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Introduction

Writing the introduction to a publication describing 
a two-year project is a challenge. Over these two 
years, the seven members of The Spur, led by 
Bòlit, Centre d’Art Contemporani. Girona, have 
worked to develop a European cooperative network 
dedicated to contemporary creation, especially in 
visual art. It involves seven organizations from four 
countries that have joined forces to promote the 
transnational movement of creators and improve 
their professional abilities, as well as to pursue 
co-management processes in a framework based 
on cooperation and internationalisation. This is 
a joint effort in which each centre has contributed 
its strong suits —based on its own characteristics 
and experiences— to a set of common objectives. 
The Spur is an innovative, ambitious project, 
important for the city of Girona but organised 
on a European scale. The project has included 
several different initiatives: the programme of 
resident artists from different participating cities, 
the creation of prospective studies to convert 
abandoned urban spaces into creative spaces, four 
international seminars and the publication of two 
digital publications-catalogues, as well as this print 
catalogue.
 
On a more concrete level, The Spur has allowed 
22 artists to participate in international 
residencies. These artistic residencies have been 
at the core of the project, and the artists have 
personified one of its most important goals. The 
artists were selected through public contests, 
a measure of transparency designed to guarantee 
equal opportunities, the most appropriate financial 
conditions and the selection of the highest-quality 
projects in keeping with the ideas behind The Spur. 
The 22 creators selected, all of them visual artists, 
employ a broad range of artistic practices, but they 
all share a common contemporary framework. 
They also come from a number of different 
countries, such as Hungary, Austria or Estonia. 
They have all had the opportunity to work on 
their artistic proposals in one of our participating 
cities and centres: Centre d’Art Le LAIT (Albi, 
France), Es Baluard Museu d’Art Modern 
i Contemporani de Palma (Mallorca), Bureau 
des Arts et Territoires (Montpelier, 
France), Fondazione per l’Arte (Rome, Italy) and 
Sputnik Oz Art Association (Bratislava, Slovakia), 
in addition to Bòlit, Centre d’Art Contemporani. 
Girona. It should be said that the seventh member 
of this unit is the Pyrenees-Mediterranean 
Euroregion, whose special role involved the 
management and support for the project as 
a cooperative entity combining different regions. 
During these residencies, each artist –or group of 

artists– had a mentor from the town where they 
stayed. The role of these professionals, each with 
a long career and broad experience, was not only 
to guide the artists, but also to promote dialogue 
in order to enrich their creative processes and the 
resulting pieces. The Spur’s artistic residencies 
focused on artistic research, which can take many 
forms, but which does not necessarily result in 
a specific piece. In keeping with this spirit, the 
proposals of different artists ended up taking 
different shapes: actions, participative events or 
public presentations, to name a few.
 
Thanks to Bòlit, Centre d’Art Contemporani, here 
in Girona we were lucky enough to receive some 
of these resident artists. The Centre began its 
residency programme in 2014, and since then it 
has welcomed a number of artists, curators and 
other cultural agents. It now continues its task 
of promoting artistic creation in our city with an 
international spirit. The resident artists from 
The Spur had the opportunity to discover and 
explore our city, using it as a laboratory for ideas 
and incorporating it into their projects in one way 
or another. They established synergies with other 
cultural agents and with the city in general by 
intervening in Bòlit’s exhibition spaces, offering 
workshops, talks or open seminars, for example.
 
They all helped to enrich the city, but we, too, 
have done our part: they have both influenced 
and been influenced. We should not forget that 
welcoming always means opening up to the 
presence of the other, exposing ourselves to what 
their point of view can reveal about us and, in this 
case, our surroundings. It is about seeing through 
another’s eyes or, in the words of Xavier Antich, 
‘participating in an exchange based on openness 
to the other’. With their work, the artists have 
allowed us to see what often passes unnoticed, 
or have found another way of expressing what 
was once invisible. This new vision also involves 
risks: it can reveal shortcomings, but being brave 
enough to acknowledge them means that, with 
time and effort, we can overcome them. Ultimately, 
it is a mutual learning process that benefits all 
citizens. We at the Girona City Council would like 
our city to continue to attract members of the 
cultural and creative sector, but we also want it to 
become a platform creators can use to launch their 
careers and develop their activity abroad. This 
means internationalising local art and welcoming 
international art. Over these years, Bòlit Centre 
d’Art Contemporani. Girona has given support to 
a large number of local artists, and has transported 
visual art from our city to different points across 

Europe. It has done so with the understanding that 
the mobility of these professionals is desirable 
not only for the development of their careers, 
but also for Girona and its image abroad. With 
The Spur project, Girona also had the opportunity 
to house a seminar, designed as a space for sharing 
knowledge with an impact on the sector. 
 
We are working towards an open city that takes 
care of what it has, but does not fear circulation 
and mobility. In addition, it sees this relationship 
and collaboration with other regions, entities and 
organizations as something necessary within the 
context of an increasingly connected world, where 
the local and the global mix and create hybrids. We 
at the City Council continue to invest in creativity as 
one of our city’s main values, because we see it as 
a motor for economic development with high added 
value, and also because it can help to improve 
our citizens’ quality of life. It is important to 
remember that the cultural and creative industries 
represent about 4.5 % of the GDP of the UE, and 
4% of occupation (some 8 million jobs). Bòlit, 
Centre d’Art Contemporani. Girona has led this 
initiative, and has invested a great deal of energy in 
guaranteeing its success. From the very beginning, 
however, our goal has been to overcome the strict 
framework of this project and to consider the fruits 
and the legacy of The Spur. So, together with the 
other participants, Bòlit would like to transmit the 
knowledge shared in this process to the cultural 
and artistic sector. The work done so far has taken 
the form of a series of management tools that 
are useful on a transnational, European scale. 
These tools are documents on things like model 
contracts, protocols and best practices. They 
constitute a body of resources that can help in the 
development of future creative projects, as well as 
in professionalising the sector. The objective is to 
generate intellectual capital that benefits both the 
sector and citizens. This set of resources is unique 
here in our region, and we are sure it will become 
an essential tool for future creative projects. Once 
again, Bòlit, Centre d’Art Contemporani. Girona 
has shown its long-term commitment to our 
city’s cultural and artistic sector.
 
Being able to participate in a European project on 
this scale is an opportunity for a centre like Bòlit, 
but also for a city like Girona, which continues to 
serve as a point of reference in culture and art on 
a European scale. Our contemporary art centre 
continues to lead the way for culture in Girona, 
in a project with international repercussions. 
Bòlit, Centre d’Art Contemporani. Girona has 
a clear objective, and so does the city council: 

we believe in culture as a tool for personal, social 
and economic growth, capable of making our city 
a point of reference in innovation, new languages 
and modernity.
 
What you hold in your hands is a sample of the 
results of The Spur. This publication seeks to serve 
as a testimony of the steps taken so far and to 
highlight the work done these last two years.

Marta Madrenas
Mayor of Girona
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The Euroregion, supporting 
contemporary art and 
the creative economy

The Euroregion Pyrenees Mediterranean was 
founded in 2004 as an ambitious political 
cooperation project which currently groups three 
regions strategically located in South-West Europe 
along the Western Mediterranean: Catalonia, the 
Balearic Islands and Occitania region. In 2009 
these regions constituted a European Grouping 
for Territorial Cooperation, an organisation within 
Europe that, in our case, has the additional appeal 
of being located in the heart of the Mediterranean 
basin, one of the most important economic routes 
in the southern part of the continent. In effect, the 
area occupied by the Euroregion is one of great 
economic activity which faces the challenge of 
achieving optimal yet sustainable rates of growth 
as well as the cooperation and convergence 
amongst regions.

By way of example, its economic development is 
reflected in the data on GDP growth, which stood 
at 3,7 % in 2017. In addition, it should be taken 
into account that the Euroregion spreads over 
110.000 square kilometres, with a population of 
over 14,2 million inhabitants.
 
The Euroregion’s roadmap, entitled For a Creative, 
Sustainable and Supportive Euroregion Towards 
2020 and adopted in June 2017, establishes the 
key principles to guide the activity of this body, 
which are:

1. Working with and for the region
2. Contributing towards overcoming common 

European challenges
3. Taking an active role in the Mediterranean

Within this framework, the strategic activities of 
the Euroregion are:

1. Developing a competitive Euroregional 
ecosystem for research, knowledge and 
innovation

2. Contributing to the region’s sustainable 
development

3. Strengthening the Euroregional identity

It is worth noting that this third point includes the 
creative economy and the arts, in all their forms of 
expression, as elements that make up the identity 
of the Euroregion. For this reason the Euroregion 
aims to promote a new outlook on culture, one that 
is both dynamic and open to outside influences as 
well as respectful towards its past, all whilst relying 
on the support from the various cultural players 
to provide them with a European dimension. On 
the other hand, it is worth remembering that 

the Euroregion aims to strengthen and consolidate 
the creative arts industries given that promoting 
them is equivalent to developing their sustainable 
innovation and deepening the bonds of a shared 
history. 

In this regard, among the many activities aimed 
at an active cooperation in cultural matters, 
since 2010 the Euroregion has launched a call to 
fund projects of various artistic disciplines and 
expressions (the performing arts, contemporary 
art, music, cinema, the audio-visual arts and 
Euroregional languages, among others). With 
a strong emphasis on music, contemporary art 
occupies the second most important area when 
it comes to receiving these subsidies. In this 
regard, the ETAC is one of the emblematic projects 
promoted by the Euroregion. This initiative, which 
can be considered the immediate antecedent of 
The Spur, was an artistic mobility project in the 
cross-border Catalan scene developed between 
2015 and 2016. The ETAC, which was also led 
by Bòlit. Centre d’Art Contemporani. Girona, 
consisted of four more members, one of which 
is Centre d’Art Le LAIT. Both centres had already 
worked together on a network of Euroregional 
residencies. Subsequently, this collaboration 
has been repeated, consolidated and extended 
to create The Spur, which demonstrates the firm 
desire for cooperation by the partners and the 
leadership capacity of the Bòlit over the long term.

Over the last few years, the Euroregion has 
supported many projects, either in the ETAC style, 
or another type. However, The Spur has given 
us the opportunity to expand our field of action. 
The Spur is a project that amalgamates the initial 
Euroregional model of the group established 
between the ETAC project and transnational 
Europe one. Thus, this framework has allowed 
us to look beyond our region and, at the same 
time, bring a project of continental scope to our 
geographical area. It has been a process of mutual 
enrichment. With The Spur, we have been able to 
help promote the mobility of artists and, at the 
same time, raise the awareness of the region and 
the profiles of the organising centres in other parts 
of Europe. Undoubtedly, The Spur has promoted 
a series of activities that have made contemporary 
creation and thinking more visible, such as through 
the four seminars, three of which have been held 
in Euroregional cities —Girona, Albi and Palma. 
Thus, The Spur has also served to expand the 
Euroregion’s area of projection, providing visibility 
to different cities, participating centres and also to 
artists from all over the world.

Furthermore, it should be noted that cultural 
industries are a tool for economic development, 
job creation and a way to improve healthy 
competitiveness, bearing in mind that we must 
take care of the kinship and shared values of 
the regions that are part of our geographic area. 
Thus, Euroregional cultural policies take into 
account this common heritage and also respond to 
economic challenges. The Spur falls fully within the 
Euroregion’s commitment to the industry and the 
values it wants to promote: innovation, diversity, 
cooperation and the promotion of culture to bring it 
closer to the general public. This is what the region 
and Europe is about, and what the Euroregion 
believes in and is working towards. 

Having said that, it is important to emphasise that 
the The Spur project has benefited both from the 
announcement for Euroregional aid to cultural 
projects as well as the Creative Europe programme 
(2015). This is because the dialogue between 
the Euroregion and Europe produces results that 
enrich us reciprocally and allow us to respond to 
European and Euroregional challenges, take on 
a relevant role in the Mediterranean and continue 
to act with and for the region.

In addition, with the participation in The Spur, 
the Euroregion continues to show itself for what 
it is: a leading centre of cooperation committed 
to contemporary art. Let’s make it clear, in 2016 
the Euroregion opted for a single cultural project: 
The Spur. It firmly believed in it and it turned out to 
be a wise decision. The results of these two years 
are now taking shape in the form of a catalogue 
whose aim is to share this journey we have taken 
and in which we are proud to have participated 
directly.

Xavier Bernard-Sans
Director of the Pyrenees-Mediterranean 
Euroregion



FEB–MAR 2017



10 11

BEN POINTEKER 
Bòlit, Centre d’Art Contemporani. Girona

Originally from Austria, Ben Pointeker 
was previously based in The Netherlands 
where he graduated from the Piet Zwart 
Institute (Rotterdam) in 2005. He won 
the Prix de Rome basic award in 2011. 
While still in The Netherlands, he was 
nominated for the Tiger Awards for Short 
Film at the Rotterdam International 
Film Festival. He graduated from the 
University of Applied Arts Vienna (2001) 
and soon after received the Kunst-Stücke 
Award at Diagonale Graz (2002). 

Pointeker has been in residence at 
Wiels in Brussels, the Shanghai Theatre 
Academy and the Contemporary Image 
Collective in Cairo. He has upcoming 
shows at Arti et Amicitiae, Amsterdam 
and Project Art Space, New York in 2019. 
Group exhibitions include “Cineplex” 
at Secession Vienna; “Concept Film II,” 
Arti et Amicitiae, Amsterdam; “Away - 
stories from abroad”, Alte Post, Vienna; 
“Focus Direct Urbanism” at the Austrian 
Cultural Pavilion, Plovdiv (Bulgaria); “Out 
there” at the Netherlands Fotomuseum, 
Rotterdam; “In Between. Austria 
Contemporary” at the Contemporary 
Art Centre in Vilnius (Lithuania); “RLB 
Kunstpreis” at Kunstbrücke, Innsbruck 
(Austria) and Transmediale, Berlin. He 
has exhibited solo at the Filmmuseum in 
Amsterdam, Kunstpavillon in Innsbruck 
and the Tent in Rotterdam. He has shown 
his work at film festivals such as the 
Festival du Nouveau Cinéma, in Montreal 
(Canada); Biennial of Moving Images, 
Geneva; Karlovy Vary International Film 
Festival; Rencontres Internationales 
Paris/Berlin; the Seattle International 
Film Festival (USA); Cinéma du Réel 
at the Centre Pompidou, in Paris; 
Kurzfilmtage Oberhausen, Courtisane 
Ghent, Viennale Vienna and many 
others. Since 2015 Ben Pointeker has 
been part of the selection committee for 
the Berwick Film & Media Arts Festival 
(Berwick-upon-Tweed, UK). He currently 
lives and works in Vienna.

Sites and locations play a crucial role in Ben 
Pointeker’s practice, which is mostly formalised in 
film and video. In his work, space takes on the same 
importance as the actors. His artistic approach 
addresses the tension between a specific place 
and its contemporary significance and associations 
and the idea of an abstract place formed by cultural 
history. Pointeker is interested in an inner space 
that this tension might open up, the idea that there 
is an ambiguity between a real place and abstract 
or imaginary concepts which he explores within his 
work. 

He is particularly interested in places and he 
approaches it through the very idea of place, 
creating a distance between the associations of the 
particular place and the performance of a scene 
from his work. For example, in “Impassenger”, 
a video piece, the artist treats the landscape as 
an ambiguous element, making it both real and 
imaginary at the same time. Space is not opened 
here as a possibility to leave, but as a paradox of 
travelling while being stuck. 

His work has another important focus, the idea of 
something totally real which cannot be touched, 
such as time. Pointeker has been probing this idea 
in different projects, such as “Erdkörper (suns of 
temper)”. In this work, the artist tackles the notion 
of time through a combination of moving and still 
images whose different temporal characteristics 
are brought into opposition, eliciting a ‘depth 
of movement’. The work evolves between the 
glimpse of a moment and the depth of time and 
raises questions about the nature of time. His 
creative process usually begins with the search 
for something that is unknown or undefined that 
he attempts to define, to give a specific form to. 
For example, as part of The Spur residency at 
Bòlit, Centre d’Art Contemporani. Girona, the 
artist started by exploring locations from films 
and novels set in Girona that might suggest a way 
he could explore the city and the concepts those 
locations evoked in his work. From his research, 
he focused on “Le Moine” a film based on the 
gothic novel “The Monk” by Matthew G. Lewis, 
and in particular on “Josafat” (1906) a novel by 
Prudenci Bertrana. Josafat, the bell ringer of 
Girona Cathedral, is torn between his passionate 
sadomasochistic relationship with a prostitute 
and repression due to his religious vows. These 
two cultural products became Pointeker’s guiding 
lights in the medieval setting of Girona, which he 
addresses as a place with different layers of time. 

At the beginning of his residency, Pointeker started 
scouting possible filming locations in the city 
and making sketches for a film, but his interest 
progressively focused on the stone figures that 
can be found throughout Girona and which are 
significant in relation to the two works he had 
focused on. His work turned more and more into 
a study of gothic art. Under the influence of gothic 
fiction, surrounded by the atmosphere of the 
town with the overwhelming presence of stone, 
he worked in a windowless studio in the tower of 
a former fourth century monastery. Place, in this 
case the artist’s studio, took on fresh relevance for 
his work. In his studio, he started to develop masks 
from wax and stone. Those masks were inspired by 
“Le Moine” and “Josafat” and he set out to explore 
the idea of hiding as a way of showing alongside 
interpretations of opposites such as ancient and 
contemporary, fiction and reality. Repression 
and the fear of being exposed as manifested 
in Josafat’s inner conflict sheds light on the 
paradoxical aspect of the mask as something that 
doesn’t hide, but rather reveals. Those masks were 
originally intended to be worn by figures filmed in 
different locations around the city. However, they 
became more object, sculptural pieces in their own 
right that Pointeker decided to bring out from his 
studio and place in context in the environment of 
the city.

Ben Pointeker’s work in residence in Girona 
expanded across media and was presented in the 
form of an open studio event that aimed to allow 
visitors to engage with his work. 

He was mentored by film director and screenwriter 
Pere Vilà. 

Bòlit, Centre d’Art Contemporani. Girona Ben Pointeker
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DEANA KOLENČÍKOVÁ
Centre d’Art Le LAIT

Deana Kolenčíková is a 2016 graduate 
of the Academy of Fine Arts and Design 
in Bratislava (Slovakia) who is currently 
living and working in Prague (Czech 
Republic). She completed a scholar 
internship at Nottingham Trent University 
(United Kingdom) in 2013 as well as 
at the Academy of Fine Arts in Vienna 
in 2015. She was a finalist of the 2016 
Startpoint Prize (Czech Republic), the 
ESSL Art Award (Slovakia/Austria) in 
2015 and the VÚB Photo of the Year 
(Bratislava) in 2015, among others. 
Recent solo shows comprise “Apropos 
Anthropos” at the DOT Contemporary 
Art Gallery in Bratislava, 2018; “As if 
you cast a fishing rod into the void” at 
Bubec in Prague, 2018; “A wall is always 
two-sided” at Galerie Jelení in Prague, 
2017; “Albi there” at Centre d’art Le LAIT 
in Albi (France), 2017; “Health ‘n’ safety 
instructions” at Blunk Galleri, Trondheim 
(Norway), 2017; “The counter” with 
Hynek Chmelař at Galerie In Vitro in 
Ústí nad Labem (Czech Republic), 2016 
and “Is this it?” at Photoport gallery in 
Bratislava, 2013.

Kolenčíková has participated in group 
exhibitions at museums, galleries 
and other spaces such as the Bien 
Urbain Festival, Besançon (France), 
2018; Landscape Festival in Prague, 
2018; Kukačka Festival in Ostrava 
(Czech Republic), 2015 and 2017; the 
Zwitschermaschine Galerie in Berlin, 
2016; the National Gallery in Bratislava, 
2015 and the National Portrait Gallery 
in London (United Kingdom) as part of 
the Taylor Wessing Prize in 2013. She 
has been artist in residence in France, 
Belgium, Czech Republic and Slovakia.

Deana Kolenčíková works with different media, 
especially installations as well as interventions in 
public space, often in the form of performances 
that come from her relation with her immediate 
environment, either on a regular or temporary 
basis. In her work, she confronts her experience 
with specific places to shape reactions to 
contradictory elements or processes that she often 
approaches with a sense of humour, touching the 
absurd and ironic. 

For her residency in Centre d’Art Le LAIT in 
Albi, Kolenčíková made several interventions 
that established a dialogue with the city. Her 
work process was based on investigating 
Albi’s urban environment through long walks, 
paying close attention to detail, with the aim of 
establishing direct communication with that 
particular environment. She especially focused 
on Albi’s suburban areas and other sectors of the 
city far from the beaten tourist path. The actions 
proposed by the artist during her stay were made 
as specific actions that form part of an ongoing 
process of work.

Her first intervention was based on the pruning of 
the trees in the city. The trees looked like lifeless 
sculptures since all their leaves had been cut off, 
taking away their ‘treeness’. After this reflection, 
the artist decided to put candles on their branches, 
offering a different way of seeing the trees, of which 
there are so many.

The artist then found a large free-hand sign spray-
painted on a wall, pointing right to Cantepau, one of 
the poorest and most disadvantaged areas of Albi. 
She decided to extract this symbol, photographing 
it and re-printing it on a banner. Then she walked 
around the city centre holding this huge arrow, 
ever pointing towards Cantepau’s. By means of this 
action, the artist brings the context of the suburbs 
to the centre and diverts the attention of the city 
centre to the suburbs, pointing to a different kind 
of relationship between urban areas.

Her third intervention was to sweep up the 
confetti that people left in front of the Cathedral 
at Carnival time. She swept for around 15 ‒ 20 
minutes, receiving many strange looks. She even 
had a conversation with a drunk homeless man 
who (according to the artist) she could understand 
because he was speaking nonsense. She took the 
confetti, headed north-east and walked for a while, 
spreading the colour of the confetti in the suburbs 
of Albi.

Her fourth action was based on the observation 
that “À louer” were the words that the artist read 
most frequently in the streets of Albi. They were 
always written in capitals and mostly in red. For 
her this symbolised the emptiness of the city 
and its political and economic struggle. Based on 
these thoughts, she decided to extract this text 
from the city’s walls and converted it into a mobile 
object with the aim of putting it in different places, 
changing its meaning through its context.

In her next intervention, she tried to post a pancake 
cut to the exact size and thickness of a postcard at 
the Post Office. Her attempt was unsuccessful, but 
through this the artist observed and tested another 
local element: its bureaucracy.

Another thing that caught the artist’s attention 
was the large number of shutters in the city that 
stayed closed day and night. She began to see 
the buildings as giant blocks, which prompted 
questions about the emptiness of these houses, 
their use and what was going on inside them. As 
a fifth intervention, she organised a day of open 
windows by printing yellow posters showing an 
open window and gluing them on the city’s walls. 
Some of these posters provoked a reaction and 
some windows were indeed opened. Other posters 
simply disappeared. 

Finally, Kolenčíková explored another particular 
feature of Albi: its river, Le Tarn. There is a small 
island in the river formed by the sediment that 
flows through the city centre. The suggestion that 
the island might be destroyed by the Council, made 
her canoe out to the island and put a sign up saying 
“Leave me alone”. It was an absurdly ineffectual 
attempt to protect the island.

Through her actions, the artist invites us to look 
around us in a different way, pointing out what does 
not fit and is often only noticed by a visitor’s gaze. 
Her work in residence was presented at an 
exhibition in Centre d’Art Le LAIT entitled “Albi 
there”. She also shared her experience in a public 
showing at the Médiathèque Pierre Amalric, in the 
same city.

Centre d’Art Le LAIT Deana Kolenčíková
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FEDERICO GORI
Bureau des Arts et Territoires

Federico Gori was born in Prato (Italy) 
and currently lives and works in Pistoia 
(Italy). He studied painting at the 
Accademia di Belle Arti in Florence 
(Italy). Gori was invited to show his work 
in Prato’s Palazzo del Comune in 2002 in 
the context of an event entitled Gemine 
Muse devoted to displaying the work of 
young artists in the museums of Europe. 
He was awarded a residency in 2003 by 
the Fondazione “Il Giardino di Daniel 
Spoerri. Hic Terminus Haeret”, during 
which he produced a site-specific work 
for display in the park. The exhibitions 
in which Federico Gori has taken part 
in recent years include: “54rd Biennale 
di Venezia” at Padiglione Accademie 
in Venice (Italy), 2011; “Di fragilità e 
potenza” at Palazzo Strozzi in Firenze 
(Italy), 2013; the Talent Prize 2013 at 
Casa dell’Architettura in Rome (Italy), 
where he won the Special Award 
“Metaenergia”; “Come Afferrare il 
Vento” at Museo Palazzo Fabroni Arti 
Visive Contemporanee in Pistoia (Italy), 
2015; “Colorful” at Sifang Art Museum 
in Nanjing (China), 2015; “Governare 
il caso, L’opera nel suo farsi dagli 
anni sessanta ai nostri giorni” at the 
Pinacoteca Comunale di Città di Castello 
in Perugia (Italy), 2015; “Rebuilding the 
Future” at Rossana Maiorca Cycle Route 
in Siracusa (Italy), 2015; “Underground 
#2” at Museo Palazzo Fabroni Arti Visive 
Contemporanee in Pistoia (Italy), 2016; 
“Light Deep Green” at Aria Art Gallery in 
London (United Kingdom), 2017; “Siate 
fedeli alla terra,” Palazzo della Provincia, 
Arezzo (Italy), 2018.

Federico Gori’s work addresses the relationship 
between time and nature, the environment and 
our way of life. His practice mostly takes the form 
of installations, both in public and institutional 
spaces, which are often on a large scale. His work 
with raw materials is of great importance and 
aligns with the themes of his work. Gori uses only 
natural materials that can change over time, such 
as organic materials and primary elements. For 
instance, in his work “Underground #2,” which is 
a large site-specific installation, he used sheets 
of copper that cover three walls of a black room. 
Copper is by its very nature changeable due to the 
process of oxidation, which can only be understood 
in light of the other key element in Gori’s practice: 
time. This active role of nature is also present 
in “Corteccia” (Bark). This is a series of works 
consisting of square canvases wrapped around the 
trunks of ancient trees through the use of a frottage 
of ash and charcoal/grass and soil, imprinted with 
the pattern of their bark. He has also used marble 
and cotton in his projects. As a result, Gori’s works 
cannot be thought of as finished. They carry on 
changing or at least, the possibility of change is 
always there, and it is the most important factor in 
the process of their creation.

The work developed during his residency at Bureau 
des Arts et Territoires in collaboration with La 
Panacée in Montpellier, continued his engagement 
with these themes. This work is the result of 
a collaboration with the English scientist Robin 
Edwards. The artist started working on several 
maps, mostly those showing the topography of 
the land and paying special attention to height 
and contour. He was looking for something pure, 
something that could show the world as it is, its 
real shape. However, he only found unnatural 
perspectives and maps that reflected a particular 
notion of flatness. Within this process of 
exploration, he discovered Robin Edward’s work 
on the relationship between the highest mountains 
and the deepest places in the oceans.

This new approach showed him the true structure 
of the world —in which there are no limits— and 
where everything appears as exactly is. Taking this 
scientific research as his reference, Federico Gori 
divided the map of the world into nine different 
levels. Each work shows a different part of the 
Earth’s crust. He used the same pen’s ink to mark 
each sheet of tracing paper. His gestures become 
repetitive, a continuous action that strives to show 
the true nature of the world, which is (r)evolving. 
Each work is conceived as a prayer, where each 
and every single mark on the par acts as a symbol 

of time and space, both mental and physical. Every 
mark has its own time, but it is necessarily and 
closely linked to all the other marks. The process 
of making the work emerges here as its main point, 
as the artist repeats ‘again and again’ almost the 
same gesture, a repetition with infinite and subtle 
variation and complexities. He focuses on the 
theme of the earth, which necessarily brings into 
play the nature of time, its propagation and its 
continuous and incessant meanderings.

Through his work, Gori questions our 
representations of reality and their limited 
applicability or validity, trying to grasp reality 
itself. The artist confronts a big challenge which 
takes the form of a big sheet of tracing paper, since 
each work is 110 x 110 cm. He also embraces the 
creative experience of the earth with great respect, 
taking it as a starting point for poetic engagement.

In Montpellier, Federico Gori gave shape to part of 
this project. The title of this series is “Solaterra”. 
A compound word that does not exist, but which 
suggests a combination of the Italian words ‘sola’, 
meaning ‘alone’, and ‘terra’, meaning ‘ground’, ‘soil’, 
even though the word ‘earth’ is also suggested. 
So if we were to translate it, we would have 
something like ‘Bare Earth’, or ‘Just Earth’, that 
immediately brings to mind the beautiful slogan of 
the semanticist Alfred Korzybski ‘The map is not 
the territory’, frequently quoted by the artist as one 
of his most important inspirations when thinking 
about his works.

The complete series is intended to cover the whole 
world, and it will be composed of 55 works.

During the residency, Federico Gori was mentored 
by artist Reno Leplat‒Torti.

Bureau des Arts et Territoires Federico Gori
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PIERRE PAUZE
Es Baluard Museu d’Art Modern i Contemporani de Palma

Pierre Pauze was born in Meudon 
(France) and graduated in 2016 at 
the École Nationale Supérieure des 
Beaux-Arts in Paris (France), with the 
congratulations of the jury. Currently he 
is studying at Le Fresnoy, a post-graduate 
art and audiovisual research center. He 
won the Artagon Prize in 2015, the agnès 
b. Prize in 2016 and more recently the 
DICRéAM (Dispositif pour la Création 
Artistique Multimédia) awarded by the 
CNC (Centre national du cinéma et de 
l’image animée, Paris). His video work 
and installations have been shown in 
France, at the Cinémathèque Robert-
Lynen in Paris, 2017; the Carreau du 
Temple in Paris, 2017; the cinémathèque 
Robert-Lynen in Paris, 2017; the 
VIDEOFORMES, Fotomat in Clermont-
Ferrand, 2016, and the Brownstone 
Foundation in Paris, 2016.

He has also exhibited abroad, at the 
Palais des Paris as part of the “Electric 
night vol.15” in Takasaki (Japan), 2017, 
and the Backslash Festival hosted by 
the Tokyo Data Collective in Zurich 
(Switzerland), 2016.

Pierre Pauze’s residency at Es Baluard in Palma 
focused on developing a work that is connected to 
a long-term project started last year on the issue 
of water memory. During his stage in the island, 
the artist takes a singular look on this element 
by exploring it in a ‘poetic-ethnological’ way. 
According to Pauze, apart from scientific theory, 
water has memory, from a biochemical point of 
view and from others more esoteric.

In the first place, his project took form by 
transforming the museum observatory into 
a laboratory of water experiments. He used it 
as a place for the primary process, in order to 
give shape to the research and study of water 
properties and develop an aesthetic experience. 
He used electromagnetic light, sound vibration 
and other elements to transmit information 
through water. The artist’s intention was to make 
water’s faculties visible and invite the public to 
become aware of them. Accordingly, the artist 
designed these ideas into the space around a kind 
of display. He recreated a device that showed water 
memory in an ethereal manner: using vibratory 
fields that are generated through feelings and 
intentions. Different objects and materials such 
as computers, ethernet cables, speakers and data 
centre components surrounded the space and 
served to compute the data transmission. These 
elements were placed around the packaging of 
water, developing a series of experiments with 
‘different ater profiles’ in order to improve different 
transmissions.

The other part of his project was placed at the 
‘aljub’ of Es Baluard, which is one of the oldest 
rooms in the museum. In the past it was used 
to collect used water to be provided to the 
citizens of Palma. Understanding the ‘aljub’ as 
a hard disk of water’ faculties and memories, 
The Spur’s artist transformed this space into 
a symbolic ‘aquatic data centre’ capable of 
addressing Palma’s memories. In this way, Pierre 
Pauze’s installation in the ‘aljub’ is a metaphoric 
presentation of this remnant of the city’s memory 
now stored in a special ‘data centre’ of ‘wet 
memories’, enclosed and protected. It is a kind 
of fridge filled of water and that can contain the 
meaning of this place.

The artist creates an aesthetic experience around his 
starting point by putting in relation various actors. 
There is also an aim to create certain analogies, to 
invisibly link people around a common element by 
exploring a kind of metaphysics. He brings together 
religious elements or mystical ancestral traditions 

with contemporary phenomena, thus creating 
analogies between past and future, by blurring 
the edges of time and space and using elements of 
(science) fiction. In this case, the data centre aims 
to replay the natural plan of the water cycle. The 
Cloud is the transposition of a natural cloud, which is 
created by evaporated information in the virtual sky. 
The rain is what floods our screens taking the form 
of information; real brooks of images allow for the 
growth of the trees of our social links. The branches 
spread across the canvas networks of the Web, 
decorated with flowers related to various natures, 
which stream toward the sources of the matrix, then 
engraved on rocks sculptured by our consciousness, 
or evaporated again into the data.

Pierre Pauze’s plays around all these elements, 
searching for similarities and transposing them 
from concepts into a visual experience in the 
space. To do so, he approaches an aesthetic 
that can be connected to science fiction. Lights, 
cables, palms and other forms seem somehow 
familiar to the visitor but they are used in a way 
that overruns what we know or what we might 
call reality. There is certainly a futuristic exoticism 
that can also be seen in previous works, such as 
“Tropical Decease”. It is a work of fiction created 
from apparently documentary images that contain 
some visual elements seen in Pauze’s ‘aquatic data 
centre’ developed in Es Baluard. He is currently 
developing a second part of this “Water Memory” 
project, where he continues approaching the same 
concepts through film.

The presentation took form as a dialogue in 
the spaces where he had been working, the 
Observatory and the ‘aljub’, so that visitors could 
approach and experiment his proposals and view 
the results of his residency.

Pierre Pauze was mentored by Tolo Cañellas, artist 
and independent curator.

Es Baluard Museu d’Art Modern i Contemporani de Palma Pierre Pauze
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SIMONA BRINKMANN
Fondazione per l’Arte 

Simona Brinkmann was born in Milan 
and is based in London. She studied 
first at Middlesex University and then at 
Central St Martins, graduating with an 
MA in Fine Art in 2006. She has exhibited 
across the UK as well as internationally, 
including at The Agency, London; MOT 
International, London; Three Works, 
Weymouth; KARST Projects, Plymouth; 
Treignac Project, Treignac, France; 
Netwerk Centrum voor Hedendaagse 
Kunst, Alst (Belgium); Marc de 
Puechredon, Basel; Kleio Projects, New 
York; and the ((audience)) festival of 
surround-sound art which toured New 
York, Syracuse and Toronto. Her work 
has been shown at Viennafair 2014, 
Volta5 Basel and Art Athina, Athens. She 
was the recipient of the Clifford Chance 
Sculpture Award in 2007, was Artist 
in Residence at Kingston University in 
2011/2012 and again at the University 
of Hertfordshire in 2013/2014. Recent 
projects include “Override”, her first solo 
exhibition in the North of England, which 
marked the artist’s month-long residency 
at The Art House, Wakefield, in March 
2018 and “New Relics” at Thames-Side 
Studios, London (June 2018). She has 
been selected as a scholarship artist to 
participate in In-ruins, a research project 
and artist’s residency at Scolacium 
Archaeological Park in Southern Italy 
during the summer of 2018.

Simona Brinkmann works mainly in sculpture 
and her practice is focused on the relationship 
between body and space and how this is mediated 
by objects and power structures. During her 
residency at Fondazione per l’Arte in Rome, she 
took as her starting point the way architecture 
and architectural infrastructure (buildings, walls, 
barriers, gates, rails, balustrades, obstructions, 
lighting) influence the way our bodies move 
through space in the city. She used her time in 
Rome to research the environment around her in 
order to generate ideas for new works, which were 
predominantly sculptural in nature or involved 
a sculptural approach.

The research generated three parallel lines 
of enquiry:

1. ROME SCULPTURES – A reverse-time exhibition 
catalogue. With an introduction by Massimiliano 
Scuderi.

This publication project arose from the artist’s 
walks and scooter rides around the city. She 
documented elements of the urban landscape with 
her mobile phone and grouped them into different 
categories relating to her interests. These images 
could be read as, or made into, sculptures.

The resulting publication was produced following 
a series of exchanges with critic Massimiliano 
Scuderi about the role of cataloguing in art 
practice. In it, Brinkmann approached elements 
of urban space and organised them in order to 
re-think their differences and similarities, which 
built on and —in turn— developed her personal 
approach to looking at the city. The publication 
also set out to reverse the standard exhibition-
catalogue chronology by operating as a generative 
moment in a process that was intended to lead to 
a physical show in a later date. 

2. ROLL SHUTTERS

Guarding the threshold between the public space 
of the street and privately owned space, often 
commercial premises, roller shutters —battered, 
painted, graffitied over, or crafted out of metal 
tubing into different patterns— are a characteristic 
feature of Rome’s urban landscape. Fascinated 
by how these part-time barriers operate as 
membranes whose purpose is to include or 
exclude, according to the time of day, Brinkmann 
tracked down and made use of found roll shutter 
fragments to produce a number of pieces which 
she installed in the Fondazione per l’Arte space 

in Via del Vantaggio. Working with discarded 
materials, she used cut-up sections of shutters 
from burgled premises, which still bore the marks 
of having been broken into. These were hung up as 
if slumping down a wall in a disorderly way, or rolled 
into hollow, unstable, upright column-like forms —
held together with strapping— or laid on their side, 
almost as if toppled over, while illuminated from 
within by strobe lighting. 

For Brinkmann, research inevitably involves 
aspects of making, so working with these pieces 
hands-on was a way of thinking through the 
possibilities of how such materials might operate 
within her practice.

3) THE FRAGILITY OF MARBLE

While scouting the city for materials, Simona 
Brinkmann chanced upon a hidden away marble 
workshop with a skip full of offcuts sitting outside 
it. Having decided to bring samples back to 
the studio, when she got there she found that 
many of them had fractured in transit. This new 
manifestation of a material that normally stands for 
strength and permanence seemed very relevant to 
being in Rome —a city which is so full of marble at 
its most monumental and triumphalist, but also full 
of examples of broken monuments and, in some 
senses, a ‘broken city’ in itself.

This, in turn, opened a pathway into thinking about 
how the material might be used ‘against itself’, 
that is, in a way that could run counter to its most 
common associations. This resulted in a number 
of assemblage-based pieces involving thin, brittle 
marble sticks used in conjunction with other 
materials gathered from around the city —rubber 
seals that had fallen out of vehicles onto the road, 
or orthopaedic supports bought from a stall at the 
flea market of Porta Portese. These works ignited 
the spark of an interest in exploring the fragility of 
marble, particularly in relation to its sculptural and 
architectural connotations as well as to the power 
dynamic that is itself inscribed into the relationship 
between architecture and the body.

Simona Brinkmann’s residency was mentored by 
Massimiliano Scuderi.

Fondazione per l’Arte Simona Brinkmann
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TIPHAINE CALMETTES
Sputnik Oz

Graduated in 2013 from ENSA Bourges 
(France), she lives and works between 
Paris and Cuigy-en-Bray. In 2014 she 
joins the editorial board of Mouvement 
magazine and the Cooperative de 
Recherche at the École d’art de Clermont-
Ferrand (France) as a student researcher. 
She was selected in 2016 by the Salon 
de Montrouge and has shown her work 
at Festival Setu in Ellian (France), La 
Fabrique in Bagnolet (France), the 2nd 
edition of Art Outdoor at the Domaine 
Nationale of Saint-Cloud (France), the 
Festival Hors-Pistes at Centre Pompidou 
in Paris, the Galerie de la Voûte in Paris, 
the DOC in Paris as well as the Do Disturb 
Festival (along with L’intercalaire) 
at Palais de Tokyo in Paris. She is 
represented by the Arnaud Deschin 
Gallery (Paris), where she exhibited for 
the first time in 2016 within the group 
show “Berlin est”. She also wrote the 
critical text for this exhibition. “Les 
mains baladeuses” was her first solo 
show at the gallery, which took place in 
2017 and received the support of the 
Centre national des arts plastiques. She 
was shown at the YIA Art Fair (Paris) 
in 2017 by the same gallery. Calmettes 
has participated in workshops such as 
Bricologie at La Villa Arson (Nice) in 
2016 or the Art Camp with the Blue Sun 
collective in Mongolia in 2011.

Tiphaine Calmettes is interested in landscape and 
places and more particularly in those that are in 
suspense, in transition or latent: deserted places, 
unfinished buildings, changing forms... Her artistic 
approach focuses on exploration, experimentation 
and editing. Part of her work is based on the 
idea of assembly from her process of developing 
a collection of images, between natural and urban 
space, between architecture and landscape. This 
corpus is her territory, from where she develops 
her thinking and practice. As she manipulates 
and moves, the artist discovers shapes, objects, 
architectural elements and fragments of 
landscape. Links appear and associations are 
created, raising the question of the document-
image as an object, its transformation and 
transmission and the different readings of time 
that the image freezes and unlocks at one and the 
same time. The artist understands that these are 
collected documents that reveal contradictions, 
relationships and forces in the territory explored 
and also point to the reversibility of images linked 
to our memory of time. 

This work on images led the artist to become 
interested in gesture and its embodiment. She 
seeks to create relationships between image, 
object and gesture. Thus, she uses the photograph 
of a place, puts it together with an object, 
a fragment of a landscape. Installed, the work 
has a particular relationship with architecture. 
From the place represented, there is a movement 
towards the real place and a parallel place is 
created. This gives rise to numerous and diverse 
temporalities and references to landscapes. Finally, 
her practice is formalised in the form of collages 
and assemblages of different media: paper, 
photography, writing and sculpture. 

For her residence in Sputnik Oz (Bratislava), 
Tiphaine Calmettes departed from her exploratory 
process, considering how to approach her 
database of images. In this case, the artist travelled 
around Slovakia collecting images. Among 
the images collected, her eyes stopped most 
significantly on the shelves of Bratislava’s museum 
of natural history, filled with fossils and corals, 
inanimate objects bearing witness to a previous life: 
organisations of random objects in constellations 
of shapes, textures and motifs from caves and their 
stalagmites and stalactites, the proliferation of 
plants in inhospitable places, and other significant 
objects. This opened up the possibility of the 
different layers of time and their representation in 
an image, showing inherent anachronisms.

Calmettes started creating related sculptures 
with the corals and fossils she saw on her journey 
through Slovakia, focusing on the texture of the 
objects and how their forms could be related with 
the human body. Calmettes thought about how the 
skin of a mineral could appear in her practice and 
started to work with silicone to give her creations 
the outward shell of a ‘lifeless dermis’, as close 
as possible to human skin. One of these silicone 
structures was inspired by coral and brings to mind 
a sleeping bag, another was conceived as a cape 
inspired by the cave’s ‘skin’, covered in stalactites. 

She also worked with the images she had collected, 
combining them with texts in order to open up 
other possibilities, mirroring and questioning 
reality. These texts speak of time, memory and 
ways of telling stories. Her interest focused on 
images of places, in order to engage with the stories 
of particular places, history, popular legends and 
zeitgeist: gathering images as a way to develop 
imagination. The combination of sculpture, image-
texts and their arrangement in space expanded 
relationships of meaning and contradiction. How 
can memories from the past be used as clues to the 
future? The idea of images and divination appears 
here, in which astragalomancy appears as one of 
the hundred divinatory arts that exist. Astragale is 
the name given in Antiquity to designate the game 
now called jacks, originally made with sheep bones. 
More known as a skill game, it fell out of use with 
Astragalomancy as a divinatory art on the same 
lines as dice. The method is simple, one throws the 
bones, each face is linked to a number and each 
combination to a saying. 

“Astragals”, the title of her work, refers to this 
idea that astragalomancy is a possible form 
of interpretation, prediction and story-telling; 
a speculative reading of signs that is one among 
many possible divinatory narratives. From these 
narratives all become possible, past and future 
coexist, the body seeks its place, and leave its trace. 

After The Spur residency at Sputnik Oz, Tiphaine 
Calmettes had a solo exhibition, “Astragals”, at 
Phoinix in Bratislava. 

Her mentor during the residency was Miroslava 
Keratová.

Photo of the instalation is from Phoenix Gallery Bratislava. 
www.phoenix.online

Sputnik Oz Tiphaine Calmettes
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VARVARA GULJAJEVA  
& MAR CANET
Bòlit, Centre d’Art Contemporani. Girona

Varvara & Mar have been working 
together as an artist duo since 2009. 
Originally from Tartu (Estonia), Varvara 
Guljajeva graduated from the Estonian IT 
College. She holds a Master’s degree in 
digital media from the ISNM in Germany 
and is currently a PhD candidate at the 
Estonian Academy of Arts. Mar Canet, 
from Barcelona, graduated in Art and 
Design at the ESDI (Barcelona) and in 
Computer Game Development at the 
University of Central Lancashire (United 
Kingdom). He gained a Master’s degree 
from Interface Cultures at the University 
of Art and Design in Linz (Austria). He is 
the co-founder of art collectives Derivart 
and Lummo.
 
Together, they have exhibited at a number 
of international shows and festivals. 
In 2014 they were commissioned by 
Google and the Barbican to create a new 
art piece for their Digital Revolution 
exhibition. In 2015 their public art 
proposal for Green Square Library and 
Plaza in Sydney was nominated for the 
final stage. They have recently completed 
a public art commission in Tallinn and 
have won 2nd and 3rd prizes for public 
art in Estonia. They have exhibited at 
MAD in New York, FACT in Liverpool, 
Arts Santa Monica in Barcelona, Barbican 
in London, Onassis Cultural Centre in 
Athens, Ars Electronica museum in Linz, 
Maribor City Gallery in Slovenia, etc. 
They have been in residence at Maajaam 
(Estonia), A.I.R. Blekinge Baltic One 
(Sweden), Subnet in Salzburg (Austria) 
and the Marginalia+Lab in Belo Horizonte 
(Brazil), among others. 
They are both members of the Estonian 
Artists Association.

During their residency at Bòlit, Centre d’Art 
Contemporani. Girona Varvara Guljajeva and 
Mar Canet explored personal data in an age of 
surveillance capitalism and dataveillance. To be 
more precise, they took as their starting point 
their own work on “Data Shop”, an ongoing artistic 
project that deals with collecting, archiving, 
and trading personal data. The purpose of this 
project was to expand this existing workstream 
and explore and create a discourse around 
contemporary data and its complexity.
“Data Shop” is a shop-like installation, which 
plays with the idea of having a shop that sells 
and at the same time stores personal data. The 
artists have put on pen drives their personal 
data extracted from Facebook, Google Takeout, 
Visa, and Mastercard. The pen drives have been 
carefully canned and labelled as if they were really 
for sale. The project focuses on the topic of data 
as an exponentially growing market: our data is 
constantly collected, used, sold, stolen and traded. 
“Data Shop” confronts the audience with the 
questions on one hand about the value of personal 
data, and on another, the value of an artwork and 
the relation between them.

The artists used their time in Girona to expand their 
product range and collection of data, which can be 
also seen as an archive. In addition to “Spam Data”, 
“Data Soup” and “Data Salat” they developed 
new cans, like “Data Cream”, “Data Sardines”, 
and “Data Beans”. The first is video from auto-
surveillance over 24 hours. The second is data 
from their Estonian ID-cards, which is most of the 
information the state has about them, and the last 
one is Fitbit data. This idea of using cans is definitely 
a nod towards Andy Warhol’s “Campbell’s Soup 
Cans”, an attempt to make a piece of art into 
a product. Or Piero Manzoni’s work “Artist’s Shit” 
from 1961. However, in their treatment, personal 
data can be seen as residual products of data bodies 
in contemporary times.

As part of their exploration in the city, they 
conducted a two-day “Data shop” workshop, held 
at Bòlit headquarters.

On the first day of the workshop, the artists 
presented their own work and the main concepts 
they focus on within their practice through 
the presentation of previous projects. On the 
second day, the artists introduced the following 
key concepts: digital footprints (making an 
analogy with chemtrails), local data footprint, 
diversification of data sources (computers, 
smartphones, smartwatches, smart cars, smart 

home, urban sensors, among others), dataveillance 
(huge amounts of personal information as a means 
of generating knowledge), surveillance capitalism 
(our data is the product and algorithms determine 
human activity). The artists invited the participants 
to make a map showing the data collected from 
us. This allowed the group to think about the 
huge amount of data we leave on the Internet and 
how it is mainly managed by huge transnational 
corporations. Participants were invited to map and 
locate their own personal data, export it, save on 
a pen-drive and create their own data can with its 
own label. 

With this suggestion, the artists re-think an 
existing work and show the importance not only 
of conceptualising and formalising a work, but 
also of going back to an earlier idea, revisiting 
research and enriching it with new experiences. 
The workshop provides a meaningful way to share 
work processes with other people and develop joint 
strategies for common purposes of reflection and 
action.

This type of workshop is part of the activities 
carried out by the artists on a regular basis, 
seeing their studio not only as a workplace but 
also somehow as a satellite of the art school from 
which to share knowledge, hold workshops and 
develop projects with other artists, scientists or 
professionals. Participation becomes important 
throughout their work, not only in the form of 
workshops but also in installations in public spaces 
that they have developed, for instance.

As a duo of artists working in the field of art 
and technology, “Data shop” is an avenue that 
continues their main lines of exploration, which 
are linked to today’s data age. In particular they are 
interested in the effects of the virtual world on our 
society, work culture, and social customs. They use 
and challenge technology in order to explore novel 
concepts in art and design and confront social 
change. Hence, the explorations they undertook 
in The Spur are an integral part of their creative 
practice.

Varvara Guljajeva and Mar Canet were mentored 
by artist and researcher in the field of interactive 
communication Roc Parés.

Bòlit, Centre d’Art Contemporani. Girona Varvara Guljajeva & Mar Canet
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CHARLOTTE MUMM
Sputnik Oz

Charlotte Mumm lives and works in 
Amsterdam, the Netherlands. She 
studied Fine Arts from 2000 to 2007 
at Kunsthochschule Kassel in Germany 
and spent a year at the Sichuan Fine Arts 
Institute in Chongqing, China, in the 
graduating class of Prof. Yang Shu. She 
graduated in 2008 as Master Student 
of Professor Urs Lüthi. In that year she 
also received the Art Prize for Sculpture 
and Installation from the Art Foundation 
Öffentliche Versicherungen Oldenburg 
(Germany) as well as the Art Prize Kassel 
of the Dr. Wolfgang Zippel Foundation 
(Germany). She then received a working 
grant from the Ministry of Culture in 
Lower Saxony in Germany. In 2018 
Charlotte Mumm was awarded the 
Werkstattpreis of the Art Foundation 
Erich Hauser in Rottweil (Germany), 
as well as a working grant from the 
Sundaymorning@EKWC (Netherlands) 
and the Alexander Tutsek-Stiftung based 
in Munich (Germany). She has been an 
artist in residence in several settings, 
including Villa Waldberta in Munich 
(Germany), Saari Residency in Hietamäki 
(Finland) and WOLO in Kuala Lumpur 
(Malaysia).
 
Recent solo shows include: “Die 
Vorstellung meiner Hände” at Putte in 
Neu-Ulm (Germany), 2018; “Biased. 
Pause.” at Phoinix in Bratislava 
(Slovakia), 2018; “transmission 
error” with Urs Lüthi at Artothek 
Munich (Germany), 2017; and 
“Stomach Communities” at Städtische 
Galerie in Nordhorn (Germany), 
2016. She has taken part in group 
exhibitions at the Galerie Tanit in 
Munich (Germany), Galerie Rolando 
Anselmi in Berlin (Germany), Kasseler 
Kunstverein (Germany), Eduardo Secci 
Contemporary in Florence (Italy), 
Galleria Titanik in Turku (Finland), 
Centrum Beeldende Kunst Zuidoost in 
Amsterdam (Netherlands), Märkisches 
Museum Witten (Germany), Museum of 
Art Chongqing (China) and Museum 25th 
May in Belgrade (Serbia).

Charlotte Mumm works with multiple means 
of expression and materials, crossing the 
boundaries between painting, drawing, sculpture 
and installation. Her practice moves between 
the abstract and the figurative, questioning the 
presence of things, communicative failure and 
the definition of space and surface. Conflicting 
perceptions and paradoxes are important aspects 
of Charlotte Mumm’s artistic work. Paradoxes 
challenge the certainty of images and concepts and 
keep her alert.

In her sculptural work, the process of creation is 
determined by a constant negotiation between 
tactile surfaces and clear forms. The sculptures 
thus feel both immediate and carefully balanced. 
They play with the changeability of volumes and 
perspectives. As the eye explores the shapes 
and surfaces, the observer enters an interaction 
between nearness and distance, and begins to 
weigh notions of transformation, authenticity, 
mimicry and the unknown. 

Alongside her sculptural work, Mumm’s paintings/
drawings offer her a means to process and visualise 
thoughts. It isn’t about a technically correct 
handling of the material but from the very first 
moment it’s about sensual and contextual qualities. 

During her stay at Sputnik Editions in Bratislava, 
Charlotte Mumm worked with patterns. These 
patterns were based on contributions from, and 
a dialogue with, people in her network about what 
patterns mean in their work and in their lives. 
This interest in patterns initially evolved from 
simple observations of nature and the things that 
happen in daily life and our habits. On the one 
hand, individual elements form an interwoven 
pattern which stabilises and concretises them. 
On the other hand, the single element is no longer 
a focus and one could almost say it optically 
dissolves. Stability vs dissolution and singularity 
vs conformity. But patterns as a psychological 
process, a structure and imprint on people, also 
how habits of thought infuse the visual world 
and vice versa, became much more relevant for 
Mumm’s work.

In Bratislava, she focused on each person 
individually and her or his ideas and point of view 
by closely studying each contribution. The more 
she thought about each person and the structure of 
her or his pattern, the more subjective she became 
in her use of the input she got. Altogether Charlotte 
received 55 contributions and developed a pattern 
for each person, in lights of their explanations, 

artistic work, approach and shared memories. 
She used diverse pattern-making techniques 
and different sources ranging from photographs 
taken in Bratislava, works and materials from her 
archive, typography, sketches etc. The patterns 
and the process of making them became a vehicle 
to search for clarity or objectivity but at the same 
time allowing greater intimacy. Through the looking 
glass —a free‒fall in unknown dimensions. Did her 
patterns become portraits in the end?

After the The Spur residency at Sputnik Oz, 
Mumm presented her works in the solo-exhibition 
‘Biased. Pause.’ at Phoinix in Bratislava, Slovakia. 
In this exhibition, she showed the input and 
outcome of this pattern dialogue in various forms, 
accompanied by objects, which address the 
ambivalent processes in the pattern-making and 
provide a counterbalance. The exhibition served 
almost as something like a sketch of patterns, 
prints and objects. All this is part of an ongoing 
process. 

In due course, she intends to develop this work into 
a book. But this will take more time and reflection. 
She also wants to incorporate the patterns created 
into her sculptural works. 

Her mentor was Miroslava Keratová. 

Photo of the instalation is from Phoenix Gallery Bratislava. 
www.phoenix.online

Sputnik Oz Charlotte Mumm
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FEDERICA DI CARLO
Bureau des Arts et Territoires

Originally from Rome, Federica Di Carlo 
currently lives and works in Milan (Italy). 
She studied at the Academy of Fine Arts 
in Rome, Bologna and Barcelona. She 
has been in residence at MASS MOCA 
Museum in Massachussetts (USA). 
She was awarded third place in the 
Arte nel giardino di Irene Brin award (in 
collaboration with the National Gallery of 
Modern and Contemporary Art in Rome 
(Italy), as well as being a finalist in the 
“Un’opera per il Castello” at the Museum 
Castel of Sant’Elmo and the Off Site Art 
prize in l’Aquila (Italy). She also obtained 
a special mention from the jury for the 
Combat Prize at the Museum G. Fattori 
in Livorno (Italy). Recent solo shows 
include “We Lost The Sea” at Arsenale 
Marina Regia in Palermo for Palermo 
Capitale della Cultura 2018 (Italy); 
“Waves” at L’Ascensore in Palermo in 
2018 and the Fourteen ArTellaro in 
Liguria (Italy) in 2017; “I see, I see” at the 
Asa Nisi Masa Gallery in Rome (Italy), 
2016 and “Irradiazione” at Beaarte 
Gallery in Rome (Italy), 2015. Federica 
Di Carlo has taken part in group shows 
at the Museum de Domlijnen in Sittard 
(Netherlands), Istituto Svizzero in Rome 
(Italy), Fondazione Filiberto e Bianca 
Menna - Archivio Menna/Binga in Rome 
(Italy), Maxxi Museum in Rome, Corderie 
dell’Arsenale within Galley A plus A in 
Venice (Italy), Fondazione Francesco 
Fabbri per le arti contemporanee (Italy) 
and the Performance Platform at Lublin 
Festival (Poland), GABA.MC (Italy), 
among others.

Federica Di Carlo is interested in the concept of 
boundary, as well as in its relationships with the 
observation of the equilibrium of the world and 
nature as a phenomenon. Her drive is to perceive 
in a profound way and face the concept of border 
not only as a limit, but as a connection with our 
existence, inevitably and deeply linked to nature. 

For several years, the artist has started from the 
observation of the laws of nature, with special 
attention to light as a first-ever border with which 
to relate, giving shape for example to a series 
of works entitled “The Unbearable Lightness of 
Being”. They are reflections on the nature of light 
and on the global climate situation and the notion 
of boundary, generated by her personal scientific 
readings, dialogues and collaborations with 
atmospheric physicists. Starting from scientific 
assumptions, this artist asks herself profound 
questions about the relationship between man and 
nature. Within this project, the artist gave shape, 
for example, to an installation with translucent 
paper apparently suspended in the space whose 
colour changes according to the light present 
in the environment. Thus, the paper became 
a representation of the sky and the atmosphere, 
and was moved continuously by the action of a fan. 
The paper was suspended by the flow of air from 
the fan and its extremities were anchored to glass 
objects (many of them broken or damaged and 
placed randomly on the floor) that the artist filled 
by melting the snow from outside. These objects 
become weights preventing the possible escape 
of the paper. In this installation light becomes 
a medium both for the expression of the laws of 
nature and for the operation of human sight.
In these works, Di Carlo combines an interest in 
science with a poetic gesture and foreshadows her 
work in The Spur.

Since last year, the atmosphere and the sky have 
become the artist’s main subjects. The artist 
takes as her starting point the blue arbitrarily 
attributed to the city of Montpellier, where she 
was in residence at Bureau des Arts et Territoires. 
She asked local residents and scientists why the 
city was considered blue. Most of the answers 
were ‘because of the colour of the sea and the 
sky’. The sea and the sky are visible limits that 
unite and separate everything on earth; they 
dilate, shrink, invade, and define the space that 
surrounds them according to specific scientific 
laws. Di Carlo wondered how a colour could be 
transformed into a border and how, on the other 
hand, natural physical boundaries such as sky, sea 
and atmosphere could change an idea.

The title of her project, “The sea is blue because 
you want to know why the sea is blue” comes 
from the title of a haiku written by Jack Kerouac, 
where the word ‘sky’ is replaced by ‘sea’. Through 
this work, Federica Di Carlo invites us to deepen 
our thinking and explore the theme of the border 
starting from the simple childish question: why are 
the sky and sea blue? 

The final participatory event that the artist 
conceived in the city took place at La Tour de la 
Babote, an ancient astronomical observatory and 
tower of historic significance built in the XII century 
and ignored by most of Montpellier’s residents. The 
artist, along with the Bureau des Arts et Territoires 
and in association with the Astronomical Society 
of Montpellier succeeded in opening this ancient 
observatory for just one night.

The public was invited to visit La Tour de la Babote 
as a performative experience, traveling through 
physical boundaries and the limits of their knowledge 
to a newly discovered place, finally accessible. Inside 
the two main rooms (the Nicolas Montviloff Room 
and the Pierre Vauriot Room), scientists in blue 
coats (astrophysicists and teledetection engineers: 
the first to observe the universe from the earth; 
the second to map the earth from the universe) 
welcomed the visitors, who were invited to converse, 
discuss and discover new ways of thinking about 
boundaries. At the end of their passage through the 
tower, in the upper hall of the tower, people were 
invited to take a poster created by the artist as the 
imprint of a moment, which is represented as a blue 
marine atmosphere, so defined by Federica Di Carlo.

The image used to publicise the event is a picture 
that appears to be a sea‒sky seen from above. 
However it was actually a picture of an interstellar 
cloud, shot in black and white by a space telescope, 
which the artist had modified by adding the shade of 
blue identified with Montpellier. From this first blue 
atmosphere, the artists generated a new body of 
work in which the atmosphere of the city is crushed 
and tightened with a clamp, together with an oyster 
shell fossil that the artist found on the French coast.

Federica Di Carlo’s performance was in collaboration 
with the following scientists: engineer Bastien 
Nguyen‒duy Bardakji, astrophysicist Maria Grazia 
Bernardini, Director of Société Astronomique de 
Montpellier Jean Marie Lopez, astrophysicist Piron 
Frédéric and astrophysicist Henri Reboul. 

Her mentor was gallerist and curator Reno  
Leplat‒Torti. 

Bureau des Arts et Territoires Federica Di Carlo
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FEDERICO CAMPANALE
Fondazione per l’Arte

Federico Campanale lives and works in 
Amsterdam (Netherlands). He studied 
visual arts at the Gerrit Rietveld Academy 
of Amsterdam, from which he graduated 
in 2001. Since then, he has developed 
a career as a visual artist, documentary 
film-maker and photographer, 
participating in film and art festivals 
internationally. As a film editor, he 
has worked for French and Dutch TV 
channels as well as American channels, 
such as National Geographic and PBS.

He has been in residence at the Collège 
F. Bazille, a secondary school in Castelnau 
le Lez (France), the Art Claims Impulse 
in Berlin (Germany) and the Sumu artist 
in residence program in Turku (Finland). 
He has received several research and 
production grants from institutions such 
as the Amsterdam Foundation for the 
Arts, the Conseil Général de l’Hérault 
(France) and the Dutch Film Foundation. 
His works have been exhibited at national 
and international festivals such as 
the Fantasia Film Festival in Montreal 
(Canada), Videoformes’12 in Clermont-
Ferrand (France), the Dutch Film Festival 
in Utrecht (Netherlands), the Rencontres 
du Court in Montpellier (France), 
Instants Vidéo in Marseille (France) and 
the Moving Festival in Ålesund (Norway). 
His first solo show took place in 2008, 
at the Melkweg gallery in Amsterdam. 
He also took part in group shows at the 
W139 gallery in Amsterdam, and at 
the Gemeentemuseum in The Hague 
(Netherlands), among others. 

There are two essential concepts that Federico 
Campanale explores through his work. The first is 
time and how it affects the person, psychologically 
and socially. The other is the notion of identity and 
how it is influenced by the context in which we live. 
These two fields of exploration often combine in 
his finished works. As a former social geographer, 
Campanale’s research into the organisation and 
functioning of big cities goes back a long time and 
his visual work on the intricacy of urban spaces 
through photography draws on it. His artistic 
goals are several: to discover how the relationship 
between an urban space and its occupants would 
be expressed visibly, how specific urban locations 
would appear when portrayed through time, how 
the city areas would differ when photographed 
using a multiple exposure process.

In The Spur, the artist was resident for two months 
at the Fondazione per l’Arte, in Rome, where he 
continued working with the notions of multiplicity, 
time frames, alternative and simultaneous point 
of views, cultures, within an urban setting. He 
worked on an on-going project entitled “Urban 
Structures”, initiated in 2014 following a grant from 
the Amsterdam Foundation for the Arts, and further 
developed in 2017, during a 3-month research period 
in the two largest cities of Japan, Tokyo and Osaka. 
The work is a series of photographs that study the 
dimension of time in the cities and visual structures, 
focusing on how specific elements endure over time 
in a continuously evolving urban context. 

Campanale portrayed iconic Roman settings with 
the aim of going beyond normal human vision: 
he gathered in one image different angles and 
exposure times, combining thus in one photograph 
his subjective vision of the place with a global 
descriptive approach. He worked using a multi-
exposure photographic process, using the camera 
as an extension of his memory and his ability to 
recognise places. Places were photographed 
according to their function, their geometry or their 
interaction with people, often using the eight cardinal 
directions as references (e.g. for the “Pantheon” 
series). In other cases, the final image was produced 
by a combination of multiples shots made along 
a defined path, such as around a square, or along the 
river (“Lungotevere #1”); the idea was then to evoke 
the relation location/person, evoking in the same 
work the passage of time inherent to the creation of 
a work in this way. In each case, the whole process 
happens “live” and in the camera, which implies 
that the ‘layers’/exposures cannot be modified 
individually, producing a unique final composition. 
There is no subsequent digital manipulation. 

During his residency in Rome, Campanale 
continued to search for the essence of the 
city, starting from the city/tourist centre and 
extending his exploration to more peripheral 
areas of Rome’s iconography and to lesser-known 
neighbourhoods in the city’s outskirts (e.g. Pigneto, 
Mandrione and EUR series). His work in residence 
was based on an experimental process that made 
him realise that each area gave rise to a work of 
an individual character, often influenced by the 
enduring elements of the place: its architectural 
style, the colour of the stones, number of visitors 
to the area or even the economic status of the 
location. A sort of dialogue between the places 
and the artist began during the process of taking 
the photographs, centred around memory. During 
the residency, the resulting photographs took on 
a more self-reflective dimension, which also gave 
them greater intimacy, with a more personal nature.

Eventually, one main element emerged from 
Campanale’s work in The Spur: his intimate 
relationship with Rome. The city has accumulated 
many layers of history; it is where all roads 
lead. It is a city that is the result of destruction, 
reconstruction and archaeological excavation. 
As an urban landscape, it is the meeting place of 
different ages, different layers that become visible 
to our eyes as ruins, buildings, pavements and 
other urban elements. There is a multiplicity of 
times and periods that raise questions, which with 
Campanale confronts us through his photographs.

Finally, the work addresses issues about the 
amount of information we can handle, as we are 
constantly receiving inputs, often in the form of 
images. This process, which is very contemporary 
and has been expanded by the use and spread of 
the Internet and social media, sets us in a kind of 
paradox: wanting to see more might eventually 
makes us see less... In this way, Federico 
Campanale shows us a series of images that can be 
enter into dialogue with the complexity of the city, 
but also with the contemporary constant saturation 
with images. 

Federico Campanale’s mentor during his residency 
was researcher Emanuelle Ricomi.

Fondazione per l’Arte Federico Campanale
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IRENE PITTATORE
Es Baluard Museu d’Art Modern i Contemporani de Palma

Irene Pittatore is an artist and 
journalist based in Turin (Italy). Her 
art practice focuses on the social and 
cultural responsibilities of the artist 
compared to the context of intervention, 
investigating the complex relationship 
between art, gender, economics and 
the public sphere through photography, 
performance and relational projects. She 
leads a photography workshop for art 
centers and social and health services 
(alcoholism, drug addiction, disability, 
retirement homes) aimed at enhancing 
the dignity and public representation 
of all bodies. She develops creative and 
communication projects for institutions 
and companies. Pittatore writes about 
contemporary art, feminism and gender 
identity for MW - First Gender Neutral 
Magazine and Playboy. She is co-founder 
of Impasse, a cultural association which 
operates for both defending the cultural 
work (R-set. Tools for cultural workers) 
and promoting its public / political 
dimension, as well as for extending the 
contexts and methods of production of 
contemporary art projects.

In residence for The Spur at the 
Es Baluard Museu d’Art Modern 
i Contemporani de Palma, for Resò 
at Capacete (Rio de Janeiro and São 
Paulo), in Berlin thanks to the Movin’ 
Up Award and Archive Books, in Turin 
for Viadellafucina Twinning Residency, 
her work has been exhibited at Arts 
Santa Mònica (Barcelona), Es Baluard 
Museum, the Museum of Palazzo Grimani 
(Venice), Bienal de la Habana OFF, 
Biennale des Jeunes Créateurs d’Europe 
et de la Méditerranée and several Italian 
festivals, galleries and museums. Irene 
Pittatore collaborates with the Opere 
Scelte gallery in Turin.

“Lavoratori del turismo” (“Operators in the tourism 
sector”) is the research and video project started 
in 2017 by Irene Pittatore. It aims at observing 
and recording the consequences global tourism 
has on the work carried out in the sector, on the 
conversion of the local economies and on the art 
and holiday cities cultural schedules.
The first chapter of the project, produced by Arts 
Santa Mònica (Barcelona) and curated by Pedro 
Medina, is dedicated to the city of Venice. It is part 
of “Ciutat de vacances” (ciutatdevacances.eu), 
a permanent on-line observatory, research pole and 
exhibition platform devoted to the transformations 
the cities, meta of great touristic flows, undergo, 
with a focus on Barcelona, Palma and Venice.

The Spur gave Irene Pittatore the opportunity to 
develop her project in Palma, as a resident artist in 
Es Baluard Museu d’Art Modern i Contemporani de 
Palma. Nekane Aramburu, director of Es Baluard 
Museum, the curator Tolo Cañellas, mentor of 
her project within The Spur, along with the social 
anthropologist Marc Morell, helped her to build-
up a critical frame for the Mallorcan chapter of 
“Lavoratori del turismo”.

Pittatore met operators in the transport sector, 
hospitality and catering professionals, tour guides, 
artisans, musicians and organizers of services and 
events for tourists all over Mallorca, e.g. Palma, 
Alaró, Illetas, Manacor, Santa Maria and Soller. 
She compared the professional experience and the 
testimonies gathered in Venice to those collected 
in Mallorca. She visited a Mallorcan pearl factory, 
which exports its pearls and jewels worldwide, 
observing their production processes and learning 
from the experience of the employees and the 
retail manager. The reality of the local historical 
production of pearls and the presence of low 
quality competition mirrors that of the blown glass 
production in Venice. 

As in Venice, she interviewed professional 
tour guides, artisans, hotel/restaurant staff, 
local transport and B&B operators. Particular 
professional activities caught her attention in 
Mallorca, e.g. the ‘ticketeros’ in Magaluf, who 
sell tickets for concerts held mainly by seasonal 
German artists and ‘as Kellys’ (which comes from 
‘las que limpian’, i. e. ‘the Cleaners’), an association 
of women who clean hotel rooms and fight for equal 
rights and a fair wage. 

All of which enabled Irene Pittatore to develop the 
second chapter of “Lavoratori del turismo” and her 
‘work in progress’ was exhibited in an open studio 

in the Es Baluard Museum (November 2017). 
This allowed her not only to show the progress 
of the work to the museum’s audience but also 
to start a dialogue with citizens, travelers and 
students alike. These included the Research Group 
of ESADIB high school (Escola Superior d’Art 
Dramàtic de les Illes Balears). Thus, the Intermedi 
room of the Es Baluard Museum turned into 
a venue for interviews, a meeting area and a shared 
notebook. 

The newspapers Mallorca Zeitung and Última Hora 
interviewed Irene and disseminated the call for 
experience in the tourism industry informing their 
readers of the possibility of participating in the 
open studio.

Pittatore’s proposal deals with the context of 
Mallorca very directly, tackling a contemporary 
theme that affects an increasing number of cities 
and citizens. 

The research phase developed on the island 
unfolds in a short non-narrative video that tracks 
the experience acquired, the formal and informal 
conversations held locally, the information and 
the silences gathered. “Lavoratori del turismo2 
also includes a documentation video with excerpts 
from the interviews with tour operators to draw 
attention to their direct experience so as to get an 
idea of their typical working day. 
After Venice and Palma, “Lavoratori del turismo2 
will continue along the road to Barcelona, giving 
birth to an artwork in three chapters: “Trilogia 
della villeggiatura d’assalto” (“A Heedless Holiday 
Trilogy”).

Her residency was in collaboration with Addaya 
Centre d’Art Contemporani, in Alaró (Balearic 
Islands). 
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TYŚKA SAMBORSKA
Centre d’Art Le LAIT

Originally from Poland, Tyśka Samborska 
holds a BA in French Literature and 
Theatre from the Jagiellonian University 
in Cracow (Poland) and a MA in Fine and 
Performative Arts from the Academy 
of Fine Arts in Venice (Italy). She has 
been in residence at KHOJ International 
Artists’ Association in New Delhi (India), 
Raczej Gallery in Poznan (Poland), 
and the I:O residency in Bahcecik 
(Turkey). She has participated in various 
performance festivals and events such 
as the Riga International Performance 
Art Festival (Latvia), Luigi Nono Festival 
in Venice (Italy), Performance Festival 
Lorgennale in Stuttgart (Germany), 
Winter Creature Performance Festival 
at the Meno Parkas Gallery in Kaunas 
(Lithuania) and Artisterium 9, Tbilisi 
International Contemporary Art 
Exhibition and Art Events in Tbilisi 
(Georgia). Recent group exhibitions 
include “Skinned:Live” at Camden 
People’s Theatre in London (United 
Kingdom) organised by The Royal Central 
School of Speech and Drama, “The 
undivided mind” at KHOJ International 
Artists’ Association in New Delhi (India), 
“Young Wolves”, exhibition of finalists 
of Polish Art Students’ Competition 
in Szczecin (Poland), and ‘Art Night’ 
exhibition at the Academy of Fine Arts 
in Venice (Italy). She was a student of 
Jurgen Fritz at International Performance 
Association Studies and Johannes BBB 
Deimling at Performance Art Studies. 
She has taken part in symposiums and 
workshops at Live Art Development 
Agency in London, Bunkier Sztuki Gallery 
in Cracow (Poland), the Foundation for 
Visual Arts in Cracow (Poland), Studio 
Gallery in Wroclaw (Poland), the National 
Museum in Cracow and the Museum of 
Japanese Art and Technology Manngha in 
Cracow (Poland).

Tyśka Samborska’s practice embraces critical 
posthumanism, a theory which discredits 
anthropocentric explanations of the world and 
is not fascinated by new technologies. She 
interrogates the beliefs that regard humans as 
a superior species to other fauna and flora, tackling 
the notion of posthumanism from different points 
of view. She works mainly through performance, 
a way of expression that has become progressively 
more mixed with developing and materialising 
objects. On the one hand, her performances are 
close to sculpture, on the other hand, the main 
material is the human body related to process and 
movement. The artist understands the presence 
of these elements as a chance to work with this 
subjects and, by extension, to explore the society. 
She has a great number of performance pieces, 
which deal with different experiences of the human 
body and include organic elements. 

In the frame of The Spur, Samborska completed 
a residency at Centre d’Art Le LAIT, in Albi, where 
she explored hypothetical ideas about the human 
body and its possible future modifications. She 
expanded notions already explored in her work, 
focusing on direct and potential relations between 
brain, emotions, belief, faith and the physical body. 
Her intention was to create prostheses, to make 
new body parts that have their origin in religious 
ceremonies and customs. She explored some 
of people’s strongest beliefs, ideas that could 
combine and lead to changes in our physical form 
and the shape of our bodies. Through deep faith, 
repetitive movements and rituals, the human body 
could change and acquire new body parts.

During her time in Albi, she met different religious 
communities in order to found out above their ways 
of living and to understand their religious customs 
and ceremonies. Starting from these conversations 
and encounters, Samborska reflected on and 
explored the physical impact that each religion has 
on the bodies of those who follow it. She had the 
opportunity to talk with Protestants, Carmelites, 
monks of the Benedictine Abbey, Liberal Jews, 
Sikhs and Buddhists.

The artist was especially interested in the Sikh 
community, which originates from North India. 
Adherent of this religion always carry five objects 
- symbols of their faith, and one of them is the 
turban. This element fascinated Samborska, 
because it is an everyday object for an observant 
Sikh intended to protect his hair, which they 
hold precious. It is a sacred part of their body, 
and they must not cut it in order to respect the 

perfection of God’s creation. In this situation, the 
turban becomes an integral part of the body, so 
members of the Sikh community feel ‘complete’ 
when they are wearing it. However, this protective 
turban is also an artefact always present next to 
the body. We could almost see it as an organic 
part of it. The artist wonders whether the body 
could produce these artefacts in an organic way 
through ritual, repetition and religion. For instance, 
a turban made of muscles or skin. The artist made 
turban prototypes by using synthetic hair, silicone 
and latex to make them look like organic and as 
a natural part of the body —as if they had appeared 
through the process of evolution.

Part of her exploration of the turban involved 
experimenting with materials which had colours 
and textures close to human skin —like kombucha 
scoby. Although this material is not directly linked 
to a religion, many people do have strong beliefs 
about its relationship to the body. Kombucha 
is a variety of fermented lightly effervescent 
sweetened black or green tea, a drink consumed 
for its presumed health benefits. It is produced by 
fermenting tea using a symbiotic colony of bacteria 
and yeast, called ‘scoby’. Fresh and wet kombucha 
scoby is used in the process of producing 
kombucha tea, while dried scoby was used by the 
artist in the fabrication of her turbans. She put wet 
scoby over an object and it was taking its shape 
while drying and itself was becoming a strong and 
semi-transparent object, like human skin.

Tyśka Samborska shared her work in a public 
presentation hosted by the Médiathèque Pierre 
Amalric in Albi. Her mentor was musician, writer 
and composer Thomas Boudineau.

Centre d’Art Le LAIT Tyśka Samborska
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ANDRÉS SIRI
Fondazione per l’Arte 

Andrés Siri was born in Buenos Aires 
(Argentina), where he graduated 
in Architecture from Buenos Aires 
University in 2000. In 2004 he completed 
a Masters in Communication and Art 
Criticism at the University of Girona, 
where he is currently based. He combines 
his work as an architect with his 
artistic practice which includes media 
such as painting, sculpture and video 
installations.

This artist won the Creative Girona 
Scholarship awarded by Bòlit, Centre 
d’Art Contemporani. Girona and 
a special mention at the “Imagine a place 
where...”, an international contemporary 
sculpture contest in Postignano (Italy). 
He was selected at the 7rd edition 
of the Girona Biennial of Art and has 
exhibited his works at Casal Son 
Tugores in Alaró (Balearic Islands), Bòlit, 
Centre d’Art Contemporani. Girona, the 
Fields Empordà Festival (Catalonia), 
the Hipermerc’Art at Galeria Safia in 
Barcelona, the “delicARTessen” at the 
Esther Montoriol Gallery in Barcelona 
and the Borges Cultural Centre, Buenos 
Aires (Argentina), among others. He has 
also designed ephemeral installations, 
taking part for instance in the Temps 
de Flors festival in Girona on seven 
occasions (2008 and from 2010 to 2015). 
He has led workshops including an 
Arquixics, workshop for small architects 
at Cultural Centre Barri Vell – Mercadal, 
in Girona. He has also taught painting and 
drawing in Girona.

Andrés Siri’s artistic practice is linked to his 
profession as an architect, specifically, to his 
gaze as an architect. To give shape to his projects 
he combines different media, such as painting, 
sculpture or video. However, what his works have in 
common is a way of approaching the environment, 
an interest in heritage, perception and memory. 
Time also inevitably appears as an important factor 
for Siri. In some of his pieces there is a willingness 
to try to capture fleeting moments and the 
perception of places depending on how they are lit. 
Through this study of perception, the artist reveals 
what is hidden from the naked eye and which has to 
do with layers of memory, shadows or traces.

At his residence at the Fondazione per l’Arte, 
Andrés Siri developed a project entitled “Come 
fare parlare un muro” (“How can a wall speak”), 
which explores these common themes in his work. 
This is a project that creates a dialogue between 
heritage and contemporary art and the aims 
of which is to sustain, represent and reflect on 
memory. The aim is to rescue and document the 
impressions of time that are stored on the surface 
of the walls of the old city. Unveiling is understood 
here as making heritage visible, the historical 
and cultural value of the old city brought to the 
fore through the loss and recovery of memory. 
His exploration revolves around this notion of 
unveiling, through the revelation and confrontation 
of the image with its content; recording the overlay 
of time and making visible elements of the city that 
pass unnoticed in day‒to‒day life. 

His project is based on three elements. The first 
is the technique, which the artist discovered 
in the so-called “Enoshima’s fishes.” These 
fishes are printed on paper. However, they are 
not representations, they are footprints. They 
are direct traces of fish on a 1:1 scale on paper. 
Siri applies this technique, called frottage, to 
his explorations to talk about the superposition 
of layers in time, history and the relationship 
among memories on the surfaces of a city, in this 
case, Rome. It is a work close to archaeology, an 
experimental archaeology designed to rescue non-
visible elements.

The second element of this work is Siri’s study 
of the walls in Rome, an investigation into the 
ideas of the dead city and the living city and their 
coexistence. Moving away from the tourist sites, 
the artist went to Via del Mandrione, an urban area 
developed in the Second World War, following 
the bombing of San Lorenzo in 1943. Many of 
the people displaced by this attack went to Porta 

Furba, on the outskirts of Rome. There they began 
to build precarious houses, specifically, under the 
Felice aqueduct. These houses, which responded 
to the crisis facing the residents and the limited 
resources then available, were built from the arches 
outwards. This area is loaded with symbolism. Pier 
Paolo Pasolini visited it frequently and he wrote and 
set several scenes there. Andrés Siri made a series 
of frottages in Via del Mandrione, which resulted in 
large works, in some cases of about 3 or 4 meters.

In parallel, the artist looked for other places that 
could dialogue with these specific memories of the 
city. He became interested in the ancient walls and 
the god Janus, who is January, but also a two‒faced 
God, the God of thresholds, the god of doorways. 
To the artist, this god raised questions about the 
sacred and the profane. With this in mind, Andrés 
Siri began to visit all the gates in the city walls, from 
the outside to the inside of the city. He discovered 
in this process some inscriptions, crosses and 
elements that normally go unnoticed. They were 
also captured using rubbings. 

This work in residence cannot be understood 
without, for example, the development of “Blink”, 
a video exploration of the effects of light on the 
architecture of the city of Girona. It is a sequence of 
stills in continuous movement with an uneven and 
sensitive texture, in which photographs have been 
manipulated to explore all the possibilities of the 
contrast between light and shadow. In this work the 
artist aims to make visible the imperceptibility of 
the fleeting nature of time through shadows. Using 
an effect similar to blinking, we can glimpse lights 
and shadows beyond our surroundings, flashes of 
the unreal within the real. 

Andrés Siri’s mentor during his stay in Rome was 
Emanuele Riccomi.

Fondazione per l’Arte Andrés Siri
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CRISTINA FERRÁNDEZ
Centre d’Art Le LAIT

Cristina Ferrández graduated in Fine 
Arts at the University of Castilla la 
Mancha (Spain) in 1998 and completed 
a dissertation towards a PhD in Fine 
Arts in 2002 at the University Miguel 
Hernández in Altea (Spain). She also 
studied two years of Architecture at 
the Polytechnic University of Valencia 
(Spain) and a postgraduate in Digital 
Video Art at the Pompeu Fabra University 
of Barcelona (Spain). Recent solo 
shows include “The non visible” at the 
Centro de Arte de Alcobendas in Madrid 
(Spain), 2018; “Campos de utopía” at 
the Puxagallery during the Apertura 
event in Madrid (Spain), 2018; “La 
fuga de Perséfone” at the Centro de 
Cultura Antiguo Instituto, Fundación de 
Cultura, Gijón (Spain), 2017; “Oceanic 
pulse” production grant from Centro 
Valey in Asturias (Spain); “Face of time” 
at the Galería Angel Cantero in León 
(Spain), 2016; “Instante entropía” (with 
Ciudadela Colectivo) at the Museo 
Barjola in Gijón (Spain) and “Paso de 
gigantes” at LABoral Centro de Arte 
y Creación Industrial, Gijón (Spain), 
2014, among others. She has developed 
artistic projects related to landscape 
and nature, such as, Blacklock Nature 
Sanctuary, in Minessota (USA); East 
Jerusalem-09 Arab Capital of Culture, 
Palestina; Territorios de Encuentro, 
Patagonia (Argentina); Threshold of Time 
Symposium, Portland (USA); Instantes 
de Paisaje’09 CDAN, Huesca (Spain). 
Cristina Ferrámdez has been awarded 
grants by several institutions, such as: 
Factoría Cultural in Avilés (Spain), 2017; 
Cajastur, 2011; Fundación Bilbao Arte 
Fundazioa, 2006; Centro de Escultura 
Museo Antón de Candás, 2010; Al-Norte 
grants, 2007 and the University of 
Castilla la Mancha at the Hochschule Für 
Grafik Und Buchkunst von Leipzig, 1997. 

Cristina Ferrández’s work brings out the common 
factor pulsating between natural and anthropized 
territories, the environment and the arts. She 
believes that natural cycles relate to fundamental 
issues concerning human consciousness and 
societies. Through artistic interventions, she 
intends to restore the value in wild areas and 
specific landscapes and spotlight the privilege 
of scenery in the contemporary age addressing 
questions such as ecofeminism, natural resources, 
country borders and time. Her interventions often 
include her own body as a tool to activate the 
landscape; she creates ephemeral situations later 
brought to the audience through photography and 
video installations combined with new technologies. 

During her residency at the Centre d’Art Le 
LAIT in Albi, the artist developed the project 
“Prospective”. The title responds to a titanic 
endeavour: the prospective of the new challenges 
faced by humanity. Her approach implies that 
art and culture can take part in this process too. 
Her starting point was the lichen as a metaphor 
of symbiotic consortia and its scientific, artistic 
and aesthetic possibilities both as a concept 
and as a material. For Cristina Ferrández, 
lichens represent a living example of universal 
symbiogenesis. Her research focused on the 
following ideas:
1. Lichens as a metaphor of a possible relationship 
and coexistence between humans and the 
Biosphere. Lichens are a symbiotic association 
of ascomycetes (the fungal partner) with green 
algae or cyanobacteria in a mutually beneficial 
relationship. They are bioindicators on air quality 
and bioacumulators, an important idea to develop 
her work in residence.
2. The concept of symbiogenesis; its theoretical 
and philosophical implications. Symbiogenesis is 
an evolutive theory promoted by the biologist Lynn 
Margulis. It opposes competition-oriented views of 
evolution and stresses the importance of symbiotic 
or cooperative relationships between species. 
According to scientist (Evolutionary Epistemology) 
Nathalie Gontier, ‘symbiogenesis can be universalized 
and can include hybridization, and extra-biological 
phenomena such as culture and language evolution 
and even certain cosmological processes (also 
symbiotic stars, galactic cannibalism or black holes 
can be understood as forms of symbiogenesis)’. In 
a visionary way, it can also comprise a new concept of 
progress and development, where humanity evolves 
by living with the biosphere in harmony, replacing the 
notion of domain.
3. Relationship between map and territory. 
Cartography as a method of depicting reality.

The artist focused on diverse aspects of reality 
in relation to natural resources, for example, 
on scientific and big data as a material that can 
be turned into artistic concepts and eventually 
incorporated into the discourse. As a whole, her 
approach through these three ideas leads to the 
science of Foresight or Future Studies.

In Albi, the research took form by means of her 
experiences in the city and the encounters and 
meetings with people. This transformed her time 
and space into a kind of permeable membrane with 
a bidirectional transmission. Ferrández wonders 
about how the project operates as a link between 
different entities, the artist, people involved and 
the city in order to create something new from 
previous concepts. Somehow, it was a symbiotic 
process of knowledge and thoughts by means of 
the artistic practice.

Her research was presented at Ici‒même, 
a creative, ephemeral and collective project, taking 
place from March to October 2018 in commercial 
premises unoccupied and loaned for the initiative in 
Albi. Her exhibition, called “Prospective”, included 
three artworks that expanded in different media 
and relate to the main points of her research:
1. A hand-made chalk mural using Albi’s cartography 
associated with growth on a specific ground, 
aiming to create a parallelism between lichens as 
a growing element on a matter and their neutral 
relation with it. As the lichen grows in symbiosis, it 
becomes a metaphor of the relationship between 
us as citizens living and working together for shared 
purposes and our relationship with biodiversity 
and urban forms. The artist used big data from the 
2017 Air Purity Index (IAP) in the city as an indicator 
of lichen growth and a way to point to the air as an 
element that has to be taken care of.
2. A video projection of the world planisphere 
combined with big data of common goods 
(i.e. water and forest growth and loss). This 
piece addresses the need of water and the 
transformations of territory, especially focusing on 
the local case of the Sivens Dam, close to Albi.
3. A game created by the artist, called “Le jeu”: 
a piece of wood and ceramic blocks recovered 
from an old and public farm which suffered 
a conflictive demolition during her residency. 
There are no winners or losers in the game, just 
building collaboratively new junctions, bridges and 
structures from the ruins. It is a symbiogenesis 
metaphor.

During the residency her mentor was Bertrand 
Poupounot.

Centre d’Art Le LAIT Cristina Ferrández
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KATHARINA ROTERS  
& JÓZSEF SZOLNOKI
Sputnik Oz

Katharina Roters and József Szolnoki 
are visual artists whose collaboration 
dates back to the early 2010’s. Roters 
was born in Cologne (Germany) and 
graduated from the Painting Faculty of 
the Düsseldorf Arts Academy in 1999. 
In 2014, her book entitled “Hungarian 
Cubes: Subversive Ornaments in 
Socialism” with contributions from 
Hannes Böhringer, Endre Prakfalvi, Zsolt 
Szijártó and József Szolnoki was edited 
by Park Books (Zurich, Switzerland) 
and received the DAM Architectural 
Book Award of the Frankfurt Book Fair 
and the German Architecture Museum. 
Roters also participated in the 2016 
Architecture Biennale in Venice as an 
exhibiting artist of the Armenian Pavilion. 
Szolnoki, originally from Devecser 
(Hungary), received his diploma from the 
Film/Television Faculty of the Academy 
of Media Art Cologne in 2008. He was 
awarded an artist studio grant at the 
Kölnischer Kunstverein (Germany) and 
the best experimental film prize in 2000 
at the Hungarian National Filmfestival.

Their joint solo exhibitions include 
“Hungarian cubes” at the acb Gallery 
in Budapest (Hungary) and HACK 
The PaST! at the Flóris Rómer Art and 
History Museum in Györ (Hungary). They 
have participated in group exhibitions 
at the Austrian Cultural Forum in 
Warsaw (Poland) and MüvészetMalom, 
Szentendre (Hungary) and created 
a work in a public space in Györ.

The German-Hungarian duo of artists Katharina 
Roters and József Szolnoki usually explore themes 
relating to social blind spots or taboos resulting 
from trauma. Their collaboration started out 
from a study of the objectified documents of 
transference between ideological and cultural 
spaces, and of transitional states. They make use 
of the widest possible variety of media, such as 
photography, video, performative elements or 
lectures. 

During the residency at Sputnik Oz (Bratislava), 
they gave shape to a project called “The Visegrád 
Syndrome”. The Visegrád Group, also called 
the Visegrád Four or V4 comprises four Central 
European states (Czech Republic, Hungary, Poland 
and Slovakia) and it is a cultural and political 
alliance that works towards military, cultural, 
economic and energy cooperation with the purpose 
of furthering their integration in the EU. Roters 
and Szolnoki focused on the Slovak‒Hungarian 
constellation. Hence the work developed within 
The Spur is “Vol. 1”. 

For their research, they looked for stereotypes 
relating to self-image and ‘other people’ within that 
context. This investigation comes from previous 
experiences. For instance, when Szolnoki played 
cards with his father as a child and spent too long 
thinking, his father would say: ‘Worrying’s not 
a game, a Slov’s not a person! ’. He did not 
understand at that time the meaning of this 
response. Later, he heard people say things such as 
‘I can see through you like a Slov peeking through 
the fence’ or ‘why are you poking around like a Slov 
in a piss-covered pear? ’. As a Hungarian, he was 
not familiar with the Slovak stereotypes of them.

During their residency in Bratislava, they 
researched and collected these stereotypes. For 
example, when a Slovak grandmother wants to 
warn her grandchild to behave properly, she says 
to him: ‘Ja ti dam VILÁGOS!’, which means ‘Watch 
out, or things will become CLEAR to you!’. The 
Hungarian word ‘Világos’ is used in the Slovak 
language as a code. Világos is the village where 
the Hungarian Revolution of 1848 formally ended 
and is a symbol of the lost fight for Hungarian 
independence. Therefore the meaning of Világos 
shifted over the decades to refer to something 
that is very bad. The artists have stated that 98% 
of Slovaks use this turn of phrase, but they do not 
know where it originates from. The word has been 
freed from its original sense and nowadays has its 
own meaning, being used as a threat.

Roters and Szolnoki worked on a socio-linguistic 
interpretation that deals with post-communism, 
ideology and memory through everyday language. 
Due to the complexity of the project, the artists 
spent the two months residency researching and 
gathering data. 

As part of their research, they have worked on 
different maps that explore the territory and 
history of Hungary and Slovakia. One of the 
maps shows the territory of the former Greater 
Hungary on today´s borders. As a result of the 
Treaty of Trianon, the peace agreement of 1920 
that formally ended World War I between Hungary 
on one side and the Allied Powers on the other, 
the Austro-Hungarian Monarchy was split up 
and Czechoslovakia was formed. The Kingdom of 
Hungary lost 2/3 of its territory and almost half 
of its population. It was not possible to talk about 
this trauma in the communist era. After the regime 
change in Hungary, however, the image of Greater 
Hungary became the central motif of nationalist 
pop culture. Another map shows Czechoslovakia 
and Hungary until 1993 and another one, Slovakia 
and Hungary from 1993. A fourth map is based 
on a fictitious map by Jan Slota, the co-founder 
and former president of the Slovak National 
Party, which showed the western part of Hungary 
added to Austria and the eastern part to Slovakia. 
According to this, Hungary ceased to exist.

The visualisation of the research results will 
take shape as a photographic series that would 
be augmented with a museum learning element 
on both sides of the border between Slovakia 
and Hungary, ideally coinciding with the 100th 
anniversary of the Treaty of Trianon, that is to say, 
in 2020.

map 1: The map shows the territory of the former Greater Hungary 
on today’s borders. The territory of today’s Slovakia was all part of 
Greater Hungary. As a result of the peace treaties (Trianon 1920) at 
the end of the First World War the Austro-Hungarian Monarchy was 
split up and Czechoslovakia was formed. The Kingdom of Hungary 
lost 2/3 of its territory and almost half of its population. It was not 
possible to talk about this trauma in the communist era. After the 
regime change in Hungary, however, the image of Greater Hungary 
became the central motif of nationalist pop culture.

map 2: Slovakia and Hungary from 1993.

map 3: On a fictitious map by Jan Slota (Slovak National Party), from 
2008 the western part of Hungary was added to Austria and the 
eastern part to Slovakia, so Hungary ceases to exist.

Sputnik Oz Katharina Roters & József Szolnoki
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LÉVANA SCHÜTZ 
Es Baluard Museu d’Art Modern i Contemporani de Palma

Lévana Schütz graduated in Fine Arts 
at the Ecole Nationale Supérieure des 
Beaux‒Arts of Paris (France) in 2018 
(with congratulations from the jury) and 
completed her master’s degree exchange 
program at the NSCAD University in 
Halifax (Canada), as part of an exchange 
with the Ecole Nationale Supérieure des 
Beaux‒Arts of Paris. Photography and 
film are her main areas of specialization. 
She has participated in various group 
exhibitions such as “R.A.T.A.F.I.A” at the 
collective 23 in Paris, “Deus ex machina” 
at Rue du Senter in Paris, “LoCuS SoLuS” 
with the atelier Saulnier at Beaux Arts 
of Paris and the open studio event at the 
same venue. She has co-curated several 
exhibitions, for instance, the group show 
entitled “Stand back 5 feet / Tenez vous 5 
pieds en avant” with the collaboration of 
Atelier Rheme, which had an initial part 
at the Anna Leonowens Gallery in Halifax 
(Canada) and a second part at the Atelier 
Rheme in Paris. In addition, “Champs 
de force” was a group exhibition with 
Saulnier studio that she curated, taking 
place at Beaux‒Arts of Paris.

Lévana Schütz’s work approaches landscape as 
a place of contemplation, capturing in the image 
a sort of illusion that arises from the space from the 
perspective of the observer. Mainly through video and 
photography, she evokes the possibility of dream and 
reality from her encounter with a certain place. Her 
experience, the other and out of the other become 
important elements of her research, which often 
consists of a sensible reflection about the world and 
the way we perceive it through the stories it tells.

For her residency at Es Baluard Museu d’Art 
Modern i Contemporani de Palma, in Mallorca 
(Balearic Islands), she experimented with 
photography and video to explore the borders 
between the idea of place and non-place. Her 
research began with a trip around the island, 
which was a special experience for the artist. 
Firstly, because it was her first time in Mallorca 
and secondly, because of the singular experience 
of being on an island. Surrounded by water, 
this was an element present in previous works, 
such as “Overflow”, a video piece where water 
is approached as a symbol linked to geography 
and history. It becomes a place in suspension, 
a witness of migration, the passage and exchange 
of movements. The artist uses these ideas 
to create a work in the shape of dream. After 
“Overflow”, Schütz also worked with video and 
water, approaching it in a very organic way, which 
resulted into a piece entitled “Reduced Visibility”. 
Visibility here was a sort of mirage where the 
viewer is captured in the allure originating from the 
movement of water and its deformation.

These two previous projects represent a transition 
to the work in Palma and convert into the 
dreaminess of her final exhibition. During her 
residency, she continued researching the notion 
of non-places, which is an anthropological term 
coined by Marc Augé that defines a space where 
the human being is anonymous.

In this sense, she focused her attention on tourism. 
However, since her stay took place in February, 
there was an absence of tourism. Lévana Schütz 
took photographs of walls, windows and shutters, 
small details from empty hotels, which progressively 
formed a collection of images. At the same time, 
they offered many possibilities to rediscover the 
structure of this environment, as well as becoming 
a subject of imagination. Thus, she chose to 
photograph the interior of those spaces without the 
possibility of unfolding its look toward the horizon. 
This led to the “Monada” series, comprised of eight 
Polaroids of this kind of spaces.

Influenced by Bruce Bégout’s book “Common 
Place: the American Motel”, she also trained her 
camera on the dereferenced facades of hotel 
buildings which were in front of the sea. But 
she never revealed the sea in her images, nor 
the horizon; its presence is more of a detail on 
the reflection on certain windows or from the 
sea below the hotels. The resulting images kept 
pointing to this idea of non-place: empty spaces in 
which somehow seems that everybody is asleep. 

As part of her research, Lévana Schütz began 
to write and shoot scenes, as well as create 
architectural drawings of hotel rooms. All this 
fiction originated through this unique space that 
became her world, where the social environment, 
na¬ture and the perception of time are questioned. 
Through the play of images, articulated, cut-up, 
unrolled on the time of the gaze, she wishes to pay 
homage to the absence of the human figure, to its 
inexorably temporary appearance in the space of 
the living. As a result, she created two works that 
are linked to one another: “Twin room” (a matt vinyl 
architectural drawing on glass of a twin room in 
a hotel) and “Gray magic room” (a black-and-white 
video showing a room in reverse time). After giving 
form to these two pieces, she started work on an 
exhibition focused on symmetry and repetition.

This exhibition took place at the Observatori in Es 
Baluard Museum, where she experimented with 
space and the relations that could arise between 
the different artworks, approaching notions of 
intimacy, non-place, symmetry and repetition. 
She also made a publication combining images of 
facades and other details of hotel buildings with 
fishing nets and water. Lévana Schütz conceived 
the publication as a kind of labyrinth. After her 
residency, she also showed the continuance of the 
work that followed this first experimentation in an 
exhibition in Paris.

Her residency was in collaboration with Addaya 
Centre d’Art Contemporani, in Alaró (Balearic 
Islands), and her mentor was the gallerist Tomeu 
Simonet.

Es Baluard Museu d’Art Modern i Contemporani de Palma Lévana Schütz



107
Es Baluard Museu d’Art Modern i Contemporani de Palma Lévana Schütz



109
Es Baluard Museu d’Art Modern i Contemporani de Palma Lévana Schütz



110 111

MIRIAM HAMANN
Bureau des Arts et Territoires

Miriam Hamann was born in Wels 
(Austria). Studying in Vienna and Paris, 
she graduated in Art and Communication 
Practices in 2010 and finished 
a Master’s Degree in TransArts in 2017, 
both at the University of Applied Arts 
Vienna (Austria). She has been awarded 
several grants and prizes such as the 
Startstipendium, a scholarship for 
young emerging Austrian artists from 
BMUKK (Austrian Federal Ministry 
for Education, Arts and Culture), the 
LinzEXPOrt grant from the City of Linz 
(Austria) as well as grants for artist-in-
residence programs from BKA (Austrian 
Federal Chancellery, Arts and Culture) 
and the Federal Province of Upper 
Austria. Miriam Hamann has worked 
as an artist in residence at Lichtenberg 
Studios Berlin (Germany), ARE Holland 
in Enschede (Netherlands), the Viadukt 
Edition in Vienna (Austria), the Titanik 
Gallery in Turku (Finland) and GlogauAIR 
in Berlin (Germany). She has done solo 
shows at MUSA Start Gallery in Vienna 
(Austria), ID Scènes in Montpellier 
(France), XPO Enschede, Viadukt 
Screen Prints Vienna, bb15 in Linz and 
GPLspaceIV in Vienna (Austria), among 
others. Selected group exhibitions 
include Lokale Copenhagen (Denmark), 
the Festival of Regions in Marchtrenk 
(Upper Austria), Künstlerhaus Vienna, 
Künstlerhaus Dortmund (Germany), Marl 
Media Art Awards / European Soundart 
Award in Marl (Germany), the MEM 
Experimental Arts International Festival 
in Bilbao (Spain), das weisse haus in 
Vienna as well as the International Sinop 
Biennial (Turkey). Collections include the 
MUSA Contemporary Art Collection of 
the Department for Cultural Affairs of the 
City of Vienna. 

Focusing on installations which deal with 
space, Miriam Hamann’s work is the result of 
an exploration of scientific and technological 
phenomena as well as of the sculptural presence 
of everyday objects. In her artistic approach she 
deals with the sculptural quality of urban, industrial 
materials showing special interest in their non-
material manifestations. She uses sound and light 
as non‒material ‘fabrics’ which are uncoupled 
from their environment and original function and 
become building blocks for the creation of new 
architectural and spatial perceptions. 

For her residency at the Bureau des Arts et 
Territoires in Montpellier, Miriam Hamann worked 
with ID Scènes, a local company specialising 
in public events, sound, light and video 
mapping. In the framework of this residency, 
the artist developed a project directly referring 
to her temporary work environment and the 
company’s industrial surroundings. Focusing on 
the conditions of the location, she reacted to what 
she was surrounded by; materials that were used 
by the company’s employees as well as forgotten 
materials that were not even noticed any more. 
Inspired by these materials and the technological 
equipment of the company, the artist created 
a light installation using an old billboard that she 
found in the immediate vicinity of the business. 
Seemingly broken and not noticed by anybody, the 
board’s structure caught the artist’s attention. She 
removed the board from its original position and 
started to bring it back to life, in a way analogous 
to its original function as advertising. Rebuilding 
the board with slight modifications of its original 
construction, she triggered some of the fluorescent 
tubes by digital devices in order to send a message 
in Morse code. The coded phrase “Les lumières de 
la ville brillent encore” (“The lights of the city are 
still shining”), a quote from francophone writer 
Albert t’Serstevens, refers to the board itself 
(something that seemed to be broken actually 
still works), but can also be seen as a reference 
to future changes in urban and technological 
structures. 

Once transformed, the board was remounted on 
the wall where it had been found, now flashing and 
constantly repeating the coded message.

Besides the creation of this site-specific light 
installation, Miriam Hamann also worked on 
a video and sound installation made out of packing 
material. Inspired by the enormous amount of 
bubble wrap lying around in the business, she 
made a triptych video installation that shows 

different slightly changing images of an air bubble 
film together with the sound emerging from the use 
of the material itself. 

During her two months stay in Montpellier, Hamann 
also started working on a third series: a sculptural 
process, in which the artist explored questions of 
stability and instability, using objects originally 
intended for stage construction to create new 
sculptural forms.

This gesture of using industrial objects especially 
calls to mind one of her previous works entitled 
“3’2,2m3”, an installation with ventilation shafts 
that the artist used and manipulated in order to 
explore the sculptural presence of everyday objects 
as well as the function of sound as a non-material 
material. It can be said that Hamann’s work is an 
artistic approach towards the re-contextualisation 
of different materials and the possibilities of their 
non‒material qualities. She deals with scientific 
and technological phenomena which are to the 
forefront in her recent work. For example, in her 
installation “A matter of time”, where Hamann 
explores the topic of time and its measurability. 
Consisting in a minimalist geometric form and 
a light strip digitally triggered by an interface, 
this work refers to our time system based on the 
rotation of celestial bodies. Analogous to the 
rotation of the solar system around its centre (also 
called galactic year), the light channel rotates 
360 degrees around the sculpture once every 
225 million years a movement that can only be 
comprehended intellectually, never perceived. 

Hamann’s work offers us a way of looking at 
everyday objects and phenomena, revealing the 
potential to combine them with new technologies 
in order to create pieces that go beyond every‒day 
thinking and enlarge our perceptual experiences. 

As part of her residency in Montpellier, working 
in the heart of a business and its surroundings, 
supported by her mentor Laurène Hombek, Miriam 
Hamann pursued her artistic process of exploring 
and redefining objects and industrial materials, 
changing their original uses and creating new 
perspectives. The works created were temporarily 
installed in‒situ, both in the premises of the 
business and in its surroundings.

Bureau des Arts et Territoires Miriam Hamann
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NICOLAS DAUBANES
Bòlit, Centre d’Art Contemporani. Girona

Nicolas Daubanes graduated from 
HEART Perpignan (Ecole supérieure 
d’art de Perpignan), where he is based. 
He received the Young International 
Artist prize at the YIA art fair in Paris 
presented by the Galerie Maubert from 
the same city, and was nominated for 
the Artist of Revelation Book Award 
organised by ADAGP (Auteurs Dans les 
Arts Graphiques et Plastiques) at Maison 
Rouge in Paris (France). Daubanes won 
the Mezzanine Sud prize awarded by Les 
Abattoirs in Toulouse (France), which 
distinguishes each year four artists 
through an exhibition and production 
grants. He also received the Grand prix 
d’Occitanie d’Art Contemporain awarded 
by Lieu Commun and Les sens de l’art, 
two Toulouse-based associations. 
He also obtained individual creation 
grants from DRAC Occitanie and 
DRAC Languedoc Roussillon. Nicolas 
Daubanes has developed projects in 
several penitentiary centres: Montauban, 
Mulhouse, Ensisheim and Lavaur. He has 
been in residence at Vacances Bleues 
within the Ateliers Quel Amour!, the 
bbb at the Hôpital Joseph Ducuing in 
Toulouse (culture program at hospitals), 
Can Xalant in Mataró (Barcelona) and 
Aldébaran in Castries (France), among 
others. His solo shows include “Quel 
amour!” at Château de Servière in 
Marseille (France), 2018; “Sign of the 
times” at Galerie du FILAF in Perpignan, 
2017; “Hexagone” at Galerie Eva 
Vautier in Nice (France), 2017; “Les 
mains sales” at Galerie Maubert in Paris 
(France), 2017; “Le batiman et a nou” at 
La Station, Nice (France), 2017 and “...
mais ce jour ne viendra peut etre jamais” 
at Galerie L’isba, Perpignan (France), 
2016. Recently he participated in a group 
exhibition at the Tasmanian Museum 
Art Gallery in Hobart (Australia) entitled 
“A journey to freedom”.

During his stay at the Bòlit, Centre d’Art 
Contemporani. Girona, Nicolas Daubanes gave 
form to three proposals, which are based on his 
previous lines of research linked to prisons and 
penitentiary centres. This artist’s work deals with 
the question of living in a restrictive situation and 
how to react or offer solutions to it. A great deal 
of his time was spent developing his work in the 
search for aesthetic, conceptual and intellectual 
issues in prison environments by means of 
different activities such as interventions, ateliers, 
residencies or workshops, for example. 

In Girona, he researched three previous elements 
of his work to develop them more in-depth in the 
city. The first of these ideas is the issue of food, 
a notion that he had already explored in France. 
However, he quickly realised that the prison 
systems in France and Spain differed greatly. For 
instance, in France, prisoners are allowed to cook 
in the centre’s facilities, while in Spain, they are not 
allowed to handle food. 

In parallel, he further developed a previous study 
that began in Montluc, a French prison in Lyon. This 
centre had been a military fort used in World War 
II. Daubanes reproduced its floor tiles in multiples 
silkscreens. At some point, the artist realised that 
the floor of Montluc Prison was the same as the 
one installed in “S-21”, a secret interrogation, 
torture and execution centre created by the Khmer 
Rouge regime in Cambodia, where at least 12,000 
people were tortured and killed during the 1970s. 
Both prisons had been paved by the same French 
company and both were places intended for 
torture, one in the 1940s and the other 30 years 
later. Daubanes installed a video that enters into 
dialogue with this issue during his open studio.

The artist also continued a series of drawings that 
reproduces, by zooming in, parts of the imaginary 
prisons of Piranesi. Above all, these are fragments 
in which we distinguish characters, barely visible 
spectators arranged at different heights who seem 
to be witnessing the torture of the prisoners. These 
‘spectators’ in Piranesi indicate directions, limit 
the composition of the drawings. Daubanes also 
adds characters and interprets this architecture of 
confinement almost autobiographically, he himself 
being a viewer of the prisons. They are not strictly 
copies of Piranesi’s prints, but a reference the artist 
takes to apply to his own work.

Finally, recovering the idea of food and alimentation, 
Daubanes took a documentary entitled “Imaginary 
feasts” as reference in order to propose an activity 

that would articulate his open studio event. It 
is a documentary directed by Anne Georget in 
2015 about the recipes written by prisoners in 
concentration camps. In the Nazi camps, the 
Gulag and Japanese war camps, deportees wrote 
hundreds of recipes that were copied in small 
notebooks by starving human beings of all origins. 
They become objects of survival and a testimony of 
resistance. 

Previously, Daubanes decided to reproduce one of 
these imaginary recipes in a prison in Marseille. In 
the case of his residence in Girona, he proposed 
to a group of residents of the day centre of the city 
to visit the exhibitions at Bòlit and participate in 
a culinary workshop in the same space. It was not 
only an invitation to carry out an activity addressed 
to a group of people living in a restrictive situation, 
but through his gesture the artist moves his 
proposal into the field of reintegration. In other 
words, by obtaining an official authorization to 
carry out this activity, Daubanes talks about the 
relationship between reintegration and art, as 
well as its importance and possibilities. During his 
open studio, the artist and the residents of the day 
centre reproduced one of the recipes of “Festins 
imaginaires” and shared ideas and concepts about 
Nicolas Daubanes’ work.

During his residency, he was mentored by artist, 
independent cultural manager and activist 
Montserrat Moliner.

Bòlit, Centre d’Art Contemporani. Girona Nicolas Daubanes
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BÒLIT, CENTRE D’ART 
CONTEMPORANI. GIRONA
Girona, Spain

As the leader of the project titled The Spur, the 
centre is establishing itself as a promoter of 
innovation and demonstrating its ability to propose 
ideas and launch projects and reliably complete 
them from within the city, in cooperation with other 
cultural agents and institutions. The centre has 
once again shown that its work is geared towards 
a transnational scope for and from Girona. 

The Spur is a step further, but a coherent 
step within the context of its history of 
supporting culture in the city while focusing 
on internationalisation. In 2013 the centre 
conducted Bòlit Emprèn, an innovative and 
experimental programme to create employment 
and revitalize economic sectors in Girona. This 
undertaking underlined the centre’s commitment 
to the professionalisation of the creative sector, 
initiated, one year later, by its artistic residency 
programme. Under the name Bòlit Residència 
Girona Creativa, the centre seeks to facilitate 
the reception and work of artists in this context 
and, at the same time, promote the international 
mobility of local creators. Since then, Bòlit has 
offered artists, curators and other cultural agents 
the opportunity to work in the city. We should also 
mention that it has offered them to the city, in the 
sense that their stays entail exchanges of ideas 
and mutual enrichment. Shortly after structuring 
this residency programme, Bòlit headed the ETAC, 
an artistic mobility project in the cross-border 
Catalan space, financed by the cultural programme 
of the Pyrenees-Mediterranean Euroregion for 
two consecutive years. Within the framework 
of The Spur, Bòlit has continued with its task 
of welcoming artists, introducing them into the 
city’s environment and offering them a space 
for work and accommodation. It has been very 
practically involved in ensuring that the work of 
each artist is developed in a manner suitable to his 
or her proposal by means of, for example, initiatives 
and workshops at the centre’s facilities. At the 
same time, Bòlit has been able to capitalise on the 
opportunity to support local artists such as Andrés 
Siri and Mar Canet who, with their projects, have 
displayed a high professional level enabling them 
to take part in the residency network and other 
project activities. 
 
With The Spur, therefore, Bòlit continues to 
show that it is committed to working with its 
context, without neglecting the fact that, in an 
increasingly connected world, cooperation and 
internationalisation are key factors in articulating 
coherent and relevant proposals. In fact, it should 
be highlighted that Bòlit forms part of 5 European 

territorial networks: Transversal (a consortium of 
13 councils of medium-sized cities in Catalonia 
which coordinate and organise cultural activities), 
the Network of Art Centres of Catalonia (made 
up of 8 territorial art centres), ETAC (with 
a Euroregional scope), Xarter (residency spaces 
for artists from the counties of Girona) and 
Resartis (residency spaces around the world).

As a catalyst of The Spur, the centre has become 
the leader of co-management initiatives and good 
practices and is the driving force behind other 
actions. The actions directly headed by Bòlit 
form the hard core of the project. Firstly, they 
involve the organisation necessary for carrying 
out and deploying The Spur. In this regard, the 
parameters of quality, effectiveness, efficiency and 
transparency have distinguished the management 
of the project. Secondly, Bòlit has also geared its 
actions towards the legacy this initiative can leave 
in relation to the professional sector it focuses on. 
It is therefore a matter of developing The Spur in 
the best way possible, but also coordinating all 
the shared knowledge so that it can rise above this 
specific project and be accessible and useful in the 
future. 

More specifically, through the project, Bòlit 
has shaped a series of models of documents 
necessary for professional work in the field of art: 
best practices guidelines, mentoring protocols, 
contracts regulating artists’ professional work 
and so on. These documents thus become tools 
for creators and organisations and also for future 
transnational projects. Bòlit thereby demonstrates 
a long-term commitment to the visual arts and 
their professionals, seeking to generate intellectual 
capital and providing tools and resources which go 
beyond the project itself.

Bòlit’s positioning, therefore, has emphasised 
its involvement in the territory and its desire to 
promote contemporary creativity outside it.

Carme Sais 
Director of Bòlit, Centre d’Art Contemporani. 
Girona
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THE EUROREGION PYRENEES 
MEDITERRANEAN IN 
THE SPUR

The Euroregion Pyrenees Mediterranean is 
a territorial entity created as a political cooperation 
project that currently includes Catalonia, the Balearic 
Islands and Occitania region. Its objective is to 
create a pole of sustainable development through 
cooperation, prioritising innovation and social and 
economic integration within a working horizon of 
a united, supportive and approachable Europe.

Within the framework of The Spur, the role of 
the Euroregion has focused on taking advantage 
of its transnational nature and its experience in 
managing cooperation projects at a European 
level. This experience complements that of the 
project leader, Bòlit, Centre d’Art Contemporani. 
Girona, and another of the partners, Centre d’Art 
Le Lait, with whom the Euroregion had already 
had the opportunity to work with during the 
development of the artists’ residency project, 
ETAC (Crossborder Contemporary Art Space in its 
Catalan initials).

The ETAC, which received the Euroregion’s support 
for two consecutive years, took place during 2015 
and 2016 and served to launch a Euroregional 
cooperation model that has been extended and 
expanded with The Spur. Therefore, the role of the 
Euroregion has been to act as a regional agent in 
the management of transnational projects. As such, 
it has been involved throughout the development 
of the project, carrying out management and 
coordination tasks and ensuring the proper 
implementation of the initiative in accordance 
with the set objectives and the quality, efficiency, 
effectiveness and transparency parameters, all of 
which are priorities for the Euroregion members.
As part of the activities of The Spur, the Euroregion 
has directly managed the communication office, 
with the close collaboration of the Bòlit, Centre 
d’Art Contemporani. Girona. The objective of 
this was to present the project to those in the 
creative arts world, visual arts professionals in the 
participating cities, and the general public. 

The communication tasks have included the 
establishment of working methodologies, the 
approach of the communication plan and the 
coordination of activities with each of the partners. 
It should be noted that this activity has directly 
involved the work of all the partners, since all 
the centres are a means of communication in 
themselves, publicising the residencies, seminars 
and other activities of The Spur. In this regard, 
the Euroregion, in conjunction with the Bòlit, 
has carried out coordination and supervision 
tasks of this communication since the beginning. 

It has also encouraged partners to conduct local 
communication campaigns and has synchronised 
the entire transnational organisation into 
a cohesive voice, with a common image of the 
project and a shared idea of the messages being 
conveyed.

In the project, communication has been addressed 
as one of the tools for the professionalisation 
of artists and as a means of dissemination for 
those professionals who are already known 
internationally. It has also served to publicise the 
various events and highlight the work of the artists 
in residence, who have each had their own space on 
the website and whose work has been promoted on 
a continual basis. 

Overall, the Euroregion’s role has joined together 
its managerial experience with it being a natural 
link between the various institutions, with the aim 
of promoting the cooperation needed to develop 
this project and reach the creative and artistic 
sector as a whole as well as the general public.

Xavier Bernard-Sans
Director of the Euroregion Pyrenees 
Mediterranean
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CENTRE D’ART LE LAIT – 
LABORATOIRE ARTISTIQUE 
INTERNATIONAL DU TARN
Albi, France

Centre d’Art Le LAIT was founded in 1983 and 
since then it has not stopped giving shape to 
a programme dedicated to contemporary creation 
and to its promotion and transmission through the 
production of new works, exhibitions, conferences, 
talks, residencies or interventions at a territorial 
level, among others. The artists in the territory 
are a priority for the centre, which wants to act 
as a structure in which to develop new projects. 
For more than 30 years, Le LAIT has operated 
at different levels, with different partners, both 
public and private, establishing agreements 
and collaborations. For example, in 2010, Le 
LAIT started collaborating with the residency 
programme of Museum/Centre of Art Glass - 
Carmaux, (Tarn) exploring the joint possibilities 
and the common lines of action of the two centres. 
This allowed the residency programme to open 
up for artists with other profiles. It is worth 
highlighting that, since 2012, Le LAIT has been 
collaborating with Adda du Tarn (Association 
Départementale pour le Développement des Arts 
du Tarn) to explore the resonances between visual 
arts and dance. Creators of the two disciplines 
worked together, exchanging ideas and practices, 
a shared experience that gave rise to the annual 
“ECHO” exhibition, hosted by Le LAIT.

For these reasons, Le LAIT has played a significant 
role in shaping art residencies, an area where it 
has been able to provide all its wide expertise. In 
particular, the centre has co-managed innovative 
action. This includes all aspects related to the 
organization, execution and supervision of the 
creators’ stays, which have enabled 22 artists to 
have an international professional residency in one 
of the cities of the partners participating in the 
project. Centre d’Art Le LAIT, as co-leader of this 
action, has worked with the rest of the partners 
in the tasks involved in shaping and carrying out 
artist residencies. These functions have to do with 
the preparation of the stays: adapting the agreed 
protocols of action among the partners, preparing 
the proposals for artist selection calls, managing 
the jury and coordinating the selection processes. 
Furthermore, it also includes functions carried 
out during the residencies, such as supervising 
the support of the different organizations 
and the mentoring of each professional to the 
participating artist. 

With its own implication in The Spur, Le LAIT 
is still committed to mobility, a commitment in 
addition to the experiences discussed above, 
which finds its most immediate background in its 
participation in ETAC, a cross-border art project 

that revolves around artist residencies. Le LAIT 
shows, as a participant in both initiatives together 
with Bòlit, Centre d’Art Contemporani. Girona and 
the Euroregion, that it is capable of maintaining 
collaborations over time. At the same time, these 
collaborations demonstrate their continued and 
firm commitment to contemporary practices and 
artist residencies. The centre’s lines of action 
take shape and are also enriched through these 
initiatives.

Le LAIT is also an active centre in the 
internationalization of contemporary creation, 
while not forgetting its role at a local level. As Le 
LAIT has its own place of residence, the artists 
have been able to use the facilities of the centre, 
both offices and technical equipment, and hosting, 
in some cases, the results of residencies in their 
former Moulins Albigeois exhibition space. The 
work of the resident artists, however, has not been 
limited to the fixed structures of Le LAIT. On the 
one hand, it has been extended to the urban space, 
activating it basically through actions in public 
streets and squares. On the other hand, spaces 
such as the Pierre Amalric multimedia library 
has hosted several presentations by the artists in 
residence, which has allowed them to share the 
artists' experience and bring the work developed to 
the citizens from another municipal space. Centre 
d’Art Le LAIT has therefore acted as a consolidated 
centre of art, with its own spaces and facilities, 
but has also organized other events and actions 
in the city during the development of The Spur 
in Albi. This desire to bring contemporary art to 
different corners of the city and bring it closer to 
the public is a constant in the concerns of Le LAIT. 
The centre offers a variety of education activities 
that include the exchanging of ideas and meetings 
with the public (guided tours and conversations 
with the artists), calls for participatory projects and 
organizing workshops related to exhibitions, always 
looking for the mixture of genres and disciplines, 
as well as the part which is the most creative and 
open to art.

Antoine Marchand
Director of Centre d’Art Le LAIT
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ES BALUARD MUSEU D’ART 
MODERN I CONTEMPORANI 
DE PALMA
Mallorca, Spain

Es Baluard regards culture as a commitment 
to identity, from an open, international, and 
ever-changing perspective and it constitutes 
a permeable and porous art centre, which 
encourages a wide range of artistic sensibilities. 
This continues in a tradition which the Balearic 
Islands, the place where it is located, have upheld 
throughout the region’s history. 

The role of Es Baluard is unique within the context 
of The Spur, since artists-in-residence have not 
been hosted up to now. The project has, therefore, 
enabled this journey to be initiated with sufficient 
resources to introduce and develop the initiative 
along with the art centre’s other lines of action in 
a satisfactory manner. To do so, a partnership has 
been established with the Addaya Centre d’Art 
Contemporani, an independent space for artists-
in-residence, located in Alaró. Being able to work in 
collaboration with other cultural projects, which are 
involved at different levels, demonstrates that from 
a small town like Alaró on the island’s periphery it 
is possible to contribute not just a space to work in, 
but also experience. This desire to establish joint 
projects is consistent with the dynamics of the 
museum, which focuses on transversality. 

Es Baluard is oriented towards new forms of 
intermediation and collective construction, 
and has worked together with very diverse 
groups and entities, such as Primer Escalón, Bar 
Project, Campo Adentro, the Evolution Mallorca 
International Film Festival, Produccions de Ferro 
and the SBM-XEIX (Balearic Mathematics Society). 
The art centre has also established accords and 
agreements with other bodies and institutions, such 
as the UIB (University of the Balearic Islands), the 
Cervantes Institute and the AECID (Spanish Agency 
for International Development Cooperation), as 
well as other international centres and museums. 

It should be reiterated that Es Baluard is highly 
conscious that its role as a museum is centred on 
Palma and the Balearic Islands, a very specific 
framework in terms of landscape and urban 
fabric. Accordingly, the art centre’s programme 
often looks towards the region, from different 
standpoints and means of addressing it. It is not 
surprising, therefore, that the artists-in-residence 
of The Spur, each of them using different artistic 
practices, have worked on different aspects of 
tourism and insularity and the features surrounding 
and resulting from them. Therefore, in this regard, 
The Spur also represents a form of enrichment. 
Based on the concept of residency, it addresses 
some of the lines of research which the art 

centre has been working on in recent years with 
exhibitions like “Ciutat de vacances” (“Holiday 
City”), for example. 

The museum has far-reaching experience and 
involvement in educational processes, particularly 
“Les Clíniques d’Es Baluard” (“The Clinics of 
Es Baluard2). This is an on-going, unregulated 
educational programme which, SINCE 2013, has 
sought to promote the professionalisation of the 
artistic sector, using tools of analysis, knowledge 
and resources and the monitoring of creative 
practice. For this reason, given its experience, 
the art centre has focused on participating in 
innovative initiatives, particularly in relation to the 
coordination, programming and supervision of 
the residencies. The purpose of this is to facilitate 
the systematisation and sharing of partners and 
participants’ knowledge, as well as that of prominent 
professionals, and projects in the fields of visual 
arts and contemporary art. A total of 18 residencies, 
involving 22 artists, have been held in Girona, Rome, 
Albi, Palma, Montpellier and Bratislava. 

In a different sphere, Es Baluard also hosted the 
most recent seminar by The Spur, titled “How to 
communicate contemporary art. Good practices. 
Conclusions and results of the European project 
The Spur”. The art centre has thus played a significant 
role in its organisation, along with its partners. The 
aim was to create a space for debate, regarding 
communication in the discipline of contemporary art, 
from the points of view of the different stakeholders, 
including cultural managers, artists and journalists. 
Renowned artists took part, including Daniel G. 
Andújar and the critic Roberta Bosco. For the 
organisation of the final, intensive seminars, the team 
at Es Baluard received the support of the Ministry of 
Culture, Participation and Sports of the Government 
of the Balearic Islands and of Palma City Council.

We believe that only through networking will the 
growth of contemporary culture be encouraged, 
by working with a range of focuses and promoting 
changes in stages and nomadic and organic 
formats. The aim of museums and art centres 
is to research, educate and publicise, based on 
our heritage, new forms of critical thought and 
critical production and analysis of the reality which 
encourages us, on a daily basis, to create, and give 
rise to new commitments by means of international 
projects and enabling us to move forward together. 

Nekane Aramburu
Director of Es Baluard Museu d’Art Modern 
i Contemporani de Palma

BUREAU DES ARTS 
ET TERRITOIRES
Montpellier, France

This non-profit association has become a unique 
organisation within the context of The Spur. It is 
a small entity, dedicated to cultural management 
and with a vocation to support contemporary 
creation. By bridging the gap between different 
agents (artists, communities, companies and 
associations) and through support and supervision, 
they promote the realisation of cultural projects, 
especially in the field of visual arts, as well as the 
professionalisation of artists. With The Spur, 
the association has had the opportunity to 
continue achieving the objectives set and has 
taken advantage of this framework to become 
a very active entity when it comes to establishing 
collaborations with other organisations.
In particular, within The Spur project, the 
association has managed exploration, together 
with a team made from Bòlit, Centre d’Art 
Contemporani. Girona. It is a pilot programme 
that seeks to create resources that favour 
professionalisation and socio-urban regeneration 
based on artistic creation. In its leadership, 
the Bureau des Arts et Territoires has provided 
mediation experience and strategic territorial work 
in cultural issues. In relation to the research, its 
cultural management aspect has, therefore, been 
a relevant factor in developing strategies aimed at 
obtaining complementary and necessary supports 
in each one of the places where it is carried out: 
knowledge, support, alliances, etc. As part of this 
action, six studies were carried out. The shared 
goal was to study the possibility of opening spaces 
for creation, offering work areas to artists and 
creative people, research and dissemination at 
a low lease rate. 

The first of those was in Girona, specifically, in 
the “La Volta” creative project, located in plaça 
de l’Assumpció and led by Bòlit, Centre d’Art 
Contemporani. Girona, initiated in 2014. A series 
of actions to carry out the expansion of the “La 
Volta” project and the socio-urban revitalisation of 
the Sant Narcís district are suggested, stimulating 
and enhancing local participation and diversity. 
A lack of spaces was detected and, therefore, the 
first proposed action is to open different spaces 
for them to be included in the project, with the 
aim of multiplying and diversifying the uses and 
the people who use them. Furthermore, dynamic 
coordination and a series of actions aimed at 
communicating and giving visibility to the creative 
companies that use these spaces are suggested, 
for example by intervening the space in places with 
a lot of visibility, helping to channel the flows of 
people in the centre from the city to the district of 
Sant Narcís, in plaça de l’Assumpció. 

As for Montpellier, the research studio is in the 
Villa Mimosa, specifically, in a house from 1940, 
located at the end of the site of the fine arts school 
in the metropolis (ESBAMA). This is a strategic 
location because of its high potential within the 
school and the city. To this day, the Villa Mimosa 
is used as a storage place and has been regularly 
vandalised before being walled up. The study 
proposes the integration of the VillaMimosa project 
as part of the MoCo (Montpellier Contemporain), 
a structure of multiple spaces dedicated to 
contemporary art: the La Panacée contemporary 
art centre, the Ecole Supérieure des Beaux ‒ Arts 
de Montpellier (ESBA) and the Hôtel de Montcalm 
(opening planned for June 2019). In this way, 
MoCo’s team would oversee the activity and be 
part of the activation and promotional process 
of the Villa Mimosa. This would be managed by 
an association and run using a mixed economic 
model, in other words, based on public funds and 
private subsidies. The studio proposal is that the 
VillaMimosa be turned into an experimental and 
artistic mediation laboratory.

Apart from managing the research, which has 
also been developed at Albi, Palma, Roma and 
Bratislava, the Bureau des Arts et Territoires has 
played a key role in the dynamisation, search for 
spaces and collaborations. The association does 
not have its own place of residence, so it is essential 
to collaborate with other organisations. This lack of 
space becomes, within the context of The Spur, an 
opportunity. The artists selected for the residence 
in Montpellier have worked in collaboration 
with La Panacée, contemporary art centre. This 
organisation has also added its experience to 
The Spur as part of the Innovation / Residence 
action at l’Atelier Brousse —co-working space— 
and ID Scènes —company specializing in sound and 
light. Furthermore, the association has fostered 
links with other spaces in the city, for example, with 
the Astronomical Observatory, which opened as an 
exception for one day to host a participatory event 
of one of the resident artists. 

Rahmouna Boutayeb and Caroline Chabrand
Co-funders of Bureau des Arts et Territoires
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SPUTNIK OZ
Bratislava, Slovakia

Sputnik Oz Art Association is an organisation 
devoted to promoting the creation of artwork by 
emerging artists from Eastern Europe. One of 
its aims is the international projection of Slovak 
artists. For this reason, it promotes the staging 
of exhibitions and residencies abroad, as well as 
the hosting international projects in Slovakia. It 
is a small-scale initiative, whose clear intention is 
the international recognition of its artists and, at 
the same time, the welcoming of artists visiting 
Bratislava from abroad and of artistic enrichment 
through them. Sputnik Oz residency is open to 
artists, curators and other cultural stakeholders 
who have an interest in researching the Slovak art 
scene. There is not a long-standing tradition of 
artists-in-residence in this country, which is why 
this organization’s commitment is particularly 
daring and innovative. 

The Sputnik Oz Art Association has taken part in 
the communication management teams. In other 
words, as part of the initiative’s team, Sputnik 
Oz has actively taken part in the tasks involved 
in the diffusion of the project. More specifically, 
its role has been particularly significant in the 
shaping of one of The Spur’s communication 
and dissemination tools: this end publication. 
This catalogue seeks to bear witness to the 
development of the project, and make the work 
undertaken over two years available to art centres, 
as well as to other institutions and, of course, the 
general public. It is in this field that Sputnik Oz 
has been key, given its prior experience in editing 
contemporary art publications. Sputnik Oz regards 
publications as a way of depicting a project and 
understanding the work. It may be the beginning 
of a piece of art, an object within a display space 
or the outcome of an exhibition. The association 
has led this initiative, with the aim of guaranteeing 
effective processes and contents of interest, 
tailored to the development of the project.

We should also highlight the involvement of 
Sputnik Oz with regard to the project’s artists-
in-residence. In keeping with its experience in 
the publishing field, it has aimed to ensure the 
provision of training and support in this area, 
where necessary. The project is geared towards 
artistic investigation and research, and its purpose 
in relation to the artists is not specifically the final 
production of the work on display. That is why the 
visibility of the work of the artists-in-residence 
has depended on the host centres and each of 
their specific projects. In the case of Sputnik Oz, 
the association has offered the artists Tiphaine 
Calmettes and Charlotte Mumm the chance to put 

on exhibitions at their premises and has promoted 
their conceptualisation and execution. Bearing in 
mind that this is a modest association, this initiative 
is evidence of its involvement within The Spur and 
its commitment to the artists. The exhibitions have 
been conceived as a way of showcasing the work 
carried out during the residencies and of making 
it accessible to the general public. At the same 
time, they contribute to the professionalisation 
of the participating artists, one of the objectives 
of The Spur. Finally, these exhibitions lead to the 
establishing of other ties which go beyond the 
project. The visibility of the artists’ work (and, 
indirectly, The Spur) through these exhibitions 
provides another way of coming into contact 
with the artistic context of the city, meeting its 
stakeholders and, potentially, promoting further 
professional opportunities. For Sputnik Oz, 
The Spur has therefore provided the opportunity 
to continue developing its lines of work and to 
establish itself as a point of reference, in terms of 
artistic residencies, within its context.

Petra Feriancová
President of Sputnik Oz

FONDAZIONE PER L’ARTE
Rome, Italy

The aim of Fondazione per l’Arte is to support 
art and culture through residencies, workshops, 
exhibitions, publications and other forms of 
dissemination. Since 2014, it has welcomed artists 
in residence and has an international exhibition 
project.

From its role in The Spur, its leadership stands 
out in the spreading of knowledge. This consists 
in managing the seminars and working in the 
transmission of knowledge. On a consensus basis 
with the other members, the foundation has 
also taken on tasks of selecting participants and 
contents and systemising knowledge, establishing 
protocols to make it transferable. Its role has 
therefore been of particular importance when 
it comes to the four seminars that are part of 
The Spur. These activities, understood as mini 
Workshops, have been designed to bring together 
professionals in the field of contemporary art 
and creative industries and also as a platform for 
discussion, monitoring, evaluation and projection 
of the project itself. The four seminars which took 
place in chronological order in Girona, Rome, Albi 
and Palma, explore different aspects of The Spur 
and served as a work in progress for sharing 
knowledge and results.

The Foundation, apart from managing these tasks, 
organized the second seminar, which took place on 
29 November 2017. The program revolved around 
how to work in a network to develop contemporary 
art projects. The seminar included presentations 
by several professionals, such as Pierluigi Sacco 
(Professor of Cultural Economics, IULM University 
Milan, Senior researcher, metaLAB (at) Harvard 
and visiting scholar at Harvard University), Daniela 
Bigi (Professor of History of Contemporary Art at 
the Academy of Fine Arts of Palermo and co-editor 
of the magazine “Art e Critica” and the supplement 
“ArteeCriticaCity” and Romolo Ottaviani (architect 
and artist, PhD in Architectonic and Urban Design, 
professor at the Università di Roma “La Sapienza”). 
During this workshop, two round tables took 
place: the first, which was made up of the team 
of partners of The Spur, presented some of the 
results of the project regarding research carried 
out in Girona, Montpellier, Albi, Palma, Rome and 
Bratislava. The second was made up of some of 
the resident artists, who presented their work and 
discussed research processes and experiences 
related to their residencies at The Spur.

It is also worth highlighting that Fondazione per 
l’Arte has focused on the prospective study of 
Rome in the neighbourhood of Mandrione. This 

is an area with more than twenty artisans and 
artists’ workshops, a creative community that 
relates and inspires one other and with whom 
the centre maintains stable neighbourhood 
and support links. La Fondazione is part of one 
of the districts that is being revalorised by the 
creators, a point that is especially relevant to 
The Spur, as one of the main objectives is to 
promote the professionalization of the creators 
within the framework of urban regeneration. The 
institution, within the prospecting project, led by 
the Bureau des Arts et Territoires, has deployed 
the available resources to create tools that 
promote a change in the sector, mainly generating 
occupational, socio-economic dynamism, local 
regeneration and mobility opportunities. In this 
regard, la Fondazione has played an important 
role, contributing its background knowledge of 
such a special neighbourhood as Mandrione. The 
centre’s importance in this research is also based 
on its experience related to university-related 
research and its expertise in offering advice. Thus, 
the centre has contributed its analytical skills and 
provided its own consultancy services and those 
of other experts, as well as reference material and 
examples.

The Spur has therefore been the basis on which 
Fondazione per l’Arte continues to develop its 
initiative, based on taking in artists, managing 
activities, providing advice to creators and, 
ultimately, promoting artistic creation in a dialogue 
with the city. In this case, cooperation with other 
members within The Spur framework is a logical 
step for this centre, which had already worked 
closely with several national and international 
institutions such as ENSBA in Lyon (École nationale 
supérieure des beaux-arts, Lyon, France) and 
L’Académie de France. Villa Medici. Its participation 
in The Spur means, therefore, continuing with 
a rigorous collaboration programme which has 
enabled it to continue to carry out its mission.

Ilaria Bozzi
President of Fondazione per l’Arte
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The Spur, a European 
cooperation network 
focused on visual arts

The Spur was conceived under the premise of 
creating a European cooperation network made 
up of seven cultural entities acting as local and 
international cultural operators. Headed by Bòlit, 
Centre d’Art Contemporani. Girona, the project 
has involved partners with proven track records 
and great capacity for international work, including 
the Le Lait Centre for Contemporary Art in Albi 
(France), the Bureau des Arts et Territoires in 
Montpellier (France), the Es Baluard Foundation 
Museum of Modern and Contemporary Art in 
Palma (Majorca) and the Pyrenees-Mediterranean 
Euroregion, as well as other smaller organizations 
such as La Fondazione per l’Arte in Rome and 
Sputnik Oz in Bratislava. This has meant that the 
transfer of knowledge between the partners has 
been fundamental, converting the project into 
a space for professional growth and a means of 
strengthening the organizations themselves, as 
well as into a platform for experimenting with the 
flexibility and adaptability of the centres. 

The strict control of the management and control 
of public funding has been one of the most 
burdensome, albeit necessary, factors. Both the 
partners and the project leader have had to seek 
a negotiated and reasonable solution for each 
problem, appealing at all times to the element 
of trust that must necessarily exist between 
the partners of a single project which is based 
on shared goals. We have all learnt from this 
experience that the creation of a partnership is 
the most important decision in a project, and that 
there must be sufficient guarantees with regard 
to the stability and durability of the organizations, 
as well as the sufficient expertise and 
management capacity of each of the participants, 
apart from an unquestionable level of solvency 
and honour.

The Spur is a project which has been developed 
over the course of two years (2016-2018), a period 
sufficiently long to confirm that the fatigue that 
can be caused by a long journey is offset by the 
successes obtained as a result of the project itself. 
In this regard, we appreciate the positive changes 
occurring within our teams and organizations 
in terms of professional growth and increased 
experience in international work, but also in 
terms of a new awareness of other European 
realities. This comes as no surprise, as the project 
advocated the creation of a European cooperation 
network, primarily focused on the visual arts. 
Its two main objectives have been to develop 
innovative projects to increase the professional 
capacity and international mobility of artists and 

creators, as well as to implement trans-national co-
management processes and the promotion of good 
practices in the management of visual arts projects. 
Proof of the above can be found not only in the 
results but also in the visibility and documentation 
of the process. 

The project has largely been developed as 
a result of the potential offered by the Internet 
for operating within a network, but this has not 
prevented us from working face-to-face, forging 
a more direct and reliable relationship and creating 
more spaces for trust and complicity. The project 
has thus led to various professional meetings and 
encounters in the different participating cities 
which have served to follow up on the project and 
provide further momentum. In addition, they have 
also enabled us to reflect and work together on 
issues of interest to the arts community, with the 
aim of establishing a corpus of recommendations, 
methodologies and procedures which can become 
management models. The most significant meeting 
took place in Girona in 2018, practically at the 
end of the project, when we met the artists and 
centre coordinators to jointly discuss the model of 
good practices for the artists’ projects during their 
residencies. The proposed documents were drawn 
up with the cooperation of a cultural management 
consultancy firm and lawyers with expertise in the 
arts sector. The final documents are the result of 
an agreement between the two parties involved 
in a residency project (the centre which organizes 
them and the artist who executes them) and they 
will be published on the project’s media outlets. 
A set of conclusions regarding the project worth 
highlighting can be extracted from the above 
meeting: 

1. It was acknowledged that the artists needed 
to meet in order to share experiences, debate 
and establish contact networks with other 
artists and professionals in the management 
of the visual arts, enabling them to put their 
individual tasks to one side and compare 
their work with that of others.

2. As organizations we have to require 
ourselves to work more transparently and 
open up the processes to participation and 
debate.

3. More respectful, conciliatory and fairer work 
formulas should be implemented for the 
artists, taking into account the fact that they 
are cultural workers with the same rights and 
individual circumstances (family, needs for 
housing, stability and security, etc.) as any 
other employee.

4. The artists and centres greatly appreciate 
the existence of a range of artistic 
residencies which support creation and 
research in relation to the context.

5. There is a consensus that is logical and positive 
to demand a social return and dissemination 
within the city by the artists-in-residence in 
exchange for the support they receive.

6. The existence of documents on 
recommendations for good practices and 
the modelling of performance protocols, as 
well as contract models, are highly useful 
for management professionals, but also for 
artists.

In addition, one of the most innovative initiatives 
during the project has been the realization of 
studies/proposals for the conversion of abandoned 
spaces into creative spaces for the benefit of the 
community. These studies/future proposals have 
been carried out upon the basis of prospective 
studies conducted with the support of experts in 
these kinds of interventions. Studies have been 
conducted in Girona, Bratislava, Palma, Rome, 
Montpellier and Albi. 

In Girona the study performed by GtR Cultural 
proposed an expansion of La Volta, an urban 
renewal project by means of contemporary arts 
and crafts in the neighbourhood of Sant Narcís. In 
Bratislava, the study conducted by Jan Studeny 
was based on the restructuring of an abandoned 
factory in order to offer a work space for creative 
industries. In Rome, the prospective study carried 
out by Mediacom, SL aims to transform the streets 
around La Piazza del Popolo, containing a large 
number of abandoned spaces, by means of an 
artistic approximation. In Palma, the study drafted 
by the University of the Balearic Islands focused 
on the neighbourhood of La Soledat and proposed 
converting one of the factories into a laboratory for 
creative companies. In Montpellier, the Mr & Mr 
consultancy firm identified an abandoned house 
next to the School of Fine Arts, proposing that 
it should operate as a workshop for students. 
Finally, in Albi, consultants Pauline Tico and Afra 
Quintanas converted two disused shops into 
temporary exhibition halls.

In this type of project, multi-disciplinary work and 
participatory processes that are more horizontal and 
approachable to the society at large are essential for 
enabling a proposal for intervention to connect with 
the people it most affects, those who live in the place 
in question. Similarly, it has been shown that the 
interaction between external and local experts is an 

effective formula, because it neutralizes the defects 
caused by excessive involvement. In addition, 
it corrects the effects of an excessive degree of 
objectivity that may not take into account the factors 
of perception and value which ultimate determine 
whether a proposal is regarded as positive by those 
who have to live with it.

The Spur has created and published two digital 
magazines, which include the contents of the 
four seminars respectively held in Girona, Rome, 
Albi and Palma. The topics and contents of the 
seminars and the digital magazine are as follows: 
“Contemporary art, a spur for the transformation 
of abandoned spaces into creative spaces at the 
service of the community” (Girona, 2017), “How 
to work in a network to develop contemporary 
art or how networking can help to promote 
contemporary art projects” (Rome, 2017), “Work 
in process within the context of contemporary art. 
What inspires artists? Art, science, technology 
and the city as key elements for the inspiration 
and motivation of artists’ work” (Albi, 2018) and 
“How to disseminate contemporary art? Special 
emphasis on contemporary art publications 
and good practices. Conclusions and results of 
The Spur” (Palma, 2018). Investigating the huge 
potential of online digital communication has 
required our full attention, given that the future 
of the diffusion of contemporary art will expand 
limitlessly into this area. In our conviction that 
innovation in this area is necessarily digital, 
we have seen that the purpose of The Spur has 
been the creation of useful and long-lasting 
communication platforms by means of which 
we can continue working on internationalizing 
our activity and providing windows of global 
knowledge, ostensibly eliminating the division 
between local and global artistic activity. In any 
case, contemporary art is a community which 
seeks to be international. 

To sum up, as a conclusion to this project, we 
can affirm that working on an international scale 
and in a network improves the performance of 
organizations engaged in contemporary art, that 
the future of the diffusion of contemporary art 
is digital and that it is necessary to innovate in 
this field, promoting high-quality creative spaces 
in cities and providing more support for artistic 
research in good professional working conditions.

Carme Sais
Director of Bòlit, Centre d’Art Contemporani. 
Girona



133

The Spur in figures 

A budget of 333,333,33 euros, 60% supplied by 
the Creative Europe programme and 40% by the 
partners, of which 27% is a contribution from the 
Euroregion, with each partner providing 1.8% of 
the cost of the project.

7 partners from 4 countries (Spain, France, Italy 
and Slovakia) and more than 30 professionals

397 artist nominations from 26 EU countries 

22 artists in 18 residencies and 12 professional 
mentors for the artists during 3 periods

4 seminars in 4 different cities 

6 prospective studies and proposals for urban 
intervention

1 web page, 2 digital magazines and 1 catalogue

More than 20 template documents and action 
protocols
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