, above all, awarning: this
model of unbridled growth, basedonprofit, cannot continue, as
somethingworsemayhappen. It urges us then, to find formsof
sustainability. If, during thesepast years there hadbeen an in-
centive towards the conscienceof cooperation, perhaps today
wewould be able to act inways thatwere not exclusively indi-
vidualistic and/or collective, butwould play a conscious role of
the collective of the interdependent individual, this one interde-
pendent on the other. If throughout the yearswehad invested
in an alternative economicmodel, parallel to cooperation and
mutual aid, todaywewould havemore of a capacity to confront
the difficulties this crisiswill bring. And this has repercussions
in various areas of our lives, fromenvironmental sustainability
and the fight against climactic changes, to the desertification
of the interior. Because,more than ever, we needeachother.

This cooperative and communitarian spirit was, in fact, quite
visible during the firstmonths of confinement in the aid to pre-
cariousworkers, especially the “cultural invisibles”, which,
facedwith theState ́s failure, led the community to organize it-
self and intervened to assuage an unforgivable absence.

Wealsowere able to observe how the social vulnerability pro-
vokedby the pandemic revealed serious housing problems in
large urban centres. Thedemocratic left has themoral obliga-
tion to find solutions to this problem rescuing, for this purpose,
associationist socialism. If Covid-19 showedus the indispens-
able role of theState in the essential sectors for living in com-
munity, associationist socialismcan and should be a comple-
ment in the role of socialization. It is not enough for citizens to
have freedomof. It is also necessary to for them to have the
freedom to, in order to complete the designations of equality
and fraternity of the republican triad, and to be truly free. And, in
order to be truly free, it is indispensable to have a roof over one
́s head.

Taking the example of the problemof housing in the urban cen-
tres, andprices accessible to amiddle class increasingly
crushed, the cooperative solution is the one that offers the best
conditions of protection fromspeculation. It ́s true that theMu-
nicipality of Lisbon is alreadyworking on this, but itmust be the
Government, through incentives and/or lines of credit, which
must launch the initiative. There aremanyways to do so: from Vo
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revenue fromall the cooperatives transformed into credit for
eachone to build, to constructionwith public support for sales,
and construction by the cooperative remaining its property, but
rented to the cooperatives or even granting, as a lending con-
tract, degradedpublic buildings to the cooperativeswith these
being responsible for their reconstruction andmaintenance.

More answers?AntónioSérgio has a few: “we intend, for this
reason, the socialization of themeans of production andex-
change (or distribution,more precisely); however, themost ap-
propriatewayof achieving this seems to be the one thatmost
respects the autonomous individual ́s power of initiative and
the eminent dignity of the true person, always acting in an atti-
tudewhich is positive, creative, fraternal, magnanimous, full of
tolerance and sympathy, of awarmgenerosity and the love of
men [...]. Cooperatism for us is not dogma, a closeddoctrine, a
fanatical faith, something exclusionist [...], but simply amethod
– andnot the only one –of solving economic problems, andof
socializing the economywithout going throughpolitics”.

I repeat that the left has themoral obligation to rescue associa-
tionist socialism. I say it not only in service to political reason
but, essentially, to humanism. TheWorld is changing and it is
necessary for politicians to once again speakwith thosewho
have an ideology –without half-measures.On the other hand,
with an increasingly liberal right, whether it ́s the democratic
right or the new radical populist right, associationist socialism
is an answer to the fallacy that “socialismhampers freedoms”.
If theStatemust play its fundamental role, and not be an im-
pediment but a tool for conferring freedom, associationist so-
cialism is the socializing dimensionwhich the free individual
possesses. Last but not least, the human side: the constitu-
tional right to housing for the dignity of the person, in equality
andwithout discrimination.

Weare urged then, to return to our roots, to the commune, to
the community, to combat fear. And for this, we needeveryone.
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I have a friend
Whoapplies hermakeup at night
Todine alone.

Today I linedmyeyes,
Underneathmyeyes,
In blue pencil.

The blue pencil is blue
It doesn ́t cover the eyes
Nor does it allow them to see

I seekGod
I seekGod
I seekGod
In every law.

Is he just?

(If silencewere
Were peace, only peace
Andnever the gag)

12Steps for sweetening totalitarianism

1. AntónioCosta is thePrimeMinister of Portugal.
2. I amnotAntónioCosta ́s daughter.My father ́s name is Inácio
Terrinca.
3. Citizensmust be clearly informed.Children aswell.
4. I don ́t like being educatedby the government.My father
gaveme feworders.
5. About education, they saywhen you say no, youmust ex-
plainwhy.
6.Why can ́t webewith eachother, AntónioCosta? Iwant to be
withmy father.
7. I would like to hug you.May I hug you? It ́s 20 secondsof oxy-
tocin.
8. If weproducemore oxytocin, we are improving theNational
Health System.
9. I would like to hug youwithout feeling like a criminal.
10. In 2021 Iwill live.
11. In 2020 I survived at life.
12. Does it also seem to you that #OrgulhosamenteSós is a
goodhashtag forwhenweare sick of being home?

NOKIA

No, youwon ́t betrayme. You are not a buffoon.Oh, I watch you
tenderly. Keeping thememory ofwhen Iwritemessages like
this. I ́d like to keep it. Imagine that, suddenly, we all Awake to
never again.

15October, 2020
There is no adolescence in contesting the lawof life.

I don ́t think I amafraid of death. I remember visiting the on an
especially cold, windy and rainy day. Freedom formehas never
been about havingmoney in the bank. I ampoor enough to re-
ceive 500euros permonth, have a son andeat organic. I have
myprivileges. I don ́t pay for rent as the housebelongs tomy
parents. Amongother things. I have chosen to live, whenever
possible. I do theatre. Thatmust bemyMars. Imay die from
several things I don ́t avoid.Oneof them is, in fact, being a pro-
fessional in thePerformingArts.Others, simpler, being in a car,
drinking from the sameglass as some friends, petting street
dogs, and soon. I confess that I don ́t understand the reducing
of existence to the binomial being alive/being dead. And this
wide openphilosophical crisis in 2020must bedenouncedby
thosewhowant to live. Thepuritanical saviours of numbers
want us behind screens. #estamosjuntos. As if leisurewere a
sin, wemust only goout for essential reasons.Would it occur to
awashingmachine to go to a concert?Sometimes I remember
primary school: if you have fnished the diffcultword, you can
draw.Wemust police ourselves, given the impossibility of a po-
lice offcer to help eachoneof us.Wecando it. And then the
time for drawingswill come. I have cramps inmy imagination. I
have cramps inmyheart. I have cramps inmydreams.Whydo
we run against covid-19,with such an apparent tremendous
collective dedication?We run, ignoring theworld as if only the
runningmattered, as if only running existed, if the only thing
thatmattered in this racewasgetting to the end (that long-term
#vaitudofcarbem)with your vital signs. APortuguese legend I
once read spokeof the sea.Once upon a time therewas the
sea. Sometimes the sea killed boats and fshermen, because
thewaveswere high.Oneday, the sea foundout it was the
windwhich drew thewaves andwent to ask theNorth star if he
could speakwith thewind. TheNorth starwas afraid and sent
him to themoon. Themoon knewnothing about it, and the sea
endedup speakingwith the sun. The sun laughed. I think of this.
I drink a glass of cold full fatmilk. I hesitate between thinking of
a performanceor invoking a conversationwith epidemiologists

andphilosophers.What illuminates chaos? I know, or I pretend
to know, it is the gathering. That nectar ofwhich theGodswant
to deprive us. And so Iwrite in tomorrow ́s calendar: try tomark
December 31, 2020as aday forGATHERING: post covid-19
policy.
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