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“The neologism ‘intra-action’ signifies the mutual 
constitution of entangled agencies. That is, in contrast 
to the usual ‘interaction,’ which assumes that there are 
separate individual agencies that precede their interac-
tion, the notion of intra-action recognises that distinct 
agencies do not precede, but rather emerge through, their 
intra-action. It is important to note that the ‘distinct’ 
agencies are only distinct in a relational, not an ab-
solute, sense, that is, agencies are only distinct in 
relation to their mutual entanglement; they don’t exist 
as individual elements.” 

(Barad, 2007: 33. Italics in the original)

INTRA-ACTIONSYMPOSIUM
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The current debates around the reconceptualisation of matter have as 
a common denominator a renewed interest in ontological approaches 
that would allow us to overcome the doctrine of anthropocentrism. In 
Meeting the Universe Halfway: Quantum Physics and the Entanglement 
of Matter and Meaning (2007), queer philosopher and physicist Karen 
Barad explores the philosophical implications of Niels Bohr's theories 
on quantum indeterminacy to suggest that the existence of the entities 
or agents we perceive all around us does not pre-date these entities’ in-
teraction but rather results from it. Barad thus puts forward a theory 
that does not stop at representing or describing reality, but focuses on 
the actions and occurrences, the phenomena and practices, the encoun-
ters and intra-actions that shape our environment. The objective is to 
develop relational ethics that will help us position ourselves and exist 
in the world based on a material co-responsibility.

The aim of the symposium, which uses Barad's research as a fun-
damental starting point, is to propose an intra-sectional approach that 
will allow us to activate, analyse and contextualise ethical, ontological 
and epistemological considerations in the field of art and design, which 
must be taken into account in order to rise up to the challenge of imag- 
ining and designing possible, probable and desirable futures. Work-
ing towards the same overarching goal, this small publication brings 
together a series of intertwined multidisciplinary proposals, in the 
form of summaries and statements, resulting from research revolving 
around, based on and conducted through art and design, which attempt 
to construct wholes in which all parts matter.

*	 The INTRA-ACTION symposium is organised by Eina’s Research Group in Aesthet-
ics and the Theory of Art and Design (GRETDA) and has been included as one of 
the programmed activities for the project Replications of Artistic Research in the 
Historical Crisis (RIACHi) of the Pompeu Fabra University (UPF).

**	The abstracts included in this publication underwent a double-blind peer review 
process, ensuring the anonymity of the authors and reviewers who comprised the 
Scientific Committee of the Symposium.

INTRA-ACTION. 
An intra-sectional 

approach to the design 
of possible, probable and 
desirable futures is an 

international symposium 
that brings together, 

discusses and analyses the 
different agencies, both 

material and social, that 
are being configured in the 

practices of art, design 
and criticism, within the 

framework of the so-called 
New Materialisms.
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CH1
If matter has been regarded mostly as a passive component that must 
be determined, shaped and informed, New Materialist theories, and 
particularly the concept of intra-action, attempt to reframe it in terms 
of action and self-determination. What impact does this new focus have 
on the analysis of and research on the dissolution of the anthropocen-
tric self? What languages ​​and/or methodologies arise from an intra-re-
lationship that blurs the lines between subject and object, human and 
non-human?
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Gerard Vilar studied philosophy in Barcelona, Frankfurt and Constance. He 
was a DAAD and Humboldt Fellow with J. Habermas and A. Honneth. He had the 
first teaching position in the Theory and Composition department of the 
ETS of Architecture of Barcelona. He is currently Professor of Aesthetics 
and Theory of the Arts in the Department of Philosophy at the Universitat 
Autònoma de Barcelona, of which he has been director. He has also been a 
visiting professor at universities in Germany, the United States, the Unit-
ed Kingdom and Mexico.

Entanglements 
Rethinking Aesthetics

GERARD VILAR

Entanglement is a foundational concept in quantum physics that has 
no classical counterpart. It is defined as a phenomenon in which the 
quantum states of two or more objects can only be described with ref-
erence to the quantum states of all the objects in the system, even if 
the objects are spatially distant from one another. The concept has 
become increasingly prominent in contemporary thought. Already 
in 1996, in her book Meeting the Universe Halfway, Karen Barad put 
this strange concept of quantum mechanics at the core of her theory 
of knowledge, her concept of intra-action, and her theories of what is 
known as agential realism and of what she calls phenomena, charac-
terised as the intra-active entanglement of "observing agencies" and 
"observing objects." To be entangled is not simply to be entwined with 
another, as when separate entities join together, but rather to have an 
independent and autonomous existence. Existence is not an individual 
matter. Individuals do not precede their interactions; rather, individ-
ual beings emerge through and as part of their intertwined interrela-
tionships. This perspective, which challenges the classical conception 
of subject-object relations in modern and contemporary philosophy 
since the time of Descartes, has become increasingly important in re-
interpeting practices like design and art. In his 2023 book The Entan-
glement, the American philosopher Alva Noë made this concept cen-
tral to rethinking how we should understand aesthetics and aesthetic 
practices. For Noë, there is no art without design and no design with-
out art: he believes that the two are entangled and that together, they 
are a fundamental part of what enables us to be what we are.
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María García Ruiz is a researcher, visual artist and teacher. Her practice 
questions the physical and imaginary production of territory and is for-
malised through curatorship, writing and long-term artistic projects.

She is a graduate of the faculty of Architecture of the Escuela 
Técnica Superior de Arquitectura de Granada, and holds a University Mas-
ter’s Degree in Research in Art and Design from the Universitat Autònoma 
de Barcelona and Eina. She is currently working on a PhD within the De-
partment of Philosophy at the Universitat Autònoma de Barcelona, with a 
research project based on artistic practice titled Arquitecturas de los 
cuerpos en movimiento (Architectures of moving bodies).

She is the author of the artist book Muros de viento, sarcófagos 
cristalinos (Wind Walls, Crystalline Sarcophagi) (Editorial Concreta, 
2024) and was an artist in residence at Hangar (2022-2024). She has 
received an honourable mention in the Biennal d'Art Diputació de Tarra-
gona (2021) and was the prizewinning artist in the 16th edition of the 
International Photography Biennial Fotonoviembre, Tenerife (2021). She 
has also received the Artistic Research Grant from the Fundación Banco 
Sabadell – Hangar (2020).

Together with Moisés Puente, she is a curator of the exhibition La 
ciudad en disputa (The City in Dispute) (La Virreina Centre de la Imat-
ge, Barcelona, 2023). She was also part of the curatorial team of the 
Bergen Assembly 2019, led by Iris Dressler and Hans D. Christ. Together 
with Pedro G. Romero, she has curated the exhibitions A way of being 
 (Kunstverein, Stuttgart, 2020) and Máquinas de vivir (Machines for liv-
ing) (CentroCentro, Madrid, 2017 and La Virreina Centre de la Imatge, 
2018) and is co-author of the eponymous book (Puente Editores, 2020)

Road to Tsukuba 
(autoimmune landscapes)

Mount Tsukuba is one of the most widely visited mountains in Japan 
because its two peaks represent in Shintoism the female deity (Iza-
nami) and the male deity (Izanagi), who together create the world. This 
distant landscape is, in a certain way, part of my body thanks to an im-
munosuppressive drug based on the bacteria Streptomyces tsukubaen-
sis, found in the early 1980s in the surroundings of Mount Tsukuba. 
The drug – Tacrolimus – is usually used in organ transplants, to reduce 
the activity of the immune system and thus reduce the risk of rejec-
tion by the recipient body, although also, as in my case, to treat autoim-
mune diseases. An autoimmune disease is one in which, as is commonly 
known, the body “attacks itself”. Its most common definition, there-
fore, uses a war metaphor to explain the integrity of the biological body 
and its dysfunction. But in this apparently neutral explanation there is 
a contradiction: the autoimmune phenomenon challenges, as Ed Cohen 
points out, the basic immunological model—that is, the ability of an or-
ganism to discriminate between the self and that which is foreign and 
external to the self. It is therefore a potent locus for reflecting on the 
paradoxes inherent in the models and discourses that science gener-
ates around an unfathomable thing like the body.

Something similar happens with myths and another unfathoma-
ble thing: the landscape. If we take as an example the Japanese Genesis 
myth, we see that the mystery of the creation of the world is strongly 
linked to the materiality of the landscape. It emerges, like the Strepto-
myces bacteria, from a handful of wet earth.

This research explores the chain of links that, mediated by a bac-
terium, links Mount Tsukuba with the autoimmune condition named 
after it. It is about finding, in line with the precepts of anthropologist 
Anna Tsing, new ways of telling stories that take into account the com-
plexity of action of all beings – human and non-human – stories that 
are at once “real and fabulous”. The Road to Tsukuba is a road towards 
absence: towards death, but also and at the same time towards the ab-
sence of an anthropocentric “I” that dissolves, aided by the vulnerabili-
ty of bodies, into the landscape.

MARÍA GARCÍA RUIZ MARÍA GARCÍA RUIZ
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Anna Bosch Miralpeix was born on 18 August 1982 in Sant Esteve de Palau-
tordera. From 2002 to 2006, she studied photography at the IEFC (Institute 
of Photographic Studies of Catalonia). In 2009, with the support of a grant 
from the Department of Culture of the Generalitat de Catalunya, she con-
tinued her studies at the ICP (International Center of Photography) in New 
York. In 2023, having completed her Bachelor of Arts at the UOC (Universi-
tat Oberta de Catalunya) she enrolled in the University Master’s Degree in 
Research in Art and Design at Eina, Barcelona.

She is a founding member of Ruido Photo (2004), Ruido School 
(2008) and CFD Barcelona/FUGA (2012) where her roles, up until 2018, 
have included management, teaching, as well as curating exhibitions and 
projects. In 2016, she was awarded the Fotopress grant for her project 
Bubble Beirut, which she exhibited in 2017 at CaixaForum Barcelona and 
Madrid. The project was also shown at the Nuit de l'Année de Les Ren-
contres in Arles, as well as being part of the CNA Portfolio Review 
in Luxembourg and The New York Times Portfolio Review in New York. Her 
photographs have been published in a variety of media, such as The New 
York Times, 6 Mois Magazine, País Semanal, Ara Diumenge, while her 
first book, Bubble Beirut, was published in 2017. In 2021 she partici-
pated in the Underline Programme with an installation in Beirut and in 
2022 did a residency at the Faberllull Andorra. The Waiting Place, a 
book by the writer Dina Nayeri illustrated with Anna's photographs, was 
published in 2022, and was awarded the Boston Globe-Horn Book of Honour 
prize in that same year.

The imprint of desire

ANNA BOSCH MIRALPEIX

The use of video as a working medium, and the process of cutting and 
editing, which is such an essential part of creating video essays, stays 
with me while I investigate my changing body. During the weeks that 
I undergo in vitro fertilization, the steps, changes and details that I 
choose to highlight become formalized in different ways in the form of 
capsules linked to different ideas or theoretical concepts, which togeth-
er make up a kind of genealogy tree of the treatment. Investigating my 
body in constant motion and in relation to other bodies, I intend to de-
velop a working anatomy that allows me to focus on this state of perma-
nent mutation, paying attention to these small changes, appreciating 
them and thus recognising their transformative power.

My proposal involves the projection of one of the capsules cre-
ated for my final master's thesis, which investigates the changes that 
occurred in my body during the process of ovarian stimulation. During 
this process, one, two, and up to four needles pierced the surface of my 
skin every night, as the syringes emptied their liquid contents inside 
me. The solution they contain is still unknown to me, but the gesture no 
longer seems strange. This seemingly inconspicuous transformation is 
accompanied by a more visible change, such as the action of cutting off 
a few centimetres of hair every day during the process. Hair is a recog-
nisable physical attribute that changes our personal image and, in this 
case, it is the perceptible body of displacement through the place where 
my desires and my cells pass.

The theoretical framework that accompanies this transforma-
tion, and that inevitably positions my body in relation to this research, 
is supported by Donna Haraway's concept of situated knowledge (1991). 
In her view, knowledge is understood as being shaped by the position-
ality of the subject, which allows connections to be made from multi-
ple perspectives, thus enabling the creation of new narratives and the 
generation of new knowledge discourses. The narrative that I try to 
expose here, based on my experience, is one surrounding maternal de-
sire. I look for alternative ways of understanding maternal desire and, 
like Haraway in her search for an epistemology that tries to look for 
difference, the framework I use "is set by the extent and importance of 
rearrangements in world-wide social relations tied to science and tech-
nology” (Haraway, 1991:57). Assisted human reproduction has not only 
changed the way we understand human conception, but it has opened 
up the discourse around it and allowed us to think about other, more 
inclusive maternities that recognise the diversity of kinship and affin-
ities in a technological world. The posthuman life that Rosi Braidotti 
(2013) defends is a shared space in which the subject "does not control 
or own, but simply occupies, crosses, always in a community, in a group, 
in a network of others” (Braidotti, 2013:191). This network includes 
human and non-human relationships such as those we have with an-
imals and plants, but also with machines and technological circuits. 
This egalitarianism that Braidotti calls zoe-centred starts from the 
concepts of zoe, as a much wider idea of ​​life that is a dynamic, self-or-
ganising force (Braidotti, 2013).
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Ariadna Parreu Alberich lives in Torredembarra. She has a BA in Fine Art, 
and an MA in Artistic Production and Research from the Universitat de Barce-
lona, and is currently a PhD student in Arts and Design at Eina.

She has been selected in various open calls for proposals such as 
"BcnProducció" (Transdisciplinary creation project and digital media, 2021 
and Dislocated project, 2016), "BIAM" (2020, 2016, 2012), "INJUVE" (Visual 
arts 2011, 2010 and 2008), the "Miquel Casablancas Award" (2017), and the 
"Biennial Guasch Coranty de Valls" (2017, 2011), as well as being awarded 
the "Grant for research and innovation in the fields of visual arts from 
the Department of Culture of the Generalitat de Catalunya" (2020).

She has been a resident at Hangar (2012-2014) and at Fabra i Coats 
(SAC, 2014), Barcelona, and a co-curator of the inaugural exhibition 
Amorf Etern in the new building of the Massana school in Barcelona (2017). 
Moreover, she has worked as an artist assistant for Llim by Lara Fluxà at 
the 59th Venice Biennale, Catalan Pavilion (2022), and also for Latifa 
Echakchk and Christodoulos Panayiotou for the ArtAids You are not alone 
exhibition at the Miró Foundation (2011).

She has been a jury member for different competitions at La Escocesa 
(2017, 2023), the Sala d'Art Jove (2019), the Premi Ciutat de Barcelona – 
Architecture and Design (2019, 2021, 2022) and also the ADI Culture Awards 
(2020).

She has given lectures such as: Órganos y bifurcations at the 
FHDIII Symposium, The role of design into the indentitary constructions 
(2020), El hilo mágico, at Enjoia’t (2018) as well as on the topic of New 
Materials and Speculative Design as part of the Master’s Degree in New 
Materials at the BAU (2022/2023). She currently lectures on Art History & 
Design Theory at Massana School.

Bulto Abierto

ARIADNA PARREU

The hypothesis I propose is a rereading of the myth of Eros and Psy-
che and specifically a reinterpretation of the first of the two significant 
moments in the plot, since both refer directly to the contact between 
the two: the moment of Psyche holding up the light to look at Eros and 
the kiss. I speculate on Psyche's desire at the moment of illumination – 
fluctuating between a desire to illuminate and a desire to burn – a mo-
ment in which her aim is to see herself, not Eros. This is the first mo-
ment in the story in which the “other” is seen as being situated within 
the realm of the strange and not the unknown.

I am interested in the myth as a cut situated according to a de-
sire, and positioned between this classic dichotomy of the interpreted 
condition of both characters, including the two forms of Psyche, soul 
and breath – inhalation – and as a way to incorporate into the imagi-
nary another state of matter, another presentation of it, but not some-
thing different from it.

This reinterpretation of the myth is part of the current prac-
tice that accompanies my research, which aims to understand the body 
starting from the sense of touch. To do so, I visited the Cafranc Under-
ground Laboratory, interested in the search for neutrinos – antimat-
ter – that is, the “other.” I also wanted to visit the laboratory because 
of its being located in the dark, inside a mountain. The origin of matter 
hails back to a minimal asymmetry in the encounter between matter 
and antimatter, leaving that tiny, excessive part of matter as a solitary 
body, untouched, and thus whole.

I am not sure what remains, whether Eros or Psyche, since both 
characters could be reinterpreted as what remains of that contact.

I am putting forth, therefore, a seemingly practical proposal – 
but this is theoretical physics, after all, so not practical at all – that 
suggests boundaries between bodies emerge based on the contact – or 
the impossibility of contact – but, above all, that views bodies as the 
result of having been, or being, in contact with something else, an en-
counter that is seen as an “agential cut,” a concept proposed by the 
author Karen Barad to describe intra-actions between objects/bodies.
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Yvon Bonenfant, PhD, is a performance-maker, art-maker and research-cre-
ator. His work explores the sensual power of the unusual voice and body. 
Since 2010, his work has largely focused on unearthing and developing how 
we best invite participants to explore the virtuosic glory of their own 
vocal difference, and to celebrate that difference. By extension, he is 
interested in tactile art and performance, visuality, and environments 
that celebrate the artistic expression of unruly bodies. His work and col-
laborations have shown in 10 countries over 30 years and he has published 
widely. He is Head of Department of Theatre at University College Cork, 
Ireland; Director of the Future Humanities Institute at University Col-
lege Cork, Ireland; and Co-Director of the Thematic Line Arts, Culture and 
Creativity of the European University of Cities in Post-Industrial Tran-
sition (UNIC).*

*Work has been funded by: Arts Council (Ireland); Arts Council England; Wellcome Trust Small and Large Arts 
Awards; Irish Research Council; Arts and Humanities Research Council of the UK; British Academy; and with 
Tract and Touch, by Youth Music; Postcode Community Trust; and co-production funding from Stockholm 
City, Stockholm County and Swedish Arts Council. Production residencies: The Place (London); Experimental 
Media and Performing Arts Centre (EMPAC) (Troy, NY, USA); Creation Centre, The Point (Eastleigh, UK); 
Mile Zero Dance (Edmonton, Canada); ENSAD Limoges-Aubusson (France); Weld (Stockholm, Sweden) Me-
diums: Touring theatrical stage shows (Uluzuzulalia, Beacons); mobile theatre of the voice (Resonant Tails, 
Loop Love); work for public space (Curious Replicas, The Voice Trunk, We Wink We Wink our Voices Blink, The 
Opposite of Trauma); interactive installation (Curious Replicas, Resonant Tails, We Wink We Wink our Voic-
es Blink, The Voice Trunk); voice-videoart (Intimacies); voice-painting (B(earth)); iPad app (Voice Bubbles); 
sound recordings (Masz, Soie soyeuse); Performance art (Soie soyeuse, Beacons, The Opposite of Trauma); 
voice-dance/movement (Wig Show; The Opposite of Trauma; Intimacies). When younger, I worked regularly in 
choreographic contexts.

Looping Love in the Opposites of Trauma: 
Voicing Queer Materials Now 

YVON BONENFANT

As Thomaidis (2015) makes clear, the human voice is a phenomenon 
of intra-action that takes place not in the body of the vocalizer, and 
not in the perceptual mind of the listener, but rather somewhere in 
between: it is supremely relational, dependent, contingent and subjec-
tive, even though we think we “hear” it clearly. In reality, we hear lay-
ers of fantasy, versions of reality, and a dialogue of subjectivities filled 
with multifaceted and contingent possible meanings (Bonenfant 2010, 
2018, 2024) when we listen to voices in exchange.  In fact, Thomaidis 
calls the voice “an” in-between – investing the in-betweenness of the 
voice with the status of thingness – as a material noun. So, the voice as 
an in-between is also (a) material. The vibrational, transportational, 
and yet deeply embodied qualities of vocal sound – radiating as they 
do outward from a speaker and listener while activating the material 
world with a human and animal vibratory impulse – can be perceived 
as a kind of unique and animal form of timbral materiality (Eidsheim, 
2015). As such, the voice can be co-sculpted into membranes, assem-
blages, reflections, and even fissures, in artistic contexts, yet also nev-
er quite captured – it is always gloriously excessive.  
In this context, I explore the materiality of the voice and its vibra-
tional, radiant sensibilities, and assert and problematise the voice’s 
hyper-subjective, relational, and activist qualities within two recent 
collaborative and participatory artistic research projects:   Loop Love 
(2023-present) (made in collaboration with sculptor Alex Pentek and 
sound artist Jeff Weeter) and Toward a Queer Opposite of Trauma (pro-
cess begun 2024). In both cases, marginalized vocalities – the voices 
of people with Mild to Moderate Learning Disability and the voices of 
people who place themselves on a spectrum of New Queernesses – be-
come activating materialities that seek to transform the value sys-
tems of both vocaliser and listener, while both facilitate immersions in 
vocally transformed experiences of the passage of time. The projects 
aim to transform received notions of acceptable vocal aesthetics while 
queering the sensory world of the participants, de-stabilising and cel-
ebrating the non-normative qualities of the bodies of vocaliser and lis-
tener, while providing a platform within which to explore their artistic 
sophistication.

The challenges faced in these projects so far are explored and 
their potential to realise their activist goals is assessed. Their implica-
tions for future projects are also described. 
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CH2
If we experience, understand, become enmeshed with and design the 
world while bearing in mind the intra-active dynamics at play, then all 
bodies matter. What new material forms, created through differentia-
tion, manipulation and the like, can result from an ecological materi-
alism capable of reconfiguring the dynamics between bodies (human, 
environmental or other)?
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Eva Bru-Domínguez is a Lecturer at the University College Dublin (Ire-
land). Her research focusses on the study of materiality in contemporary 
visual and scenic arts in Catalonia and she has published various articles 
on cinema, dance, performance and installations. Sensitive to the histo-
ricity, vibrancy and location of living and inert matter, Eva is currently 
investigating the dislocation between bodies and inanimate objects and the 
ways in which these interact in natural, urban and virtual environments. 

Historical fabrics: El Paso del Ebro 
(2013-15) by Teresa Lanceta

EVA BRU-DOMÍNGUEZ

My analysis of the work El Paso del Ebro by Teresa Lanceta is main-
ly based on the concept of intra-action, developed by the author Ka-
ren Barad in her book Meeting the Universe Halfway (2007). Barad's 
thinking adheres to the tenets of what has been termed “new mate-
rialism”, a philosophical current that focuses on the study of organic 
matter, living, dead or inanimate. Barad, who has stated that “matter 
feels, converses, suffers, desires, yearns and remembers”, uses the 
term intra-action to explain the constitutive forces that are generat-
ed when two bodies or objects come into contact. Unlike interaction, 
where the entities or artefacts involved exist a priori and maintain a 
certain level of independence, intra-action describes how bodies or ob-
jects are generated co-constitutively, i.e. intra-action it is understood 
as that which arises through relationships or practices. Barad, in this 
sense, insists on the recognition of this correspondence as an intrinsic 
part of critical thinking, an approach that is grounded in the notion of 
performativity formulated by Judith Butler. 

El Paso del Ebro retraces Lanceta's weekly trips between Ali-
cante and Barcelona and reflects on the experiences of the soldiers 
who fought in the Battle of the Ebro in 1938. The installation is com-
posed of five tapestries, representing the five months of battle; two se-
ries of 115 photographs each (for the 115 days of combat) that the art-
ist takes from the train on each round trip; some videos of the places 
where there was fighting; and journal entries made by the artist as the 
train approaches or moves away from the river. In this paper I mainly 
focus on the study of the tapestries, understood as part of an ensemble 
or installation, although I am aware that I run the risk of altering the 
co-constitutive force that emerges from its interplay with the rest of 
the work's components. However, when applied to the act of weaving 
and its resulting objects – such as these tapestries – Barad's concept 
allows me to unravel the historical, cultural, political and affective di-
mension of this work. Through intra-action, my aim is to understand 
the historical legacy, cultural practices and political structures that 
are activated through the action of weaving and that together generate 
– or co-constitute – matter that retains the memory of these practices.
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Lucía Scarselletta is an Argentine artist based in London exploring nar-
ratives around the textile world. She studied Fashion Design at Buenos 
Aires University (UBA), Costume Design and Characterisation at the Gener-
al San Martín Cultural Center (CCGSM) and the Colón Theatre Institute, in 
Argentina. She was taught tapestry at Morley College in London, as well as 
backstrap, card loom and nahua gauze at Ad Llallín Mapuche Textile School, 
Chile. She has taken seminars at Centro Redes, which is associated with 
CONICET (Argentine National Scientific Research Council) and the Insti-
tute for Postnatural Studies, Spain. She has completed residencies at 
R.A.R.O., Barcelona and Uberbau House, São Paulo. 

She began to develop my artistic practice having worked for over 
a decade in the audiovisual industry. She's currently a resident at the 
Fabra I Coats art factory producing Mapa de un relato (A storytale map), 
a series of artworks and a novel that came out of a broader research 
into the gaucho braiding technique.

luciasca.com/cv

Gaucho braiding, resilience, 
sustainability and worldview

LUCÍA SCARSELLETTA

Gaucho braiding, approached as a tangible textuality, a manual lan-
guage, is a multi-agency ensemble that houses the collective thought 
of a people and represents the characteristics of its territory. Much in 
the same way that the Spanish language that was imposed in what is now 
Latin America contains both Arabic and indigenous influences, Gaucho 
braiding also interweaves native culture with Hispanic and African cul-
ture.

The colonial project produced a relational fabric between na-
tive peoples, colonisers, and the slaves brought by them. It imposed its 
cartography through the usurpation of ancestral lands and introduced 
cattle and horses from the 16th century, leading to a marked transfor-
mation of pre-existing communities. Painted and embroidered rawhide 
was already used in the region. With the arrival of the conquistadors 
and the Andalusian influence, and then with the immigration caused by 
the fall of the Ottoman Empire, gaucho braiding changed and evolved 
over time growing into the technique we know today.

Made by and for the gaucho man and his horse, which is very un-
usual in the textile world, this type of leather weaving has been used in 
different ways during the construction of the Latin American identity. 
In its beginnings, it was a practice associated with a marginal image 
of the gaucho, until it was taken over by South American nationalism 
at the end of the 19th century. From that moment on, part of the tra-
ditional imaginary was made up of Creole crafts, which shaped the re-
gional identity. This process is intrinsic to the framework of develop-
mental and extractive policies that led to an emerging region.

Today, the use of leather is questioned under the ethics of “sus-
tainability,” but all the already industrialized material circulating in the 
fast-changing consumer market ends up in open-air dumps in countries 
that are often the same producers of the raw material. How can post-in-
dustrial leather be given back its symbolic character? What is the role 
of art in providing a new material ethic? How can textiles contribute to 
capturing the post-colonial historical entanglement, through narratives 
that transcend cartographic borders, promote cultural diversity and pro-
tect the environment?

The objective here is to investigate the gaucho braiding tech-
nique and its material condition as a resilient territory which is ca-
pable of generating new worldviews, which contains manual languages ​​
that have been oppressed throughout history, and which encompasses 
stories that, whether “international, transhistorical, transcultural”, 
are “simply there, like life itself” (R. Barthes).

The project has the support and collaboration of the Pampeano 
Museum of Chascomús and the Las Lilas Museum of Areco, Argentina.
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Silvia Zayas’ work is situated at the limits of live arts, video and cho-
reography, deforming the limits of language and opening up space for the 
suspension of meaning. 

She investigates the creation of homemade, rudimentary and low-
tech devices for making live films. She is interested in extraordinary 
and almost invisible phenomena, those that can be perceived by holding 
embodied forms of attention. She approaches “filmmaking” as a (polit-
ical) alibi: her mode of film production seeks to provoke and sustain 
collective experiences where she can get involved and spend time “with” 
others. For example, ruido ê is a project that has kept her busy for 
the past few years, in which through Catsharks, an association for the 
conservation of sharks and rays, she has collaborated with the marine 
biologist Claudio Barría, the bio-acoustician Michel André, as well 
as other artists, such as Susana Jiménez Carmona, Clara Piazuelo, Mar 
Medina and Cris Blanco, among others.

Her works challenges the notion of filming “from a distance.” For 
this she moves away from the usual “hand-eye” relationship and tries 
to legitimise the sensitive possibilities of an amateur, a vulnerable, 
sick, thuggish, hidden, punk and also a z-series body... She has worked 
with artists and groups such as: Nilo Gallego, Chus Domínguez, Rebecca 
Collins, María Jerez, Esperanza Collado, Societat Doctor Alonso... She 
belongs to the Dorothy Michaels collective, an office for production 
and research in live arts. She recently completed her doctoral thesis 
Counterdispositives between cinema and the performing arts: ghosts, 
diffractions, holes and other creatures (2023). Faculty of Fine Arts, 
Cuenca. UCLM.

silviazayas.wordpress.com

RETURN-REVUELTA

SILVIA ZAYAS

Re/turn proposes a play on words between 
return and re-turn (turn again). If we trans-
late “turn” into Spanish as “vuelta” it 
would work polysemously. If we continue 
applying the prefix and playing further, a 
new meaning would appear with respect to 
English, the word revuelta (revolt). When 
Barad talks about re-turning, she propos-
es going back and forth on the same issue, 
turning it in your head (at the risk of turn-
ing yourself around too), paying attention 
to the fine details and listening closely to 
the new knowledge that emerges from this 
reiterative process. 

With this understanding, the modes 
of research and artistic production would 
not be so much about “innovating”, but 
about rereading again and again, stirring up 
categories and languages ​​in a situated and 
responsible way. Reading again and "dar la 
turra" (nagging, pestering someone) as we 
would popularly say in Spanish, due to our 
insistence... and repetition. 

Somewhere between fiction and sci-
entific exploration, rui-do ê (2021–2023) 
was a collective artistic research-produc-
tion project. It was focused on electric 
rays (Torpedo torpedo species), a paradox-
ically resilient bottom species abundant 
in certain urban underwater areas of the 
Catalan Mediterranean. These rays, quite 
overlooked due to their lack of gastronom-
ic and fishing interest, are popularly called 
“tembladeras” (tremblers), because they 
“make you tremble” if they shock you. rui-
do ê speculatively addressed the impact of 
noise (ruido) on bodies and the expansion of 
perceptual thresholds. It listened, (reread), 
in a radically situated way, to scientific pro-
jects carried simultaneously in the region, 
while also conducting mapping activities 
and engaging in shared observation. 

As an experiment, it used diffrac-
tive methodologies and its artistic per-
formances were often situated between the 
cracks of reality, rather than in convention-
al exhibition spaces. This revolution in the 
ways of doing things proposed a displace-
ment of the usual subjects highlighted in 

art. Stirring  or  being stirred (revolver or 
revolverse) embraces uncertainty as a pow-
er. It disobediently defies the logic of artists 
producing works quickly – settlers “land-
ing” somewhere in order to extract knowl-
edge without becoming involved or form-
ing attachments – a logic that frequently 
overlooks historical or cultural legacies in 
order to favour “newness” or “authorship”. 
It proposes instead insistence, slowness 
and a constant return to reread what is 
there, what others are already “close to”, 
as the ethical model to be followed. It also 
promotes collisions (art and science) and 
different emotional revolutions that lead to 
other ways of understanding one another. 

The formal proposal for the sympo-
sium consists of a constant return to voice, 
text and images, as a process of spatial and 
temporal diffraction. Rather than offering 
data or focusing on the “what”, it compiles 
a series of hows that can be re-appropriat-
ed and collectively addressed, and includes 
the findings and prelinguistic practices 
of film and choreographic research. Thus,  
ruido ê (the film), which accompanies us and 
interrupts us, is exposed as an excuse to 
strengthen the fabric of working relation-
ships with scientists, divers and other art-
ists around issues of perception, legibility, 
vulnerability and resistance. Karin Murris 
& Vivienne Bozalek consider that “what 
might be regarded by some readers as rep-
etition in the text, is in fact a deliberate 
diffractive methodology of re-turning, (…) 
in this way sedimenting the ideas for the 
reader and ourselves as a worlding prac-
tice.” A diffractive methodology is slow in 
its re-turn and is thus incapable of ignoring 
the material conditions where the actions, 
editing, voice and writing (in the case that 
concerns us now) take place. 

I feel close to Trinh T. Mihn-ha's 
words: "It's not so much about making politi-
cal films, but about making films politically." 
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Welcome09:00 — 09:15

Introduction  

Road to Tsukuba 
(autoimmune landscapes)

The imprint of desire

Bulto Abierto

Looping Love in the Opposites 
of Trauma: Voicing Queer 
Materials Now

(re)lanolize: restore animal 
wax in sheep's wool

Gaucho braiding, resilience, 
sustainability and worldview

Manifesto on the symbiosis of 
art and design practices in the 
21st century

Materialities for liberating 
attention. From the arts to 
interaction design

The interdisciplinarity of 
scenography.
The Òh!pera project as a model 
of collective design based on 
ignorance of our field

On the perception of hybrid 
spaces in drawing

Historical fabrics: 
El Paso del Ebro (2013-15) 
by Teresa Lanceta

RETURN-REVUELTA

BREAK

BREAK

LUNCH

09:15 — 09:30

09:30 — 10:45

10:50 — 11:30*

11:45 — 12:15*

12:15 — 12:45*

12:45 — 13:15*

14:00 — 14:30

15:00 — 15:30

16:15 — 16:45

16:45 — 17:15

17:15 — 17:45

17:45 — 18:15*

14:30 — 15:00

15:30 — 16:00*

11:30 — 11:45

16:00 — 16:15

13:15 — 14:00

Tània Costa
Academic Director of Eina

Lara García Díaz 
Research Coordinator at Eina 

María García Ruiz, Eina

Anna Bosch Miralpeix, Eina

Ariadna Parreu Alberich, Eina

Yvon Bonenfant
University College Cork, 
Future Humanities Institute

Pilar Cortada
Eina Obra

Lucía Scarselletta
Artist, Argentina - United Kingdom

Fernando Palma Fanjul and Mònica Alonso
Eina

Audrey Lingstuyl
Universitat Politècnica de València

Anna Alcubierre, Eina

Claudio Molina, Eina

Eva Bru-Domínguez
University College Dublin, Irlanda

Silvia Zayas
Universidad de Castilla la Mancha

Entanglements 
Rethinking Aesthetics 

Gerard Vilar
Universitat Autònoma de Barcelona

"All activities will take place in the Eina Bosc Auditorium (B0)
 except for those marked with an * which will be held in the Hall of the same building (A04)."

Welcome09:30 — 09:45

The Material City 
and the Performativity 
of the Exhibition

[re]imagining heritage from the 
perspective of intra-disciplinary 
mattering

Clay PCB ArduinA:  
making A feminist hardware 
microcontroller using natural 
clay and urban mining materials 

BREAK

09:45 — 10:30

10:30 — 11:00

11:00 — 11:30

11:45 — 13:45

11:30 — 11:45

Jo Milne, Eina

José E. Rubilar-Medina
Universidad de Concepción, Chile 

Xavier Acarín
Visual Cultures, Goldsmiths, 
University of London 

Patrícia J. Reis and Stefanie Wuschitz
University of Applied Arts Vienna, 
Academy of Fine Arts Vienna

Supporting the Emergence of 
the Pluriverse Through Situated 
Creative Practices

Pablo Calderón Salazar
IE Universidad, Segovia/Madrid
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CH3
Human and non-human entities, past and present technologies, are 
intertwined in the life of designed artifacts. Art and design objects, 
which can be perceived as hybrid entities that fulfil more than one 
function, express meanings; but they cannot be separated from the 
materials and technologies used to create them and make them func-
tion as such. How can an intra-sectional approach inform the search 
for new conceptualisations of what we perceive, imagine and design in 
the here and now starting from such a positioning and commitment?
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Fernando Palma Fanjul was born and raised in the city of Concepción, in 
southern Chile, Fernando Palma Fanjul holds a degree in Industrial De-
sign from the University of Bío-Bío. Since his graduation in 2000, he has 
amassed extensive professional experience in the design of exhibition and 
commercial spaces, as well as in the design, development, and manufacture 
of products and furniture. 

He has been teaching project-based courses at both beginner 
(first-year) and advanced (final-year) levels as part of the industrial 
design programme at the University of Bío-Bío since 2012 and has been a 
tenured professor since 2019. 

He is currently pursuing a PhD in Contemporary Aesthetics at the 
Universitat Autònoma de Barcelona. 

He holds a Master's in Transport Vehicle Design from Elisava, Uni-
versitat Pompeu Fabra (2004), as well as a University Master's Degree in 
Research in Art and Design from Eina, affiliated with the UAB (2024).

His main areas of research and experimentation have centred around 
design, art, and philosophy and include: the use of design as a tool 
for transitioning towards more sustainable societies, emancipated and 
emancipatory pedagogical approaches to design, performativity in design 
practice and education, and new design technologies.

Mònica Alonso was born in Barcelona, the artist and researcher focus-
es on multidisciplinary aesthetic practices related to the environment. 
In May 2024, she participated in the collective exhibition (PR)ESENCIA 
at the Angels Gallery with the installation "Mutatis Mutandis," which 
addresses the material perception of the environmental crisis. Urban 
life in the 21st century distances us from nature and complicates our 
understanding of the interdependencies sustaining life. Collaborating 
with designer Fernando Palma, the installation serves as a device to in-
tra-act art and design, raising new questions.

In early 2025, she will undertake an artistic residency in Wolle-
mi National Park, Australia, to explore how community art practices can 
help re-imagine possibilities amid climate change. She has completed a 
Mentoring Program in contemporary painting at TURPS Art School (London) 
and workshops at Chelsea College and Central Martins. With extensive 
experience in creativity and innovation, she collaborates on environmen-
tal and educational projects, researching alternative perceptions of the 
environmental crisis. She is a professor and co-director of the Master 
in Catalyzing Innovation at Universitat Pompeu Fabra and has co-authored 
the books “30 Ideas for 2030” and “How to Eat Crab and Not Die While 
Trying.” She holds multiple master's degrees and a degree in Information 
Sciences from Universitat Autònoma de Barcelona.

Manifesto on the symbiosis 
of art and design practices 
in the 21st century

Currently, within artistic practice, interactive installations consist 
of conventionally crafted artifacts. This project aims to test out and 
reflect on how Karen Barad's theory of "Agential Realism" can inspire, 
on the one hand, new forms of relationships in the process of creating 
and producing an installation, and on the other hand, new performa-
tive practices that are stimulated and guided by the idea of intra-action 
among the body’s different senses and the various material relation-
ships that make up the installation, and the ways in which these work 
together to construct the meaning of the experience. The aim is to ex-
pand the perception of an audience saturated by thousands of visual 
images of contemporary life. 

The objectives are: to investigate how we can create and produce 
new artistic installations based on new materialities that blur the tra-
ditional boundaries between art, design, and other epistemologies and 
knowledges; to review and update the ways of creating and making col-
lectively in the 21st century; to redefine the Minimal Design Team pro-
posed in 1973 by Victor Papanek and experiment with new forms of it, 
using intra-action as a basis and questioning traditional relational and 
interactional processes among creative teams. 

The methodology delineates the ways in which, through this ex-
periment, one can discover how to deactivate historical boundaries be-
tween the disciplines of Art and Design, drawing inspiration from the 
concept of intra-action. Current practices will be examined, while the 
collaborative creation and production processes entailed in the devel-
opment of an art installation will be rethought from the philosophy of 
intra-action, in order to create a first [pre-]manifesto on the symbiosis 
of art and design, titled "Manifesto AD XXI." 

The 21st century has seen many artists, designers, scientists, 
technologists, craftsmen, and manufacturers naturally evolve their 
creation and production processes until they find themselves sharing 
similar visions, missions, and objectives. We have also seen them in-
tertwine their knowledge and practices organically, forming networks 
that set themselves against conventional perspectives. 

Starting from the initial idea of the artistic installation "the 
wound," I set out to investigate the process of intra-action in creation 
and production as a system property, creating thus a symbiotic rela-
tionship between art and design in order to ascertain whether this new 
process redefines the artifact and increases its impact on audiences.

FERNANDO PALMA FANJUL 
AND MÒNICA ALONSO

FERNANDO PALMA FANJUL 
AND MÒNICA ALONSO
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Audrey Lingstuyl has a PhD in Art (UPV), an MA in Communication Design 
Theory (UBA) and a BA in Social Communication (UCAB). She specialises in 
communication and experience design, and has more than 16 years of profes-
sional experience in the sector.

She has led talks, seminars and workshops at many renowned insti-
tutions, focusing on topics such as speculative design, materiality in 
contemporary design, and design theory. She has also written publica-
tions on various design topics, reflecting her passion for the field and 
her commitment to advancing knowledge and innovation in design.

Her current research focuses on design for calm.

audreylingstuyl.com

Materialities for liberating 
attention. From the arts to 
interaction design

AUDREY LINGSTUYL

What if, instead of designing devices that seek to capture our atten-
tion, we designed devices that try to liberate it? This question prompts 
an important reflection on attention management in contemporary in-
teraction design.

Although interactions may seem immaterial, since the dawn of 
computing, they have manifested in tangible ways. The ability to com-
bine physical and digital materials is central to the practice of interac-
tion design, especially in recent decades, which has seen the dissemi-
nation of personal computers to the point of ubiquity and the advent of 
new technologies such as 3D printing. For this reason, many research-
ers speak of a “material turn”: a new design paradigm focused on the 
materiality of interactions.

This turn complements the traditional paradigm of representa-
tion, broadening the scope of what interaction design can accomplish 
and generating debates about its materiality. In light of these debates, 
it is worth considering other fields that have historically been con-
cerned with materiality, such as the arts.

If we turn our eye towards artistic objects, we find material 
practices that have the potential to liberate attention. For example, 
there are site-specific devices, which consist of a kind of material pair-
ing between objects, environments and individuals. Unlike interactive 
screens, which have been designed as independent objects that specifi-
cally aim to draw our attention to them, these devices traverse and link 
diverse material substrates, allowing our attention to navigate freely 
between them. We are talking about intentionally intra-active devices, 
designed to foster an entanglement between entities. Practices such 
as these enrich the repertoire of contemporary designers, promoting a 
form of attention management that frees up our attention rather than 
holding it hostage.
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Anna Alcubierre has studied design at Eina, and obtained a degree in scenog-
raphy from the Institut del Teatre de Barcelona, before ​​completing a post-
graduate course in Art Direction at the École Nationale Supérieure des Arts 
Décoratifs in Paris, an Official Inter-University MA in Cultural Management 
at the UOC, and a Doctorate in Education at Universitat de Girona. 

She is a member of the teaching and research staff at Eina, Bar-
celona University Centre of Design and Art, Universitat Autònoma de 
Barcelona, where she teaches courses for the BA in Design, the MA in 
Design of Spaces (MUDE), and the MA in Exhibitions, of which she is the 
Course Director. She also teaches at the Institut del Teatre de Bar-
celona and has given numerous talks at other universities and cultural 
institutions. She has published several articles in design and museog-
raphy magazines.

She has accumulated 25 years of experience in the fields of museog- 
raphy and scenography, and is currently the director of the Espai e 
studio. She has worked at and collaborated with a large number of re-
nowned cultural institutions – including museums, cultural centres and 
theatres – throughout Spain.

Her projects have been recognised through numerous awards and spe-
cial mentions, such as the MAX Awards, FAD Awards, ACCA Awards, AMC 
Awards, the Ramon Roca Boncompte Award and the Chamber of Commerce Award.

The interdisciplinarity of scenography. 
The Òh!pera project as a model of collective 
design based on ignorance of our field

ANNA ALCUBIERRE

It is well known that scenography is a disci-
pline based on a series of other disciplines: 
set design, lighting, costume design, and 
audiovisuals are all typically included in 
it; although we could cite many other disci-
plines. In addition, scenography can be found 
in many other contexts, cultural or non-cul-
tural: exhibitions, concerts, cinema, televi-
sion, events or ceremonies, advertising, etc. 

Therefore, design schools provide an 
undoubtedly good framework for acquiring 
good the skills of the trade. In line with this 
thinking, the Òh!pera1 project is a proposal 
that reinforces this idea and takes the pro-
fessional risk of presenting an innovative 
teaching process linked to design schools.

"The project ‘Òh!pera, newly created 
micro-operas’ is an artistic adventure devel-
oped through the collaboration of the Gran 
Teatre del Liceu and the Disseny Hub Bar-
celona that brings together young talent 
from various creative disciplines to design 
new small-format operas. (...) It aims to be-
come a interdisciplinary space that rewards 
risk and experimentation, a testing labora-
tory for new works, and a creative furnace 
at once practical and audacious, where crea-
tive ideas can be forged and tried out.”2

But while risk is limitless, profes-
sional projects are usually full of limita-
tions. How do design schools cope with 
this contradiction? How do we resolve the 
curious paradoxes that make up this un-
known sector by using new methodologies? 
As Àlex Oller, the mentor of this initiative, 
says, "there is no creation without friction"

During this process, a lot of the work 
is focused on designing the scenic devices: 
the set, the costumes, the lighting, the vid-
eo projections, the make-up, etc. And the 
protagonists of this visual universe are the 
designers—in this case, students who, aside 
from coming up with concepts and projecting 
their works, will have to provide reasonings, 
adhere to requirements, attend rehearsals, 
manage production, build, assemble, and un-
derstand musical codes. The idea of ​​design-
ing starting from a complete ignorance of the 
sector, with the added pressure of making 

their professional debuts, is at once com-
pletely disconcerting, exciting and exhaust-
ing for the students. It's a race with a finish 
line that they must cross, but where they 
cannot understand the meaning of the race 
until it's over, with all of the fatigue and ex-
hilaration that this process implies. The dif-
ficulty teachers face is allowing the students’ 
rhythm and way of doing things to be their 
guide, while ensuring that the creative and, 
ultimately, productive potentiality of this 
space is not stifled by external professional 
pressures. This is a powerful contradiction, 
and this "reckless" way of approaching sce-
nography lies at the heart this project, but 
also constitutes its biggest paradox.

The Òh!pera project is an event that 
questions what it means to create opera 
in the 21st century and seeks to shake up 
the genre in order to attract new audienc-
es. From this perspective, there are other 
projects currently being implemented in 
Spain that share the same goals, such as, 
for example, the Ópera a quemarropa3 festi-
val in Madrid, or the LittleOpera4 festival in 
Zamora. Benjamín G. Rosado explains this 
trend in the article "The phenomenon of mi-
cro-operas: the small laboratory that keeps 
the spirit of the great genre alive".5 And then 
there is also the inclusion of a set of three 
micro-operas as part of the Manifesta bi-
ennale, which will be shown at the MACBA, 
CCCB and Liceu, thus together forming "an 
intergenerational musical itinerary through 
the Raval neighbourhood (...)"6 with the col-
laboration of various artists/scenographers.

1	 DHUB https://www.dissenyhub.barcelona/ca/activi-
tat/ohpera-microoperes-de-nova-creacio
Liceu Barcelona. https://www.liceubarcelona.cat/ca/
ohpera

2	 Llopart, A. i Ponces, A. Curatorial statement  
for ÒH!PERA (THE EXHIBITION)

3	 Ópera a Quemarropa festival https://www.ritmo.es/
encuentros/opera-a-quemarropa

4	 Festival Internacional de Ópera de Cámara  
https://www.littleoperazamora.com/que-es

5	 Rosado, B. https://www.elmundo.es/la-lectur-
a/2024/07/12/668bcca221efa07a178b4587.html

6	 Liceu Barcelona. https://www.liceubarcelona.cat/es/
microoperas-de-hoy
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Claudio Molina is a versatile self-taught artist and musician, known 
for his curiosity and maverick spirit. Over the past two decades, he has 
shared his experiences and knowledge with aspiring young artists and crea-
tors, guiding them on their creative journeys.

Claudio has had the honour of teaching visual creation, design, 
and motion graphics at esteemed institutions in Barcelona, Buenos Aires, 
and Guatemala, including Eina, Elisava, Massana, IED, and IDEP, among 
others. He has managed art activities at Eina BOSC and Espai Cultural 
Barra de Ferro.

His hybrid academic and professional background has enabled him to 
create and organise cultural events and engage with innovative initia-
tives, such as the creation of CIRQUIT Creativity and Experimentation 
Through New Media (2015–2016) at Eina.

Currently, Claudio is investigating and reflecting on the practice 
of drawing and hybrid art forms, such as asemic writing. He is on an ex-
citing journey pursuing his PhD in Fine Arts.

On the perception of hybrid 
spaces in drawing

CLAUDIO MOLINA

Asemic writing is a hybrid art form that fuses texts and images into 
a unity and then sets this free, leaving it open to arbitrary, subjective 
interpretations. This art form allows us to question and reflect on the 
artistic practice of drawing as a differentiating creative action, which 
aims, in this case, to demolish the rules of language and change its 
default configuration settings, which revolve around the purposes of 
communicating and narrating.

The exhibition apparatus On the perception of hybrid spaces in 
drawing, shows the materials that result if we do away with a purely in-
strumental view of writing. In this sense, the concept of intra-action, as 
coined by Karen Barad, is used to break the drawing-writing dualism, 
with the aim of glimpsing other forms of reading, writing, imagining, 
projection and knowledge production.

This conceptualisation enables us to reflect on the aesthetic, 
technical, epistemological and ontological dimensions of writing and 
drawing, pushing the boundaries and shifting the rules of both language 
and of a form of communication that must always be contingent on rec-
ognisable writing. Even with the current exacerbated grammatization 
of our actions and gestures, the practice of writing without words, and 
the particularities of asemic writing, have been addressed in academia 
only within the framework of disciplines linked to the visual arts. If we 
situate this art form within the framework of the current configuration 
of our world-environment, however, we must use multi-disciplinary ap-
proaches to investigate new ways of articulating the problems of our 
time through a sensitivity that has in mind and includes future forms 
of non-established languages.
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CH4 
The past is a consequence of the present and its forms of reading, anal-
ysis and reiteration are tools that can be used to envision and design 
possible, probable and desirable futures. How can we interrogate the 
past, and explore the material conditions that have led to a planet in 
crisis, in order to shape the future starting from a new material ethics? 
Can we read history diffractively?
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Pablo Calderón Salazar is a Colombian designer, educator, and researcher. 
He holds an Undergraduate degree in Industrial Design from Jorge Tadeo 
Lozano University (2008) and a Master's Degree in Social Design from the 
Design Academy Eindhoven (2013), and he successfully defended his Doctor-
ate in Arts at the Catholic University of Leuven (KU Leuven) and the LUCA 
School of Arts in 2021.

Across his 14+ years of experience, he has developed a teach-
ing-creative-research practice that aims to open up new paths for 
designers interested in social justice and the public sphere, with a 
growing focus on eco-social transitions and the roles creative profes-
sionals can play in these processes. He has proven expertise in partic-
ipatory design, design anthropology and ethnography, and social innova-
tion. Most of his work has taken place in public spaces or in relation 
to broader notions of the public domain. In recent years, he has become 
increasingly interested in theories of change and in how the arts can 
initiate or support sustainable transitions.

Supporting the Emergence of the 
Pluriverse Through Situated Creative 
Practices 

PABLO CALDERÓN SALAZAR

Based on the hypothesis, put forth by Arturo Escobar, that we cannot 
address a crisis starting from the same framework that generated it, 
this presentation aims to further the exploration of new conceptual 
and creative horizons that support the transition toward “a world of 
many worlds”—the pluriverse. Drawing on the contributions of vari-
ous feminist and decolonial theorists and practitioners—as well as on 
research conducted on site at an academic institution—I would like 
to advocate for situated creative practices that actively contribute 
to addressing the "civilisational crisis" we are experiencing, a crisis 
that stems from a failure of the dominant civilizational model (modelo 
civilizatorio), which is no longer generating the necessary conditions 
to sustain life (Escobar, 2018). The term “situated” has a double con-
notation here: on the one hand, it refers to creative interventions in 
specific places and at specific moments in time, paying special atten-
tion to the geographical and historical backdrop against which these 
interventions occur, and on the other, it refers to practices in which 
practitioners critically position themselves in relation to the context 
in which they intervene, a crucial notion in feminist (Haraway, 1988) 
and decolonial (Vázquez, 2020) theory. By probing—and meandering 
across—the different facets of this word, we will see how a greater sen-
sitivity to the above aspects can contribute to the emergence of other, 
more just worlds. 
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[re]imagining heritage 
from the perspective of 
intra-disciplinary mattering

JOSÉ E. RUBILAR-MEDINA

By insisting on the importance of material and immaterial culture, we 
continue to take for granted that heritage, as an experience of the past, 
is always immaterial and that the objects of such experiences are always 
material. These ways of relating to heritage continue to be deeply root-
ed in dichotomous thinking and a network of concepts with which we 
are accustomed to associate it: identity, tradition, history, monuments, 
among others. For the same reason, and in order to spark other under-
standings of heritage, "learning means connecting with such events. We 
learn when we effectively [and affectively] connect and are tested by 
the connection" (Stengers, 2008, p. 45). This connection requires us to 
go beyond the authoritative definition and its representation, and to re-
ask ourselves the all-important question: “What is heritage?”.

Based on intra-disciplinary thinking, this process challenges the 
assumed categories in order to enable us to explore new paths and new 
directions, but without ignoring "the contested nature of the very notion 
of heritage" (Dudley, 2012, p. 7). This openness, which is fraught with 
uncertainties, seeks to broaden the understanding of our embodied and 
affective relationship with heritage beyond the meaning of the symbolic, 
allowing us to begin to understand it as a phenomenon in action, con-
nected to relationships, everydayness, subjectivities, materiality and 
affects, where causality is not "a phenomenon that is reducible to sur-
face effects, or where the relationships between the whole and the parts 
are obvious and stable" (Morton, 2020, p. 11). This exposes the relation, 
highlighting that we, humans, non-humans, and more-than-humans, 
come into ontological existence through material-discursive relations. 
These relational phenomena, or intra-actions, as Barad (2007) would 
say, seem to require us to think diffractively about the different museo-
graphic and patrimonial plots where individual entities do not pre-exist, 
but which contain a "mutual constitution of entangled agencies" (Barad, 
2007, p. 33). And it is not enough to focus only on the modes of organisa-
tion, construction and social interaction (Sterling and Harrison, 2020). 
We must consider that heritage possesses material qualities that influ-
ence us and that not only shape our perception of it, but also give rise 
to a symbiosis with it and care for it that allow us to "re-affect an ob-
jectified world" (Puig de la Bellacasa, 2017, p. 51). Such a change in per-
spective enables us to stop reproducing the terms of objectification, but 
to consider the agential phenomena through which heritage becomes 
relational; in "modes of existence, intra-action, actant, agent, hetero-
topic space, material or sociomaterial practices, ontologies processes, 
networks, among others" (Soto, 2022, p. 96). Here, intra-disciplinary 
mattering expands the possibilities of transdisciplinarity by mobilising 
situated, material, processual and affirmative knowledges that, through 
entanglement and care, are generative for a "minor science [heritage] 
that focuses on the flows of becoming" (Braidotti, 2020, p. 117). This is 
an invitation to overcome dichotomous mindsets and the dogmatic pri-
macy of thought, decenter ourselves from the narrative, and consider 
how affects can lead us to [re]imagine a more-than-human heritage in 
these times of the Anthropocene.
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The Material City 
and the Performativity 
of the Exhibition

XAVIER ACARÍN

The Social Museum of Barcelona (1910–1920) 
was a research centre aiming to implement 
reforms in urban planning, housing and the 
workplace. Although little studied academ-
ically and practically unknown, the Social 
Museum sets a precedent for approaching 
urban design from a new standpoint, one 
based on performative materialities. At a 
time when the ecological transformation 
makes us reflect on the established models 
of production and consumption, and when 
gentrification renders the city into a pas-
sive body and facilitates the spread of an 
extractive and delocalised way of life, devel-
oping a critical vision is essential in order 
to achieve a true cultural transformation 
that is also expressed in material rela-
tions. The essay that I will be presenting 
as part of the theme “The Historical Tan-
gle,” recovers the curatorial and research 
methodology used within the context of 
the Civic Construction and Popular Hous-
ing exhibition of 1916 by the librarian of the 
Social Museum, Cebrià Montoliu, who was 
inspired, in turn, by the work of Patrick 
Geddes. The exhibition traced the material 
history of Barcelona based on observations 
and data relating to the urban space, gener-
ating a narrative that positioned the city as 
an evolving, living and collective organism. 
Although this paradigm was indebted to the 
social hygiene movement prevalent at the 
time, and thus deepened the correlation 
between body and city, its concrete mani-
festation in this case was based around the 
garden city as a means of integrating city 
and territory, culture and nature, to seek a 
socio-ecological balance.

This essay constitutes a dialogue 
between Geddes-Montoliu's research meth-
ods and post-humanism; it understands the 
city as a performative relationality, as al-
ready hinted at in the exhibition of 1916. By 
tracing the social and material history of a 
city block in Poblenou, where a garden city 
was planned at the time, it is possible to ap-
preciate the effects of gentrification, which 
commodifies the city in the production of 
a simulated experience, a process that has 

clear impacts on, for example, water man-
agement. If the industrialisation of Poble-
nou was possible, in part, due to the abun-
dance of underground water, including both 
freshwater and saltwater, its gentrification 
has been possible, in part, due to the sym-
bolic-material use of water, which helped to 
create an image of the city as accessible and 
clean, not all that different from the bour-
geois social hygiene movement of the begin-
ning of the 20th century. As any extractive 
model, gentrification is based on the sub-
ordination of resources to the benefit of an 
economic system that creates the illusion 
of an anthropocentric, authentic and sov-
ereign consumer. The possibility of anoth-
er model of city, a different urban design 
planning, requires an act of imagination 
that stems from a critical stance, and that 
understands the multiple intra-actions be-
tween human and non-human, organic and 
non-organic entities such as buildings, in-
frastructures, public spaces, objects, urban 
furniture—all of which, in the particular 
circumstances of their creation and in their 
historical accumulation, combine to make 
the city into a collective socio-material 
event. Strategies stemming from art and 
design, such as reuse, the circular economy, 
degrowth or de-gentrification can help us 
envision an alternative to the desertifying, 
precarious and segregated city.
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CH5 
The mutually responsible agencies created in the dynamic relationship 
between humans and artifacts must identify, at the same time, the dif-
ferences and particularities that distinguish specific assemblies. How 
can ethical hardware develop and rethink renewable practices for the 
benefit of both nature and human beings?
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Clay PCB ArduinA: making A feminist 
hardware microcontroller using 
natural clay and urban mining 
materials

PATRÍCIA J. REIS AND 
STEFANIE WUSCHITZ

It is an “open secret” that the hardware in our smart devices contains 
not only plastics but also conflict minerals such as tungsten, tin, tan-
talum, silver and gold. We are investigating alternative hardware from 
locally sourced materials – so-called ethical hardware – to develop and 
reflect on renewable practices for the benefit of both nature and hu-
mans. We are exploring different materials, including sentient, low-im-
pact, non-toxic, fairly traded, or recycled materials, as well as materi-
als extracted from urban mines. We aim to challenge the common PCB 
(printed circuit board) economies in an artistic, creative, positive and 
responsible way, applying feminist hacking as an artistic methodology 
and critical framework. 

Our main research, titled “Feminist Hacking: Building Circuits 
as an Artistic Practice” (PEEK AR580) was an international and art-
based research project running from March 2020 until November 2023 
at the Academy of Fine Arts in Austria. It called for new standards and 
strategies for more ethical, eco-sentient and anti-racist use of technolo-
gy in the field of art (Mohanty 2003; Tsing, 2015; Vergès 2021; Tungstall, 
2023). Drawing from our experience of queering technology by means of 
feminist hacking, we embarked on a mission to decolonise technology 
by making use of the same means. Feminist hacking is a method that 
is based on an intensive knowledge-sharing process, through workshops 
and other forms of exchange, and that encourages peer-to-peer learning. 
Our peers are mainly women*—which, in this context, refers to cisgen-
der and transgender women, as well as non-binary individuals who are 
marginalised in the technology and art field. Furthermore, Feminist 
Hacking was applied in this project to gather knowledge on mining, ex-
traction, contamination, conflict, and exploitation. Speculative method-
ologies were employed to promote more sustainable hardware produc-
tion methods within the art world. 

One of the outcomes of the artistic projects we completed was 
the Clay PCB Arduina — a microcontroller board made of recycled and 
urban mined materials and components. The base of our PCB is made 
of natural clay, which is collected locally in the south of Austria and 
fired using ancient technics in a wood-fired oven. For the conductive 
tracks of our circuit, we up-cycled silver powder collected as jewellery 
manufacturing waste. We fired the silver together with the clay, fol-
lowing a ceramics technique called Lustreware. We used the microcon-
troller Chip ATmega328P recycled from old Arduino microcontrollers 
and all the necessary components were also re-used from old electronic 
devices. Our board is pre-programmed to receive and compute differ-
ent input and output signals and can be re-programmed and modified 
as a complete open-source tool for creative feminist practice. A full 
step-by-step guide of all the processes can be found in our repository 
page at Github: https://github.com/FeministHardware/Making-PCBs-
from-natural-clay  

This paper aims to challenge the normalising. extractivist nar-
ratives prevalent in the tech world, encouraging peers to decolonise 
technology, and to work with activists, critical makers and artists in 
order to produce hardware in a feminist, ethical way. 
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