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C U R AT O R I A L T E X T

POSTNATURE. THE FUTURE IS PRESENT
By Daniel López del Rincón

Urgency, Desire, Fear, Utopia, Collapse, Immortality… What is the Face of the Future?
In a world—our world—where the concept of nature is now obsolete, provisional concepts
such as post-nature have allowed us to raise many questions about the meaning of these
transformations, especially the demand for answers and ideas. Art has not come late to this
revolution.
Why refer to this reality in terms of “post-nature”? What role does the human being play in
shaping a post-natural age? Is it a recent reality or an old reality with a new name? What are
the connotations of a term such as this today? What alarms does it set off? What imaginative
and utopian practices does it generate?
In the exhibition POSTNATURE. THE FUTURE IS PRESENT, the concepts of future, nature and
Anthropocene intertwine and dialogue with the answers offered by the artists Brandon
BALLENGÉE, Joaquín FARGAS, Q.R*3: [QUIMERA ROSA + Roger RABBITCH + Rebeca PAZ]
and Maja SMREKAR.
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Denaturalising the Relationship between Art and Nature
The question of the future in a context of reflection on nature quickly evokes a scenario
of ecological crisis. Nature and future hybridise with a third concept, Anthropocene, which
speaks of a world in which human responsibility in the natural course of things is explicit.
The relationship between art and nature occurs at different times and in different places. Yet
the complicity between the concepts cannot be taken for granted. There is nothing innocent
in this ongoing relationship, recurrent in the history (histories) of art. There is no neutrality
in the way nature and art accommodate each other, forming narratives, sometimes ideal and
oppressive, sometimes flexible and emancipatory. Nature is a discourse.
Techno-scientific developments, for example, are constantly redefining the term “bios”,
rendering the spheres of the natural and the artificial indistinguishable. The separation
between nature and artifice exists only in our imagination. Nature is a concept. We see the
relationship between art and nature as something almost innocent, yet it is not, especially
when considering the complex definition of nature in our world.
The manipulation and redesign of nature, one of humanity’s oldest practices, has implications
for almost every aspect of our lives. The 21st century faces an unprecedented scenario: the
biotechnological revolution and ecological crisis are just some of the consequences of the
post-natural age. In this era, what has reached crisis point is nature itself or, in other words,
the idea that nature is something natural.
Nature lives naturally in different disciplinary fields, mutating in each of them: biotechnology,
art, religion, patriarchy, geography, military strategies, medicine, nutrition… Nature does
not exist separately from a system of relationships. Nature updates its definition and its
very nature according to the disciplinary ecosystem in which it is set, since nature is a field
of culture.
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To say that nature is post-natural is to accept that nature is a construct, its fate inseparable
from other cultural logics. But it also means that we have to accept nature’s discursive
dimension and the way it conditions our relationship with reality. Because nature is not
what we point at, in its exteriority; it is, above all, the viewpoint from which we point. Nature
is not so much what we see as how we see it.
A Post-Natural Art for the Anthropocene Era
In a world—our world—where the concept of nature is now obsolete and no longer serves
to designate the way the “bios” is inscribed in the logic of the redefinition of the living,
provisional concepts such as “Post-nature” appear, giving way to many questions about
the meaning of these transformations and, particularly, about the demand for answers and
proposals.
The prefix “post-” has a twofold meaning. First, there is a feeling of loss, even nostalgia,
highlighting nature as something that must be preserved, either from a romantic or an
ecological point of view. This path calls for a sense of urgency, even warning, promoting
more balanced relationships between human beings and nature, conceived not in
antithetical but cooperative terms, where human beings, unlike in the biblical account, do
not hold sway over all living things by virtue of a strange schism between the human and
the rest of species, as if the human being (culture) were defined in opposition to the created
(nature), in a hierarchical relationship. In this sense, we can also mention terms such as
“Anthropocene” or “Capitalocene”, “Naturculture”, alluding to the impossibility of separating
nature from human action.
The second path is one of overcoming, as though nature were something to be overcome,
for one reason or another. It does not escape us that nature as a concept is suspect, along
with “truth”, “beauty” and “normality”. The appeal to what is natural (or true, beautiful or
normal) has served fundamentally to exclude what exists on the side-lines: that which is
unnatural, false, ugly, abnormal—sick or monstrous.
Nature as a discursive entity and, therefore, as an ideological source, conditions our
relationship with the real, leading some authors to state the disappearance of the term. The
dissolution of borders (between natural and artificial, between subject and object, between
masculine and feminine, between animals and plants) in order to generate more liveable
categories is one of the threads of Post-nature, in keeping with a desired reinvention of
nature seen as liberation.
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Ecological crisis is just one of the faces of the Anthropocene, a term that reminds us that the
involvement of humans in natural evolution is neither new nor circumstantial. We are not
observers, but agents. We are the nature that takes charge of its own transformation. We
are the nature that gains awareness of its artificiality. We are the nature that realises that
it adheres to a series of values, economic logics, relationships between human and nonhuman agents, means of production and subjectivity. What is in crisis is not just nature, but
the concept itself and the terms that designate it.
The term post-nature, in short, reminds us of the impossibility of speaking about nature as
an entity independent from human action. How should we view the future from this postnatural horizon? The artists present in POSTNATURE. THE FUTURE IS PRESENT denaturalise
the very notion of nature, one of the least natural concepts there is.
Ceci n’est pas une exposition de BioArt
One of the primary artistic sources of the exhibition POSTNATURE. THE FUTURE IS PRESENT
is BioArt. "BioArt" is a singular term that refers to a plural reality, so its use is not always
clearly delimited and unambiguous. It refers in general terms to a set of artistic practices
combining art, biology and technology—between scientific and technical culture, and
artistic and humanistic culture. BioArt could be regarded as a concept from the catchall of
“art and new technologies” or “new media art”, an alliance that often limits the interpretation
of BioArt to a techno-deterministic perspective. However, as the title of this section states, it
is not an exhibition about BioArt, since the criteria used to select and organise the works are
conceptual rather than technical.
In short, it is about cutting BioArt free of its technological ties and the technological
determinism deriving from it. BioArt is much more than a form of art that brings scientific
techniques into play; it generates stories about the relationship between art and nature, as
do other artistic practices beyond the realms of technological art, such as land art or body art.
The selection of artists, then, is guided not by their reference to some form of technology but
by their attempts to address critically the triad of concepts underlying the exhibition: future,
nature and Anthropocene.
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Temporary Perspectives. Future, Present and Imagination
“How is it that dogs aren’t yet blue with red spots, and that horses don’t yet radiate
phosphorescent colours over the nocturnal shadows of the land? [...] Molecular
biologists may soon be handling skin colour more or less as painters handle oils
and acrylics. Then the internal dyes of animal and vegetable biology may acquire
a crucial new use: they may help the human species to survive its boredom by
filling the future-as-Disneyland with multi-coloured fauna and flora.”
Vilém Flusser, “Curie’s Children”, 1988
When, in 1988, Vilém Flusser, the first BioArt theorist, asked himself these questions, he was
not thinking of any artist in particular. The idea that an artist could fabricate nature that has
been genetically modified (a Disney world of phosphorescent horses and blue dogs with red
dots) sounded, in the late eighties, like delirious ravings that might exist within the limits of
the imaginable, but not of reality. Nonetheless, it took no more than a decade to transform
that thought into reality: the artist Eduardo Kac published his manifesto of Transgenic Art in
1988 and, by the year 2000, he had announced that he had produced a transgenic rabbit
that incorporated the genetic information of a jellyfish (Aequorea Victoria), hypothetically
giving it a greenish fluorescence. Flusser’s imaginary future seemed to be have been
brought literally into the present, his ideas incarnated. What legitimacy did an artist have
for putting scientific techniques at the service of art? What dilemmas arise when something
from the field of imagination (a world of phosphorescent animals) is brought into reality?
Has the artist created that animal or has he borrowed it from a scientific laboratory?
Why did the artist’s work move the public to indignation when the same practice, the use
of fluorescence, did not generate controversy in the scientific world? Kac’s work (at least
the one he claimed to have made) seemed very new—almost the announcement of a
future rejection—yet the problem was that it was something already present. The use of the
gene EGFP (Green Fluorescent Protein), which is found in the jellyfish in question, is used
recurrently in scientific practice. In our imagination, many things seem like the future (from
ecological collapse to certain techno-scientific applications), yet they are already here.
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Could art serve not just to state what it already is but to anticipate what it will be or, further,
to think about what it could be?
The intensity (and perhaps the urgency) with which we require artistic practice to show
us possible futures has to do with the fact that future fiction is rapidly surpassing present
fiction. In 1987, Christopher Langton clearly distinguished between experimental biology,
portraying life “as we know it”, and artificial life, corresponding to life “as it could be”. Today,
these two instances, apparently clearly delimited, seem to have collapsed into a new formula
in which life is what it could be. The imaginable becomes reality thanks to the developments
and applications of techno-science, which amounts to saying that future fiction and present
fiction, in our era, are the same thing.
Science fiction offers a prime setting to speculate about a future that would allow us to
evaluate the present, and to use the power of imagination to explore that future, to guess
its possible forms, to explore its paths before walking them, and even to create new ones.
Nonetheless, in the world of ecological collapse, having already lost the opportunity to
generate future alternatives, the future has been absorbed by the urgency of the present,
and imagination seems more difficult than ever and therefore, surely, even more necessary.
What can we expect from (Bio)Artistic practice? Is it legitimate to ask about our fears,
hopes and anxieties? Can art be used to anticipate and prevent unwanted futures? And to
accelerate desired futures? Maybe to generate tools to travel that near future?
In a world—our world—in which transgenesis has gone from the laboratory to the shelves of
our supermarkets, and where biotechnology seems to be able to reschedule life; at a time—
our time—marked by ecological collapse, when the margin for an alternative has already
disappeared, it is worth asking whether the future projections, apparently technophobic or
reactionary, of the long tradition of biopunk cinema actually fell short.
It is clear that the future, as current developments show, raises a wide range of emotions
ranging from fascination to fear, from technophilia to technophobia, which also overlap. In
any case, the future is always a mirror that reflects the now. The future is a present reality,
drawing on the hopes and dreams, the ambitions and fears with which we manufacture it,
mutating when these emotions change. The issue of the future currently negotiates the path
of hope and utopia, but also fear and emptiness.
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The present is increasingly narrow and ephemeral as the future occupies it at a compelling
speed. We understand the urgency—almost anxiety—with which we demand art that sheds
light on the future. If, as Aristotle wrote in Physics, part of the time is past (and no longer
exists) and another part is future (that does not yet exist), there seems to be little room
for anticipation before the future crystallizes in our present existence. The question of the
future is a rich one, acquiring very different emotional tones: within the framework of
reflection on nature, the future sounds like an ecological disaster: there is no future. “We
live with a rear-view mirror,” Nicolas Bourriaud would say. Within the framework of technoscientific thinking, the future sounds like progress, improvement—luminous words that
are also obscure, because we know that progress is an ideological and economic system.
Imagination, the most important resource when travelling this future that is already present,
shows itself to be a powerful weapon, and one which artists use.
The exhibition POSTNATURE. THE FUTURE IS PRESENT reminds us that, at present, artists
place nature at the centre of their practice, with multiple perspectives ranging from nostalgia
to activism, via technophilias and technophobias, as well as discourses that shun dichotomic
thinking, settling, rather, in the “between”, in narratives that shun the apocalyptic. The works
by Brandon BALLENGÉE, Joaquín FARGAS, Q.R*3: [QUIMERA ROSA + Roger RABBITCH +
Rebeca PAZ] and Maja SMREKAR use creativity as a tool: imagination allows them to reveal
the face of the future, and even to intervene from the present.
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ISSUES RAISED BY THE WORKS

Brandon Ballengée, Species Reclamation via a Non-linear Genetic Timeline:
An Attempted Hymenochirus Curtipes Model Induced by Controlled Breeding (1998-2006)
What if an artist could resurrect a frog that went extinct decades ago?
What would that resurrection consist of? How would it happen? What were the causes of
the frog’s extinction? What is the motivation for wanting to bring it back? What are the
human and non-human responsibilities involved in a species’ extinction? Is it legitimate,
as a species, to be the reason for a species’ death but also for its resurgence? What is the
emotional mechanism that activates our pity for a species’ disappearance? And the desire
to recover it? The responsibility, the guilt, the messianism, the whim, the power? What
hierarchies of humans and non-humans sustain nature’s relationships? What role should an
artist adopt in an Anthropocene world, where some animals (humans) are to blame for the
loss of others (non-humans)? Who and what do techno-scientific developments serve? What
sense does it make to propose the aesthetic of restitution of a species?
Joaquín Fargas, Biosphere (2006) / Utopia (2011-2019)
What if we could view our world, Planet Earth, from an alien’s perspective?
How does life develop in this sphere that we can hold in our hands? How is the necessary
oxygen generated? What emotions do I feel when I perceive the world, my world, as
something external? Fragility, domination, care, compassion, power, guilt, responsibility?
How do plants survive in the biosphere? What are the functions of the microorganisms we
“do not see” in the biosphere? How important is it for the artwork to be biologically alive?
How do I relate to a work that can die? Does it aim to make us reflect on nature’s fragility?
Does it aim to appeal to our responsibility, as viewers, as inhabitants of that which we are
looking at? Could imagination, utopia even, be the best weapon to reverse ecological
collapse? What if the artist created fans to cool down Antarctica’s ice, like a Don Quixote
fighting climate change? What if he created a robot that flattened the glacier’s snow, to stop
it melting?
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Q.R*3: [Quimera Rosa+ Roger Rabbitch + Rebeca Paz],
Trans*Plant: Connecting with Mycorrhiza Intranet [edible version] (2017-2019)
What happened to humanity that fateful year 2024, when all of Earth’s resources ran out?
How can we find out more about the lives of these biohackers? Are they still alive? Could
we reconstruct what they did in the ecological collapse of 2024 through archaeological
remains? How many of them were there, and how did they breathe that polluted air? What
are all these laboratory objects that they’ve left us? What was all that equipment for? What
did they eat? Did they create that laboratory food with such a peculiar taste? Or was that
what destroyed them? Or just transformed them? Are they smiling in the voice recordings
we have of them? Or are they crying? Did they find out how to communicate with plants?
Did they learn to connect to mycorrhiza, the symbiosis between roots and fungi that allows
plants to communicate, as they explain in their journals? Did they manage to adapt to their
environment? Or was it the other way round, the environment adapted to them? Perhaps
biohackers didn’t actually disappear at all, they just hybridised with plants? Being a plant:
what would an existence with no interspecies limits be like? Can we imagine ourselves as
the result of an entanglement between human and human? What does the year 2024 tell
us about who we are? What does it tell us about who we are not?
Maja Smrekar, Survival Kit for the Anthropocene - Trailer (2015)
What if the artist could design a survival kit for the Anthropocene era?
What has brought us to this apocalyptic, hostile, barely habitable context? What should the
kit contain? How will we detect radiation or protect ourselves from polluted air? How will we
purify water and find food? Who should design this device? Will we once again have to trust
a system, an industry that satisfies our needs? Or should we be the ones designing it? What
kind of relationship will this survival kit allow us to have with our environment? Exploitation,
cooperation, confrontation, harmony, colonisation? Will we revert to the dominant position
of an ethnographer, a zoologist, or a conqueror of nature? How should we revise the modern
definition of the human being as an entity isolated from nature? What are the possible
contradictions involved in the existence of a kit to enable humans to live in the hostile world
that they have created themselves? What notions sustaining our present relationship with
nature should be revised?
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EXHIBITED WORKS

BRANDON BALLENGÉE (US)
Species Reclamation via a Non-linear Genetic Timeline: An Attempted Hymenochirus
Curtipes Model Induced by Controlled Breeding
1998 -2006
33 images on paper 90gr. Different dimensions.
This project involved the selective breeding of Hymenochirus family frogs, located in the
Congo. There, biodiversity is threatened by forest clearing and increased demand for wood.
Also, political turmoil in Congo has limited biological studies and conservation efforts. In
their native habitat, wild Hymenochirus populations may currently be in decline or have
become extinct.
Working with many varieties of Hymenochirus genus frogs, Ballengée attempted to
selectively breed generations to create a ‘wild type’ Hymenochirus curtipes. From each
group, frogs with physical traits that recalled the ‘wild types’ were chosen and bred until
they resembled the “wild type” from the early 20th Century.
Each animal is a living work of art. These photographs tell the project’s story.

Credits: Technical and theoretical support: George Rabb and staff, Chicago Zoological Park (US), Lawrence Wallace, Herpetological
Department, Carolina Biological Supply (US), David Cecere, The African Dwarf Frog Educational Website (US), The Department of
Zoology, University of Dar es Salaam (TZ), The Herpetological Department, The Bronx Zoo (US), Stanley K Sessions and students,
Biology Department, Hartwick College (US), Peter Warny, The New York State Museum (US), Declining Amphibian Population
Task Force, The Open University (UK).
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JOAQUIN FARGAS (AR)
Biosphere
2006
5 Polycarbonate spheres with sealed
ecosystem. Different dimensions.
The Biosphere project is an ecosystem
composed of plants and various organisms
in completely sealed spheres, representing
our world on an infinitesimal scale. Plants
produce photosynthesis, thereby generating
their own food and releasing oxygen to the
environment, used by other organisms in
a symbiotic effect where the life of each
depends on the other. Biosphere aims to help raise awareness about the fragility of our
planet Earth and the need to take care of it.
Utopia
2011-2019
Video, 11’42’’
3 Photoframes. Different dimensions.
Artistic project with the aim of raising
awareness about climate change, melting
ice and the water problem.
The project is composed by the following
pieces: Don Quixote against climate change,
installation consisting of a series of windmills
generating cold to keep the glaciers and
poles frozen; Glaciator, two solar robots that
help to compact and recrystallize the snow
so that it turns into ice and adheres to the mass of the glacier; Purification space, a bamboo
windmill and a distillation system made with recycled plastic bottles that allows water to be
used for watering a garden, and Rabdomante, a solar robot that can capture water from the
atmosphere for reuse.

Credits: Elia Gasparolo, Nicolás Muñoz, Walter Valli and Quo Artis.
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Q . R * 3 : [ Q U I M E R A R O S A + R O G E R R A B B I T C H + R E B E C A PA Z ] ( E S - A R - F R )
Trans*Plant: Connecting with Mycorrhiza Intranet [edible version]
2017 [Edible version: 2019]
DIY incubator, 2 fanzines, video, 5 pictures. Different dimensions.
“2024. March 8. The annual resources of the Earth have been exhausted. The equivalent of
four planets is needed to satisfy human consumption. From a VPN of the second Internet, a
group of biohackers called Q.R*3 decides to try to connect with the mycorrhiza, a network
made up of a symbiosis between roots and fungi through which the terrestrial plant world
communicates. The first members of this group died immediately under the effects of an
unknown molecule. Nothing is known about the rest of the group. Or very little…”
Comprising archaeological remains of the past and the future, this piece brings together
remnants of the installation created and presented in the framework of the PostNaturaleza
exhibition (2017), with a special creation for this occasion: samples of Q.R*3 food will be
available to the public for tasting.

Credits: Trans*Plant: Connecting with Mycorrhiza Intranet was realized in residence for PostNaturaleza exhibition at the ETOPIA
Center for Art and Technology in 2017, Zaragoza, Spain.
Creation of 2019 Q.R*3 food for this [edible version]: Roger Rabbitch. Translation into English: Rebeca Paz.
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MAJA SMREKAR (SI)
Survival Kit for the Anthropocene - Trailer
2015
Multimedia installation. Various dimensions.
Survival Kit for the Anthropocene - Trailer is designed as an apocalypse survival kit. As a
hybrid between a beehive and a Slovenian farm chest, it formally connects contemporary
art with folklore.
The mobile kit is basically a water collector with impregnated pig bladders in which water
flows through the filters in a bamboo tube. A wooden pitchfork with a removable wooden
net is attached at the top, serving as a shade or a fish net, a pitchfork or a crossbow.
The project is a paraphrase for disappearing cultures and local economies that dissolve in
the pool of modern capitalism, and a critique of ecology as an ideology that “solves” climate
change within global neoliberal frameworks of the existing capitalist paradigms.

Credits: Concept: Maja Smrekar. Architecture and design concept: Andrej Strehovec, u.d.i.a. Photos: Borut Peterlin
Production: Aksioma – Institute for Contemporary Art, Ljubljana, 2015 (SI). Supported by: the Ministry of Culture of the Republic
of Slovenia and the Municipality of Ljubljana.
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THE ARTISTS

Brandon Ballengée (US) is an American visual
artist, biologist and environmental activist.
Ballengée creates transdisciplinary works of
art by means of laboratory and ecological field
research, focusing his work on human and nonhuman organisms affected by the Anthropocene.
Brandon’s work has been exhibited in over 20
countries and he has had recent solo exhibitions at:
Louisiana Art and Science Museum (US), University
of Wyoming Art Museum (US), Museum of the Fine
Arts (US), Peabody Museum of Natural History, Yale
University (US), Parco Arte Vivente, Centro d’Arte Contemporanea (IT), Museum De Domijnen
(NL), Chateau du Domaine de Chamarande (FR) and others. He currently is a 2019 Creative
Capital Fellow and Postdoctoral Researcher at Louisiana State University (US) studying the
impact of the 2010 Deepwater Horizon oil spill on Gulf of Mexico species.
https://brandonballengee.com/

Joaquín Fargas (AR) is an Argentine artist, founder
and director of the Exploratorio Arts, Science and
Technology Center in Buenos Aires, and director of
the LatBio Lab (Latin American BioArt Lab).
Fargas focuses his artistic production at the
intersection of science, art and technology,
proposing utopias for the preservation and
interrelation of all living beings. He has participated
in events such as the Havana Biennial (CU) and
Ted Talk (AR), and exhibited at Ars Electronica (AT),
the Bienal del Fin del Mundo (AR), the Antarctic
Biennale (AQ), the Association for Science and Technology (CN) and Recoleta Cultural Centre
( AR). Fargas’s most emblematic work, the Biosphere project, was exhibited worldwide.
http://www.joaquinfargas.com/
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Q.R*3: [Quimera Rosa + Roger Rabbitch +
Rebeca Paz]
Quimera Rosa (ES-AR-FR) is a nomadic lab from
Barcelona that researches and experiments on
body, technoscience and identities. Aware of
transfeminist and post-identitary discourses,
they seek to experiment with hybrid and flexible
identities able to blur the frontiers of the binomials
of Western thought. Most of their work is done
collaboratively, free of proprietary codes.
http://quimerarosa.net

Roger Rabbitch (ES) trans*performer interested in mutant processes, sexuality and cooking.
His work aims to generate hybrid performances combining body, food and pleasure with a
critical approach to the processes of normalisation of the body. Co-founder of roce cannibal,
a performance kitchen-lab.
https://www.instagram.com/roce.canibal/

Rebeca Paz (ES) is a playful artist interested in gender and sexuality. She is a transfeminist
fascinated by the plant kingdom in different ways. Always curious and happy to discover
and play with emotions and bodies, she loves to work with her hands. In this work, she seeks
e-coexistence as a relational connection with other species.
Maja Smrekar’s (SI) work has been established
in the international art and science milieu,
based on interdisciplinary research of the
developments and application of ideological
structures in contemporary society. Grounded in
sculpture, Smrekar’s practice has allowed her to
lead strong collaborations in developing cross conceptual productions that include installations,
performances, site specific art, drawings, videos,
sound, workshops, lectures, talks and texts. Among
other, she received the Prix Ars Electronica – Golden
Nica 2017 Award in Hybrid Art. Smrekar lives and works between Ljubljana (SI) and Berlin
(DE).
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https://www.majasmrekar.org/

T H E C U R AT O R

Daniel López del Rincón (ES) PhD in Art History and lecturer at the University of Barcelona.
His research and teaching focuses on art from the 20th and 21st centuries, particularly
on the analysis of the relationships between art, nature and science. He is the author of
the book BioArte. Arte y vida en la era de la biotecnología (Akal, 2015) and the editor of
Naturalezas Mutantes (Sans Soleil, 2017) among others. He was the curator of the exhibition
Postnaturaleza at Etopia, Center for Art and Technology (Zaragoza, 2017) for the European
Network of Art and Science.
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ABOUT US

Quo Artis is an international non-profit organization that seeks to generate connections
between art, science and technology, acting as a bridge between professionals in these
fields.
With headquarters in Barcelona, Quo Artis organises international exhibitions, conferences,
Art&Science expeditions, workshops and directs the production of commissioned works.
Among the collaborators of Quo Artis are UNESCO, MIT Media Lab, Sant Pau Art Nouveau
Site, Institute for Research in Biomedicine Barcelona, Center of Contemporary Culture
Barcelona CCCB and the European Space Agency.
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PROJECTS BY QUO ARTIS

Antarctic Biennale
Intercultural and supranational art project
Antarctica, March 2017
Quo Artis was the producer of the expedition
to Antarctica, which brought together artists
and scientists from around the world to
reflect on climate change and the Antarctic
thaw. The artists exhibited their installations,
and there were also performances, concerts
and screenings. The project was granted
UNESCO’s patronage.

The Zero-Gravity Band
Immersive light and sound installation
SÓNAR+D Barcelona, June 2018
This artistic-scientific project created by Albert
Barqué-Durán and Marc Marzenit aims to
theorise about how artistic production and
aesthetic perception are influenced by the
gravitational forces of planet Earth, through
a sound-light creation in a 360° immersive
environment that provokes zero-gravity
sensations in the audience. The music of the
installation was composed by Marc Marzenit
during a parabolic flight.
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Art Made of Science – Microspheres
Exhibition
Sant Pau Art Nouveau Site, Barcelona,
February-March 2019
First Art and Science exhibition at the Sant
Pau Art Nouveau Site. The work of Ayse Gül
Süter investigates the visual differences
between healthy and diseased tissues
through a site-specific installation in the old
operating theatre of Sant Pau Hospital. The
installation comprised scientific images and
data obtained during the artist’s residence
at the Institute for Research in Biomedicine
(IRB Barcelona).

Galápagos Art and Science Journey
Expedition
Galápagos, 16 – 27 September 2020
Inspired by the relevance of the Galápagos
Islands, Quo Artis is organising the Galápagos
Art and Science Journey, an expedition
where artists and scientists can reflect on the
future of human and non-human species in
a series of debates. The project is curated by
Quo Artis and co-organised with the Royal
European Academy of Doctors and National
Geographic.
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