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Inanna, 2017

glass, seed-necklace

verre, collier de graines
25x24x34,5cm (9.8x9.4x13.5in.)
unique artwork

private collection

MICH EL REIN PARIS/BRUSSELS
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Untitled, 2018

glass

verre

34x24x24cm (134 x94x94 in.)
unique artwork

ALVE18123
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Olea europaea (1), 2018

painting on paper

peinture sur papier

paper: 66 x 51cm (26 x 20.1in.)

frame: 75 x 60 x 3 cm (29.5 x 23.6 x 1.2 in.)
unique artwork

ALVE18120
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Olea europaea (3), 2018

painting on paper

peinture sur papier

paper: 66 x 51cm (26 x 20.1in.)

frame: 75 x60 x 3cm (29.5 x 23.6 x 1.2 in.)
uniqgue artwork

ALVE18122
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The flood (My favorite cousin, Piu), 2017
watercolour and acrylic on paper, wooden frame,
plexiglass

aquarelle et acrylique sur papier, cadre bois,
plexiglas

watercolor: 56 x 77 x 3,5 cm (22.05 x 30.31x 118 in.)
text: 50 x 65 cm (19.69 x 27.95 in.)

unique artwork

ALVE17104
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The Flood, 2013

acrylic and pencil on paper

acrylique et crayon sur papier

298 x 378 x3,5cm (11.7x 149 x 1.4 in.)
unigue artwork

ALVE17093
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The Flood, 2013

painting watercolour on paper,
wooden frame, plexiglass

peinture aquarelle sur papier, cadre
bois, plexiglas

25x30x35cm (9.8x11.8x14in.)
unique artwork

ALVE17094
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The Flood, 2013

painting watercolour on paper,
wooden frame, plexiglass

peinture aquarelle sur papier, cadre
bois, plexiglas

24x32x35cm (945x12.6 x 1.4 in.)
unique artwork

ALVE17096
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Untitled (Unrejected Wild Flora), 2017

acrylic on paper, wooden frame, glass
acrylique sur papier, cadre en bois, verre
frame: 102,3x 72,8 x 3cm ( 40.3 x 28.7 x 1.2 in.)
unigue artwork

ALVE17087

MICH EL REIN PARIS/BRUSSELS
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Untitled (Unrejected Wild Flora), 2017

acrylic on paper, wooden frame, glass
acrylique sur papier, cadre en bois, verre
frame: 102,3x 78 x3cm (40.3x 287 x1.2in.)
unique artwork

ALVE17088

MICH EL REIN PARIS/BRUSSELS
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Untitled (Unrejected Wild Flora), 2017

acrylic on paper, wooden frame, glass
acrylique sur papier, cadre en bois, verre
frame: 102,3 x 72,8 x 3 cm (40.3 x 28.7 x 1.2 in.)
unique artwork

ALVE17090

MICH EL REIN PARIS/BRUSSELS

14



MARIA THEREZA ALVES MICHEL REIN earis/erusses

- \ / N — Nowhere, 1991
y 4 Zi5 - - f“ m __ 10 black and white photographs,
.:,r - j ‘ _

marker, paint, wood

10 photographies noir et blanc,
marqueur, peinture, bois
variable dimensions

unique artwork

ALVE16084
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Coigbéacete recou (Metaplasmos), 2014
bronze

bronze

50 x 28 x 24 cm (19.7 x11x 9.4 in.) / 20 kg
ed. 5+ 2 AP

ALVE15078
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Aimobucu (Metaplasmos), 2014
bronze

bronze

59x39x17cm (224 x15.3x 6.7 in.) / 16,1 kg
ed. 5+ 2 AP

ALVE15079
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Aicoabeeng (Metaplasmos), 2014
bronze

bronze

50 x 45 x 16 cm (19.7 x 177 x 6.3 in.) / 20,5 kg
ed. 5+ 2AP

ALVE15080
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Interdlsmplmar
Systems of Knowledg

A possible revearsal of missed opportunities, 2016
3 inkjet on paper

3 impressions sur papier

each : 200 x 147 cm (78.7 x 57.9 in.)

unique artwork

collection Reina Sofia (ES)

ALVE17086
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O

Seeds of change: Bristol, 2007-2012
photos, text, map, framed
photographies, texte, plan, avec cadre
90 x 140 cm (35.4 x 55.11in.)
ed.1+1AP

ALVE14074
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Seeds of change: Liverpool, 2004
photos, text, map, framed
photographies, texte, plan, avec cadre
15 x 225 cm (45.3 x 88.6 in.)

ed. 1T+ 1AP

ALVE14076
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Seeds of change: Reposaari, 2001
photos, text, map, framed
photographies, texte, plan, avec cadre
10 x 215 cm (43.3 x 84.6 in.)

ed. 1+ 1AP

ALVE14077
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Beyond the painting, 2011
video work, color

oeuvre vidéographique, couleur
23'43"

ed.5+2AP

ALVE12033

MICHEL REIN exrissrussts
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MARIA THEREZA ALVES

Through the Fields and into the Woods, 2007
iron, metal chains

fer, chaines en métal

225 x 70 cm (88.58 x 27.56 in.)

unique artwork

ALVE08027

MICH EL REIN PARIS/BRUSSELS
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What is the color of a German Rose, 2005
video work transferred to DVD

oeuvre vidéographique transférée sur DVD
6'14"

ed.5+ 2 AP

ALVE08004
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Diothio Dhep, 2004

video work transferred to DVD

oeuvre vidéographique transférée sur DVD
2'35"

ed.5+2AP

ALVE08006

MICH EL REIN PARIS/BRUSSELS
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Iracema (de Questembert), 2009

video work transferred to DVD

oeuvre vidéographique transférée sur DVD
26'43"

ed.of 5+ 2 AP

ALVE09029

MICH EL REIN PARIS/BRUSSELS
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In Spanish Harlem (2), 1983
digital photograph
photographie numérique
60 x 40 cm (23.6 x 15.7 in.)
ed.5+2AP

ALVE08026

MICH EL REIN PARIS/BRUSSELS
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Fondation Groupe EDF, Courants Verts, Paris, France, 2020
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Michel Rein, Oh les beaux jours (Happy Days), Paris, France, 2020
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MIMA - Middelsbrough Institute of Modern Art, Fragile Earth : seeds, weeds, plastic crust, Middelsbrough, Royamme-Uni, 2019
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MIMA - Middelsbrough Institute of Modern Art, Fragile Earth : seeds, weeds, plastic crust, Middelsbrough, Royamme-Uni, 2019
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IAC - Institut d'’Art Contemporain, The Middle Earth, Villeurbanne, France, 2018
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IAC - Institut d'’Art Contemporain, The Middle Earth, Villeurbanne, France, 2018
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IAC - Institut d'’Art Contemporain, The Middle Earth, Villeurbanne, France, 2018
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IAC - Institut d'Art Contemporain, The Middle Earth, Villeurbanne, France, 2018
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IAC - Institut d'’Art Contemporain, The Middle Earth, Villeurbanne, France, 2018
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Michel Reln, Seeds of Change New York - A Botany of Colon/zatlon, Paris, France, 2018
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Michel Rein, Seeds of Change: New York - A Botany of Colonization, Paris, France, 2018
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Michel Rein, Seeds of Change: New York - A Botany of Colonization, Paris, France, 2018
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Vera List Prize Center, Parsons - The New, School of Design, Seeds of Change: New York - A Botany of Colonization, New York, USA, 2017
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Vera List Prize Center, Parsons - The New, School of Design, Seeds of Change: New York - A Botany of Colonization, New York, USA, 2017
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Vera List Prize Center, Parsons - The New, Schol of Design, Seeds of Change: New York - A Botany of Colonization, New York, USA, 2017
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Vera List Prize Center, Parsons - The New, School of Design, Seeds of Change: New York - A Botany of Colonization, New York, USA, 2017
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Michel Rein, The Flood, Brussels, Belgium, 2017
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Michel Rein, The Flood, Brussels, Belgium, 2017
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Centre Andaluz de Arte Contemporaneo (CAAC), El largo camino a Xico (1991-2014), Seville, Spain, 2015




MARIA THEREZA ALVES MICHEL REIN earis/erusses

_..il -, W = Ca=

Centre Andaluz de Arte Contemporaneo (CAAC), El largo camino a Xico ( 7991-2614), Seville, Spain, 2015
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Centre And;aluz de Arte Contemporaneo (CAAC), El largo camino a Xico (1991-2014), Seville, Spain, 2015
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Centre Andaluz de Arte Contemporaneo (CAAC), El largo camino a Xico (1991-2014), Seville, Spain, 2015




MARIA THEREZA ALVES MICHEL REIN exrissrussts

-

Centre Andaluz de Arte Contemporaneo (CAAC), El largo camino a Xico (1991-2014), Seville, Spain, 2015
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Art Dubai projects, A4 Space, Wake: Flight of Birds and People, Dubai, United Arab Emirates, 2015
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Art Dubai projects, A4 Space, Wake: Flight of Birds and People, Dubai, United Arab Emirates, 2015
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Michel Rein, Beyond the Painting / Unrejected Wild Flora, Paris, France, 2014
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Michel Rein, Beyond the Painting / Unrejected Wild Flora, Paris, France, 2014
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Seeds of Change: Floating Ballast Seed Garden, Bristol, Royamme-Uni , 2012
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Seeds of Change: Floating Ballast Seed Garden, Bristol, Royamme-Uni, 2012
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dOCUMENTA (13), El regreso de un lago, Kassel, Germany, 2012
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dOCUMENTA (13), El regreso de un lago, Kassel, Germany, 2012
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dOCUMENTA (13), El regreso de un lago, Kassel, Germany, 2012
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dOCUMENTA (13), El regreso de un lago, Kassel, Germany, 2012
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Musée d'Histoire de Nantes - Chateau des Ducs de Bretagne, Par ces murs nous sommes mal enfermés, Nantes, France, 2012
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Musée d'Histoire de Nantes - Chateau des Ducs de Bretagne, Par ces murs nous sommes mal enfermés, Nantes, France, 2012
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Kunsthalle Basel, Strange Comfort (Afforded by the Profession), Basel, Switzerland, 2010
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Kunsthalle Basel, Strange Comfort (Afforded by the Profession), Basel, Switzerland, 2010
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29th Sdo Paulo Biennial, There is always a Cup of Sea to sail in, Sao Paulo, Brazil, 2010
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B Eallast fiora found growing in Bristol identified by the botanists Cecil | Sandwith

and James Walter White in the first half of the 2oth century.

B Transparsnt pariitions which effect wind and temperature createniew

71

micm-chimate possibilities fer germinating ballast flora,

A Proposal for a Ballast Garden on Wapping Quay,
Bristol

The Ristary of Bstol sprouts Blong its por. A flora wiitlen by the botanist
Cacil || Sandwith mentions: sles whare plants frem Norh Amerca. Alrca
and conlinental Europe have been lound an basast which was unioaded in
\Wapping Quay. Grove Cuay, anid betwesn Avenmaoutn and Shirenampion

Serds of Change: Bristol is an eusmpl o re-esiabish the histeries of
complexities of ballast florm and the potantial of individual histories. that
Ihese plants s winesses 0 and which have been remaved from thei
Infimube ConnECHan 1o e ecanomic and socal fistory in Brsil.

Soeds of Change: Bristol penpases the croation of a Ballast Garden and of
the Engilsh Landscaps Resoarch Instituis on Wapping Quay pusl. behind
the Industral Musewn Sampies laken kom ballast sites thmughout the
part of Bristol wousd be plantad (n e gardan ko garmirabe, A putlic forum
wolsd thus be established which can also Turction an en individual level jor
active Invesligations and parlcipaton in the hislary of Brstol batwaan 45
residents (some onginally from the ports thatl frade with Bristcl) and the
scianiific conyrunty who can colldborale in iderifying i Sallast fora
which have armved ¥ Bristal fram around the warkd ard thair condibutions
hary with cther vl #ant i the of the English
landscape.

Historicasly, categoies of knowlooge provert knowlodge from baing
ceveloped. And 1l IS I 8rt ther Is now @ reer sELation In whicn calegories
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Mirta Demare Gallery, Seeds of Change, Rotterdam, Netherlands, 2009
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Mirta Demare Gallery, Seeds of Change, Rotterdam, Netherlands, 2009
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Michel Rein, Constructed Landscapes, Paris, France, 2009
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Michel Rein, Constructed Landscapes, Paris, France, 2009
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Michel Rein, Constructed Landscapes, Paris, France, 2009
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Michel Rein, Constructed Landscapes, Paris, France, 2009
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3rd Guangzhou Triennial, Farewell to Post-Colonialism, Guangzhou, China, 2008
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3rd Guangzhou Triennial, Farewell to Post-Colonialism, Guangzhou, China, 2008
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Contemporary Art Center, Circa Berlin, Copenhagen, Denmark, 2005

79



MARIA THEREZA ALVES MICHEL REIN earis/erusses

r

|

Fi

|
It
1

l
1
|

Contemporary Art Center, Circa Berlin, Copenhagen, Denmark, 2005
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Maria Thereza Alves
Mousse Magazine ANTONIA ALAMPI: | would like to start by reflecting on a few terms circulating within the art context,
summer 2019 particularly when addressing issues related to the climate crisis. While environmentalism (understood here,

Mousse Magazine

Maria Thereza Alves

CONVERSATIONS

On Fights, Rights, and Real
Forms of (Artistic) Contribution

Maria Thereza Alves and Antonia Alampi in conversation

This exchange with Brazilian artist Maria Thereza Alves is the outcome of

a dialogue begun during the section of Art Basel Conversations this year.

Artist, editor, and writer Julieta Aranda—curator of the program in 2019—
invited me to moderate a panel with Maria Thereza, Pedro Neves
Marques, Markus Reymann, and Kate MacGarry, revolving around
environmental issues and focusing on how, on which terms, and with
what engagement and methods artists, galleries, and institutions deal
with the climate crisis and with the communities engaged in fighting it.
On that occasion, and spearheaded by Maria Thereza’s strong
statements, we ended up talking of redistribution: Namely, how the
surplus value produced by artworks in the art market—artworks inspired
by or engaging with the social, cultural, and political contexts of
vulnerable communities needing economic support (for example,
engaging with environmental matters)—can, in one way or another, give
back to them and avoid an otherwise very extractivist logic. How could a
social contract be made between artists/organizations/funders and the
communities they make work with or about? Maria Thereza Alves has
clear ideas in response to all of this, ones that struck me for their depth,
pragmatism, and criticality. Here, we discuss her ongoing work with
indigenous communities in Brazil, and in particular with the Association
of the Movement of Indigenous Agroforestry Agents of Acre and the
ways she believes the global art world can really contribute to such
causes.

MICHEL REIN pans/grussets MR

for me, as a political movement), fights against climate change, or the notion of the Anthropocene seem to
have become buzzwords in the last years, they seem also to have been used in rather abstract and generic
terms. They tend to produce a discourse whereby all humans and human cultures are defined as equally
responsible for the current state of the planet and for its saving, a kind of universal guilt of humanity. | want to
point out that it's a particular type of culture, one whose beginning we could trace back to the fourteenth
century, that has understood nature—and the notion of nature here comes to define any subject outside of
the European male subject—as something cheap and disposable to be used, abused, and exploited in any
way possible to serve a particular type of human lifestyle. There are many other cultures, instead, that don’t
have such abusive relations with the environment. So, as a starting point, I'd like to know what references
—cultural, spiritual, in terms of community building, et cetera—inspire, shape, and even determine your work,
your position, and more generally your practice.

MARIA THEREZA ALVES: | agree with the strangeness of where the Anthropocene and climate discourse is
going but am dismayed at the discourse of decolonization, too. There is so much disappointment about
where it is going that some indigenous thinkers believe it is best to chuck it out completely and concentrate
solely on sovereignty. If we do that, however, it will be only a superficial approach since the forces governing
will always remain colonial and anti-indigenous and hold the military power. There are examples of artificial
semblances of sovereignty (e.g., Yellowknife Territory), but it is the European settler state that continues to
have a hold on the land and continues traditional European approaches towards (and hence against) the
environment.

The starting point of my work is the colonization of the Americas against indigenous peoples and cultures.
My engagement started long ago, as | joined the International Indian Treaty Council in New York in 1978, at
the age of seventeen, to learn how to make a national indigenous organization in Brazil, as the genocide
campaign against indigenous peoples was very hard and harsh during the military dictatorship of Ernesto
Geisel. My thought was that creating such a national organization would make indigenous issues more
visible. In 1979 | made a presentation at the United Nations Human Rights Commission against the Brazilian
government on human rights violations of indigenous peoples.

In terms of references, | would like to talk in particular about the work of AMAAIAC (ASSOCIACAO DO
MOVIMENTO DOS AGENTES AGROFLORESTAIS INDIGENAS DO ACRE / Association of the Movement of
Indigenous Agroforestry Agents of Acre), where | met thirty-four indigenous agroforestry agents while making
the work 7o See the Forest Standing (2017), commissioned for the exhibition Disappearing Legacies: The
World as a Forest(2018).

AMAAIAC was founded in 1995 to represent agroforestry agents throughout the different indigenous
reservations in the state of Acre, in Amazonian Brazil. AMAAIAC’s mandate is to preserve forested areas on
indigenous land and provide training for more efficient agroforestry methods, particularly for areas that have
been heavily deforested and destroyed by settlers. The agroforestry agents of AMAAIAC come from various
reservations throughout the state of Acre and are from different indigenous peoples, such as the Huni Kuin,
Shanenawa, Ashaninka, Shawadawa, Yawanawa, Katukina, Nukini, Poyanawé, Nawa, Manchineri, Kulina,
Jaminawa Arara, Kontanawa, Apolima Arara, and Jaminawa.

AMAAIAC agents are elected by their communities and are responsible through community consensus for
managing reforestation, sustainable farming, and development projects, overseeing animal life, and
promoting biodiversity, protecting water sources, organizing environmental education programs for
indigenous and nonindigenous residents, caring for archaeological sites on indigenous lands, and
protecting the land from destruction, illegal logging, or gold mining.

Spending a month with AMAAIAC, | came to greatly admire their knowledge, humility, and the quiet and
persistent courage in their efforts as custodians, whether as individuals or as communities, who protect the
forest. This amazing and insistent labor occurs every day of their lives, and it gives us the air we breathe, but
their work goes unrecognized by the global community and is under constant threat by the Brazilian
government. On my last day in AMAAIAC, | was asked to be a facilitator for AMAAIAC, and | am committed to
continue my search for support for the organization and their work.
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AA: | want to underline here what the video artist and filmmaker Zina Saro-Wiwa has defined as a call for
“decolonizing environmentalism,” by it meaning a certain Western approach to that too, as a lot of actions
being called upon are relatively mindless, one could even dare to say problematically naive, of the actual
conditions in which humans and nonhumans alike live in different areas of the planet (could we think of a
lack of intersectional thinking?). Not everyone can afford a certain type of environmentalism, also because
many will have to prioritize other basic survival needs—such as food, shelter, education. In this sense, how
do you deal with the layered aspects of the issue—at hand and in your practice—particularly considering the
art world and, | assume here, both producers and consumers, being still an extremely bourgeois context?

MTA: | was a cofounding member of the Partido Verde of Sao Paulo. | also participated in our contribution to
the party platform and to lobbying in the making of the new Constitution of 1988, which is being dismantled.
The PV was, at the time, a very elitist party. Aimost all members were from the Euro-Brazilian elite. Ecology
was not a buzzword at the time. In part, that was why we were so successful in making the most progressive
constitution in regards to the environment in the world, since the reactionary elite didn't have a clue about
the green movement and didn’t understand ecology or environmentalism. | remember very well one article
in the Constitution supported by the PV that would allow no hunting of any kind. | said that indigenous
people, respectful of mating seasons and availability of animals, would then lose a major source of food. But
a separate article would keep this situation viable to indigenous communities. However, | also mentioned
peasants who hunt one animal for food and not for the market. | was informed that the article must say “no
hunting” because in Brazil there is no respect for the law and so, if there were any exceptions, then it would
fall apart. | was also assured that no one would activate that article against a lone peasant. Of course, the
anti-environment lobby did just that—the first case of hunting was against a peasant. And these are people
who rarely eat any meat—it is an immense luxury, and yet the brunt of the law was brought against them so
that the right-wing politicians could make a point. This also occurred in the US with anti-coal strip mining
legislation in New Mexico when the first one arrested was an Acoma Pueblo person, the cousin of the great
poet Simon Ortiz. He had a wheelbarrow and would take coal from a naturally opened vein for his family’s
needs... in another case, Sierra Club took to court the Havasupai people for living in the Grand Canyon!

Some of my work involves communities. | meet communities, | ask what is important for them and what they
think | could do as an artist. Then | try to do what is requested to the best of my ability. In 2009 | met with the
Community Museum del Valle de Xico in Mexico. At a community meeting, they mandated that | tell the
history of their lake. This resulted in the work 7he Return of a Lake (2012), for dOCUMENTA (13), and in the
book with the eponymous name. Today, progressive teachers use it as a textbook in the local grammar
schools. In Brazil, during the making of the site-specific installation A Fu// Void (2017), realized for the Frestas
Triennale in Sorocaba, Sao Paulo, | worked with indigenous students from the local university. We read a
selection of texts translated into Portuguese by published contemporary indigenous thinkers such as Linda
Tuhiwai Smith, Jimmie Durham, Vine Deloria Jr., Richard Hill, and others. The racism is so strong in Brazil that
indigenous thinkers are not published except when writing children’s books. At the end of the workshop, the
students requested that | come back because they wanted to make the book titled Decolonizing Brazil. The
students wrote essays about indigenous activists they find important today and mostly unrecognized by
Brazilian society. Recently, | have had some recognition in the art world, and for the first time | used this
advantage to fund-raise in order to realize this book (only online) along with several workshops and
publications of indigenous language magazines, particularly of languages spoken by the students, to give
away to the nonindigenous ones on campus, in order to activate interest in those languages and perhaps
convince the university of the importance of teaching them (none, in fact, are taught). In return, | gave a free
workshop to nonindigenous artists at SESC, the local cultural center that funded the project. | forfeited my
artist fee in order to secure the funding for the students. | also attempted to forge a relationship between
these students and SESC. Students were hired to be guides to the exhibit of Decolonizing Brazil (and
although this should have been an obvious arrangement, there was much resistance to hiring them). Since
then, SESC has hosted several events organized by the students and paid them fees for this work.

Regarding my work, | make it with a community: if | sell a work that | realized with them, and a gallery is
involved, the profits are split as such: one-third goes to the community, one-third to me, and one-third to the
gallery. If there is no gallery involved, then one-half goes to the community and one-half to me. | also work
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with researchers hired from the community, and they are paid upfront during the making of the work. The
labor conditions and relations established are important to me. After many years, | find it is essential to realize
work for both the local community—where it is developed—but also for the global art community, otherwise
each space becomes a ghetto. Who | am addressing depends on the needs that the community | work with
has determined. The ways in which | will bring the work to the public depend on direct suggestions by the
community or are based on my experiences as an artist. As | am working in communities that are in difficult
economic situations, | attempt to secure sources of funding for them and also to open networks that they
might not have access to ordinarily due to deep and historical economic segregation. | also make myself
available for what might be needed after the work is done. | strongly believe that if | work with a community,
then | become a member of it, and | must act responsibly in relation to their present and future. | don't hop
into communities that are economically deprived and spend a week to make a workshop and leave (as is,
sadly, easily and way too often the case). For example, | continue to work with the Community Museum del
Valle de Xico in Mexico and the students in Sorocaba in Brazil.

AA: I'm thinking on what you mentioned about using a privileged space in the art context as a spot able to
provide a key point, precisely when questioning the transnational economic elite that stands behind it. |
wonder whether we could discuss the possibility of creating alliances, coalitions, using the economic power
and symbolic value the art system has in order to pressure politicians, industrialists, and so on. | believe
some of them are directly involved in the art world, such as powerful collectors who are industrialists, private
funders with a lot of leverage on a political level. My question is how do we move from acting in the symbolic
realm of art to having agency in the real material conditions of the world?

What kind of protocols or social contracts could be proposed and established in order to move beyond
addressing the subject merely on a discursive, temporary level, but in order to let this subject shape the way
in which we—cultural practitioners, organizations, institutions, collectors, funders—work? Could we think of
creating protocols that might have an impact in the long run and bring forth an awareness that is also self-
critical?

MTA: Yes, indeed, how to formulate and organize protocols is important. Take this as an example. In the
eighties in New York, among a certain class of the intelligentsia, such as artists, lefties, and liberals of all
sorts, the now famous work of Hans Haacke, titled Shapolsky et al. Manhattan Real Estate Holdings, a Real-
Time Social System, as of May 1, 1971, which documents where the money came from for an exhibition at
the Guggenheim Museum—all corporate money—was considered revolutionary. Sadly, it changed nothing
except that there was the pretense that attitudes changed.

Decolonization is now the buzzword in Brazil, and it will be over in a year probably, and then, | guess, we can
take it for granted that we are decolonized, although genocide of indigenous peoples continues and
usurpation of their lands too. Recently we had a conference about decolonization organized in a museum
where local indigenous peoples were not invited to the first meeting. A groundbreaking decolonization
symposium on psychology in 2018, where the sole indigenous speaker of the first day was the last speaker
and the first three speakers were Euro-Brazilian men. This is constantly happening in Brazil, and no one
questions this because the myth of multiculturalism and ethnic plurality is so strong and accepted
worldwide—a nice sell job by Euro-Brazilians. The problem in the Americas compared to Europe is that the
institutions, collectors, funders, et cetera, are predominantly Euro-descendants in colonized lands.

The federal government in Brazil is cutting education funds. Some universities will lose 50 percent of their
available courses. Indigenous students are facing cuts in their modest living grants (food and
accommodation), which allow almost all of the students to study, as so many come from economically
underprivileged households and live far from city centers where universities are located. | once did the math
that if we had six hundred indigenous students that we could fund for four years at five thousand euros per
year per student, that would be twelve million euros. In the world, that is not much money. And it would
change not only the Eurocentric Brazilian intellectual world forever but also Brazilian society. Now, does
anyone know how we could make a conglomerate of wealthy people who could do this?
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Mr. Masha of the Huni Kuin people, who is an indigenous agroforest agent and a leader on his reservation in
the state of Acre in the Amazon, was chosen by his community for this work, which is unpaid. His principal
responsibility is to organize new tree plantings. But he also inspects the community’s lands, catalogues the
flora and fauna, and decides how many trees can be cut for fuel or housing and how many animals can be
hunted. He also attempts to give workshops to the local nonindigenous settlers about the preservation of the
forest and the animals. The community is in great angst [because] of loggers and mining. Mr. Masha is
responsible for noting any intrusions on community lands. He is a courageous person and is our first line of
defense of a future. Mr. Masha ensures that we breathe and has asked for support. Like all agroforest agents
that do all of this work, he must also farm his own plots of land, hunt and gather seeds to make necklaces,
and try to sell them in towns that would rather see them dead. He made an eloguent plea in a conversation
with me; he asked “that we not be left alone!

This has remained in my brain, and | do not know how to respond, how to find means to support. | have
asked for help in different places, | have talked about this work in many contexts, to ask for suggestions—but
it has been mostly students who reacted actively and who themselves usually have precarious means. | have
purchased necklaces from the Huni Kuin for resale to help raise funds for them but have not been able to sell
one.

AA: | wonder whether continuing to participate in the type of conferences you described above might lead
somewhere in terms of fund-raising if one, just like you did in Basel, were to be more direct in terms of what
is needed right now beyond complacent understanding. Do you imagine a transnational coalition of art
workers putting pressure on such things, and do you have experience (or hope, for that matter)?

MTA: | think it is important to resist the forces that be, which urge us to be complacent with their consumerist
culture. It is important to decide to be committed long-term to a community and to resist pressures to move
on to something more interesting. | don’t know what long-term structure to think of in order to support the
indigenous agroforestry agents in Acre. In the meantime, | will continue to talk about their work whenever
possible, and yes, | agree with your suggestion to be clear about what is needed. | participated in Artists’ Call
against US Intervention in El Salvador by organizing a students’ exhibition at the Cooper Union School of Art
in New York in 1984, when | was a student there. | also attended various meetings of Artists’ Call. It was an
important mobilization among the art community. | think all attempts and efforts are important in these
situations, whether or not we can see a short-term improvement, as long as we proceed with the support of
the community while listening to what they think is important. And | do think it would be feasible for the art
circuit to pressure in certain situations, particularly for those artists who are in positions of relative safety, in
terms of economy and fame.

[1] This conversation happened on August, 2017, at the Transacreana Highway kilometer 7 in Rio Branco in Acre.
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ARTNEWS Pt
'Activating Public Space’: A High Line Art Walk

with Curator Cecilia Alemani

MARIA THEREZA ALVES

Maria Thareza Alves, 4 Ballast Fioma Garden: High Line, 2
TIMOTHY SCHENCHACOURTESY HIGH LINE ART

Maria Thereza Alves, A Ballast Flora Garden: High Line

“Maria Thereza Alves is a Brazilian artist who lives in Berlin, and for many years she had been doing this work
called Seeds of Change. She follows seeds’ migration due to man, not to nature, and she's been doing a lot of
studies in harbor cities like Bristol, England, and also New York, studying what's called the ballast flora, which
are dormant seeds that were brought with cargo ships from the 1700s onwards. Ballast was used as
counterweight for the boats, and at the port they would dump it—mainly dirt or bricks or soil—in the harbor.
But the ballast was actually carrying seeds, and so many of the seeds that we find here and on the High Line
that we call native are actually not native of the United States at all—they come from West Africa or the UK.
or the Netherlands. Alves got the award from the Vera List Center for Arts and Politics two years ago, and so
this is a collaboration with the Vera List Center and Pioneer Works and Weeksville Heritage Center. We all
have a garden made of these seeds, which we consider native to New York City though they're not native at all,
She questions the notion of migration and what it means to be native.”

Maria Thereza Alves
Asharg Al-Awsat

= May 16%, 2018

ASHARQ <= AL-AWSAT

==

Maria Thereza Alves
New York High Line Park Displays Works of 9 Artists

People stroll on the New York High Line. (AFP)

New York visitors can now enjoy some culture in Manhattan at an outdoor art exhibition
organized along the High Line Park. The High Line, a deserted old railway that was
transformed into a park in New York, will display the artworks of nine painters until
next March at a massive exhibition entitled "Agora." The works of the nine painters
focus on the role of art in the definition, creation and use of public spaces. The name of
the exhibition is taken from the ancient Greek word that refers to the square, which is
traditionally the gathering place, according to the organizers. The pieces were placed
along the two-mile-long park on the west side of Manhattan from Gansevoort Street
in the Meatpacking district to the 34th street. The participating painters include Timur
Si-Qin from Germany, Duane Linklater from Canada, Sable Elyse Smith from the US,
the Irish-German Mariechen Danz and Maria Thereza Alves from Brazil. The park has
been attracting more visitors annually than the Statue of Liberty, according to officials.
Inspired by the “La Colle Forte Pak” in Paris, High Line Park was built on a railway line
that authorities had previously pledged to dismantle. It boasts more than 300 carefully
selected plants and trees and overlooks Hudson Lake and the streets and buildings of
Manhattan. Dutch landscape architect Piet Oudolf, who designed the garden, decided to
retain the wild character of the park, which constantly changes according to the seasons.
Parts of the former railway have been preserved. The park is open from 7 am till 11 pm
during the summer, making it a popular destination for New Yorkers to relax and enjoy
free art and celebrations.
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Maria Thereza Alves Les identités se définissent comme

Beal.IXAI‘tS Beaux Arts Magazine

March 29, 2018
By Mailys Celeux-Lanval

engagent dés la premiére salle a se
De cette errance

z 1174 débarrasser de tout rapport normatif a
émerveillée sur les PP

des flux. Maria Thereza Alves (née en
1961) et Jimmie Durham (né en 1940)

bords de la l’art. Le duo n’établit d’ailleurs aucune
Marla Thel‘eza Alves & Jlmmle Méditerranée, ils hiérarchie entre les reliques
Y
Durham, la Méditerranée en terre retiennent archéologiques, les ceuvres d'art
- éga|ement une part contemporain et les textes. Autrement
promlse de réve. dit, le visiteur peut ici toucher, s’asseoir

sur les chaises de l'artiste, lire, sentir,
Par Maillys Celeux-Lanval - le 29 mars 2018 golter, écouter de la musique. Le

Maria Thereza Alves et Jimmie Durham ont vécu a Marseille et a Rome avant de poser leurs

parcours se déploie sur une dizaine de salles aux murs jaunes, roses ou
valises a Naples. Ensemble, ils ont exploré les richesses de la mer Méditerranée. lIs présentent le

fruit de leur collecte a Villeurbanne : textes, végétaux et objets archéologiques dressent le portrait beiges, chacune dédiée & un théme:: Iécriture (inventée en .
sensible du berceau de I'humanité. Méditerranée !), les plantes, les déchets, la couleur pourpre... A la

facon d’un herbier, Maria et Jimmie inventorient leurs trouvailles,
# qu’ils ont dénichées au gré de leurs pérégrinations a travers les
paysages et les villes - certains objets proviennent de fouilles dans les
poubelles ! De cette errance émerveillée sur les bords de la
Méditerranée, ils retiennent également une part de réve, collectant des
textes aussi bien littéraires que scientifiques, enregistrant les cris du
phoque moine - animal en voie de disparition - comme les témoins du
passé sonore d’une mer sans navires bruyants, ou I’évocation du chant
des sirenes dans I’'Odyssée d’Homeére.

On croise ici des poissons de verre dressés sur une table, une
plante a palmes qui pousse sagement dans un coin, un tronc d’arbre
posé sur le sol, une mosaique faite a deux mains (ceuvre qui concentre
I'idée centrale de la collaboration, out chacun apporte sa touche), le
tout étayé par quelques explications au mur - o1 I'on apprend par
exemple que « le verre n’est pas solide parce qu’il est dans un état

d’écoulement. Cet écoulement est plus lent que I’expansion de

Vue de I'exposition « The Middle Earth - Projet Méditerranéen » de Maria Thereza Alves &
Jimmie Durham l'univers »... Lexposition « The Middle Earth » semble toujours

s’étonner face au réel, face a la faune et a la flore, face aux sons, aux

«Cette exposition est dédiée & ceux qui, en ce moment, rejoignent textures, au patrimoine, face aux crises et aux déchets. On pourrait y

courageusement les frontiéres de I’Europe et aideront a construire le voir une forme d’archéologie multi-sensorielle de la Méditerranée,
futur. » De la part de deux artistes autoproclamés « citoyens mais sans volonté de donner un apercu exhaustif de ce quiest le
itinérants », cette dédicace souligne I'importance des migrations et du s . . . . . o
& P & berceau de I’humanité. La proposition des artistes induit plutét une

mouvement. Dans ce projet intitulé « The Middle Earth », chaque objet . PRI -

relation poétisée a cette région du monde, actuellement au centre
semble fagonné par des siécles d’histoire(s), a 'image des migrations s X o X

d’une crise humanitaire dramatique.
qui tirent des lignes invisibles sur la mer Méditerranée.
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Maria Thereza Alves & Jimmie Durham, Mediterranean, 2018

Engagés, Maria Thereza Alves et Jimmie Durham l'ont été et le
sont toujours : elle a lutté pour les droits des peuples autochtones au
Brésil, lui pour la reconnaissance des natifs indiens en Amérique du
Nord. Mais ici le sujet écologique — incarné par un sol jonché
d’ordures, de pots de yaourt, de cotons-tiges et canettes de biére - et la
(rapide) référence aux migrants céde le pas a un récit essentiellement
esthétique, ou I'on s’arréte sur des détails... Tel ce minuscule poisson
en silex daté d’il y a « au moins 30 000 ans », sans doute I'une des plus
anciennes ceuvres d’art du monde ! « The Middle Earth », par son
aspect inachevé, sa modestie et ses élans poétiques, réussit a
provoquer un sentiment d’espoir, une sensation de mouvement, ol

l'ancien cotoie l'actuel et ou rien n’est jamais figé.

—> Maria Thereza Alves & Jimmie Durham : The Middle Earth
Du 2 mars 2018 au 27 mai 2018

Institut d'art contemporain Villeurbanne / Rhéne-Alpes + 11 Rue Docteur Dolard «
69100 Villeurbanne
i-aceu
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La Méditerranée, en long et en travers

AVilleurbanne, les artistes Maria Thereza Alves et [immie Durham remontent I'histoire
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Maria Thereza Alves
Le Monde

March 18", 2018

by Philippe Dagen
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PHILIFPE DAGEN

The Midd'e Earth, Institul
durt contempovaln,

12 nue Doctewr-Dalard,

60100 Vifeurbanae,

Td. : 04-78-03-47-00. Du mercred!
au vendradi de 14 heures
@18 heures, samedi et dimanche
de 13 heures @ 19 heures. Entrée ;
de g €a 6. Jusquau 27 mal
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By Orianne Hidalgo-Laurier

Critigues arts visuels

The Middle Earth

Le couple d'artistes américains Maria Thereza Alves et Jimmie Durham,
présentés comme « citoyens d'itinérance », composent ensemble une odyssée
méditerranéenne qui réfute les hiérarchies et les sens uniques.

Par Orfanne Hidaigo-Laurier
publié l= 9 mars 2018

goman VOIR LE S
D'embiée, I'exposition de Jimmie Durham et Maria Thereza .
Alves fait oublier que I'on se trouve dans un centre d'art. Le

voyage qu'ouvre The Middle Earth débute dans une piéce aux

murs jaune safran, décorée de multiples images et meublée

de tables en bois sombre. Dessus, reposent de la vaisselle en cé ig
méditerranéenne et de petits objets - dont des ampoules « trouvées dans les racines d'un
acacla jouxtant la plus viellle église de Naples » - que I'on Imagine chéris par les éventuels
hdtes. Des produits issus des industries agro-alimentaires méridionales - dattes, olives, pain
azyme, amendes, poids chiches espagnols, fleur d’oranger - ajoutent a I'ambiance tout en
relativisant son pittoresque, En fond sonore, les notes d'une lyre donnent la réplique aux
cordes d'un oud. Ni ready-made, ni nouveau réalisme & la Spoerri, cette scénographie
s'associe a un incipit r
trame, Parmi ceux-ci, une mosaigue composée par le couple avec des résidus héteroclites
glanés au cours de leurs dérlves - puces élect piles, piéces, hons, coqulll

éclats de céramique et d” archi AuX i Les é les sociétds, les
cultures, la faune et la flore s’y enchevétrent. Cet ouvrage intitulé Mediterranean semble une
synthése non linéaire de ce « berceau des civilisations », en forme de cosmogonie actualisée et
alternative 2u mythe vertical et bibligue de 1a Tour de Babel. Comme une boussole qui
guiderait vers lautre cdté du miroir, cette ceuvre cartographie un envers de la Grande Bleue,
sans zones d'influences délimitées, postes-frontiéres, garde-cétes et plan d'action immigration.
Dans le couloir qul meéne aux autres salles, un préambule Intitulé « La condition humaine »,
éerit par les deux artistes et dédicacé & ceux qui arpentent les routes de l'exil, rappelle que les
peuples europeens, en tant que premiers déportés aux Ameériques, ont été les victimes initiales
des politiques impérialistes, Cet appel & une solidarité universelle n'est pas sans lien avec
I'engagement politique des auteurs pour la reconnaissance et les droits des peuples indigénes,
le rdle de Jimmie Durham au sein de I'American Indian Movement et celui de Maria Thereza
Alves dans le Partido Verde et le Partido dos Trabalhores au Bresil.

ITE

il

ou sont distillés les motifs constitutifs de la
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Réminiscences animistes

Le parcours en enfilade dans le ventre de The Middle Earth se déploie en neuf chapitres —

d’« écriture » & « fer » en passant par « siréne », « temple » et « arbres » - tissant un récit
hybride entre mythologie, anthropologie et géologie, défiant I'autorité des taxinomies.
Contrairement a ce que |'entreprise peut supp d’encycl que, aucune mont ité ici
mais des écriteaux discrets, des noms de plantes qui courent sur les murs, des petits dessins
naturalistes photocopiés et collés au dessus de quelque plinthe, des vestiges archéologiques,
précieux mais sans grandiloquence, issus de la collection du couple ou de celles de musées
consacrés. Entre les statuettes et les figurines animales de différents dges, les amulettes
d’Egypte antique, les colliers de I'époque ptolémaique, les silex ou encore les arbres en terre,
s'immiscent des installations, sculptures et peintures signées de I'un ou de |'autre artiste,
parfois des deux. Que ce soit un morceau de « réel », comme cet énorme tronc d‘olivier
huitcentenaire couché entre un bois de noyer et les branchages d’un cyprés, une ceuvre d‘art
ou d‘artisanat, un objet fétiche ou une canette de biére, les éléments cohabitent dans une
harmonie toute horizontale. La sculpture Heléns de Jimmie Durham, & mi-chemin entre |'arte
povera et le totem, cumule les différents &ges. Sur un socle fait d’une caisse en bois
manufacturée, trénent trois branches dont |'une, pour atteindre la hauteur des autres, s'appuie
sur une boite de conserve, elle-méme posée sur une pierre. Juste aprés |'espace « temple »,
au centre du parcours, le duo aménage une sorte de chapelle. L'autel est un bidon en métal —
habituellement converti en brasero - rempli d’eau, le sol est parsemé de déchets
contemporains a la maniére d‘une plage. Survivances des cultes paiens ou installations a
dimension géopolitique, I'une de ces interprétations n‘exclut pas l'autre.

Maria Thereza Alves & Jimmie Durham, Mediterranean, 2018, Courtesy des artistes. p. Nick Ash

P " P

Sous leurs faux-airs de Bouvard et Pécuchet, Maria Thereza Alves et Jimmie Durham ouvrent
un pan de leur recherches et pérégrinations autour de ce bassin saturé d’histoires, fagonné par
les métissages. Les regards de ces deux Américains installés de longue date sur le vieux
continent remettent en jeu les récits nationaux, la linéarité historique, les discours
ethnocentrés et les théories essentialistes, sans avoir besoin de faire commerce de I'actualité
politique et migratoire. Tout en jouant sur des cordes pseudo-scientifiques, ils construisent
humblement une odyssée transversale sans égard pour ce qui doit étre une ceuvre ou une
exposition d‘art contemporain selon des régles, non pas universelles, mais bien occidentales.
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Maria Thereza Alves & Jimmie Durham “The Middle Earth” at
IAC, Villeurbanne/Rhéne-Alpes

- =

dimrnin Doutham, Foor Fish Flasks, 2013
Ph. Hick As, Gourteey th sriet

This Spring, the IAC, Villeurbanne/Rhone-Alpes handed the totality of its space over to artists Maria Thereza
Alves and Jimmie Durham for their project devoted to the Mediterranean, called The Middle Earth. This
new and original collaboration comes from the artists’ desire to explore together the territory where they
live, in a poetic and critical fashion. After a period in Marseille, followed by Rome and then Naples where
they regularly travel, Alves and Durham settled on the coast of the “inland sea” following a continuous and
committed period of roaming that led them away from the American continent and all the way to Europe. In
a similar vein to Jimmie Durham’s Eurasien Projet, begun in 1994 just after his departure from America, and
the project Seeds of Change that Maria Thereza Alves began in the port of Marseille in 1999, the idea of The
Middle Earth began to form little by little, in search of that vast continent, not at all defined by nations, but
rather something that is completely imagined and dreamed, and thus, endless. The two artists, who both have
their own distinct, internationally recognized, artistic practices, reveal common influences that come, on the
one hand from a political engagement that flows through their respective work, and on the other hand common
areas of research, that deal with notions of territory and authority. One can effectively observe these questions
in the work of both artists, and in both cases, their thought processes are engaged in the same criticism of the
ideological and normative frameworks that shape people’s relationships with the world Maria Thereza Alves
brings a particular attention, that is also that of an activist to the experience of a territory and guides the research,
between poetry and ethnology, that she does on migratory phenomena and peoples that have been uprooted.
In Europe Durham’s work has focused primarily on the relationship between architecture, monumentality
and national narratives which deconstructs the stereotypes and official tales of powers. Conceiving history
as a process, he seeks the reality of objects, their intentionality even, within their evolving context, moving
backwards and away from any kind of frozen categorization.Starting from the matrix form of relationship
that exists between their artistic practice and the places that they move through or live in, the two artists will
work in collaboration with one another, embarking upon new research at the IAC that deals with the mixed
heritage of the Mediterranean. Divided into specific fields of knowledge, from archeology to biology by way
of climatology, The Middle Earth explores a multiplicity of sources. Playing with universalist models, Alves
and Durham’s dialogue hijacks the apparent objectivity of classification in order to deploy an active dialogue
between recent artworks and archeological and ethnological objects in each category, with writing that places
itself somewhere between the poetic and the scientific.

MICHEL REIN paris/srusseLs MR

e-flux

In Spring 2018, the IAC in Villeurbanne will entrust
the totality of its space to artists Maria Thereza Alves
and Jimmie Durham for their project The Middle
Earth, devoted to the Mediterranean region. This new
and original collaboration comes from the artists’
desire to explore together the territory where they
live, in a poetic and critical fashion. After a period
in Marseille, followed by Rome and then Naples,
where they regularly travel, Alves and Durham
settled on the coast of the “inland sea” following
a continuous and engaged period of roaming that
led them away from the American continent and
all the way to Europe. In a similar vein to Jimmy
Durham’s Eurasian Project, begun in 1994 just after
his departure from America, and the project Seeds of
Change that Maria Thereza Alves began in the port
of Marseille in 1999, the idea of The Middle Earth
began little by little to take shape, in search of that
vast continent, not at all defined by nations, but rather
something that is completely imagined and dreamed,
and thus, endless. The two artists, who both have
their own distinct, internationally recognized, artistic
practices, reveal common influences that come, on
the one hand from a political engagement that flows
through their respective work, and on the other hand
common areas of research that deal with notions
of territory and authority. One can indeed observe
these questions in the work of both artists, and in
both cases, their thought processes are engaged in
the same criticism of the ideological and normative
frameworks that shape people’s relationships
with the world. Maria Thereza Alves brings a
particular focus, that is also that of an activist, to the
experience of a territory and this guides the research,
between poetry and ethnology, that she does on
migratory phenomena and uprooted peoples. In
Europe, Durham’s work has focused mainly on the
relationship between architecture, monumentality

MICHEL REIN paris/srusseLs
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and national history, through the deconstruction
of stereotypes and official narratives. Considering
history as a process, he seeks the reality of objects,
their intentionality even, within an evolutive
context, as opposed to their frozen categorization.
Starting from the matrix form of relationship
that exists between their artistic practice and the
places that they move through or live in, the two
artists will work in collaboration with one another,
embarking upon new research at the IAC that deals
with the mixed heritage of the Mediterranean. The
exhibition The Middle Earth has been created
and imagined in the form of an active dialogue
between recent artworks, original creations and
a multiplicity of archeological pieces and objects
originating from the Mediterranean basin, that
have been borrowed from the collections of
different museum collections: The Museum of
Archeology of Marseille, The Museum of Fine
Arts of Lyon and The Musee des Confluences of
Lyon. Divided into specific fields of knowledge,
the exhibition thus plays with universalist
and scientific models such as the traditional
museographic codes. Western museums of art,
ethnography, cultures and society, through the
objects that they choose to exhibit, do indeed
transmit a certain vision of the world, reflecting
a certain vision of what they “represent,” often
referring to historical stereotypes. It is this vision
that Jimmie Durham and Maria Thereza Alves
have decided to challenge, remaining faithful to
the poetical and critical engagement that forms
the basis of their artistic approaches, whether
in the very principle of assembly of Durham’s
sculptures or the contextual work being done by
Alves.
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Anlm Merte Thefrztapilr\ﬁ THE FUNNY THING about ships is that you have to weigh

June 1%, 2018 them down to keep them afloat. Historically, stones, soil,

By Rechel Aima sand, wood, and bricks placed inside a ship’s hull have

. provided this weight. At the end of a voyage, the ballast is

Maria Thereza Alves dumped, to be repurposed as building materials or to settle

as soil. It becomes a pedological archive: A portion of the

ground beneath Manhattan’s FDR Drive is built from the

SECRET GARDENS rubble of British buildings demolished during World War

Rahel Aima on Maria Thereza Alves'’s Seeds of Change II; the area came to be known as Bristol Basin. Meanwhile,
Liverpudlian stones that were a by-product of the trans-

atlantic cotton and tobacco trades make up Savannah,

Seeds, like colonized populations, bear buried within them Georgia’s iconic cobblestone streets. Sometimes, ballast
the capacity to endure despite the most oppressive of surroundings. creates new terrain, too, as is the case on Lilla Norge, an

island off the eastern coast of central Sweden that blooms
with Norwegian flowers found nowhere else in the area.
Ballast similarly anchors Maria Thereza Alves’s project
Seeds of Change, 1999-. Like people, seeds can unexpect-
edly find themselves far from their homelands. They travel
in the bellies of animals and amid ballast in the hulls of
ships before being discarded as waste on new shores.
These seeds can lie dormant for hundreds of years before
a chance upheaval exposes them to light, causing them
to sprout. Seeds are patient, after all: In 2005, Israeli
researchers were able to germinate a two-thousand-year-
old date-palm seed; the resulting plant was subsequently
dubbed the “Methuselah” tree. Seeds, like colonized pop-
ulations, bear buried within them the capacity to endure
despite the most oppressive of surroundings. In 2012, a
team of Russian scientists announced that they had suc-
cessfully grown a flower from a thirty-two-thousand-
) \ year-old squirrel cache of seeds buried in Siberian
Maria Thereza Alves, Seeds of Change: A Floating Ballast Seed Garden, 2012-16, bare, plants, soil, wood. pcrmafr OSt. Thcy failed to ger minate the seeds but were
Installation view, Bristol, UK, 2015. From Seeds of Change. 1999~. Photo: Maria Thereza Alves. able to extract cells from their placcntas and grow new
flowers. The next year, the flowers—which were identical
to one another but had narrower petals than the same

species of flower today—produced seeds of their own.
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Like the best time travelers, seeds are storytellers.
Since 1999, Alves has been using these inadvertent
hitchhikers to unspool violent histories of colonialism,
transnational commerce, migration, and resource
extraction. After researching a city’s ballast sites, she
takes soil samples, germinates whatever seeds they con-
tain, and consults scientists and archives to identify the
flora, later displaying them in gardens. Previous itera-
tions of the project took place in the European port cities
of Marseille in France; and Dunkirk, Exeter, Liverpool,
and Bristol, in England; and on Reposaari, a small island
that was once Finland’s largest port.

In each location, Alves reverse-engineers horticul-
tural history to question what it means to be indigenous
to a land. Consider the species Japanese knotweed and
kudzu. Both were initially introduced to Europe and
North America from Japan as ornamental garden
plants, which is to say, as plants that can be controlled
and contained. Today, they are billed as invasive alien
hordes, kudzu in particular, which has gained the mon-
iker “the vine that ate the South.” Parallels between this
extension of xenophobia to foreign-origin plants and
the present-day rise of nativist sentiment are clear, if
sometimes overdetermined. For example, in Bristol,
where Alves planted her garden on a floating river barge,
the selection of flora included rocket and marigold. Both
plants are beloved for being quintessentially English,
and are semiotically loaded as such, but they are also
relatively recent products of the shipping trade—the
marigold is, in fact, native to the Americas.

A YEAR AFTER winning the biennial Vera List Center Prize
for Art and Politics, Alves transposed her project to the
Americas. The resulting multiyear installation, Seeds of
Change: New York—A Botany of Colonization, has dis-
played flora propagated from ballast seeds in several
locations, first as a living installation at the Aronson

MICHEL REIN paris/BrusseLs
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Galleries at the New School (which sponsors the List
Center Prize) in New York this past November, followed
by iterations at Manhattan’s High Line, and at Pioneer
Works and the Weeksville Heritage Center, both in
Brooklyn. Just as the movement of ballast stones is not
unidirectional, this New York chapter of her project
briefly traveled to Michel Rein in Paris in February and
March before returning to the city this spring.

This time, Alves’s process differed, because many of
New York’s ballast sites—Red Hook, Inwood Park, and
the Gowanus Canal, among them—had been built up and
were inaccessible. Instead, she turned to historical records
to identify four hundred plants from seven sites. Working
with students and faculty from the New School and chil-
dren from Pioneer Works’ community youth program,
she grew seeds from these plants last summer. At the New
School, the plants sprouted in plywood boxes alongside
some rather lovely botanical sketches of tumbling saltbush,
perennial wall-rocket, annual mercury, and common ver-
vain, all so-called indicator plants that signal the presence
of ballast. Watercolor maps plotted local ballast sites

MICHEL REIN paris/grusstLs
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Alves is by no means the only artist to focus on seeds in
her work. In recent years, Pia Ronicke, Jumana Manna,
Michael John Whelan, and Andreas Siekmann and Alice
Creischer, among so many others, have made work inspired
by the Svalbard Global Seed Vault, a massive seed bank
located on the Norwegian island of Spitsbergen. The vault
was the subject of Yongwoo Lee and Hans Ulrich Obrist’s
2017 exhibition “Seeds of Time,” and the island now hosts
an artist residency, Artica Svalbard. Meanwhile, protests
against the biotechnology company Monsanto, and other
industrial corporations’ forced displacements of indige-
nous communities in the eastern Indian state of Odisha,
germinated another seed-bank work—Amar Kanwar’s
The Sovereign Forest, 2011-15, a project made in col-
laboration with activist Sudhir Pattnaik and filmmaker
Sherna Dastur, which debuted at Documenta 13 in 2012.
Further iterations have traveled to India, South Korea,
the United Kingdom, Austria, Singapore, and Sweden.

Kanwar’s contribution to the first Kochi-Muziris
Biennale in 2012 centered on a set of sumptuous video

(including Bristol Basin), and a cerulean-washed diagram
of ship arrivals used snaking arrows to identify the
sources of the city’s ballast: elsewhere in the United States
and Europe, but also Cape Verde, Cuba, Haiti, Barbados,
and Brazil. A map of the Long Island coast makes the role
of the slave trade explicit: As Alves’s neat print explains,
smugglers used to stealthily unload their enslaved cargo
there so as to avoid paying city tariffs.

At the Weeksville Heritage Center, which occupies
the site of one of the country’s first free black communi-
ties, the ballast plants grow in soil enclosed by wattles—
chubby, sausage-like straw barriers used for erosion,
sediment, and stormwater control. Their growth none-
theless bespeaks a kind of liberatory ability to endure
and to thrive. Later this summer, Pioneer Works will
host walks around the neighboring Red Hook area,
where participants can expect to see a kind of Ophelia’s
litany of the shipping trade: jimsonweed from Mexico,
perhaps, or Asiatic dayflower hailing from East and
Southeast Asia, and of course the aforementioned
Japanese knotweed.

works that pay quiet testament to Odishan workers and
their land-rights struggles. Kanwar is known for his lush
cinematography, and particularly lovely were videos pro-
jected onto open books of handmade paper, which seemed
to collapse the skeuomorphic distance between page and

‘!EE.E'_ i ‘ | i AT B o o screen. Yet most affecting was the installation 272 Varieties
L {+ B A e 4 f

of Indigenous Organic Rice Seeds, 2012, which displayed
the titular seeds in shallow spotlit, wall-mounted shallow
boxes. Their colors ranged from taupe to coffee, and some

Left: View of Maria Thereza Alves's
“Seeds of Change: New York—

A Botany of Colonization," 2017,
Aronson Galleries, New School,
New York. Photo: David Sundberg.
Above: Maria Thereza Alves,
Verbascum Nigrum, 2007, ink on
paper, 16% x 11%". From Seeds of
Change, 1999~ Right: Maria
Thereza Alves, A Ballast Flora
Garden: High Line, 2018, straw
wettles, plywood, plastic liner, soil,
seeds. installation view, High Line,
New York. Photo: Timothy Schenck.

were husked and others not, but together they were dizzy-
ing in their sheer plurality. They left an indelible impres-
sion, furnishing a metaphor that feels increasingly poignant
as a different kind of monoculture—that of Hindutva, or
Hindu fundamentalism—asphyxiates the country.
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Alves is by no means the only artist to focus on seeds in
her work. In recent years, Pia Ronicke, Jumana Manna,
Michael John Whelan, and Andreas Sickmann and Alice
Creischer, among so many others, have made work inspired
by the Svalbard Global Seed Vault, a massive seed bank
located on the Norwegian island of Spitsbergen. The vault
was the subject of Yongwoo Lee and Hans Ulrich Obrist’s
2017 exhibition “Seeds of Time,” and the island now hosts
an artist residency, Artica Svalbard. Meanwhile, protests
against the biotechnology company Monsanto, and other
industrial corporations’ forced displacements of indige-
nous communities in the eastern Indian state of Odisha,
germinated another seed-bank work—Amar Kanwar’s
The Sovereign Forest, 2011-15, a project made in col-
laboration with activist Sudhir Pattnaik and filmmaker
Sherna Dastur, which debuted at Documenta 13 in 2012.
Further iterations have traveled to India, South Korea,
the United Kingdom, Austria, Singapore, and Sweden.

Kanwar’s contribution to the first Kochi-Muziris
Biennale in 2012 centered on a set of sumptuous video
works that pay quiet testament to Odishan workers and
their land-rights struggles. Kanwar is known for his lush
cinematography, and particularly lovely were videos pro-
jected onto open books of handmade paper, which seemed
to collapse the skeuomorphic distance between page and
screen. Yet most affecting was the installation 272 Varieties
of Indigenous Organic Rice Seeds, 2012, which displayed
the titular seeds in shallow spotlit, wall-mounted shallow
boxes. Their colors ranged from taupe to coffee, and some
were husked and others not, but together they were dizzy-
ing in their sheer plurality. They left an indelible impres-
sion, furnishing a metaphor that feels increasingly poignant
as a different kind of monoculture—that of Hindutva, or
Hindu fundamentalism—asphyxiates the country.
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YEARS AGO, I remember looking down at a Manhattan
sidewalk and noticing a spray-painted stencil that read,
SMILE. YOU LIVE ON AN ISLAND. We’re surrounded by
water and might cross a river several times a day, but this
fact, like New York’s shipping past, is easy to forget. Not
so on the High Line, where both water views and the mem-
ory of a freight depot are inescapable. The park currently
features the second installment of Alves’s project, part of
“Agora,” a group show organized by Cecilia Alemani and
Melanie Kress. Like ballast flora, the installation seems to
have arrived there by accident. As at Weeksville, wattles
enclose some soil, some hyperlocal ballast flora. On a
hillside, wattles evoke topographical contour lines; here,
the effect is more akin to the animal waste that carries
seeds. Yet plants, like immigrants, just want to put down
roots and flourish, and, over time, these seeds have, too.

This iteration of the project underwhelms compared
to the other sites. But it becomes interesting when one
considers the park’s history. The defunct railroad was
slated for demolition, yet thanks in large part to photo-
grapher Joel Sternfeld’s documentation of its luxuriant
wildscape in 2000 in 2001—the greenery came up from
seeds spilled from cross-continental trains in a kind of
locomotive analogue to ballast flora—it is now an
impeccably manicured, ersatz-wilderness park. To walk
the High Line today is to experience a profound sense
of loss for Sternfeld’s feral garden, and for an older time
when Manhattan was Mannahatta. It shows us history
like layers of soil. It is here that Seeds of Change feels
truly decolonial, in its potential to go beyond awareness
and education and refract the landscape into disparate
pasts. After all, as much as Alves’ sprouting plants bring
to mind New York’s industrial history, they also invoke
the ghostly ecology of the pre-colonial period that ship-
ping and transport infrastructure effaced. The remark-
able Welikia Project from the Wildlife Conservation
Society charts the peoples, plants, and wildlife of the city
in 1609, when Dutch settlement started. It suggests that
the site of Alves’s project might have been home to red
maples, American hornbeam, starved panic grass, prairie
fleabane, and white wood aster, some of which would
later be displaced by ballast flora.
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Hung with wall text on an adjacent fence is a map of
ballast sites. In the middle distance is the bedbug-like
carapace of Thomas Heatherwick’s Vessel, 2018, the
public-art centerpiece of the multibillion-dollar Hudson
Yards redevelopment project. It looms over the rail
yards like a ship nobody is happy to see on the horizon,
and suddenly the wattles feel like they’re guarding
against more than soil erosion. It’s easy to forget, too,
that Wall Street’s foundations sit atop a historical
African burial ground, while the city around it is built
on land stolen from the Lenape people—the original
native New Yorkers. But the seeds remember. [J
RAHEL AIMA IS A WRITER BASED IN NEW YORK. (SEE CONTRIBUTORS.)
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Maria Thereza Alves

Observer
OBSERVER November 7%, 2017

by Margaret Carrigan

Artist Maria Thereza Alves Is Charting the History of Migration in NYC Using Seeds

By Margaret Carrigan « 11/07/17 8:15am
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The New School Students at a propagation event. The Ne

For almost two decades, Brazilian artist
Maria Thereza Alves has been traveling
to European port cities documenting the
non-native plant species she finds there.
Her work is less horticultural than
ethnographic, however. The project
represents original research into the
seeds that have been transported across
seas in ballast, a material (often gravel,
sand or coarse stone) used to balance
maritime trade ships. Ultimately, this
project reveals the impact of human
displacement due to migration and slave

trade over the course of centuries.

MICHEL REIN paris/srusseLs

After exploring the shores of Marseilles,

Reposaari, Dunkirk, and Bristol, among
others, Alves has now turned her
attention to the “New World” by

bringing this ongoing project to the U.S.

for the first time. She’s been working
with the New School’s Vera List Center
for Art and Politics, Pioneer Works, the
High Line and Weeksville Heritage
Center to excavate seed sites around
New York City. The artist’s findings of
plant species that were originally native
to countries like the West Indies, Brazil,
and the U.K. are presented with her
maps and drawings depicting the ships’
journeys in an exhibition of the same
title at the Vera List Center through

November 27.

M

Maria Thereza Alves in Bristol. Ben Thomas/Arnolfing B

Alves told Observer that her research
revealed that so much ballast came into
Manbhattan, it was used to fill in the city’s
ravines, marshes, creeks, ponds and
other “undesirable” local topographies
from 1646 until the middle of the 20th
century. For example, she found that
Eighth Avenue from about 155th to 140th
Streets was filled in with an average of
seven to ten feet of ballast with seeds
hailing from the Sweden, Ireland,
Algeria, the West Indies, Norway, Sierra
Leone, Spain, Portugal, Antigua, France,
Cape Verde, Germany, Bermuda, Brazil
and of course, England. “So when we are
walking around, due to the colonization
process of our land, we don’t know if we
are stepping on New York or Bristol,
Kingston, Lisbon, Rio de Janeiro, or
Oslo,” she explained.

Unique to the artist’s New York-based
findings is the discovery that while solid
ballast like sand, earth, and stones gave
way to the use of water ballast from the
early 1920s onwards in European cities,
such was not the case in America.

According to Alves, ships sailing from

MICHEL REIN paris/srusseLs

New York harbor to Europe during
World War 11 to deliver armaments
returned heavy in ballast back to New
York as there was nothing else to bring
back.

“Many chunks of Europe ended up in
New York and many chunks of New York
ended up in Europe over the last several
hundred years and even more recently,”
said Alves, who explained that she found
the deliberate midcentury “displanting”
of New York quite shocking. This
continued until the end of the Marshall
Plan, which saw ships carrying food and
building materials to devastated Europe
until 1951. “This isn’t a question of
reconstruction of a lost landscape or
purity, but an acknowledge the present

coloniality we all find ourselves in.”
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Fobt.

Maria Thereza Alves, Caribbean Coral Sand in Manhattan, 2017. Watercolor on paper. Maria Thereza Alves/Galerie Miche
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The project is a natural fit for the New
School’s politically engaged Vera List
Center, who awarded Alves the Vera List
Center Prize for Art and Politics last year.
But, for Alves, it was equally important
to loop in additional organizations.
“Seeds of Change has from the beginning
been about involving the local
community with the history of the
ballast flora,” she said, noting that
Pioneer Works, located in Red Hook, is
situated on an area made of ballast
landfill which has grown much of ballast
flora that will be exhibited in the Vera

List Center’s galleries.

For the High Line portion of Seeds of
Change, Alves worked with plants that
are found in the Western Rail Yards, an
area that is still populated only by plants
that were growing here after the railway
was abandoned. “This project touches on
one of the most important
collaborations for us: the relationship

MICHEL REIN paris/arusseLs
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between art and horticulture, and the
ways in which both of these things can
tell us stories about the histories of the
city we live in today,” Melanie Kress,
assistant curator of High Line Art, told
Observer. “In this way, Alves is
illuminating part of the history of the
park and the neighborhood within the
larger narratives about trade,
colonialism, and slavery.”

The history of slavery in the West and
the larger African diaspora is a point to
which Seeds of Change routinely returns
in its many iterations over the years, and
for the New York edition of the project,
Alves aptly chose to work with
Brooklyn’s Weeksville Heritage Center.
Named after James Weeks, an African
American stevedore and former slave
who purchased a plot of land in 1838 and
founded one of the first free black
communities, the institution “is a
witness to the complexity of the history
of ballast in New York,” said Alves.

Aheeriia sy RIS MU MAITILNTES S BETIMT LATERS st W TAE S

According to Rob Fields, interim
president and executive director of the
Weeksville Heritage Center, Seeds of
Change isn’t just about the migration of
seeds and flora, nor does it stop with
abolition of slavery. “Migration is also a
recurring theme for many African-
Americans,” he told Observer. Indeed,
African Americans fanned out all across
the country after Reconstruction to seek
a life free from the oppression of the Jim
Crow South. “It’s that search for haven,
for community, and for a new start that
brought the founding residents of

Weeksville together: free African-
Americans and formerly enslaved

African-Americans alike,” he said.

Fields is quick to point out that the
project has a special relevance for New
York City, which is a city of transplants.
“Of course, there are plenty of people
who are born and bred New Yorkers, but
it’s the transplants who came here, had
something to prove—that they could
make it here—that have really found
ways to thrive,” he said. “Like the flora
contained in those seeds, at some point,

we all became natives.”

Margaret Carrigan is a freelance writer and editor. She planned to go to law school
but she did terribly on the LSAT, so she got a master’s in art history instead. She lives
in Brooklyn with her cat, who is named after Alyssa Milano’s character from the early

aughts CW smash hit series Charmed.

MR MICHEL REIN paris/grusseLs

MR

97



MARIA THEREZA ALVES MICHEL REIN earis/erusses

Maria Th Al . . . -
aris thereza fves About 140 years ago, a botanist named Addison Brown noticed an unfamiliar red-

- .
@h ¢ A Em ﬂo rl( 6in105 Tré]it’\‘oiv:rY;;lf“,T IEFSIIE; tendriled plant growing around Red Hook, Brooklyn. Trade had lately picked up,
by Annie Correal he told readers of the Bulletin of the Torrey Botanical Club in 1879, and as ships
arrived, they dumped thousands of tons of ballast — earth and stones used to
stabilize ships — that carried seeds from far-off lands. The red plant, among
several new species growing along Gowanus Creek, was Amaranthus crispus,
native to South America.

A Seed AI‘tlSt “Amaranth,” said Marisa Prefer, a gardener leading a group through the
Germlnate S Hl StOI'y same neighborhood last week, picking up a stalk of the crumbly plant, which was

. . spilling out from a crack in the sidewalk like a Medusa head. “These wild urban
An exhibition using plants brought

to New York in ships’ ballast illuminates
the city’s hidden past using stinging This year, a few dozen New Yorkers have been learning about and growing

plants can survive in the craziest circumstances.”

nettle. milk thistle and amaranth plant species that were inadvertently brought to the city in ship ballast as part of
b .
“Seeds of Change,” an ongoing exploration of the phenomenon by the artist Maria

Written by ANNIE CORREAL; Photographs by KARSTEN
MORAN OCT. 31, 2017

Thereza Alves. Ms. Alves, whose exhibition on local ballast plants opens on Friday
at the galleries of the Sheila C. Johnson Design Center at the New School, is the
most recent winner of the Vera List Center Prize for Art and Politics. She has
spent nearly two decades uncovering long-buried colonial histories using ballast
seeds, which can lie dormant in the soil for hundreds of years, only to sprout in

the right conditions.

Marisa Prefer, the resident gardener at Pioneer Lindsay Benedict, who teaches at the New School,
Works, lifting the leaf of a stinging nettle. holding a sprig of Virginia pepperweed.
el = il NP
Amaranth, which grows wild in Red Hook, Brooklyn, is among the plants introduced to New York via ships' ballast long ago. It will be
included in “Seeds of Change,” an exploration by the artist Maria Thereza Alves of how plants were carried around the world.
MICHEL REIN paris/grusseLs MR MICHEL REIN paris/srusseLs MR
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Lindsay Benedict wiping the hand of Simone, her 2-
year-old daughter, as they repotted plants at Pioneer
Works.

including the slave trade.

forced migration,” she said.

MICHEL REIN paris/grusstLs

interview. “They are living there in our midst and saying ‘hi

New School students and faculty replanted seedlings
grown in dorm rooms and offices on campus.

Born in Brazil, Ms. Alves has explored several European and British port
cities, creating a floating garden using seeds native to Africa and North America
found in the soil of Bristol, England; documenting exotic plants from Asia and
elsewhere that turned up in people’s yards in Reposaari, Finland. “I liked the idea
that these plants were witnesses to things we would never understand, to paths of
trade that we no longer have information about,” Ms. Alves said in a telephone

%

This is Ms. Alves’s first look at ballast seeds brought to the Americas. The
exhibition, “Maria Thereza Alves, Seeds of Change: New York — A Botany of
Colonization,” will include examples of local ballast flora, watercolor maps, and
drawings and texts by the artist exploring two centuries of maritime trade,

The director of the Vera List Center and one of the judges for the prize, Carin

Kuoni, said the project had struck the judges as an original way to track history —
and as a powerful comment on contemporary political reality. “What struck us as
pertinent when looking at Maria Thereza’s project was its focus on migration and

J 2

Ballast plants including smartweed sprouting from the sidewalk at Sullivan and Van Brunt Streets in Red Hook.

Sitting in a coffee shop near the New School in Greenwich Village, Ms. Kuoni held
a large satchel on her lap. As she spoke, she reached inside and took out a plastic
planting tray and put it on the table next to her latte. Minuscule white insects
fluttered up, and the people at the next table glanced over.

“Mugwort,” she said, smiling down at a few tiny leaves.
She took out another plant. “Stinging nettle.”

After learning about ballast plants, she said, her perspective on her adopted
city — she is Swiss-born — shifted. “You look down at weeds in the street and say:
‘That’s incredibly sweet. I wonder what history is trying to tell me.”

MR MICHEL REIN paris/srusseLs M
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Ms. Alves, who lives in Berlin, visited New York twice to do research. The
first thing she learned, she said, was how little of New York was actually New
York. “New York was hilly and swampy, and they decided to drain it and make it
more linear,” she said. Low-lying areas and marshland were commonly filled in
with refuse, ashes, sand — and ballast from around the world. Ballast was
brought from ports by boat to Harlem and elsewhere.

Solid ballast was largely replaced by water ballast in the early 20th century,
! g e z X but ships continued to bring ballast into New York until after World War II. After
Ballast plants including mugwort, top center with Amaranth on Sullivan Street in Red Hook. delivering goods and arms to bombed-out English cities during the war, ships
pointy leaves, grow from cracks in the sidewalk on . . X . . .

King Street in Red Hook. sailed back filled with rubble. “There was nothing else,” Ms. Alves said. Bristol
3 Basin, a patch of land under the Franklin D. Roosevelt Drive in the Kips Bay
neighborhood in Manhattan, is made from “stones, bricks and rubble from the

bombed city of Bristol.”
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Smartweed flourishing on the sidewalk at Sullivan and Van Brunt Streets in Red Hook.

Bindweed, with its white flower, on King Street in Red Hook.
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In other cities, Ms. Alves took soil directly from ballast sites and germinated the
seeds. In New York, many ballast sites had been paved or built over, so she turned
to historical records, including the list of ballast plants identified by Mr. Brown.
With the help of a graduate research fellow at the Vera List Center, Michael
Castrovilla, she came up with a list of more than 400 species found on seven sites.

Marisa Prefer, the resident gardener at Pioneer Works, a cultural center in
Red Hook, worked with the show’s curators, Ms. Kuoni and Amanda Parmer,
winnowing down the list to some 40 species that were still abundant in the city.

Mr. Castrovilla, the researcher, had sent students regular emails reminding them
to tend to their plants, but not all had flourished. Some of his own had failed to
thrive on the windowsill of his room in a Fifth Avenue dorm. “My blinds are often
closed,” he said. “But the flax is going crazy.”

The students plopped their ballast plants into bags, adjusting the roots,
adding water and soil. Alana Giarrano, an undergraduate, appeared with a box
containing milk thistle, St. John’s wort, stinging nettle and a plant with a fuzzy

pink shock of a flower, like a tiny mohawk, called dwarf coral, or celosia. It was

native to East Africa and grew around Southeast Asia, as well as New York.

New School students, faculty and staff, and children enrolled in a free summer
program at the Miccio Center in Red Hook, were invited to grow them from

seeds.

Recently, the growers gathered at Pioneer Works and in the courtyard of a
New School building for their final planting parties, where they would transfer
their plants from flimsy containers to the black plastic bags in which they will be
exhibited.

-

New School students and faculty repotting seedlings on campus in preparation for the exhibition.

She has been interested in the project for a couple of reasons, she said. “First, I
was interested in the idea of plants and migration and involuntary migration.
They’re kind of byproducts that didn’t mean to come over.” Her mother was a

refugee from Laos, she said. “Second, I just wanted plants in my room.”

Back in 1879, Mr. Brown had been realistic about the future prospects of

Michael Castrovilla, a research assistant for the project, tending to plants in his dorm room.

plants brought in ballast to the city, predicting that most of them would “perish
after a few seasons.” And yet, he predicted, some would survive.

MICHEL REIN paris/srusseLs M MICHEL REIN paris/russeLs My
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A dwarf coral flower growing along the waterfront in Red Hook.

He was correct. On the waterfront in Red Hook, where Mr. Brown had once
watched vessels spreading ballast “without cessation, night and day,” there wasn’t
much vegetation to be seen last week. But construction for a new ferry terminal
had turned up soil along the water, and a strip between a concrete walkway and a
sea wall was overgrown with weeds. “Wow,” Marisa Prefer said, pointing out
mugwort, St. John’s wort, lambsquarter and tufts of downy brome — all on Ms.
Alves’s list. “Holy moly. That’s cool.” Amid them was even a lone, four-inch tall
celosia with its fuzzy pink flower.

Follow Annie Correal on Twitter @anniecorreal

A version of this article appears in print on November 3, 2017, on Page A25 of the New York edition
with the headline: Seeds as City History, Carried Across the Sea.

© 2017 The New York Times Company
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Manhattan’s the New School has announced that Brazilian artist Maria
Thereza Alves was named the winner of the 2016-2018 Vera List
Center Prize for Art and Politics, which honors artists “who have taken
great risks to advance social justice in a profound and visionary way.”

Alves was recognized for her longterm project “Seeds of Change,” which
she launched in 2002. By following the movement of seeds that have
been distributed by cargo ships carrying people and goods around the
globe, Alves explores notions of colonialism, commerce, ecology, and
migration. She addresses various questions relating to identity and
belonging such as: At what moment do seeds become ‘native’?

In a joint statement, the jury said, “By reimagining the historical geography of the contemporary world, she
practices globalization from below to understand the planet as a holistic ecology.” Chaired by Carolyn
Christov-Bakargiev, the jury consisted of Ruth Wilson Gilmore, Charif Kiwan, Carin Kuoni, and Radhika
Subramaniam.

The five finalists for the prize included the London-based interdisciplinary research agency Forensic
Architecture; the artists coalition Gulf Labor; House of Natural Fibers, a new media arts laboratory in
Yogyakarta, Indonesia; IsumaTV, a collaborative multimedia platform for indigenous filmmakers and media
organization in Canada; and MadeYouLook, an artist collective based in Johannesburg, South Africa.

Established in 2012 in celebration of the Vera List Center’s twentieth anniversary, the biennial prize awards
projects for their longterm impact, boldness, and artistic excellence. Previous winners of the prize include
Theaster Gates for “Dorchester Projects” (2012-2014) and Abounaddara, an anonymous collective of Syrian
filmmakers, (2014-2016).

Maria Thereza Alves

November 28", 2016

Maria Thereza Alves Wins Vera List Center Prize for Art and Politics

Le

QUOTIDIEN
DE L'ART

Maria Thereza Alves.
Seeds of Change, projet
en cours, a Bristol,
au Royaume-Uni.
Photo : D. R.

UN NOUVEAU PRIX
POUR L'ARTISTE MARIA
THEREZA ALVES

> L'artiste brésilienne Maria
Thereza Alves vient de remporter
The New School’s 2016-2018
Vera List Center Prize for Art
and Politics. Le jury, président
par Carolyn Christov-Bakargiev,
était composé de Ruth Wilson
Gilmore, Charif Kiwan, Carin
Kuoni et Radhika Subramaniam.

Maria Thereza Alves a été récompensée pour Seeds of
Change, projets en cours sur la flore de ballast des cités
portuaires d’Europe. La remise du prix, accompagnée
d’une exposition et d'une publication, se déroulera a

New York en octobre 2017.

Maria Thereza Alves

Le Quotidien de UArt
November 25%, 2016 - n° 1181 - page 8

103



MARIA THEREZA ALVES

MICH EL REIN PARIS/BRUSSELS

Maria Thereza Alves
The New York Times
November 23*, 2016

by Randy Kennedy

Ehe New York Times

Prize for Migration Project That Weaves
Art and Politics

Maria Thereza Alves, an artist who helped found Brazil’s Green Party and whose
floating-garden pieces explore human migration through the idea of seeds
distributed inadvertently around the world in the holds of cargo ships, has won the
Vera List Center Prize for Art and Politics. The prize is given every two years to an
artist or group whose work furthers social justice.

The center, based at the New School in Manhattan, said that Ms. Alves’s

»

ongoing project, known as “Seeds of Change,” “weaves together the fields of art and

politics in the most exemplary ways.”

“The history of human migration has never been more relevant,” David E. Van
Zandt, the New School’s president, said in a statement. “Through creative and
scientific expression, Alves has made our past come to life through visual and oral
art forms and, at the same time, highlights the importance of migration in the
history of society.”

Ms. Alves, who lives and works in Berlin, developed the seed project beginning
in 2002 to explore the social, political and cultural history over centuries of “ballast
seeds” — dormant seeds that ride along in the dense material used to stabilize ships.
As a metaphor for human movement around the globe, the project, versions of
which have been realized in various European port cities, touches on commerce,
colonialism, ecology, migration and belonging.

Finalists for the prize included Gulf Labor, a coalition of artists working to
ensure that migrant workers are protected during the construction of museums on

Saadiyat Island in Abu Dhabi, and MadeYouLook, a South African collective that
produces tongue-in-cheek works intended to disrupt urban routines and encourage

the questioning of political norms.

The prize, first awarded in 2012 to the Chicago artist and activist Theaster
Gates and in 2014 to the Syrian film collective Abounaddara, includes a long-term
commitment by the school to aid the winner’s projects through academic study or
other means. It was established on the 20th anniversary of the List Center, named
in honor of the philanthropist and collector Vera List, who died in 2002. List
devoted her money and time to art and educational institutions, with a focus on
programs that promoted social justice.
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(3 EL CULTURAL

En los dltimos afios, el trabajo
de Maria Thereza Alves (Sio
Paule, 1961) se ha mostrado en
los principales centros de arte
v en las bienales mis destaca-
das, como en la altime Docu-
menti 13, donde vimos la com-
pleja instalacian bl fargo caming
@ Xieo. El Centro Andaluz de
Arte Contemporineo presenta
ahora su primer individual en
Espafia, con casi una veintena
de piezas a modo de selecea re-
trospectiva de media carrera, re-
montindose a algunos de sus
erabajos de mediados de los afios
90, Fue entonces cuando Alves,
formada en Nueva York (a raiz
del exilio familiar motvado por
la dictadura en Brasil), engarza
directamente con la critica pos-
colonial que en ese momenta se
afianzs en la teoria de fa cultura,
Después, laartista fue una de las
fundadoras del Partdo Verde en
s pais, y extendid su cuestio-
NAMICNEn § OIS eMias y paises,
convirtiéndose en una analista
mordiz de las sociedades occi-
dentales, La conciencia ecolo-
gista v la atencidn al lenguaje
como medio de rransmisicn cul-
tural se entrelazan en una in-
vestigacion con la que esta ar-
tista debate "qué sabemos y
quién pensamos que somaos”,
paraintentar responder “dénde
estamos ¥ (uiénes somos en
este momento”.

e la sombra de la herencia
colonial es alargada se ve des-
de el inicio de la muestra con
la instalacion Niwgin fugar
(1991}, donde la artista sobre-
pone los proyeeros de eélebres
arquitectos modernistas al pai-
saje de la Amazonia, recordando
que ya desde el siglo XV con la
Utopia de Tomds Moro en Eu-
ropa comenzi d considerarse

Donde estamos
Yy quiénes somos

MARIA THEREZA ALVES: EL LARGO CAMINO A XICO (1991-2014)
GAAC. Avida. Américo Vespucia, 2, SEVILLA, Hasta el 31 de mayo.

EL RETORNO DF UK LAGO, 2012, RAERIBA, VISTAS DE LA INSTALACION
THE RETURN OF A LAKE QUE |DEQ PARA DOCUMENTA (13) EN 2012

América como el desting de una
sociedad ideal, o la que “se in-
vitaria a participar a los pucblos
mdigenas v si no quisicran, en-
ronces se les matara”,

De manera ciclica, la artista
cuestiona los presupuestos de
los medios en la wadicidn artise-
caen Oceidente, porcjemplo, la
exposicidn de indigenas dise-
cados en nuestros museos de et
nologia (frente a lo que propo-

ne un intercimbio, con donacion
de cabezas), o bien, evidencian-
do la mirada colonialista de los
pintores franceses en el siglo
XIX, como hace enel video Mds
alled de la pintura, donde se asu-
me también una eririca desde
la perspectiva de género que
estid presente en otros videos
s directos, a menude irdinicos
y en ocasiones parodicos,

Es muy interesante (hulési-

La conciencia ecologista y el lenguaje como medio de transmision cultural se entrelazan
en una investigacion con la que Maria Thereza Alves debate “quién pensamos que somos”

Maria Thereza Alves

El Cultural

March 27, 2015 - Page 35
By Rocio de la Villa

ca: Unar inrestigaciin del contacto
wistarl intercwlturad, donde se
contrapanen las miradas de dos
hombres, uno de aspecto cau-
cisicn y O mids morena, par
explicar los roles de dominaciin
¥ sumision, que tipicamente se
habyian plasmado en el binomia
masculing/femenino. Y franca-
mente divertida es la entrevista,
amodo de encuesta, de una in-
vestigacion antropolégica a un
hombre oceidental sobre por
quéy en qué ocasiones sc toca
la entrepierna, realizada por
Shirley Krenak, habirual proca-
gonista en los rrabajos de Alves
yauyoapellido denota una etnia
indigena de Brasil en peligro de
extincitn para la que la artista
tradugo un diccionario de finales
del siglo XIX krenak-alemin a
krenak-porrugués convencida
de que la aculturscidn es irre-
versible con la pérdida del idio-
T Propio.

En csta linea, Alves ha su-
bravado la incapacidad de los
conguistadores europeos par
determinar ls variedad de frutos
aurdcronos (st wo es wn affan-
e, 2009, asi como nuestra ig-
norancia actual, al desconocer
que la mavorfa de frutas
duras hoy corrientes en Europa
proceden de otros continentes
(2D queé eolor es wna rosa alewa-
na?, 2005), Es un proyecto que
también ha desarrollado de ma-
nera colaborativie con vecinoes
dispuestos a reconocer v cultivar
plantas traidas en las migracio-
nes de esclavos a los puertos eu-
ropens, En estos viajes de iday
vuelta, se enmarca la instalacidn
sobre el lago Xaleo, en la loca-
lidad de Xico, a cuarenta kild-
meeros de México, Sobre su his-
toria, protagonizada por Ifige
Noriega Laso v la comunidad
actual, intenta recuperar todo lo
que arrast la avaricia del mdia-
no espaiiol. ROCH DE LA VILLA

ver-

Maria Thereza Alves
Artforum

January, 2015 - Online
By Miguel Amado

ARTFORUM

Seville

Maria Thereza Alves
CENTRO ANDALUZ DE ARTE CONTEMPORANEO (CAAC)
Monasterio de la Cartuja de Santa Maria de Las Cuevas, Avenida Américo Vespucio, 2

This survey of Brazilian artist Maria Thereza Alves’s practice
intelligently includes her seminal work Seeds of Change: A
Floating Ballast Seed Garden, 1999-. Here, panels with
pictures, maps, and texts dedicated to European port cities
document her scrutiny of the connection between trade, the
scattering of ships’ ballast flora, and landscape. Alves’s interest
in ecology is her trademark, but this exhibition addresses her
range through a selection of works focused on colonial themes,
including the subaltern condition of native peoples across
history. Take for example NoWhere, 1991, which combines
scenic views of the Amazon rainforest via photographs,
partially obscured by black painted doodles, with geometric
patterns of wooden battens diagonally positioned on the wall.
This installation smartly reflects on utopia, modern architecture,

and the clash between American indigenous culture and European ideas.

The exhibition’s peak is El retorno de un lago (The Return of a Lake), 2012, an installation that brilliantly
encapsulates Alves’s key concerns. It consists of three elements: models of the Xico Valley region in Mexico;
photographic portraits of its various inhabitants who are affiliated with a communitarian museum cofounded
by Genaro Amaro Altamirano; and three-dimensional renditions of the Spanish empresario [fiigo Noriega
Laso and his home village’s mansion. All together, they narrate the 1908 artificial desiccation of the Chalco
Lake as orchestrated by Laso, an endeavor that caused severe environmental damage impacting the local
population’s lives. Despite Altamirano’s efforts to call attention to the consequences of Laso's project, he is
still celebrated in Spain for it. This piece poignantly questions the amnesiac state of the European
consciousness in regard to the effects of its imperialist enterprise.

Maria Thereza Alves, The Return of a Lake,
2012, installation, dimensions variable.
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Arte contra el sistema

Veinte obras critican la realidad econdmica ironizando sobre sus simbolos

CFARRL

SERTA
Madeid

Hay una tonclada de sal gorda
repartds en paquetes de res ki-
los (es decir. 333 saquitos] apila-
dos en unn montafia. Dentro de
unin —solo uno— de los saquitas
que forman esta instalacson ar-
tstica se encuentra un diaman
te vakorado en al menos 1.000
délares. El visitante tiene 1a op
clén de comprar un saco por
tres curas, pero, claro, no sabe-
mos donde se encuentra of dia
mante y, ademas, en caso de que
abriésemes nuestro paguete de
sal para huscarlo, el paquete per-
deria twdo valor como obra de
arte: la artista dejaria de consi
derarin obra de su autorfa Exta
pazndaja, que plantes Fritea [
zar en su obra Sin titulo (e de
azar) es solo uno de las que deja
aldescublerta la exposicitn Fetf
ches eriticas. Residuas de la eco-
nomia general, que s paede vist
tar e el Centro de Arte Dos de
Mayn de la Comunidad de Ma
drid. en Mistoles.

e e se trate de criticer af
sigenia econdatico dominante
ruediante I fia Fouin. la reduc
cion nl absurda b i .
¢l uso de Indgences
pias del sissemn en coutra del pea-
o sisterna, ergiversando. en al-
80 que, a veees, recuerda a détour-
nement de Jos situncionistas frin-
eses, "N apeliines & ningina co
murided racioanl. a0 creemos
que se obtenga ventaja de mos

Maria Thereza Alves

El Pais, June 2010, Page 6

By Sergio C. Fanjul

EL PALS. idriobes 9 de i o 2010

0 de monedas y billetes de dife-
rentes reglmenes o movimicntos
ronlidonarios, se pueden ver
Kipecs soviéticos, wonedas zape-
tisas, pesetas de Ia Segunda He-
pablica Espafiols o cupones de Jo
Cultural China, como

Comercio Jutto de cabezas, de Mara Thereza Alves.

=y

trar el dolor que produce ¢) sisee A“ m
ma, es0 sc ha demestrado inope- |2
mtvo”, dice una de los comisa & m
sios. Cumultémoc Medine “Asi |3
que mostrunas I realidod del sis- g m
tema deformadn part miostrar |8
que la realidad del sistemn cs ln 7 ARt sisba,
propia deformidad” G

E fotiche del tiulo supsoc. 3 | 100000 000000800
juicio de b isarios wia des- L

cripcion de ks relecines colonio-
les entre Oceidente y Africa. Asl
por cxempla, unn de los pbjctas
de Obras de fa Chopman Fomily
Collection. de Jake & Dinos Clap-
man. es un tipico fetiche afticana,
parecido a un trofeo primitivo o
uma midsara inicidtica, que mues-
tro ¢l Jogo de los restanrantes de.
comida capida McDonald's, talla
do en madern, en ung especie de
Juegp de cspejos etnografico. La

exposicidn peoveca ¢n of visiante
desde la media sarntisg o [ conepti-
lin ¢n I conciencia critica, passn-
do por Ja indignacita ante los ab-
surdas del sistema ccoatenico
El dinero. afinn na. es uilize

do de ests manera en algunas de
las mds de 20 obros expuestas
pos cjemnplo en Hocer Dinero, un
ideo que nestsa cleno o artis-
t Federico Zukerield imprimic

MICHEL REIN paris/BrussEl

WON0NN0NON RESERVE BANK OF

i

M10632082

Mueen de ta maneds rofa de
Fran llich. A la derecha,
Moblllarlo para museos de
Mart Anson.

bilictes bifacéticas falsas en una
die cuyas coras se vela un wlor de
100 dfiares y en 1a apuest ¢f de
cern pesas argentinos: billetes
que posteclomiente repartié de
diferentes maneras por las calies

l

de Bueaps Aires. Una reflexian so
bre ¢l valor que sc le otorga al
objeto-dinero inspirada en Jos
tiempas del llamiado corralitn at-
gentino, Ea Museo de lo manedi
rojie, Fran fich Iace wn miestra-

en una histocia econdniica parie
la.

Tumbiés Jos docuznentos. ofi
cinles son tergiversados. como of
testamento real del artista Mi
s Cakderdn, e el que deja co
o heredero de todis sus posesio
nes al multimillonario mexicano
Carles Slim, el hambre mas rico
del mundo segin b revisea For
bes Losdocumentos fiscales y ad-
ministrativos de empresas fictl
cizs son convertidas en cusdias
hiperrealistas en Platuras Jimé-
nex, modeio 036, de Mart! Anson

¥l Especiro Rojo ¢s ¢f nombre
bajo e que se exconden ks tres
subversivos cerebeas artifices de
esta exposicion: s comisarios
Mariana Botey. Helena Chivez
Maxc Gregor y Cunubtémoc Medt

Un supuesto fetiche
alricano lleva tallado
en la madera el logo
de McDonald's

Los documentos
fiscales se convierten
en cuadros
hiperrealistas

na. establecidos en México DE. EI
nombre esed tamado del Diecio
cho Brumario de Korl Marx
{1852), scgdn explica Medina
“Hoy en dia o ransfonuaciin ra-
dical del sisterma se ve como un
cspantan, tal y coma explicsha
Marx en el bro. Esto ¢8 algo que
creemas que hay que redefinir,
una POStUra que fay que tener en
Cuenta ¥ recuperar. crear um
nueva cultura radical”. La exposé
cifm s¢ complementa con un pe.
iddico, EI Espectro Rojo. 1 fin de
todo esto: *Hacer conlluir s pro-
duccida podtica, 1 teord y la re-

fiexin palitica”. en palabrus del
comisaro Meding. Lo consiguen

M

MICH EL REIN PARIS/BRUSSELS

106



MARIA THEREZA ALVES MICHEL REIN earis/erusses

TEXTS
TEXTES



MARIA THEREZA ALVES

Constructed
Landscapes
Michel Rein, Paris
07 - 28/02/2009

Maria Thereza Alves's art is based on an ecological line of thinking. It
broaches ecosystems through the dynamism of equilibria brought about
by the diversity of species. It sets up investigative procedures, calling first
and foremost for its own incorporation in the specific landscape, human
and territorial alike, that it deals with. Archaeological methods are applied
for the artist's major projects Seeds of Change and Wake, which reveal
a secret cartography of globalization through the shifting movements
of plants in travellers’ clothing and the ballast jettisoned from merchant
vessels. By establishing her research alongside scientists, Maria Thereza
Alves asserts the possibility for artistic activity to develop a line of thought
about life, issuing from a combination of perceptible and cognitive
knowledge.An ecosophy, in the sense in which Félix Guattari conceived
of the ethical-cum-political articulation between the three ecological
chords: the environment, social relations, and human subjectivity. What
is involved, for her, are the conspicuous processes of forms of life.
By highlighting a poetics of diversity, which dodges the powers and
injunctions of territorialization.The migration of plants is connected to the
history of globalization, echoing the thwarted migration of people. The
plant market is one of the borderline places acting as a junction between
first and third worlds.

What is the Color of a German Rose? expresses the paradoxes of this
exploitation. In a video with mellow sounds and colours, a mixture of
educational programme and commercial demonstration, a young woman
shows us a succession of flowers, fruit and vegetables, while a male
voice-over informs us of their place of origin. A geography of world trade
is thus drawn up, based on the availability of everyday consumer goods
in a European city. From the supermarket shelf to the still life buffet, we
have the expression of the consumer orgy invented by capitalism, cocking
a snook at the ecological side-effects of this kind of daily traffic on the
world’s surface.Resembling a piece of ironwork, the sculpture Through
the Fields and into the Woods brings together so-called European plants
which, needless to say, are not all European. “The work is kind of a ‘barrier’
to presumptions of '’known' history which assumes identity to be linear’,
we are told by Maria Thereza Alves. On this level of consistency we
find an assembly of plant depictions forming a landscape conceived as
vernacular, and yet imported from other cultures.

The questioning of notions ordinarily accepted as defining cultural identity
is one of the on-going themes of the critique constructed by the artist.
The sharp edges of the plants climbing over this door between two
worlds challenge the present-day restriction of people’s right to freedom
of movement. Plants circulate so much and so well that they are turning
the world into a “plane- tary garden’, but human beings, for their part,
depending where they hail from, do not have the same freedom.

MICH EL REIN PARIS/BRUSSELS

A determined desire to criticize colonial structures underpins Maria
Thereza Alves's research. She uses the methods of ethnographic and
anthropological inquiry, re-applying them to western cultures and
civilizations. The persistence of European ethnocentrism is thus brought
to the fore. For the video Male Display Among European Populations, an
Amerindian ethnologist questions an Italian man about the daily rituals
and be- liefs which prompt him to touch his testicles out of superstition.
The ethnologist's polite curiosity refers to the condescending eye cast by
dominant cultures over peoples they designate as “other” and "different”

The ironical mirror effect produced by this reversal principle calls for a
broadening of our understanding of humanism, by entering into “the
mutations of plurality allowed as such’, as we are invited to do by Edouard
Glissant. It is the artist's struggle to “gradually contribute to ‘'unwittingly’
admitting to human groups that the other is not the enemy, that what is
different does not cause me to erode, that if | change on contact with the
other, this does not mean that | am diluted in him’, as we are taught by the
thinker of creolization.

The Fair Trade Head project starts out from a recent current event in
France, when the Ministry of Culture prevented the city of Rouen from
returning to the Maori community in New Zealand a head held in the
collection of its Museum of Natural History. In response to this support
of the trade in human remains by the government, the artist invents a
Fair Trade Head programme, for which European citizens can choose to
give their head as a symbolic replacement. From the heritage-conscious
and neo-colonial logic of the State there issues the relentless logic of the
artist’s project, proposing as she does the simple and radical application
of the basic principle of equality.

Art is a place for bringing to light various paradoxes which underwrite
contemporary culture. An experiment with new social relations based on
an ethical responsibility striving to put an end to the archaic and destruc-
tive practices of the western world. An invitation to go beyond the binary
split of nature and culture. To grasp the ordinary, shared history that links
humans and non-humans. To understand the humanity of the animal. As
in the video Bruce Lee in the Land of Balzac, where a cry which may
be that of a wild cat or a karateka rises up in a landscape shrouded in
wintry fog. A French cultural scape, that of La vallée du Lys, redefined by
the cinematographic spectacle of the Asiatic martial arts. Grappling with
these disjunctive cultures, the mystery of the cry summons up an original
state of co-existence between humans and animals. By calling to mind
the ambiguity of the concept of "human nature Animals are humans like

the rest.
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MARIA THEREZA ALVES

Constructed
Landscapes
Michel Rein, Paris
07 - 28/02/2009

L'art de Maria Thereza Alves s'établit sur la base d'une pensée écologique.
Elle aborde les écosystemes a travers le dynamisme des équilibres générés
par la diversité des especes. Elle met en place des procédures d'enquéte,
nécessitant en tout premier lieu son inscription dans le paysage spécifique,
humain et territorial, qu'elle aborde. Les méthodes de l'archéologie sont
mises en ceuvre pour ses grands projets Seeds of Change et Wake,
qui révelent une cartographie secréte de la mondialisation a travers les
déplacements des plan- tes dans les vétements des voyageurs et le ballast
délesté par les navires marchands. En établissant ses recherches a coté
des scientifiques, Maria Thereza Alves affirme la possibilité pour l'activité
artistiqgue de développer une pensée de la vie procédant d'un alliage de
savoirs sensibles et cognitifs. Une écosophie, au sens ou Félix Guattari
pensait 'articulation éthico-politique entre les trois registres écologiques :
I'environ- nement, les rapports sociaux et la subjectivité humaine. Il s'agit
pour elle de saisir les processus de singula- risation des formes de vie.
En mettant en évidence une poétique de la diversité, qui échappe aux
pouvoirs et aux injonctions de territorialisation.La migration des plantes
est liée a I'histoire de la globalisation, en écho a la migration contrariée
des person- nes. Le marché des végétaux est I'un des lieux-limites de
jonction entre premier et tiers mondes.

What is the Color of a German Rose ? exprime les paradoxes de cette
exploitation. Dans une vidéo aux sons et couleurs suaves, mixte de
programme éducatif et de démonstration commerciale, une jeune
femme nous présente une succession de fleurs, fruits et [égumes tandis
qu'une voix-off masculine désigne leurs lieux d'origine. Une géographie
du commerce mondial est ainsi dressée a partir de la disponibilité des
biens de consommation courante dans une ville européenne. De |'étal du
supermarché au buffet en nature morte s'exprime l'orgie consumériste
inventée par le capitalisme, faisant fi des conséquences écologiques d'un
tel trafic quotidien a la surface du globe.

Sous les aspects d'un ouvrage de ferronnerie, la sculpture Through the
Fields and into the Woods rassemble des plantes dites européennes
qui, bien sir, ne le sont pas toutes. « L'ceuvre est une sorte de "barriere”
aux présomptions d'une histoire “connue” qui suppose l'identité comme
linéaire », nous dit Maria Thereza Alves. Sur ce plan de consistance
viennent se rassembler des représentations de végétaux constituant un
paysage pensé comme vernaculaire et pourtant importé d'autres cultures.
La remise en cause des notions commu- nément admises définissant
I'identité culturelle est I'un des axes constants de la critique construite par
l'artiste. Les arétes acérées des végétaux grimpant sur cette porte entre
deux mondes viennent interroger la restriction actuelle du droit a la libre
circulation des personnes. Les plantes circulent, tant et si bien qu'elle font
du monde un « jardin planétaire », mais les étres humains, eux, selon leur
provenance, sont privés de la méme liberté.

MICH EL REIN PARIS/BRUSSELS

Une volonté de critique des structures coloniales fonde la recherche
de Maria Thereza Alves. Elle emploie les méthodes de l'enquéte
ethnographique et anthropologique, en les appliquant en retour aux
cultures occidentales. La persistance de I'ethnocentrisme européen est
ainsi mise en évidence. Pour la vidéo Male Display Among European
Populations, une ethnologue amérindienne interroge un homme italien
sur les rituels et croyances quotidiens qui le conduisent a se toucher
les testicules par superstition. La curiosité polie de I'ethnologue renvoie
au regard condescendant pratiqué par les cultures dominantes sur les
peuples guelles désignent comme « autres ». Leffet de miroir ironique
produit par ce principe d'inversion en appelle a un élargissement de la
compréhension de I'humanisme, en entrant dans « les mutations de la
pluralité consentie comme telle », ainsi que nous y invite Edouard Glissant.
Clest le combat de l'artiste de « contribuer peu a peu a faire admettre
“inconsciemment” aux humanités que l'autre n'est pas I'ennemi, que le
différent ne m'érode pas, que si je change a son contact, cela ne veut pas
dire que je me dilue dans Iui », nous ensei- gne le penseur du Tout-monde.

Le projet Fair Trade Head part d'un événement récent de l'actualité
francaise, lorsque le ministére de la culture a empéché la ville de Rouen de
restituer a la communauté Maori de Nouvelle-Zélande une téte conservée
dans la collection de son Musée d'histoire naturelle. En réponse a ce
soutien du commerce des restes humains par le gouvernement, l'artiste
invente un programme de « Téte équitable », pour lequel des citoyens
européens choisiraient de donner leur téte en remplacement symbolique.
De la logique patrimoniale et néo-coloniale de I'Etat découle la logique
implacable du projet de lartiste, qui propose lapplication simple et
radicale du principe fondamental d'égalité.

Lart est un lieu de mise en évidence des paradoxes qui fondent la culture
contemporaine. Une expérimenta- tion de nouveaux rapports sociaux qui
seraient fondés sur une responsabilité éthique travaillant a mettre fin aux
pratiques archaiques et destructrices du monde occidental. Une invitation
a dépasser la division binaire nature-culture. Pour comprendre I'histoire
commune qui lie humains et non-humains. Pour comprendre I'humanité
de I'animal. Comme dans la vidéo Bruce Lee in the Land of Balzac, ou un
cri dont on ne sait s'il est celui d'un chat sauvage ou d'un karateka monte
dans un paysage de brouillard hivernal. Un paysage culturel frangais, celui
de La vallée du Lys, requalifié par le spectacle cinématographique des
arts martiaux asiatiques. En lutte avec ces cultures disjonctives, le mystére
du cri vient évoquer un état originaire de coexistence entre humains et
animaux. En rappelant I'ambiguité du concept de « nature humaine ».
Les animaux sont des humains comme les autres.
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Beyond the painting /
Unrejected Wild Flora
Michel Rein, Paris
01.02 - 22.03.2014

Michel Rein's gallery is proud to present the second solo exhibition
of Maria Thereza Alves at the gallery after «Constructed Landscapes
» (2009). This exhibition will present a video work Beyond the Painting
and a new serie of paintings Unrejected Wild Flora (acrylics on paper).

“Beyond the Painting (2011) is a 24-minute video for which thirty women
reinterpreted postures of female nudes in French painting. One after the
other, they enter the frame, position their bodies, freeze in the pose for almost
a minute, then leave the stage-like space to make room for the next woman.
The presentation is sober. One or two lengths of dark blue velvet highlight the
physical and carnal presence of the models. This video passes through the
pictorial history of the female nude from the 17th century to the 19, and invites
us to question representations of women'’s bodies and the way they have
contributed to a fantasized construction of the Other. It actually pays special
attention to representations of the “indigenous” or “native” woman (like the
odalisque—that virgin slave in harems), while at the same time establishing
links with representations of the female nude in a more general manner.
Beyond the Painting exposes the fact that sexuality, like the many
different fantastic configurations of desire, is a stage on which power is
incarnated, circulates and is wielded in a precarious manner, redefining
power plays, and territories of sexuality, re-signifying fantasies
(hetero-racial sexuality offering another version of the domination/
submission fantasy) and re- inventing identities as identifications.”

“Unrejected Wild Flora is a new series of paintings by Maria Thereza
Alves, which joins previous projects focused on the amalgam composed
by nature, history, and culture, such as Seeds of Change (1999-ongoing),
Wake (Berlin 2000 and Guangzhou 2008), or The Return of the Lake (2012).
Recently, a colony of wild plants (normally considered weeds) grew
up inthe garden that the artist takes care of on a terrace. Some were
particularly beautiful and, contrary to the usual customs, they were not
exterminated right away, but instead stayed living there. Back from a trip,
however, Alves found the plants uprooted and tossed all over the place:
someone saw them as a threat to the other plants, with more “pedigree’,
and had pulled them up without hesitation. This little incident, although
apparently banal, is reinterpreted and transformed within the frame
of Unrejected Wild Flora as a representation of the gradual alienation
of nature upon which Western civilization seems embarked upon.
Through a group of paintings and a photograph Alves reminds us of the
reality of these punished weeds as well as enhancing their grace. Alves
attempts to maintain the delight that they give as well as their vitality
by creating a work which addresses our insatiable anthropocentrism,
and invites to reflect on a destiny which will be shared, or won't be’

MICH EL REIN PARIS/BRUSSELS

La galerie Michel Rein est heureuse de présenter la deuxieéme exposition
personnelle de Maria Thereza Alves aprés « Constructed Landscapes »
(2009). Cette exposition présente une ceuvre vidéo Beyond the Painting et
unesérie de nouvelles peintures Unrejected Wild Flora (acrylique sur papier).

« Beyond the Painting (2011) est une vidéo de 24 minutes pour laquelle
trente femmes ont réinterprété des postures de nus féminins de la peinture
francaise. Lune apres l'autre, elles entrent dans le cadre, installent leur
corps, se figent dans la pose pendant presque une minute, puis quittent
l'espace scénique pour laisser la place. La mise en scéne est sobre.
Quelques tissus de velours bleu foncé rehaussent la présence corporelle
et charnelle des modeles. Cette vidéo traverse I'histoire picturale du
nu féminin du XVlle au XlIXe siecle et convie a s'interroger sur les
représentations successives du corps des femmes et sur la maniére dont
elles ont contribué a une construction fantasmée de I'Autre. Elle préte, en
effet, une attention particuliere aux représentations de la femme «indigene»
(telle I'odalisque - cette esclave vierge des harems) tout en établissant des
liens avec les représentations du nu féminin de maniére plus générale.
Beyond the Painting expose le fait que la sexualité, comme les multiples
configurations fantasmatiques du désir, est une scene sur laquelle le
pouvoir s'incarne, circule et s'exerce de fagon précaire, redéfinissant les
rapports de force, les territoires de la sexualité, re-signifiant les fantasmes
(la sexualité hétéroraciale offrant une autre version du fantasme domination
/ soumission) et réinventant les identités comme les identifications.»

“Unrejected Wild Flora est une nouvelle série de peintures de Maria
Thereza Alves, qui rejoint de précédents projets focalisés sur I'amalgame
entre nature, histoire et culture tels que Seeds of Change (1999-en
cours), Wake (Berlin 2000 et Guangzhou 2008), ou The Return of the Lake
(2012).Récemment, une colonie de plantes sauvages (normalement
considérées comme de mauvaises herbes) a grandi dans le jardin dont
s'occupe l'artiste sur une terrasse. Certaines étaient particulieérement
belles et contrairement aux habitudes, elles n'ont pas été exterminées
immédiatement, mais sont restées y vivre. Cependant, de retour d'un
voyage, Maria Thereza trouva les plantes déracinées et jetées partout :
quelqu'un les avait vues comme une menace pour les autres plantes avec
plus de "pédigré" et les avait donc arrachées sans hésitation. Ce petit
incident, bien que d'apparence banale, est réinterprété et transformé dans
le cadre de la série Unrejected Wild Flora comme une représentation de
l'aliénation progressive de la nature qu'opere la civilisation occidentale.
A travers un groupe de peintures et une photographie, l'artiste nous
rappelle la réalité de ces mauvaises herbes tout en soulignant leur beauté.
Maria Thereza cherche a maintenir aussi bien le plaisir qu'elles procurent
que leur vitalité en créant une oeuvre qui interpelle notre insaciable
anthropocentrisme et reflete cette destinée qui sera partagée ou non!
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MARIA THEREZA ALVES

The Flood
Michel Rein, Brussels
2311 - 2312.2017

Watercolor paintings, text, objects and a photograph.

A flood devastated a small town in Brazil and Alves traces the man-
made actions throughout colonial history until the present which caused
this destruction. The cattle-stomped hills deliberately denuded of the
rainforest - how can we love this injured land?

Maria Thereza Alves, a Brazilian artist living in Europe, researches social

and cultural phenomena. Alves focuses on concepts that question social
circumstances; concerning what we think we know, who we think we are
and to look instead at where and how we actually are at this time.

Maria Thereza Alves
November 2017

MICH EL REIN PARIS/BRUSSELS
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MARIA THEREZA ALVES

Seeds of Change:
New York - A
Botany Colonization
10.02 - 31.03.2018

Michel Rein is proud to present Maria Thereza Alves : Seeds of Change:
New York - A Botany Colonization.

This\)orojeq:t was exhibited at the New School in NYC at the occasion of
the Vera List Center Prize for Arts and Politics 2016-2018 awarded to Maria
Thereza Alves on November, 2017. Seeds of Change: New York - A Botany
Colonization is Maria Thereza Alves' forth solo exhibition at the gallery after
Constructed Landscapes (2009, Paris), Beyond the painting / Unrejected
Wild Flora (2014, Paris) and The Flood (2017, Brussels).

« Maria Thereza Alves’ Seeds of Change studies settler colonialism, slavery,
global migration, and commodification through the lens of displaced plants
in ballast — the waste material historically used to balance sailing ships in
maritime trade. Dumped in ports at the end of passages as the ships took on
more freight, ballast often carried “"dormant” seeds collected from its place
of origin that remained in the soil for hundreds of years before germinating
and growing.

Scientifically these plants are categorized as "ballast flora” for no other reason
than that they come from elsewhere, in this sense the plants are metaphors
for today's undocumented immigrants. The ballast ﬁlants speak specifically
to the forced displacement of lands and peoples through the transatlantic
slave trade, but in Alves’ project they also literally and metaphorlcal(ljy hold
open a space at the intersection of art and science to challenge and think
expansively about our social, cultural and political history and possible fu-
tures.

Seeds of Change is a long-term project started in 2002 that has been pre-
sented in several European port cities — Marseille, Liverpool, and Bristol
among them. This is its first iteration in the Americas.

[..] In order to contextualize Alves’ project in New York, and to understand
distinct and often violent ways of land creation here, Maria Thereza Alves,
Seeds of Change: New York — A Botany of Colonization is conceived as
an ongoing collaboration between horticultural experts, students, and local
communities at four sites: The High Line in Chelsea, Pioneer Works in Red
Hook, Weeksville Heritage Center in Crown Heights, and The New School in
Greenwich.ViIIagre. Each of them brings their own distinct history to this pro-
ject: the rails of The High Line tracked the seeds arriving in New York from
the West on the underside of freight trains that would connect the industrial
19th century metropolis with the rest of the rapidly expanding country. The

ardens at Weeksville Heritage Center contain the history of one of the first
ree black communities in the U. S, founded in 1838 by stevedore James
Weeks, himself a freed slave. Perhaps most obvious is Pioneer Works in Red
Hook, Brooklyn, a site built entirely on ballast ground.

The ballast plants in the Aronson Gallery stem from these collaborations,

were propagated and cared for by students, children, and other commu-

nltY members since June 2017 at The New School and Pioneer Works, and

will be transplanted into outdoor ballast flora gardens in spring 2018, In the

exhibition, the plants are supplemented by Maria Thereza Alves' paintings,

%rﬁwmgs, maps, and poems made for the New York iteration of Seeds of
ange. »

MICH EL REIN PARIS/BRUSSELS

Michel Rein a le plaisir d'annoncer I'exposition de Maria Thereza Alves Seeds
of Change: New York - A Botany Colonization.

Ce projet a été présenté a la New School de New York a l'occasion du Vera
List Center Prize for Arts and Politics 2016-2018 décerné a Maria There-
za Alves en novembre 2017.Apres Constructed Landscapes (2009, Paris),
Beyond the painting / Unrejected Wild Flora (2014, Paris) et The Flood (2017,
Bruxelles), Seeds of Change: New York - A Botan?/ Colonization est la qua-
trieme exposition personnelle de Maria Thereza Alves a la galerie.

« Seeds of Change de Maria Thereza Alves aborde le theme des colonies de
peuplement, de l'esclavage, des phénoménes de migration mondiale et de
marchandisation sous I'angle des plantes de ballast - I'eau et les réservoirs
historiquement utilisés pour stabiliser les navires dans le commerce mari-
time. Vidangé dans les ports a l'arrivée des navires avant que ceux- ci nac-
cueillent de nouvelles cargaisons, le ballast transporte souvent des graines
« en sommeil» provenant de leur lieu d'origine et restées enfouies pendant
des centaines d'années avant de germer et grandir.

En science, ces plantes sont classées dans la catégorie « flore de ballast »
pour la seule raison qu'elles viennent d'ailleurs. En ce sens, elles sont une
métaphore de nos immigrants sans papiers. Les plantes de ballast sont tout
articulierement associées aux déplacements de populations et de terre par
e commerce transatlantique d'esclaves. Cependant dans le projet de Maria
Thereza Alves, elles créent, littéralement et métaphoriquement, un espace
de rencontre entre l'art et la science permettant de questionner et de penser
en profondeur notre histoire sociale, culturelle et politique, et les futurs qui
s'offrent a nous.
Seeds of Change est un projet au long cours initi¢ en 2002, déja présenté
dans plusieurs villes eurogéennes.comme Marseille, Liverpool et Bristol, et
pour la premiere fois aux Etats-Unis.

[...] Pour contextualiser le projet de Maria Thereza Alves a New York et com-
prendre les différents processus - parfois violents- de création botanique,
Seeds of Change: New York — A Botany of Colonization est congu comme
une collaboration entre experts horticulteurs, étudiants et communautés lo-
cales répartis sur quatre sites: la High Line située a Chelsea, Pioneer Works
dans le quartier de Red Hook, le Weeksville Heritage Center de Crown
Heights, et la New School du Greenwich Village. Chacun de ces lieux ap-
porte son hlst0|re.au8r01et ' les rails de la High Line ont vu les graines arriver
a New York depuis I'Ouest, foulées par les trains de marchandise reliant les
métropoles industrielles du 19eme siecle au reste du pays en ﬁ!eine expan-
sion. Les jardins du Weeksville Heritage Center sont lies a I'nistoire d'une
des premieres communautés noires américaines libres fondée en 1838 par
le docker James Weeks, lui-méme esclave affranchi. Le plus évident étant
probablement Pioneer Works dans le quartier de Red Hook a Brooklyn : un
site construit entierement sur ballast.

Les plantes de ballast de la Aronson Gallery sont le fruit de cette collabora-
tion. Depuis juin 2017, elles sont propagées et entretenues par des étudiants,
des enfants et d'autres membres de la communauté entre la New School et
Pioneer Works. Elles seront ensuite transplantées dans des jardins de flore
de ballast en extérieur au printemps 2018. Ici, les plantes sont remplacées
par des peintures, dessins, plans et poemesde Maria Thereza Alves réalisés
pour l'exposition new-yorkaise de Seeds of Change ».
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MARIA THEREZA ALVES MICHEL REIN exrissrussts

Recipes for Survival (1983), 2019

Texts by Michael Taussig

Publisher : University of Texas Press 256 pages
English

ISBN 978-1477317204

14



MARIA THEREZA ALVES MICHEL REIN earis/erusses

EL LARGO CAMINO A XICO
THE LONG ROAD TO XICO

Maria Thereza Alves
1991

2015

El Largo Camino A Xico / The Long Road To Xico, 1991 - 2015, 2017

Texts by Maria Thereza Alves, T. J. Demos, Pedro de Llano

Edited by Pedro de Llano

Publisher : Sternberg Press, Berlin / Centro Andaluz de Arte Contemporaneo, Sevilla
290 pages

English / Spanish

ISBN 978-84-9959-238-1W
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Maria Thereza Alves

Maria Thereza Alves, 2013

Texts by Emmanuelle Chérel, Jean Fisher, Catalina Lozano
Edited by Beaux-arts°Nantes

Publisher : Musée du Chéateau des ducs de Bretagne, Nantes. 112 pages
French / Enlish.

ISBN 979-10-92693-00-3
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MARIA THEREZA ALVES

» Biography

> CV

Born in 1961 in Sao Paulo (Brasil). Lives and works between
Naples (ltaly) and Berlin (Germany).

Maria Thereza Alves' artistic trajectory is inseparable from her
political activism, be it in favour of ecology, the rights of indigenous
minorities or territorial and decolonising struggles.

Maria Thereza Alves does not favour any particular medium,
although her work often takes the form of prolific installations
mixing natural and manufactured objects, videos, texts, drawings
and photographs. These installations, like real investigations,
reconstruct the artist's explorations and actions on a given
territory. In the same way, its field of research and commitment is
free of geographical boundaries, whether it invests in the urban
environment (New York, Manchester) or natural spaces. In 1992,
onthe occasion ofthe commemorations of Christopher Columbus'’
arrival in America, she presented, with Jimmie Durham and Alan
Michaelson, the performance Veracruz / Virginia, in Monterrey,
London and Madrid. The three artists wear metal helmets that
prevent them from speaking, symbolizing the muzzled speech
of the colonized peoples. The Seeds of Change project, begun in
1999, this time articulates the issues of colonization, slavery and
ecology. Seeds brought back to Europe by merchant ships are
exhumed and then replanted in the heart of large western cities
on floating platforms. The circulation of beings, be they human
or vegetable, allows Alves to draw up a paradoxical history of
globalization, between uprooting, abandonment and resistance,
in the manner of those garments washed up on the shores of
Senegal in Time, Trade and Surplus Value (2004), which take
human form again.

In 2017, she has been awarded by the Vera List Prize.

SelectedexhibitionsincludeshowsatIAC-Institutd’Art Contemporain
(Villeurbanne), Parsons - The New School of Design (New York),
CAAC - Centre Andaluz de Arte Contemporaneo (Seville), Musée
d'Histoire de Nantes - Chéateau des Ducs de Bretagne, Manifesta
7 (Trento), (d)OCUMENTA 13 (Kassel), Bétonsalon (Paris), Crac
Alsace, Jewish Museum (Berlin), 3rd Guangzhou Triennial, 29th Sao
Paulo Biennial.

Her work is part of prestigious collections as Migros Museum
(Zurich), Centre National des Arts Plastiques (Paris), National
Gallery of Canada (Ottawa), Heather & Anthony Podesta
(Washington D.C.), BPS22 - Collection de la Province de Hainaut
(Charleroi) video collection of Seine-Saint-Denis, Collection de la
Province de Hainaut (Charleroy).
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Née en 1961 a S0 Paulo (Brésil). Vit et travaille entre Naples
(Italie) et Berlin (Allemagne).

La trajectoire artistique de Maria Thereza Alves est indissociable
de son activisme politique, que ce soit en faveur de I'écologie,
des droits des minorités indigenes ou des luttes territoriales et
décolonisatrices.

Maria Thereza Alves ne privilégie aucun médium en particulier,
bien que son ftravail se présente souvent sous la forme
d’insta(?lations foisonnantes mélant objets naturels et fabriqués,
vidéos, textes, dessins et photographies. Ces installations, telles
de véritables enquétes, restituent les explorations et actions de
I'artiste sur un territoire donné. De la méme maniere, son champ
de recherches et d'engagements est affranchi des frontieres
géographiques, qu'elle investisse le milieu urbain (New York,
Manchester) ou des espaces naturels. En 1992 a l'occasion
des commemorations de larrivée de Christophe Colomb
en Amérique, elle présente, avec Jimmie Durham et Alan
Michaelson, la performance Veracruz / Virginia, a Monterrey,
a Londres et a Madrid. Les trois artistes portent des casques
métalliques qui les empéchent de parler, symbolisant ainsi
la parole muselée des peuples colonisés. Le projet Seeds of
Change, débuté en 1999, articule cette fois les problématiques
de la colonisation, de I'esclavage et de I'écologie. Des graines
rapportées en Europe par les navires marchands sont exhumées
puis replantées au coeur de grandes villes occidentales sur des
lates-formes flottantes. La circulation des étres, qu'ils soient
umains ou végétaux, permet a Alves de dresser une histoire
paradoxale de la mondialisation, entre arrachement, abandon
et résistance, a la maniere de ces vétement échoués sur les
rivages du Sénégal dans Time, Trade and Surplus Value (2004),
qui reprennent forme humaine.
En 2017 elle fut récompensée par le prix Vera List.

Le travail de Maria Thereza Alves a notamment été exposé a
IAC - Institut d’Art Contemporain (Villeurbanne), Parsons
- The New School of Design (New York), CAAC - Centre
Andaluz de Arte Contempordaneo (Seville), Musée d'Histoire de
Nantes - Chateau des Ducs de Bretagne, Manifesta 7 (Trento),
(d)OCUMENTA 13 (Cassel), Bétonsalon (Paris), Crac Alsace,
Jewish Museum (Berlin), 3eme Triennale de Guangzhou, 29éme
Biennale de Sao Paulo.

Son travail est présent dans de prestigieuses collections comme
Migros Museum (Zurich), Centre National des Arts Plastiques
(Paris), National Gallery of Canada (Ottawa), Heather & Anthony
Podesta (Washington D.C.), BPS22 - Collection de la Province
de Hainaut (Charleroi), Collection vidéo Seine-Saint-Denis,
Collection de la Province de Hainaut (Charleroy).
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