
Lines of Money

The point is to build up an arrangement; not an arrangement of shapes or 
symbols, but an arrangement consisting of parts. The parts are a small group of 
children, an association that facilitates a reunion, an artist that sets it going, an 
event that takes place within the context of the association, and a space for 
images, words, sounds and objects to settle so that they may be observed by 
people who, perhaps, cannot help feeling latecomers, all the more so because the 
register of the arrangement looks discordant, out of tune. Right there, in a circuit 
whose tracks are made visible in a number of ways, purchases and donations 
occur. Thus, money circulates from hand to hand through confluent channels 
which, in turn, become visible. It is as if they reflected a light that has been 
pointed to them; as if the reflection set them apart from one another, separating 
them in a way that might be compared to the way in which the pot brimming 
with tiny glittering coins (the one that, according to some children's stories, lies 
at one end of the rainbow) is made distinct and separate both on the printed page 
and in the inner forum of the readers.. 

Perhaps this is about building up an economy -a microeconomy, excessive 
and miniaturized- which, by causing money to circulate, will process it and turn 
it into something else, returning it to the general economy in order to endow it, 
even if this will last but a short while, with a flash of the radiance given off by the 
pot of coins. 

We are here exposing a manner of circulation,  not by way of an 
accusation, though. The issue does not lie simply in creating visibility to enhance 
the fact that art is related to money; that it has always been so, even when the 
resulting operations may escape being published as images or words. This is 
known well enough. It is about something else. The point is to expose an 
exchange that takes place in intermediate spaces lying between a group of art 
collectors and a group of children performing what might be rightfully called a 
"work of art" only from a particular stance. What is the purpose of this exposure? 
To enable observation - even when it comes to particularly enigmatic aspects, 
and even if such observation happens to undergo some sort of disturbance - of 
such mechanisms as are involved in this unusual yet natural distribution of a 
series of elements that anyone, had they bothered to do so, might have found 
scattered around in the world. These elements are now deployed, in concordance 
and in discordance, in an atmosphere that somehow resembles that of a 
laboratory.



Of an open air laboratory, that is to say. For the generative mode that gives 
rise to this project is a "transparency organization", an "inclusive system". How 
could we define this? According to Karin Knorr Cetina, "inclusive systems 
increase their power by exhibiting the information they acquire," so the 
difference between backstage and stage does is not reckoned in the same way. 
This is exactly the case with this project. Rather than setting about composing an 
object to be shown on a "stage" that provides no information about the origin of 
the object  (keeping in the backstage, in a negligible background, the economies 
that have necessarily been woven so that the advent of the object was possible) 
the participants have chosen to bring to the foreground the series of exchanges 
and transportation, the mysterious pot of gold coins, the far or near site where 
the object ends or starts its existence.

For all the above reasons, the project carried out by Claudia Fontes and 
the other participating groups and individuals involves a search that they share 
with others, while approaching it in a most rigorous manner. Their search is 
about finding the means to integrate a practice whose short-term goals consists 
in establishing self-evident and paradoxical lines of contact and communication, 
a more or less secret micro-society, and to exhibit it in the public realm. Thus, on 
seeing the objects processed by the temporary factory in which they are gathered, 
passers-by may wonder where these objects have come from, or to whom they 
belong and, at the same time, appropriate the acquired treasure of phrases or 
images through processed of practical questioning about modes of distribution 
and belonging.
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