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SYNOPSIS
This thesis is the scholarly outcome of the practicebased research project Amazonizing practices: processes
of thinking-moving with a landscape. Within a field of
investigation at the crossroads between choreography,
dance, Amazonian studies and philosophy, the research
started from the urgency to consider and learn from ways
of knowing and being-becoming in the world which have
been disavowed by colonial processes. It has also started
from the recognition of crossroads between Indigenous
and posthuman philosophies regarding interdependencies
between humans and extrahumans. The research proposes
an approximation to a possible Amazonian landscape as a
decolonial practice, drawing from the works of Argentinian
semiotician Walter D. Mignolo and Brazilian historian Luiz
Antônio Simas.
During the fall 2020, we had the opportunity to become
with the Amazonian landscape in the context of an artistic
residency. Thinking with British anthropologist Tim Ingold, we
perceive landscapes as meshworks of geo-political, affective,
cultural and mythic dimensions. The latest research phase—
addressed by this thesis—focused on the aforementioned
contextual background through the materiality of lived
experience. The aim has been to develop the meshwork of
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artistic practices which constitute the main methods of this
post-qualitative research project. The Amazonizing Practices
include movement, choreography, divination, speaking and
writing practices, and can be shared in different performance
formats. These practices as well as the artistic outcome of the
research—CRATERA—are the main focus of this thesis, since
they constitute both our research methods and aims.
The choreographic installation CRATERA is what we call
a new space—a landscape to be practiced; a place where
the Amazonizing Practices are (re)activated, re-enchanting
the traces of the Amazonian landscape displaced into the
performance space. Such displacement has raised questions
regarding politics of the soil, as well as curiosity regarding the
emergent qualities of the Body and things, when entangled
in a performance situation.
Thinking with philosopher Isabelle Stengers, the research
engages the notions of re-enchantment and magic as
tools for connecting human and extrahuman; tools for
creating artworks which may open spaces for embodiment,
imagination and togetherness. Therefore, the Amazonizing
Practices propose the reactivation of animistic dimensions
as a strategy for Bodies and landscapes to transform and
be transformed, raising awareness regarding the urgency of
collaboration between different epistemes; and suggesting
the encounter between the ancestral and the posthuman
as the crossroad where we can imagine sustainable ways of
future life.
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INTRODUCTION
by Utropyka, Korina Kordova and Teluryka
Dear reader,
We would like to welcome you to this textual body and invite
you to perceive it as a landscape. A landscape where we—
Utropyka, Korina Kordova and Teluryka—together with the
spirits of many writers and artists, dead and alive, cross paths
and think-move together. Therefore, even though this is an
original work written with and by Korina Kordova’s Body, it
is in fact a collaboration between humans and extrahumans.
Utropyka and Teluryka are heteronyms that emerged from
the plurality and polyphony demanded by the Amazonizing
Practices: processes of thinking-moving with a landscape
research project. Therefore, the ‘we’ within this textual body
does not refer to the gender pronoun adopted by its official
author, Brazilian-European artist-researcher-translator Korina
Papadimitriou Kordova Santos. At the moment, she is a
she, and this matters, since an ecofeminist perspective has
emerged from within her practice-based research project.
Utropyka holds the place of utopia, being able to transit
between species and cultures: human and extrahuman
dimensions. She dwells in the fissures between the scientific
and the magical. Teluryka is Korina’s geological becoming,
the one who does not differentiate biology from geology;
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she’s a walking, talking, dancing mineral1.
This landscape of words will introduce you to the
Amazonizing Practices: processes of thinking-moving with a
landscape, the practice-based research project we have been
conducting for the last two years. We have delineated a field
of investigation at the crossroads between choreography,
dance, Amazonian studies and philosophy. By ‘Amazonian
studies’ we mean Indigenous philosophies, cosmologies and
mythologies, informed by literature review of Indigenous
writers and contemporary Brazilian anthropologists. But,
most importantly, we have had the opportunity to do field
work in the context of an artistic residency in the Brazilian
Amazon.
The aim of the research has been to expand our autonomous
artistic practice by developing a set of practices that work
together as a meshwork and can be made public within
different performance formats. We have named this
meshwork the Amazonizing Practices, and they may also be
shared as studio practices within a variety of contexts.
It is important to underscore that, even though the
Amazonizing Practices are materials to be publicly shared
within performance formats, our interest lies in the
1 Reference to the quote “We are walking talking minerals” (Margulis & Sagan, in Bennett,
2010, p. 11)
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actualization of the processes of thinking-moving with the
Amazonian landscape, rather than creating works ‘about’
it. The choreographic installation CRATERA2 is an artistic
outcome of this process, constituting what we call a new
space—a landscape to be practiced. Therefore, we see the
Amazonizing Practices research project as the beginning of
a practice that can be contextualized in different landscapes.
Thinking-moving with a post-anthropocentric perspective of
landscapes, as proposed by British anthropologist Tim Ingold,
we use the term landscape to refer to places as meshworks in
permanent transformation, shaped by invisible forces as well
as crossings between human lives and extrahuman lives.
The research has started from the urgency to consider
and learn with ways of knowing, being-becoming and
thinking-moving in the world which have been invalidated
by colonialism. Moreover, the recognition of crossroads
between Amazonian Indigenous philosophies and
posthuman philosophies has made us consider the role
and relevance Indigenous knowledge systems may have in
a posthuman future. The implications of these crossroads
are mostly relevant to agendas which aim to think-move
towards a post-anthropocentric paradigm. Thus, we propose
an approximation to a possible Amazonian landscape as a
2 CRATERA was presented as a work-in-progress in Arnhem at ArtEZ University of the Arts
on 20.05.2021. It was created and performed by a heterogenous group of minerals and
PLA filament, virtual moving grounds, Korina Kordova and the spirits of many artists and
writers, dead and alive.
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decolonial practice, focusing on the dimensions that actualize
Indigenous knowledge systems as they contribute to form
the geo-political, affective, mythic and cultural meshwork that
shapes the contemporary Amazonian landscape we have
encountered during our artistic residency in the fall of 2020.
From a decolonial perspective, the Amazonizing Practices
research has been simultaneously our personal process
of decolonizing thinking, a process of learning from and
approximating to ‘other’ landscapes, and an exercise on
performing decoloniality. We address decolonial perspectives
in chapter 1 “Amazonizing Practices: performativity of
language and our ethical-aesthetic ground”.
Since the main aim of this research project has been the
creation and refinement of its own methods—the Amazonizing
Practices, this textual body, another outcome of the research,
dedicates special attention to them. These methods are
the basis of our post-qualitative approach which underpins
the ethical-aesthetic ground where the project is situated.
The research entangles bodily, choreographic, divinatory
and writing practices. These practices are addressed in
chapter 3 “Post-qualitative methods and an artistic outcome:
Amazonizing Practices and CRATERA”, where we also reflect
on how our meshwork of practices has been transformed
through the correspondence with things—a collection of
things gathered from the Amazonian soil and their 3D printed
non-reproductions, also an outcome of our artistic practice.
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The displacement of things from the Amazonian soil in order
to create new spaces where the Amazonizing Practices are
activated has raised questions regarding the way modern
Western humans relate to land. If displacing things across
the Atlantic Ocean could be perceived as ‘stretching the
landscape’, what qualities of both human and extrahuman
things could emerge when they become entangled within
a performance situation? During the process of creating
CRATERA, the correspondence with the collection of things
has transformed bodily practices which had emerged in
the previous research phase and new questions have been
raised. These are addressed in chapter 4 “Conclusive remarks
and the future of CRATERA”.
In the process of working dialogically with the aforementioned
collection of things, we have named them as performers
in order to emphasize their co-presence. Thinking with
philosopher Isabelle Stengers, we have been investigating
the notions of re-enchantment of matter, of reclaiming the
ground and the powers of the Body, as well as the notion of
magic as a feminist subversive practice. We have practiced
these notions, deploying them as tools for mediating
human and extrahuman dimensions in order to question
whether nonmodern ideas and practices could facilitate a
dialogue between posthuman perspectives and Indigenous
knowledge systems in the context of artistic practice. We
situate our artistic work as a mediator between the human and
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the extrahuman, between the ancestral and the posthuman,
contributing to the imagination of possibilities of sustainable
life from a decolonial perspective.
The Amazonizing body of research is shaped through ideas,
concepts and practices which are generative and move
together as a fabric that holds an artistic practice. In the
following pages, we communicate and analyze our process of
generating the practical and conceptual tools as well as their
artistic outcomes. However, this landscape of words is also
committed to the task of translating practices that focus on
affective dimensions which are, at times, untranslatable. But in
our practice, the gaps filled with that which is untranslatable
are of extreme value, they are the places where we dwell; the
only places where transformation is possible. This way, this
writing becomes another extension of our practice; an act of
transduction, i.e., an act of converting our multimodal research
experience into this textual body. In the following pages, you
will think-move between words and images, a landscape we
believe is able to provide you with an understanding of our
artistic practice.
It is important to notice that, when thinking-moving with
Brazilian writers and artists, we use our mother tongue,
Portuguese. Thus, in this landscape of words, when we
paraphrase anthropologist Eduardo Viveiros de Castro;
historian, writer and composer Luiz Antônio Simas, and
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psychoanalyst Suely Rolnik, we are responsible for the
translations into English language. In the appendices, where
we share examples of our creative-poetic writing, you will
encounter our translations of Indigenous leader and shaman
Davi Kopenawa.
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AMAZONIZING PRACTICES
PERFORMATIVITY OF LANGUAGE
AND OUR ETHICAL-AESTHETIC
GROUND
THE AMAZON, THE BODY AND THE INVISIBLE
by Utropyka, Korina Kordova and Teluryka
The Amazonizing Practices: processes of thinking-moving
with a landscape research project has delineated a field of
inquiry into the crossroads between choreography, dance,
Amazonian studies and philosophy. To this moment, the
research outcomes have been the choreographic installation
CRATERA3 and this dissertation.
Even though we started researching in 2019, the ways the
aforementioned outcomes are entangled with each other
as well as to theories, generative concepts and philosophy,
began to be elaborated in the fall 2020 during an artistic
residency at Casa Bicho, in Alter-do-Chão, in the Brazilian
Amazon. We cannot emphasize enough the importance of the
experience of being there becoming part of the landscape.
The possibility of thinking-moving within a fragment of the
Amazonian landscape with the knowledge amassed during
the first year of research has determined the multidirectionality
3 CRATERA was presented as a work-in-progress in Arnhem at ArtEZ University of the Arts
on 20.05.2021. It was created and performed by a heterogenous group of minerals and
PLA filament, virtual moving grounds, Korina Kordova and the spirits of many artists and
writers, dead and alive.
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and polyphony of the current research phase.
In this textual body, the word Body with a capital ‘B’ refers to the
body the Amazonizing Practices investigate—matter, image,
culture and a bundle of affects. The Body is a process, not
an instrument, and it is therefore embedded and empirically
grounded. When mentioning invisible dimensions of bodies
or places, we refer to things which may be acknowledged
but not cognitively understood. We understand the invisible
as something that remains within our favorite place to dwell,
the gap that also hosts the untranslatable and the unknown.
The Amazonizing Practices research project itself is a
landscape, a meshwork of movement, choreographic,
divinatory, writing and documentation practices that move
together and cross each other. In this chapter, we explain
the importance of words within the research and clarify a
few important terms we have either created ourselves or
borrowed from writers we have been thinking with. We have
chosen these terms with great care, as they reflect and inform
the post-Cartesian paradigm as well as the ethical-aesthetic
ground where we stand.
HETERONYMS AND DECOLONIALITY
by Utropyka, Korina Kordova and Teluryka
Utropyka and Teluryka are heteronyms of the official
author of this dissertation. By unfolding herself in three,
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artist-researcher-translator Korina Kordova addresses
the pluriversality embedded in the ‘decolonial option’
perspective, as elaborated by Argentinian semiotician Walter
D. Mignolo—a way of thinking and being/becoming in the
world that considers plurality and horizontality between
epistemologies; it is an orientation towards ‘delinking’, i.e.,
it aims to uncover the colonial matrix of power by asking the
question “how what it is has become what is it?” (2017, 2021).
Such unfolding of Korina’s Body into two more becomings
also places her own artist-researcher-translator’s Body at a
crossroad. The heteronyms perform acts of epistemological
disobedience, as Utropyka transits between species, bodies
and dimensions and Teluryka is a geological becoming. Both
the multiplicity of the Body and the non-fixity of identity
address the interest in coexistence, paradox and in the
possibility of collaboration between different ‘identities in
politics’ (Mignolo, 2021); and in different ways of knowing,
another decolonial praxis derived from the awareness
that who controls knowledge controls the production of
subjectivities.
Furthermore, there are reasons why we have opted for the
letter ‘y’ in the spelling of our heteronyms’ names. It is a
convergence of two lines; it is a river and its affluent. The y is
a crossroad. And the Amazonizing Practices started with the
recognition of a crossroad. So, we will begin the following
section by moving back in time, before Utropyka and Teluryka
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emerged. Back to 2019, when Korina was still thinking-moving
in the world as a single Body.
CROSSROADS, MESHWORKS, PLURIVERSALITY AND THE
DECOLONIAL OPTION
by Korina Kordova
Some people love to divide and classify, while others are bridge-makers—
weaving relations that turn a divide into a living crossroad, one whose power
is to affect, to produce thinking and feeling. But bridge-making is a situated
practice4.
—Isabelle Stengers Amazonized by Utropyka

The interests that initiated the research derive from crossroads
I started to recognize and investigate in 2019, whilst living in
my native São Paulo, Brazil. The crossroads which triggered my
curiosity are interfaces between Indigenous and posthuman
knowledge. Crossroads between the “Cannibal Metaphysics”
(2009)—a bridge between anthropology and philosophy—
elaborated by Brazilian anthropologist Eduardo Viveiros de
Castro, ideas of Indigenous leaders such as Ailton Krenak
and Davi Kopenawa, the vital materialism of Jane Bennett
(2010) and the posthuman philosophy of Rosi Braidotti. Of
course, these crossroads have now been expanded, moved,
and crossed with other perspectives. Their implications are
mostly ethical, and relevant to agendas which aim to thinkmove towards a post-anthropocentric paradigm.
By crossroads I mean interfaces that, investigated through
4 The original quote by Stengers is in the essay “Reclaiming Animism” (2012), p.1.
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artistic practice, have become convergences with the
potential to generate conceptual and methodological
research tools, such as the methods created and developed
through the Amazonizing Practices research project. I have
chosen the term crossroad thinking with Brazilian historian,
writer and composer Luiz Antônio Simas. In his work, instead
of using the word ‘syncretism’, most commonly used to refer
to the amalgamation of different schools of thought, cultures
and religions, Simas uses the term encruzilhada. The English
translation for encruzilhada is crossroad. Simas’ reason for
adopting the term encruzilhada is the oversimplification
of the processes of amalgamation suggested by the
word ‘syncretism’, which reflects a rather shallow colonial
perception of the fusion of Afro-Amerindian and Christian
cultural-spiritual-religious manifestations in Brazil, a complex
place populated by crossroads (2019).
Furthermore, the term crossroad relates to the interest in mythmaking and in displacing and practicing mythic dimensions
of the visited Amazonian landscape in order to generate
new spaces through artistic practice. In Brazilian culture(s),
crossroads are enchanted, they are sites of transformation by
means of ritual practices. In Brazil it is common knowledge
that crossroads are places of ritualistic significance, and it is
not unusual to encounter traces of rituals in crossroads even
in urban centers like São Paulo.
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Considering my interest in the crossroads between cultures,
perspectives and practices, my research took on characteristics
and dynamics of a rhizome (Deleuze & Guattari, 1987), as it
is decentered, it holds practices that converge and influence
each other within a transversal, non-hierarchical relation. It
also has multiple entryways. The idea of a system with no
center also relates to Simas’ work, which undermines the idea
of center versus periphery. This way, the ‘center’ is always
the perspective of who speaks, so the constructed neutrality
occupied by all that which accords to normativity may be
itself undermined. From my perspective, this is pluriversality,
the ground of the decolonial option proposed by Mignolo.
In the latest research phase, thinking with Tim Ingold, I
have been driven to adopt the term meshwork instead of
rhizome, even though they could be interchangeable. Such
choice was made due to an approximation to the worlds
proposed by Ingold, in which he underscores the need for
correspondence, i.e., an opening to listening and responding
with sensitivity, judgement and care (2016). Besides proposing
an anthropology beyond the human, Ingold creates a bridge
between anthropology and philosophy, as does Eduardo
Viveiros de Castro in “Cannibal Metaphysics” (2009).
Moreover, his work is fully connected to ideas of movement,
transformation and interdependence between humans and
extrahumans, the ground of Indigenous knowledge.
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Thinking with Deleuze and Guattari from the start, replacing
‘either/or’ with ‘and’, was a choice I have made responding
to the demands of the practice and to the adoption of
pluriversality as an ethical-aesthetic choice. In the Amazonizing
Practices the idea of pluriversality is translated into what I
call ‘the ethical framework of the Forest’. Such a framework
is established through the creation of a meshwork formed
by thinking-moving and meditating and reflecting and
experimenting with theoretical propositions and activating
scores and speaking and writing. The research can be
viewed as a Forest of visible and invisible forms that emerge
from the coexistence of such creative acts, praxis, and their
poetics. Thus, the disruption of epistemological hierarchies, a
movement towards a plurality of ways of knowing which may
coexist and collaborate, situates this research as a decolonial
practice.
As an artist-researcher-translator, I have been navigating the
unknown, that which belongs to ‘the other’, without attempting
to leave behind my own Western background, continuously
replacing ‘either/or’ by ‘and’. Therefore, decoloniality it is a
strategy to transform, explore and dwell within my Body and
the body of research, which implies an imbrication between
the ethics of my work and the ethical-aesthetic values of the
artistic outcomes: values contained in the term pluriversality,
such as appreciation and respect to differences, equity, as well
as forms of relationality between humans and extrahumans
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which may produce sustainable ways of life.
The crossroads between Amazonian and Posthuman
philosophies became lenses to transform existing materials
as well as lenses to think-move with these materials.
Therefore, my experience of dwelling within the plurality
of the Amazonian landscape and engaging in a multiplicity
of practices in permanent transformation has determined
the meshwork shape and dynamics of the methodological
approach of the project. By perceiving the Amazonian
landscape, my own Body as a landscape and the body of
research as a landscape, I have chosen to delve into the
meshwork of theories, concepts, movement practices and
writing practices that form the body of the Amazonizing
Practices. Such methodological approach has been
adopted in order to move away from Cartesian oppositional
dichotomies such as physical/spiritual, nature/culture, body/
mind and practice/theory; vertical hierarchies and the idea of
linear time and history, which ground colonial thinking.
According to Mignolo (2021), underlying the logic of
colonialism, there is coloniality, which is inseparable from
modernity. It is important to underscore the differences
between decolonization/colonialism and decoloniality/
coloniality. In “Notes for Decolonizing Embodiment” (2019),
researcher Ben Spatz juxtaposes ‘decolonization’ to the idea
of ‘decoloniality’, as developed by Mignolo. According to
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Spatz, ‘decolonization’ implies “the transfer of political power
and sovereignty from a colonizing society to an Indigenous
one, ‘decoloniality’ names a more thorough and complex
transformation of knowledge and its institutions” (2019,
p.16). I refer to decoloniality—perspective adopted by the
Amazonizing Practices— as “an ongoing praxis that unmakes
techniques, institutions and logics” (Ibid.); i.e., decoloniality
is not a metaphor, it is a tactic that spreads through different
levels and flows in the ‘colonial matrix of power’ (Ibid.).
However, it is clearly impossible for anyone who lives in
modern Western society to escape the colonial matrix of
power as modernity and, therefore colonialism is in the
Bodies; determining the ways we understand the world,
life, how we perceive and ourselves, how we trust the
knowledge of our Bodies (visible and invisible matter and
affects), and how we relate to humans and extrahumans.
Thus, the Amazonizing Practices have become processes that
transform the modernity that is embedded within my Body,
to become a personal practice of decoloniality. This practice
is then expanded, shared and inscribed into the spectator’s
Bodies when articulated as performance.
CROSSROADS BETWEEN INDIGENOUS AND POSTHUMAN
by Korina Kordova
It is important to underscore that, only in the Brazilian
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territory, there are over three hundred different ethnic
groups in 2021; each of them with its own particularities,
as they define themselves through differences. It is beyond
the scope and interest of this research to study specific
ethnic groups. However, even though no generalizations
can be made regarding Indigenous knowledge and culture,
there are fundamental aspects of Indigenous cosmologies
and philosophies which are shared by all ethnic groups.
These convergences determine how the Indigenous place
themselves in the world in relation to the extrahuman; and
that is exactly where and how Indigenous knowledge meets
posthuman philosophy: both propose the reconsideration
of ‘the human’ through the reconfiguration of the
interdependency between humanity as a species and what
is considered non-human from a Western perspective. Both
Indigenous and posthuman philosophies point towards what
Rosi Braidotti names ‘post-anthropocentrism’ (2013, p. 5567), even if Indigenous cultures would communicate such
ideas in entirely different ways.
According to Viveiros de Castro (2013), Indigenous peoples
are specialists in ‘ends of the world’, as their world(s) have
started to end with colonial processes. With Viveiros de
Castro, we believe that thinking of and learning from
Indigenous knowledge takes us to the future, not to the
past. The crossroads between ancestral and posthuman
knowledge can articulate potential modes of existence that
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might disrupt epistemological hierarchies and contribute to
the development of sustainable life practices, as we articulate
in the last chapter.
ING, THINGS, RE-ENCHANTING AND RECLAIMING
by Utropyka, Korina Kordova and Teluryka
By employing the verb (to) amazonize, we address the
interest in the doing, in the construction of new spaces—
multidimensional landscapes to be practiced, where the
power of things is summoned by acts of re-enchantment.
The continuous doing of amazonizing entails a process of
entangling practices: foresting and score writing-activating
and becoming-attention and holing and oracle creatingactivating-becoming and becoming-rock and myth-making.
The act of naming things as performers, as we do in the work
CRATERA, is an act of re-enchantment. For us, things are
gatherings of material in movement (Ingold, 2012, p. 439). By
using the word things rather than objects—completed forms
that do not move further (Ibid.), we aim to underscore the
dynamics of things as they occur, whereas objects exist as
static entities, “completed forms that stand over and against
the perceiver and block further movement” (Ibid.). Moreover,
things perdure and change physically, living itinerant lives,
often accompanied by humans (Antczak and Beaudry, 2019,
p. 90), just like the collection of things we have gathered in
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the Amazon and displaced to Arnhem.
In dialogue with choreographers Angela Schubot and Jared
Gradinger, who name plants co-present in the space as
performers in the work “The Nature of Us”5 (2012), CRATERA
is performed by a heterogeneous group of minerals and PLA
filament, virtual moving grounds, Korina Kordova and the
spirits of many artists and writers, dead and alive. Besides
an act of re-enchantment, naming things is a strategy to
emphasize the co-presence of the extrahuman and to
acknowledge their agency. It is a way to reclaim an animistic
dimension of perception.
Such animistic dimension is present in the Afro-Amerindian
cultures in Brazil, where the opposite of life is disenchantment,
not death; and through death, there is the possibility of
a human becoming enchanted into an extrahuman Body
(Simas, 2019). In this research, re-enchantment by means
of reclaiming animism becomes an affirmation of life. We
have adopted the term reclaim thinking with philosopher
of science Isabelle Stengers and her article “Reclaiming
Animism” (2012), where she writes about magic as a
subversive feminist practice. The definition of magic we work
with relates to American ecofeminist writer Starhawk: magic
is a craft; it is the act of changing consciousness at will; an art
5 Information about “The Nature of Us” is available at: http://angelaschubot.com/thenature-of-us.html [Accessed 16 June 2021].
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of participation which connects to the extrahuman (Stengers,
2012, p.8).
Furthermore, we have also considered how Brazilian
anthropologist Renato Sztutman has translated reclaim
into Portuguese in the article “Reclaiming witchcraft and
other recipes of resistance—thinking with Isabelle Stengers”
(2017). Sztutman purposefully oscillates between the words
‘reativação’ and ‘retomada’, i.e., ‘reactivation’ and ‘recapture’
as translations for ‘reclaim’. Both terms have become relevant
to us, since the Amazonizing Practices reactivate multiple
dimensions of a landscape and, among other things, aim to
recapture an experience, memories and bodily states whilst
simultaneously creating and exploring a new space as live
performance. The term reclaim also refers to recovering ways
of knowing which have been invalidated by colonialism, to
recovering trust in the knowledge of the Body, to reactivating
the perception of interconnectivity between humans and
extrahumans, and to reclaiming the connection with the
ground as vital matter.
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ARTIST-RESEARCHERTRANSLATOR
A BODY AT THE CROSSROAD:
TRANSLATION AS META-METHOD
by Korina Kordova
I have chosen to navigate the methodological approach I
have named meshwork as an artist-researcher-translator. As a
Brazilian white woman, I am situated at the crossroad between
the colonized and the colonizer. I am aligned with what
Brazilian psychoanalyst Suely Rolnik names ‘anthropophagic
subjectivity’ (1998, p. 131), a Brazilian subjectivity made of a
dynamic heterogeneous sensitivity which is created as an effect
of an infinite miscegenation. Brazilian Bodies are constructed
as part of a complex landscape which is a crossroad between
European, Indigenous and African ways of being-becoming
in the world, and therefore, a landscape shaped by and with
paradoxical cosmologies and philosophies.
The act of recognizing crossroads between ideas, concepts
and philosophies is itself a multidirectional act of translation,
an exercise in shifting and attempting to switch perspectives
to generate something ‘other’. As such, building on Walter
Benjamin’s approach to “The Translator’s Task” (1921/1997),
recognizing crossroads has become the first step in processes
of devising the materials that constitute the body of this
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research. In the Amazonizing Practices, I have employed
translation as a mode, defined by Benjamin, as a tool to
bridge paradigms, cultures and mediums.
Moreover, translation has become a ‘meta-method’
within the amazonizing meshwork, as I have transposed a
translation method from contemporary anthropology into
my practice. I have worked with the notion of ‘translation by
function’ as a way to bridge my own Body and background
to the Amazonian landscape. According to Viveiros de Castro
(2009), an example of translation by function, rather than by
term, is to correlate the figures of a shaman and of a Western
scientist, rather than correlating the shaman and the priest.
Considering my lived experience within the Amazonian
landscape, as well as the knowledge amassed in the
previous research phase, I have chosen a few specific
parameters of the landscape to be translated through my
practice. The parameters I have been working with are from
different orders; some come from philosophy, others from
anthropology, geology, personal stories and geo-political
organizations etc. The intention to create a new space as a
meshwork (an artistic outcome) demanded the development
of a multiplicity of parameters and materials. An example of
this operation:
In Pará, the Amazonian state I visited, there is a local dance
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called Carimbó. I was not interested in learning the dance in
order to transform it. However, I observed some parameters
of movement as well as the cultural influences present within
the dancing Bodies. Carimbó is composed by the binary
rhythms of Indigenous dances, hip movements from African
traditions and arm movements from Portuguese dances.
Such dance clearly translates and represents the cultural
crossroads of the landscape.
After identifying such parameters, I have correlated them to
my own experience, thinking of what they would be able to
produce in terms of physicality. Binary rhythms are the base
of most Indigenous dances and are indelibly connected to
ritual and trance in different cultural contexts worldwide.
I correlated the production of binary rhythm to the ‘breath
of fire’, already present in my Kundalini yoga practice. The
‘breath of fire’ consists of the action of breathing in and out
through the nose, making loud sounds, as fast as possible.
Since the length of each inhale and exhale must be the same,
it generates a bodily, binary rhythm. Moreover, besides being
cleansing and energizing, the ‘breath of fire’ alters the state of
consciousness of the practitioner. It is important to underscore
that, by no means, I intend to associate Indigenous and
Indian cultures. This specific correlation happened because
the ‘breath of fire’ already was part of my practice, strongly
connected to my own Body, forming a correlation according
to both materiality—movement and sound—and function. The
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processes of correlation in the research developed as a blend
of intuitive, associative and logical operations.
Another example is the application of selected parameters
of the Forest in the creation of an ethical-aesthetic framework
for choreography. Multiplicity, pluriversality, an ‘order’
that emerges from within and the correspondence with
uncontrollable extrahuman matter, are parameters which have
been employed when devising the choreographic installation
CRATERA. In order to approach the choreographic parameters
of the Forest, the becoming-attention and becoming-rock
practices have been activated and transformed by a collection
of things which includes traces of the Amazonian landscape.
Other processes of translation, as well as the aforementioned
practices are explained in the following chapter, which is
dedicated to our research methods.
AN ANTHROPOPHAGIC APPROACH TO TRANSLATION
by Utropyka and Korina Kordova
The anthropophagic banquet is made of a variety of universes, either
incorporated in their entirety or only in its most tasty pieces mixed at will
in one big cooking pot; with no respect to hierarchies a priori, with no
mystification. But not just about anything is taken into the menu of this
extravagant supper: the anthropophagy’s ethical formula is used to select the
ingredients and allow the entrance of alien ideas only. Ideas that, absorbed
into the chemistry of the soul, may reinvigorate it, bringing in a language to
compose the singular cartography of the soul’s unrest.6
—Suely Rolnik

6
Subjetividade Antropofágica in Arte Contemporânea Brasileira: Um e/entre
Outro/s, XXIV Bienal Internacional de São Paulo, p.132. (my translation)
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The idea of working with translation as an operational mode
has also come from the translation of the notions of poiesis
and praxis from Indigenous worlds. From the perspective
of the Amazonizing Practices, translation is perceived as
an act of transformation, itself an act of creation, therefore
also converging with the view articulated by Benjamin in the
text “The Translator’s Task” (1921/1997). During the study
module “Dramaturgy through the Lens of Poetics” (2020), we
reflected on the notion of transformation as an act of creation
in Amerindian worlds:
According to Viveiros de Castro (2004),Poiesis, creation/production/invention
is the archetypal mode for action in modern Western societies, it belongs to
the paradigm of production. The paradigm of exchange of the Amerindian
world is constructed around the ideas of transformation/transfer, which
correspond to the original meaning of the word praxis. The Amerindians
do not believe in creating culture, but in absorbing, transforming culture
from other species and making it their own. In Amerindian cosmogony,
the act of creation is virtually absent. Beings and things originate from the
transformation of a universal humanity. (Kordova, 2020)

As a way to approach the Amerindian paradigm of ‘creation
through transformation’, we have deployed anthropophagic
procedures. The notion of cultural anthropophagy started
from the publication of “Manifesto Antropófago”7 in 1928
by Brazilian poet Oswaldo de Andrade, where he argued
that ‘cannibalizing’ other cultures was the way to create a
truly Brazilian modern art, alluding to Brazilian Indigenous
populations that practiced ritual anthropophagy in order to
acquire the positive attributes of the subject being consumed.
7 “Manifesto Antropófago” - English translation available at: https://korinakordova.
wordpress.com/7476-2/ [Accessed 18 June 2021]
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However, even though we use anthropophagic operations
to amazonize pre-existing materials, we do not have the
intention of transforming European influences in ‘Brazilian art’.
Our process of meshworking is moved by ‘anthropophagic
subjectivity’ (Rolnik, 1998, p.131), as we are interested in
the blurring of discriminatory borders that allows for a
contamination between erudite and popular, national and
international, archaic and modern, rural and urban, artisanal
and technological (Ibid.).
We have employed anthropophagic practices for both devising
performances and writing. We have taken “Anthropophagic
Slobber”8 (1974) by Brazilian artist Lygia Clark, one of the
leaders of the Brazilian Neo-Concrete Movement9, as a starting
point to create the performative experiment “HOLE” (2020).
We have digested Anthropophagic Slobber and vomited
HOLE—an anthropophagic durational action itself, where
we become with kilometers of thread, saliva, and two rocks.
Becoming with an object, a thing, or another human Body,
may also be perceived as anthropophagic practice. Dance
can be anthropophagic when it is driven by relationality.

8 Images of “Anthropophagic Slobber available at: https://korinakordova.wordpress.com/
amazonizingpracticesbox/ [Accessed 18 June 2021].
9 The Brazilian Neo-Concrete Movement (late 1950s-60s) challenged the oppositional
dichotomy of rational thinking versus sensitivity and proposed ways of perceiving art that
differed from the established paradigms of Western art at the time.
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Anthropophagic operations have been employed in our
creative-poetic writing (A-1, p. 71; A-2, p.73) and score-writing
practices from the beginning of the research. As explained
in chapter 3, we have used the template of American
choreographer Deborah Hay’s score “No Time to Fly”10 (2010)
as a starting point for our amazonized version of it, “CIPÓ” 11
(2019). At this point, I perceive the anthropophagic approach
to translation in the Amazonizing Practices as a strategy to
make something ‘other’. It is a way to de-territorialize preexisting materials, a tactic to incorporate the irrevocable gap,
the ever present misunderstanding inherent to translation
and, therefore, to intercultural communication.

10 “No Time to Fly” (2010) - available at: http://www.laboratoiredugeste.com/IMG/pdf/
NTTF_bookletD.Hay.pdf [Accessed 17 June 2021].
11 “CIPÓ” (2019) - available at: https://korinakordova.files.wordpress.com/2020/08/
cipocc81-score-beta.pdf [Accessed 17 June 2021].
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POST-QUALITATIVE RESEARCH
METHODS AND AN OUTCOME
AMAZONIZING PRACTICES AND
CRATERA
by Utropyka, Korina Kordova and Teluryka
Amazonizing Practices: processes of thinking-moving with a
landscape is a post-qualitative research project that creates
and refines its own methods as processes of thinking-moving
with ideas, concepts, theories, movement scores, Bodily
functions, dances and correspondences with extrahuman
things. When devising these methods, we have taken
‘impossibilities of separation’, i.e., entanglements we call
meshworks and ‘translations by function’ into consideration as
parameters to engage in an exercise of paradigmatic shifting.
The ‘impossibilities of separation’ relate to the decolonial
perspective which determined our methodological approach.
Such ethical-aesthetic choices have been explained in
chapter 1. In chapter 2, we explain why and how processes of
translations have become our meta-methods. The research
has been conducted from the perspective of a/r/tography—
an arts-based rhizomatic methodology grounded in the
physicality of making and creating; it proposes research
‘enacted as living inquiry’ (Irwin, et al, 2005, p. 899). This
chapter explains and reflects on our research methods from
such a perspective.
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The methodology of the research is aligned with the
suggestion of South African researcher L. Le Grange (2018)
regarding the potential of post-qualitative research informed
by both posthuman theories and Indigenous philosophies
to open new ways of doing research, including research
with land. Rooted in our artistic practice and situated as a
decolonial practice, the Amazonizing Practices demanded a
methodological approach that could hold its complexity and
challenge established methods of knowledge production,
underpinning the political implications of decoloniality.
These are the practices we have named to this moment and
which the main methods of the research consist of:
• amazonizing
• foresting
• holing
• becoming-attention
• oracular creating-activating-becoming
• myth-making
• score writing-activating
• becoming-rock
Most of them began to be developed during the first
year of research. This chapter outlines and reflects on the
development of each practice and considers its application
in the process of creating and presenting the artistic outcome
CRATERA.
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AMAZONIZING
To amazonize is to translate the crossroads between ancestral
Amazonian philosophy and posthuman philosophies into
artistic practice; it is to delve into the (im)possibility to become
something else within the ethical framework of the Forest. To
amazonize is to think-move with affects, increase the Body’s
porosity and vitality, i.e., capability for transformation, in
order to shapeshift.
The continuous doing entails a process of entangling
practices: foresting and holing and becoming-attention and
oracular creating-activating-becoming and myth-making and
score writing-activating and becoming-rock. Amazonizing is
also a mode of organizing actions and materials in time-space,
it is a choreographic technology. From a choreographic
perspective, amazonizing means to organize a multiplicity
of materials as a meshwork, having the Forest as an ethical
framework. Thus, to amazonize is to practice pluriversality.
In an amazonized site, all materiality is inherently vibrant,
applying agency regardless of human alliance or intention.
Ecology is non-anthropocentric, and matter cannot be
reduced to mere resources (Bennett, 2010; Cohen, 2018). An
amazonized world is enchanted by the vitality and vivacity of
both human and extrahuman Bodies. Their dance requires
‘an ethics of wonder and cautious regard’ (Cohen, 2018, p.
305).
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We are interested in the Amazonizing Practices’ potential to
produce empirical, relational, embedded, embodied and
affective Bodies. The interest in approximating a possible
Amazonian landscape in order to create ‘something else’
makes us ask the question ‘what if…?’, opening space for
imagination, speculation and myth-making as modes of
operation within artistic practice as well as legitimate modes
of being-becoming in the world.
Deploying such choreographic technology of pluriversality has
shaped CRATERA as a multimodal choreographic installation.
Therefore, in CRATERA, multiplicity and multimodality are
directly connected to the ethical ground of the research:
crossroads within the posthuman paradigm, where ontology,
knowledge and ethics are inseparable from each other, as
posed by Karen Barad with the coinage of the term ‘ethicoonto-epistemology’ (2007, p. 409). As the umbrella of a set
of methods, Amazonizing is post-Cartesian and embraces
the idea of a multidirectional methodology that may hold the
complexity of such a contemporary paradigm.
FORESTING
The Forest is a landscape, a meshwork of living forces; an open
system with no established center, formed by heterogeneous
Bodies that remain unstable and in exchange with the ‘outside’, like an ‘assemblage’ in motion (Bennett, 2010; Braidotti,
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2006; Ingold, 2011). In this research, the Forest is the
framework within which we think-move and negotiate.
However, the Amazonizing Practices are not interested in
the supposed harmony in ecology evoked by the romantic
idea of humanity in unity with nature. The states of stability
and harmony are romantic projections that modern Western
humans place upon the idea of ecology. The plurality of the
Forest only remains if there is ‘harmonic tension’. Even though
the Forest is ruled by relations based on predation, all entities
shift between states of prey
and predator. Relations of
12
predation create our umwelt , determining not only how we
see the world, but what we see (Viveiros de Castro, 2014).
Thus, in the Forest, the relations between predator and prey
are the epitome of the embodied gaze.
The Forest is not a virgin. It is cultivated by the people from the
Forest, Indigenous peoples who do not separate themselves
from the land, i.e., the indigenous do not live in the Forest,
they are the Forest. Thus, the Forest includes the beings who
have been cultivating it for thousands of years, and foresting
is to consider and/or become human-thing entanglements
and to therefore welcome contingency.

12 the world as it is experienced by a particular organism, as theorized by German
biologist Jakob von Üexkull.
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Moreover, foresting expands through the practice of
documentation, being activated by the actions: observing,
zooming in, zooming out, cropping, reproducing, multiplying,
displacing, transforming, disguising. Foresting is to disguise
things by zooming into them, eliminating their contours and
reimagining them as something else.

Image of the Amazonian landscape.
An example of Foresting as a practice of photographic documentation

Therefore, as a practice of documentation, foresting has
an anthropophagic quality—it swallows, digests and vomits
something new, revealing the fractal quality of things as well
as their potential to metamorphose. By foresting, we began
to think-move with the Body as a landscape, with rocks as
landscapes, Bodies as rocks, Bodily orifices as portals, fissures
as valleys and breasts as volcanoes.
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HOLING
Holing is a practice that focuses on actions performed with and
through bodily orifices by means of perception, expansion
and eventual manipulation of such actions. Holing is an act
of evoking the underexplored powers of the physical body
to affect materiality. Since it connects what Western culture
names ‘inside’ and ‘outside’ the Body, Holing is dialogical, a
practice of correspondence with humans and extrahumans.
Correspondence, as thought of by Ingold, is an opening to
listening to the world around us and responding with sensitivity
and care (2016). Corresponding is to remain responsive to
the motion of things as they entangle themselves, it is to join
our lives with those of the extrahuman with whom we dwell
(Ibid.), in order to co-create landscapes.
To focus on multiple bodily orifices has changed our
experience during breathing practices and has allowed for
an enhanced perception of connections between orifices,
such as the mouth, throat and the vagina. These connections
have become particularly clear with the use of yoni eggs—
egg-shaped stones to be introduced in the vagina, all the
way to the cervix, with the purpose of energetic healing and
pelvic floor strengthening. Even though, to this moment, this
practice has remained personal, it has raised the awareness
of the vagina-throat-mouth connection expanded into voice
emission. Our Body is only able to expel the egg in a deep
squat position, screaming with the mouth wide open.
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Holing engendered a physicality which has deeply influenced
the movement material developed in the process of CRATERA.
Breathing practices had already been fundamental in our
research regarding the investigation of breathing sounds and
their expansion through movement. The practice of using
voice to expel the yoni egg has deepened our investigation
into such a sonic universe from a very carnal and personal
perspective.
Holing reveals inner bodily connections and spaces and
generates uncanny rhythms. By processing all this somatic
data, motion is ignited, and a generative composition takes
place. In the Amazonizing Practices, a generative composition
creates itself from the sets of parameters, directives, Bodily
behaviors and aesthetic qualities proposed by each of
the methods. In Holing, the specific Bodily behaviors and
aesthetic qualities are generated by movements produced
by/through the activities of bodily orifices, Bodily sounds
and sounds generated by direct contact between the Body
and other human and/or extrahuman entities within the
landscape.
Holing started to be developed in 2020 and it was first shared
publicly within the durational performative experiment on
Zoom, “HOLE”, an experiment in dialogue with the work
“Anthropophagic Slobber” (1974), by Brazilian artist Lygia
Clark. In HOLE, we corresponded with two rocks, saliva, and
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several reels with thread, colored in varying shades of blue,
green and gold.

Traces of the performance HOLE (2020)
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Image from the poster of HOLE (2020)
We see a pyrite mineral inside Korina Kordova’s mouth.
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The starting point for Holing was our encounter with the
essay “Breathing Song and Smoke: Ritual Intentionality
and Sustenance of an Interaffective Realm” (2020).
Ethnomusicologist Brabec de Mori writes about human
breath in its “most life-enhancing manifestations: singing
and smoking” within the context of lowland South American
native populations (p. 130). Such domains are mastered by
individuals who are able to manage their vitalities, producing
potent effects in themselves and in the world around them.
De Mori reflects on new depths found within these noncognitive states of interaffection, as breath, when properly
managed, can make and unmake worldly forms (Ibid.). Holing
enters such a universe, as it works on mastering the activities
through/of the orifices as a way to enhance vitality, generate
motion as well as alter bodily states.
For the lowland populations researched by de Mori, as well
as for us in this project, focusing on the mastery of bodily
orifices as well as being open for corresponding within
the interaffective realm, are practices of Body-making. This
perspective challenges the Western notion of the body
as ‘a given’, as an instrument to be used and disciplined.
Moreover, the Body in altered states and in correspondence
with extrahuman matter is key to re-enchantment and magic:
a craft which connects us to the extrahuman (Stengers, 2012,
p. 8). For the Amazonizing Practices, the Body is the portal to
ecstatic experience.
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BECOMING-ATTENTION
Becoming-attention is a movement-meditation practice that
creates conditions for the Body to tune in and experience a
permanent state of becoming with the landscape. It departs
from the idea of simultaneously creating and moving through
a landscape, drawn from Korina’s experience with Alejandro
Ahmed13 —artistic director and choreographer of Brazilian
dance company “Grupo Cena 11 Cia. de Dança”.
The development of becoming-attention started from
speculations about how to reactivate the states of heightened
attention and expanded perception triggered by our
experience in the Amazon Forest. Becoming-attention is a
translation of a silent meditation practice into a movement
practice. It proposes observation, recognition and response to
four ‘categories’ of forces. The practitioner observes the force
which is predominant in her Body-landscape in the present
moment. Then, she recognizes it, i.e., names it as either a
Bodily sensation, an emotion, a thought (language or image
based) or an event of correspondence with the landscape
(e.g., a reaction to a sound). Then, she translates the identified
force into bodily action(s) such as movement and/or sounds.
However, the task is to identify the predominant force in the
present moment; and there is always a process of rising and
falling. Therefore, the practitioner must also observe the flow
13 Information about Alejandro Ahmed is available at https://www.alejandroahmed.com/
[Accessed 17 June 2021].
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of predominant forces, which, at times, move very fast or even
overlap.
Therefore, becoming-attention is as a procedure of
correspondence with invisible forces that have the potential
to mobilize the Body. Thinking-moving the Body not as an
instrument, but as a process which unfolds always ‘in relation
to’ is one of the aspects of the ‘Amazonian Body’, which,
according to anthropologist Aparecida Vilaça (2005, p. 450),
is in a continual process of fabrication by means of ritual
practices, being possibly attracted by other subjectivities
and transformed into them. Like holing, becoming-attention
is a practice of Body-making. This way, translating concepts
regarding what the Body is has changed this question to how
the Body can become.
ORACULAR CREATING-ACTIVATING-BECOMING
To this moment, oracular practices have become layers of
other Amazonizing Practices, tools to connect humans and
extrahumans and to take over agency in moments which call
for intuition. The Amazonizing Body is also an Oracular Body,
open to metamorphosis. It creates conditions for accessing
knowledge which is available within the landscape but can
only be processed non-cognitively. Since becoming-attention
and holing are practices of Body-making, they may be used
as portals to access Oracular Bodies and their intuition and
capacity to discover, imagine, speculate and create.
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Literally, the word ‘oracle’ refers to systems or beings which
have access to knowledge that cannot be acquired by rational
thinking, to information that is imperceptible, such as the
future, i.e., oracles activate mythopoetic thinking. Our oracles,
either our Body or human-thing entanglements, are activated
through practices of correspondence, intuition, imagination,
speculation and naming. At times, we work with the guidance
of a pendulum to organize space, or with a Crystal Healing
Oracle either to influence our individual practice, or to give
readings to spectators, like in the participatory performance
GEM FOREST (2020)14. We—Utropyka, Korina and Teluryka—
name all of this ‘magic’.
According to Isabelle Stengers, ‘magic’, a word that has
been compromised in the modern western world, has been
restricted to metaphoric use (2012, p. 7). “Protected by the
metaphor, we may then express the experience of an agency
that does not belong to us, even if it includes us…” (Ibid.).
Thinking with Stengers and neo-pagan witches, we call our
craft ‘magic’ (among other things) to make our decolonial
perspective explicit through the discomfort the word creates.
This way, naming a craft ‘magic’ is itself an act of magic (Ibid.);
and that’s how we connect magic to the re-enchantment
of matter by the act of naming things as performers. Thus,
naming is also a tool for activating Oracular Bodies.
14 Information and documentation material of “GEM FOREST” (2020) is available at:
https://korinakordova.wordpress.com/2021/02/20/gemforest/ [Accessed 18 June 2021]
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Since Holing, becoming-attention and becoming-rock are
practices of correspondence, they are performed by humanthing entanglements. Thus, extrahumans have agency
in influencing the future of performance events. In the
Amazonized landscape, sharing agency with extrahumans
becomes an act of re-enchantment of the world.
The choice of working with practices of correspondence
welcomes contingency to the choreographic technology of
CRATERA. The extrahuman performers are not predictable,
even if the actions of the human performer could be. Thus,
the landscapes things co-create are also co-creating the
future.
MYTH-MAKING
Keeping the Body open for mythopoetic thinking has been
the condition for myth-making in the Amazonizing Practices.
Our meshwork of practices can create conditions for this
opening to take place. During the latest research phase, we
have been surprised with connections between events and
small revelations which cannot be explained by causality (the
principle that every event is preceded by its cause in linear
time). This ‘opening’ has been a way to actually perceive
entanglements between humans and extrahumans.
Undergoing such experiences has activated our creativity in
a direction which has produced a feedback loop between
discovering something by only being open to it, and actually
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initiating a ‘mythopoetic operation’, such as doing an
astrological birth chart for CRATERA (A-3, p. 86). This way,
the work disclosed information regarding the configuration
of the sky during the performance event, as well as its
interpretations. It was the meshwork revealing itself.
During the process of creating CRATERA, “The Myth of the
Amazonizing Practices” (A-4, p. 93) simply created itself. Even
though we did not have the aim to mythicize the research,
crossing the surprising connections and revelations with what
we call ‘facts’, combined with measured doses of imagination
and speculation, produced our Myth.
In CRATERA, we told the Myth to the spectators as part
of a ‘Pelvic thoughts’ practice: a hip movement practice
developed from a parameter from the Amazon experience. It
unfolded with the eroticism revealed from the Body sensing
extrahuman matter as its continuity, an eroticism of the humanthing entanglement. This eroticism has also become present,
even if subtle, as a consequence of the correspondence with
things in CRATERA. We use the term ‘erotic’ as “a resource
within each of us that lies in a deeply female and spiritual
plane, firmly rooted in the power of our unexpressed or
unrecognized feeling” (Lorde, 1984, p. 53).
Thinking-moving our pelvis has put forward a feminist
perspective to the research. By bringing re-enchantment and
the erotic together as assertions of lifeforce, ‘Pelvic thoughts’
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reclaims Bodily dimensions which have been suppressed by
coloniality.
SCORE WRITING-ACTIVATING
We began our score-writing practice taking “No Time to Fly”15
(2010) by American choreographer Deborah Hay as a starting
point for writing “CIPÓ”16 (2019), part of our first research
prototype. In the score, by repeatedly asking the question
‘what if…?’, Hay opens a door to imagined landscapes and
Bodily fictions. She also works with multiplicity of information,
images and relationality.
We have been most interested in scores in a text form,
scores which also hold literary value, as we perceive them
as stories the performer tells herself in order to create and
move through a landscape, even though the stories never
follow rational logic. The scores of Amazonizing Practices are
imaginary landscapes of words, poetics, directives, images
and comments, not all of them being obviously connected to
a language specific to dance and choreography.
In the following paragraph, written during the study module
“Dramaturgy through the Lens of Poetics” (2020), we have
reflected on our use of scores and what they entail regarding
the dynamic of visible and invisible forms in the research:
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The choice of Hay’s score was made based on its open form
and its use of poetic language and imagery juxtaposed with
directives to avoid representation and illustration, i.e., to
avoid recognition and allow the images generated during the
performance to remain opaque […] poetic language is able to
break down known logics and cross the categorical barriers of
language. Imagery became entryways for rewriting the score,
means of transforming it through the gradual introduction of
Amazonian societies’ ideas regarding the body, humanity
and environment and mythologies […] language functions
as an extension of thought, as a vehicle that enables the
performer to transit through different affective and imaginary
landscapes” (Kordova, 2020).
From our first prototype (2019) to CRATERA, there has
been a curious process of questioning our desire for forms

15 “No Time to Fly” (2010) - available at: http://www.laboratoiredugeste.com/IMG/pdf/
NTTF_bookletD.Hay.pdf [Accessed 17 June 2021].
16 “CIPÓ” (2019) - available at: https://korinakordova.files.wordpress.com/2020/08/
cipocc81-score-beta.pdf [Accessed 17 June 2021].

Korina Kordova activating the score “CIPÓ”. From the video “stone jungle lamento”
(2019).
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to remain opaque in our artworks. We intended to avoid
the crystallization of images that could shift the work into
becoming ‘about’ the Amazonian landscape rather than
triggered by ‘thinking-moving with’ it. There has also been
a considerable transformation of our practice because of
the residency in the Amazon. Moreover, the practice of
corresponding with traces of the Amazonian landscape in the
studio has brought other features into the research.
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green, turquoise and gold, with the clear intention of giving
them a ‘machine-made’ appearance. Moreover, we have recreated each item in sizes which differed from the originals,
making them ‘non-reproductions’. Bringing all the Amazonian
and 3D printed things together, a collection of co-performers
was established.

BECOMING-ROCK
As outlined in the section “Holing”, we had been working in
correspondence with stones in/through our bodily orifices
since the first year of research. The possibility of doing field
work in the Brazilian Amazon has propelled the expansion of
the practice. When becoming with the Amazonian landscape,
we have given special attention to the soil. We have collected
rocks and transported them to Arnhem in order to thinkmove with them both as contiguous to our own Body, and as
extensions of the Amazonian landscape. Finally, our collection
of Amazonian things is composed mostly of rocks, but it also
includes nuts, seeds and a strand of wild boar hair.

We consider the aforementioned process an expansion of
the practice becoming-rock in time. The collection of organic
matter brought together with their ‘non-reproductions’
creates tension regarding culturally constructed divisions
such as nature and culture, biology and geology, matter and
discourse. A stone found in a forest ‘belongs’ to the field of
geology. However, a stone produced by a human body, such
as a kidney stone, ‘belongs’ to the field of biology, even if
its composition is the same as of a rock found in the forest.
Thus, becoming-rock is a practice that raises questions
regarding divisions and oppositional dichotomies in Western
colonialism, aligning the Amazonizing Practices to Donna
Haraway’s gesture of coining the term ‘natureculture’ (2008,
p.16).

Considering the collection of things as a landscape and its
inherent multiple temporalities (sedimentary rocks, crystals
and other organic matter), we have (nearly) ‘frozen them in
time’ by scanning each of them and creating 3D models. We
have then printed them in PLA filament in shades of blue,

After the collection of co-performers was ready, the following
step in the creation of CRATERA was to practice the dialogical
score “Landing Intimacy” (2021), which departs from ideas
of Ben Spatz (2017, p. 257-271) regarding affordances of
materials and ‘embodiment as first affordance’. The score
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proposes an awareness of ’thisness’, the quality which makes
a thing unique.
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CONCLUSIVE REMARKS AND
THE FUTURE OF CRATERA
by Utropyka, Korina Kordova and Teluryka
DISPLACEMENT AND THE SOIL
The process of creating CRATERA started with the collection
of things and the creation of both visual and sound
documentation material during our artistic residency in
the Brazilian Amazon. Therefore, CRATERA’s performance
form has appeared from within a practice which employed
the multimodal meshwork methodology addressed in the
previous chapter. Opting for the multimodal choreographic
installation form also seemed appropriate as a response to
amazonzing as a choreographic technology of pluriversality.
The approach to the becoming-rock practice, as outlined
in the previous section, is in dialogue with Brazilian artist
Marta Soares’ work “Vestígios”17 (2010). Through the concept
of traces, Soares researched sambaquis—prehistorical
Indigenous graveyards, relating to the “Theory of Nonsite”,
by American artist Robert Smithson. A ‘Nonsite’ is an indoor
earthwork, a three-dimensional metaphor that one site can
represent another site without resembling it; it is a photograph
that does not look like the original frame (Smithson, 1996).

17 “Vestígios” (2010) - available at: https://coletadevestigios.wordpress.com/ [Acessed 16
June 2021]
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When proposing the creation of a work not about the visited
landscape, we found it appropriate to investigate the “Theory
of Nonsite”. Such a choice has allowed us to fully engage
with processes of transforming the documentation material
without being faithful to a ‘realistic’ dimension, which has also
helped us clarify the potential of the parameters we worked
with beyond layers of their representation.
From our perspective, CRATERA has become a disruption
of geography, an experience of ‘practicing a place’ outside
the actual geographic site. The idea of a ‘landscape to be
practiced’ strongly relates to the agency of human-thing
entanglements and their capacities to create and transform.
There certainly is a ritualistic aspect to such ‘reactivation of
actions’, as there always are situated practices which create
attachments to place. It seems relevant to consider how we
can transform the ‘realities’ of the places we are in, especially
when there is no sense of belonging. However, we must also
consider which Bodies have the freedom to move in the
world and perform such acts.
The process of displacing rocks and traces of soil from the
Amazon to Europe, may be perceived as a gesture that
problematizes the politics related to the predatory exploitation
of land, which is strongly related to the relationship modern
humans have with the soil, mostly seen as matter which is not
alive. According to Ingold (2020), Western colonialism views
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soil as completely disconnected from life, but connected to
death as the ultimate end, i.e., from a colonial perspective,
the soil is disenchanted.
PERFORMATIVITY, SHARED AGENCY
AND EMERGENT QUALITIES
We began our studio practice with the collection of things by
practicing the dialogical score “Landing Intimacy”18 (2021). We
dwelled in the landscape researching ‘thisness’, properties,
affordances, memories and affects in correspondence with
the extrahuman co-performers.
After relational qualities had emerged, one of our main
concerns was to create spatial constellations and still
welcome contingency within the process of shaping them. All
this whilst also performing holing and becoming-attention,
a clear continuation of working with the multiplicity of tasks,
images and relations proposed by Hay’s score. However,
when (almost) uncontrollable materials are co-performing,
i.e., a human-thing entanglement is performing, the process
becomes much more complex and challenging. Even
though a rock has a temporarily fixed form, and is therefore
controllable, the meshwork of rocks is not. The motion of the
human-thing entanglement creates landscapes which do not
have a fixed shape, like a fabric moving, folding, tearing apart.
18 “Landing Intimacy” is available at: https://korinakordova.wordpress.com/
amazonizingpracticesbox/ [Accessed 18 June 2021].
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During the practice, we sensed the impossibility to avoid
the crystallization of images, a main concern when we
were working only with our own Body. The human-thing
entanglement produced forms which evoked a place besides
that concrete present space. At times, we became images
that resembled ‘posthuman tableaux vivants’; and they arose
our curiosity regarding possibilities of articulating a dialogue
with historical aspects of the field of choreography in future
developments of the work.
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holing on (or very close to) the ground, in contact with the
things. The meshwork demanded a muscular tonus higher
than our personal tendencies lean towards. It also demanded
pause and apnea, as if we should stop transformation from
happening, like a 3D printed thing which non-represents its
original in a specific moment in time.

Furthermore, there was the sound of the things, some of
them ‘real things’ from the Amazon, most of them hollow
and plastic (purposefully). There was also a soundscape
created from the sounds we had recorded in our house in the
Forest and video projections on the walls showing images
of landscapes of a diverse rocky, sandy, muddy and even
human-made grounds from the Amazon. Thus, it was crucial
to clarify the performativity of the single human performing
Body within the landscape.

CRATERA has become a new space where dimensions of the
Amazonian landscape are (re)activated by correspondence
with its traces and their non-reproductions, as well as by
memories of the experience in the Amazon. However, the act
of correspondence and both practices of becoming-attention
and holing are entirely grounded in the investigation of visible
and invisible matter in the present moment. Thus, CRATERA
proposes a paradoxical performative approach regarding
the movement of attention: attention must shift between the
Body-things entanglement, the present moment, memories
and imagination in order to generate the composition. For the
performer, it can be a challenging and surprising experience.

When holing, we focused on the motion and expansion of our
bodily orifices, especially the mouth and the orifices of the
diaphragm. This produced a plasticity that, in contrast to the
trespassing forces activated by becoming-attention, opened
up an uncanny Bodily behavior that has a certain monstrosity
we intend to investigate further. Moreover, we have perceived
the transformation of the physicality produced by practicing

CO-PRESENCE AND RE-ENCHANTMENT
Being in correspondence with things is to allow their agency to
be revealed, to give life back to matter. It is to allow extrahuman
matter to also animate our Body, since the activation of the
animistic dimension is multidirectional. To name things as
performers brings attention to their agency and emphasizes
their co-presence; it is an act of re-enchantment.
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When traces of the Amazonian landscape were re-enchanted
in CRATERA, they became the source of a new landscape.
The potential of re-creation of a place by trusting humanthing entanglements, besides being a decolonial statement,
awakens our imagination and therefore the possibilities
of creating new modes of collaboration pointing towards
sustainability.
As a landscape, CRATERA requires the performer to
shapeshift, to oscillate between states of attention. The
agency of the collection of things determines the future of
the action, transforming the human-thing entanglement into
an Oracular Body.
PLURIVERSALITY AND LANDSCAPE DRAMATURGY
The multimodality of CRATERA, with a human Body and
extrahuman performers, a collection of things, video
projections, soundscape, movement, images, written text
and storytelling, is a choreographic strategy to create a new
space which reflects the plurality of the Forest as well as the
pluriversality of the decolonial perspective.
Besides asserting our ethical-aesthetic stance, multiplicity and
multimodality generate unexpected dynamic forms which
emerge from the—at first glance unthinkable—co-existence of
materials and actions. This proposition demands the viewer to
engage with perception, affect and imagination, and creates
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conditions for an approach to ‘landscape dramaturgy’ to
emerge (Vujanović, 2018a, 2018b).
Our approach to landscape dramaturgy intended to open a
multiplicity of perspectives and entryways into the artwork.
Therefore, the mode of spectatorship CRATERA proposes,
corresponds by analogy, to the experience of the artistresearcher-translator when dwelling within the landscape of
research materials. We have deployed ‘scores for watching’
(A-2, p. 73) as a strategy to create multiple entryways to the
performance: each spectator picked a different text just
outside the performance space. Each text indelibly proposes
a unique perspective to see the work and adds one more
surface to the specific frames the spectator chooses to watch.
There were texts based on scientific research, anthropology,
poetry and literature by Indigenous writers, which also
reflected the polyphony of the project. We are interested
in investigating further how each of these voices frames the
experience of spectatorship in the context of CRATERA.
CONCLUSION
Once we began the Amazonizing Practices: processes of
thinking-moving with a landscape, the research project
proposed its own form. When previously designing the
project, we created conditions for a meshwork of methods
which included body-based practices, writing, divination
and even ‘thing-making’ to take shape. But once we began
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dwelling in the research landscape, the meshwork seemed
to have its own demands, focusing on its ethical-aesthetic
stance.
The research developed ways of thinking-moving, writing
modes and a choreographic technology based on values
attached to the crossroad where it started: between
Amazonian and posthuman philosophies. Embodied
knowledge, togetherness, equity and plurality are the main
values proposed by the crossroad.
The Amazonizing practices propose artistic practice as both an
exercise of, and a tool for, paradigmatic shift. The knowledge
of the crossroads, imagination and speculation have become
tools to fulfill the urgency to decolonize thinking processes
and create new narratives. Since it is important that these
narratives develop in a variety of modes and registers, artistic
practices have much to contribute.
We intend to continue developing the amazonizing
choreographic technology of pluriversality as it has the
potential to enact relational and ethical-aesthetic parameters,
and therefore contribute to the collective imagination of new
narratives and ways of life within a posthuman paradigm
shaped through the collaboration between different
epistemes.
We also intend to investigate the notions of reclaiming
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animist perspectives further, as a way to address the
urgency to re-imagine relationality, and therefore take
responsibility for interdependence between humans and
extrahumans. Furthermore, we have found the notions of reenchantment of extrahuman matter by means of practices
of correspondence to become portals to the erotic power
of the Body, the erotic as the assertion of lifeforce. As we
animated things, we have also been animated by them. The
practices of correspondence were initially approached as
ways of co-creating landscapes, but they have also become
practices of Body-making, once the Body is also perceived
as a landscape from a fractal perspective. Body-making
practices shed light on the capacity of the body to transform
itself whilst interrelating to other humans and extrahumans.
And this is the Body we reclaim: the Body that both responds
to and initiates processes of transformation.
The development of the methodological design proposed
by the Amazonizing Practices has remained contiguous
to the decolonial perspective. It has also addressed the
questions previously raised. Regarding the investigation
of the ‘stretching the landscape’ notion through the
displacement of traces, we experienced the potential of
traces to become starting points. We intend to take this
practice further by repeating the methods contextualized in a
different landscape, as previously intended, and by exploring
the notion of ‘endlessness’: traces of a visited landscape

KORINA PAPADIMITRIOU KORDOVA SANTOS

62

become a new space, which becomes another new space;
a transformed trace is fixed in time becoming a 3D model,
which becomes an image, and so on. This could also become
another approach to translation.
We recognize re-enchantment as a tactic to reactivate
nonmodern dimensions of landscapes within the posthuman
paradigm, and magical thinking as a strategy to reclaim the
legitimacy of nonmodern ways of knowing as well as a tool to
mediate human and extrahuman dimensions. Moreover, by
engaging spectators with mythopoetic thinking we are also
proposing a way of seeing our work; a way which intends
to deviate spectators from a possible need to cognitively
understand the artwork, instead of experiencing it through
a deliberately embodied gaze. Besides believing such
aesthetic experience to be more fruitful to the fields of dance
and choreography, we believe it is also able to help recover a
kind of human sensitivity which may undermine postures that
hinder movement towards necessary change.
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Maybe the egg was once a triangle that rolled so much
through space it became oval. People say the triangle escaped
a geodesic polyhedron by rolling down a mountain. After a
long while, it crashed against Buckminster Fuller’s sacrum
bone.
Fuller asked: what are you?
The egg replied: I live on Earth at present, and I don’t know
what I am. I know that I am not a category. I am not a thing—a
noun. I seem to be a verb, an evolutionary process—an integral
function of the universe.
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CRATERA is an artistic outcome of the research project
“Amazonizing Practices: processes of thinking/moving with
a landscape”. The telescopic research combines different
lenses and curved mirrors to look deep inside a crater
where the ancestral and the posthuman meet. Amazonizing
is approximating to a possible contemporary Amazonian
landscape by perceiving it as a meshwork formed by
movements of mythic, affective, geological and socio-political
dimensions. Amazonizing addresses the interest in the
doing, in the construction of new spaces—multidimensional
landscapes to be practiced. CRATERA is a new space where
the power of things is summoned by acts of re-enchantment
and where a set of bodily practices is reactivated. Through the
process of digging into these practices, CRATERA becomes a
landscape-body for thinking/moving, reclaiming the ground
and its immaterial dimensions.

A-2 CRATERA: TEXTS FOR THE SPECTATORS
The following texts were placed on a table just outside
the performance space. Every sheet of paper on the table
had a different text. The texts have been written using
anthropophagic operations and poetic gestures; they are
crossroads between people and things who had never
met before. We perceive them as ‘scores for watching’ The
spectators were instructed to pick one text each, before
entering CRATERA:

Credits
Creation and performance: a heterogeneous group of
minerals and PLA filament, virtual moving grounds, Korina
Kordova and the spirits of many artists and writers, dead and
alive.
Supervisor: Dr. Mariella Greil
External mentors: Kat Válastur, Hildegard von Bingen
Light and sound operator: Zuzana Sosnowska

This is a crossroad between you, Levi-Strauss, Korina Kordova’s translation,
cellulose fibers and billions of invisible things. Facilitated by Utropyka.

// There is no center and periphery. The center is always where the thing
speaks from. By moving, we re-read knowledge, we meet, we cross, we reenchant, we generate affect at crossroads, we spice up time. By moving we
are open for entangling our becomings with things, which may accompany
us across the ocean, down the river, through the mountains.
This is a crossroad between you, Korina Kordova, Luiz Antônio Simas, Tim
Ingold, cellulose fibers and billions of invisible things. Facilitated by Utropyka.
// Seen from the outside, the forest looks like a huddle of condensed bubbles,
a vertical huddle of green swellings; we could say that I kind of pathological
disturbance attacked the fluvial landscape in a uniform manner. However,
when we tear its membrane by moving into the forest, everything changes.
From the inside, the confusing mass becomes a monumental universe. The
forest ceases to be a terrestrial disorder. We could perceive it as a rich new
planetary world that could replace ours.

// To think/move is a quarry. We are becoming.
This is a crossroad between you, Manoel de Barros, Korina Kordova, cellulose
fibers and billions of invisible things. Facilitated by Utropyka.
// One eye sees, the other eye feels, the other eye connects, the other eye
swims the other eye gasps
We are seeing you
We tried to show you
Now lands turning to ashes and mud
The rivers will disappear under the ground, the ground will crumble, the
trees will wilt and the stones will crack in the heat. The parched earth will be
empty and silent
You can see it in your lungs
This is a crossroad between you, Paul Klee, Davi Kopenawa, cellulose fibers
and billions of invisible things. Facilitated by Teluryka.
// Later we made you come down and look at the moon thinking it might heal
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us, too, with its unbelievable pink color.
Though we know the shadow will soon return
With new questions, like
Is this a word dance?
This is a crossroad between you, Korina Kordova, Maggie Nelson, cellulose
fibers and billions of invisible things. Facilitated by Utropyka.
// Omama hid his metal in between the hills of the highlands, where he also
made the rivers stream. From there, the winds and the freshness from the
forest emerge. Its fertility also comes from there. When we make the image
of the father of minerals dance, it presents itself as a subterraneous iron
mountain, full of enormous rods stabbed through all sides. Omama placed
it within the depths of the soil to keep the earth in place and prevent the
wrath of the thunders and lightnings from making the earth shake and travel
in space.
This is a crossroad between you, Davi Kopenawa, Bruce Albert, Korina
Kordova, cellulose fibers and billions of invisible things. Facilitated by
Utropyka.
// Dance is extemporary
It takes us into the crater
It takes us underneath time
We are threading down under
This is a crossroad between you, Korina Kordova, cellulose fibers and billions
of invisible things. Facilitated by Utropyka.
// It is possible that the impact of the asteroid which caused a mass extinction
66 million years ago has helped create the biodiversity of the forests in South
America. Scientists have concluded that, after the enormous spatial rock
hit the Earth, exterminating more than 75% of her population, the type of
vegetation that formed these forests changed drastically. The ashes that fell
after the rock, fertilized the soil, changing its chemical composition. It took
six million years for the forests to become dense and dark.
This is a crossroad between you, anonymous scientists, cellulose fibers and
billions of invisible things. Facilitated by Teluryka.
// What was it? A meteorite or a visitation from outer space?
Whatever it was, in our small land it appeared.
Wounded by such encounter, we regreted never being able to disappear
at will.
The catastrophe began with a dramatic collapse of the core and an expansion
of the outer regions.
To form a giant. A supergiant.
This is a crossroad between you, Korina Kordova’s 2013 Body, seven tablecloth green dresses, Tarkovsky, cellulose fibers and billions of invisible
things. Facilitated by Utropyka.
// A Klee painting named ‘Angelus Novus’ shows an angel looking as though
he is about to move away from something he is fixedly contemplating. His
eyes are staring, his mouth is open, his wings are spread. This is how one
pictures the angel of history. His face is turned toward the past. Where we
perceive a chain of events, he sees one single catastrophe which keeps
piling wreckage and hurls it in front of his feet. The angel would like to stay,
awaken the dead, and make whole what has been smashed. But a storm is
blowing in from Paradise; it has got caught in his wings with such a violence
that the angel can no longer close them. The storm irresistibly propels him
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into the future to which his back is turned, while the pile of debris before him
grows skyward. This storm is what we call progress.
This is a crossroad between you, Walter Benjamin, cellulose fibers and
billions of invisible things. Facilitated by Utropyka.
// Exu, the divinity of movement, of the power of the body and of the great
transformations.
Exu hits the bird which has flown in the past with the stone he throws NOW.
What Benjamin names ‘Angel of History’, we can name ‘the stone of Exu’.
Exu does not go to the past because he knows that, within the spirals of
time, it is in the present that the stone is thrown, towards the bird that, in its
uncertain fly, will land in the future.
For Exu, nothing is immutable data, and the impossible is a possibility.
This is a crossroad between you, Luiz Antônio Simas, Korina Kordova’s
translation, cellulose fibers and billions of invisible things. Facilitated by
Utropyka.
// To build the future we must build the past.
Memory is a battlefield between remembering and forgetting.
Rocks…they are Earth’s memories.
This is a crossroad between you, Korina Kordova, Luiz Antônio Simas,
cellulose fibers and billions of invisible things. Facilitated by Utropyka.
// The timing is off; I think you understand
We will never understand
We will live forever
In this crossroad of non-understanding
Nailed to it. It’s blueness
This is a crossroad between you, Korina Kordova, Maggie Nelson, cellulose
fibers and billions of invisible things. Facilitated by Utropyka.
// We make too much history.
With or without us
There will be the silence
And the rocks and the far shinning.
This is a crossroad between you, Korina Kordova, Maggie Nelson, cellulose
fibers and billions of invisible things. Facilitated by Utropyka.
// A desert, a stone, traces of time.
Stones have their own temporalities, a longevity unthinkable for humankind:
they were here before us and will continue to be here after us. Amongst their
seams and fault lines we can perceive glints and glimpses of past realities,
histories sedimented and pressed together.
You perceive, at this moment, a particular vista of past and future; but it is a
vista that is available from this moment and no other. As such it constitutes
your present, conferring upon it a unique character.
This is a crossroad between you, Ulrika Sparre, cellulose fibers and billions of
invisible things. Facilitated by Teluryka.
// That’s a weather stone.
It makes rain, they say.
They say it was a powerful spirit once.
And got turned into stone.
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If anyone sits on it, it rains.
You really believe in that?
I believe different things in different places.
This is a crossroad between you, a cow, Kelly Reichardt, cellulose fibers and
billions of invisible things. Facilitated by Utropyka.
// This spot is a mutating space for deep slow breaths, pelvic thoughts and
magic.
Imagine a film of a landscape shot over years, centuries, even millennia.
Speeded up, solid rocks bend, buckles and flows like molten metal. The
world itself begins to breathe.
This is a crossroad between you, Korina Kordova, Tim Ingold, cellulose fibers
and billions of invisible things. Facilitated by Teluryka.
// The ground, understood as a passive substrate, rather than an active and
energizing force in the ongoing generation of life, could be excavated with
impunity.
Digging up the past, once associated with the dark arts of necromancy,
became a respectful antiquarian profession. And with that, archaeology was
born. Along with the idea of the human carrier as an ascent from savagery
and barbarism, to the perfection of the Human Condition in refined civility.
This is a crossroad between you, Tim Ingold, cellulose fibers and billions of
invisible things. Facilitated by Teluryka.
// To kiss a place
To kiss a story
To kiss a rock
To kiss unknowing
To kiss a dance
A kiss is the beginning of cannibalism.
So is dancing.
Otherness becomes a symbolic form of anthropophagy.
This is a crossroad between you, Sonia Fernández Pan, George Bataille,
cellulose fibers and billions of invisible things. Facilitated by Utropyka.
// A fantasy of the world as a huge beast not perceived by humanity.
She allowed them to construct all over her body, small architectures, cities,
she allowed them to navigate her urine that are rivers, swallowed everything
with a yawn or with a small gesture.
By opening her legs, she flooded cities, destroying bridges that humanity
rebuilds without the perception of the totality world-beast that incorporates
everything in her womb.
This is a crossroad between you, Korina Kordova, Lygia Clark, cellulose fibers
and billions of invisible things. Facilitated by Teluryka.
// We saw ourselves naked, enormous, we were the landscape, the continent,
the world.
Around our pubic bone, small men build a dam to contain a great lake where
they could all dive.
At night, the space connects with her own vagina, where the fetus has to dive
to be born.
An abyss, a tunnel, death. A wormhole connecting places. The body is a
portal.
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This is a crossroad between you, Korina Kordova, Lygia Clark, cellulose fibers
and billions of invisible things. Facilitated by Teluryka.
// We planned to write a book about the color blue. Now we are suddenly
surrounded
by green, green gagging me
pleasurably, green holding onto my hips
This is a crossroad between you, Korina Kordova, Maggie Nelson, cellulose
fibers and billions of invisible things. Facilitated by Utropyka.
// The mind spills
The landscape spills
We all contain multitudes
Unknowable histories
This is a crossroad between you, Andy Clark, Korina Kordova, cellulose fibers
and billions of invisible things. Facilitated by Utropyka.
// What do these chants want to tell? Of which forests do they speak of?
Maybe, they would finally understand the words that the xapiri (spirits from
the forest) bring us from where they came from, from the limits of the earth,
from the back of the sky and from the underworld.
This is a crossroad between you, Davi Kopenawa, Bruce Albert, cellulose
fibers and billions of invisible things. Facilitated by Utropyka.
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A-3 CRATERA: BIRTH CHART
CRATERA - birth chart
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THE SUN IN TAURUS
There is something very solid about Taurus natives, no matter
what the rest of their charts say about them. Taurus natives
are sensual things. This includes sex but extends to pleasures
in all areas: they delight in the sensual pleasures of food, the
smell of flowers or spring rain and pleasing melodies coming
from the open whole. Some might even say they live through
their senses. When Taurus natives work, they work hard. They
do it with a steadiness that may rarely be considered quick-rather it’s a dependable, plodding, and steady effort that has
its payoffs. They have charm, they are tolerant and stoical.
They appreciate the Arts.
TAURUS WITH ASCENDANT IN SCORPIO
Although their intentions are generally good, they are given
to overdoing things. They can easily gloss over realistic details
and get themselves into debt, overindulge in pleasures such
as food and drink and promise more than they can deliver. For
the most part, they find help for your excesses. Somebody’s
there to bail them out, as plenty of people believe that their
heart is in the right place. Scorpio Ascendant things have a
lot of presence. There is something about them that tells the
world they are not to be pushed around.

pronouns: they/their
date and place of birth: 20.05.2021, 19:00, Arnhem, Netherlands

68 TRINE BETWEEN THE SUN AND PLUTO
They have much sexual vitality and passion. It is easy and
natural for them to find a passion and pursue it, and to focus
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on a goal. They are not scared of anything. They love a good
mystery, and they are adept at solving it. They readily assign
meaning to what others might consider “ordinary” events.
They look for symbols and read between the lines in most
situations. Their physical vitality is generally strong, and their
body is usually able to heal quickly. They are not afraid to get
their hands dirty and are usually quick to help others--not only
with mundane tasks, but also on a spiritual or psychological
level. Their insight is sharp and sometimes awe inspiring.
They are not afraid of the “dark side” of humanity, and they
will bend the rules from time to time if they feel the need to
do so. They have a hunger to experience more than just an
ordinary life.
MOON IN VIRGO
Some of the most skeptical things are Lunar Virgos. They
can’t help but poke holes when faced with others’ blind faith.
They have very good memory. Scientific or medical studies
preferred above all others. They are humble and moderate,
calm and reserved and have emotional discipline. They are
willing to help, devoted and gentle.
MOON IN THE TENTH HOUSE
This position of the Moon indicates an emotional need for
recognition, popularity, acknowledgement, and achievement.
They can be quite charismatic. They are at their emotional
best when living a structured and responsible life, but it can
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take time to get there. They may change goals and ambitions,
and/or profession frequently. They are frightened of getting
old and tend to hark back to the past. They often succeed due
to help from women. Learning to set their own heartfelt goals
is the challenge here, as it is unlikely that they will find true
happiness if they follow or adopt the expectations of others.
110 TRINE BETWEEN THE MOON AND URANUS
They are imaginative and benefit from the Moon’s intuition
complemented by Uranus’ independence and originality.
Their life is out-of-the-ordinary, with lots of changes and
a great knowledge of the world not necessarily through
reading but through personal experience and brilliant
intuition. They like the sensational, new things. They act
instinctively, but fortunately have a good sixth sense. They
like to be surrounded by original people, artists.
MERCURY IN GEMINI
Mercury in Gemini people are generally quick-witted. They
can come across as somewhat scattered, and this is mainly
due to their eclectic interests. They seem to know a little
about everything. Turn to Mercury in Geminis for lots of facts
and figures as well as broad knowledge. They pick up more
from their environment than most, and they can process
information at lightning speed.
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MERCURY IN THE EIGHTH HOUSE
They like research, investigations, inquiries. They are
fascinated with all that is unexplored, mysterious, taboo,
secret, and psychological. They love research and have a
great mind. May have a good mind for financial strategies.
They may be tormented at night, unable to turn off the mind
to rest deeply. They speak with authority and others listen,
having strong persuasive powers which should be used
carefully.
GEMINI IN THE EIGHTH HOUSE
If they are involved in the Arts and fame doesn’t come when
living, then it will come posthumously.
261 CONJUNCTION BETWEEN MERCURY - VENUS
They look on the bright side of life. They are gay, agreeable,
optimistic, sociable. They enjoy speaking and writing, and
they do both with charm and artistry. Their intellectual
pleasures are very much influenced by their feelings. They
like beauty, the Arts, travelling, frequent changes of scenery.
They always aim for diplomacy.
-169 SQUARE BETWEEN MERCURY - NEPTUNE
They misjudge, but very imaginative. They let things happen
and are happy in their dreamworld. Confronted by reality,
they are hesitant, anxious about being tested and can fall
back into their imaginary world.
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VENUS IN GEMINI
Venus in Gemini people will try to win over the object of
their affection with witty conversation, displaying just how
much they know and demonstrating their diverse interests.
These lovers are playful -- some might even call them a tease.
They are hard to pin down, and they resist relationships that
promise to become too comfortable. Although they are
willing to talk (perhaps endlessly) about the relationship, you
may get the feeling that they gloss over some of the deeper
issues. In love, their tastes change often, and it can be hard to
know what to expect from one day to the next (or, sometimes,
from one hour to the next!). Pleasing Venus in Gemini involves
supporting their need for fun and variety, showing interest
in their brainpower and knowledge, and giving them space
for friends and activities outside of the relationship. Let them
know just how much fun you have with them.
VENUS IN THE EIGHTH HOUSE
Not frightened by the unknown. Sometimes this position
means they have a peaceful and happy or natural death.
Possible inheritance. They are easily bored with mechanical
interactions between partners and might prefer drama in
your relationships to anything mundane or superficial. They
find passion a healing force in your life. Their charm runs
deep--just below the surface. They are attracted to all that
is taboo, hidden, forbidden, and find beauty in the broken,
disenchanted, obsessed, and passionate. In some cases,
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things with this position might make a business out of love,
romance, and eroticism. There is an intensity about them that
others pick up readily. Either they run or they are completely
intrigued.
4 Sextile between Mars - Uranus
They possess exceptional energy. They are impulsive but
bold. They may take on risky enterprises for the good of the
community. They will often pour tremendous energy into an
endeavor. They have a great need for their independence,
insisting on their freedom of action. Very open to new
methods and different ways of doing things. Progressive and
courageous. Innovators.
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A-4 THE MYTH OF THE AMAZONIZING PRACTICES
A SCRIPT FOR A LECTURE PERFORMANCE
This is the script Korina Kordova has written to use as a
guide in the ‘second act’ of the choreographic installation
CRATERA. We perceive the ‘second act’ of CRATERA as a
lecture performance.
During the performance, we have spoken while engaging in
the movement practice ‘Pelvic thoughts”.
The text contains a magic spell.
“I need a moment to astral project into every inch of every surface in this
room, in order to get to know all of you better…….
I’m back. Hope you are ok with all the smoke.

Uranus in VII: Uranus is in the seventh house
They reject traditional roles in partnership, or they are
attracted to (or attract) unconventional things as partners. May
fear entrapment, but it can take half a lifetime to realize this
is coming from within, not from others. Their independence
doesn’t match well for traditional marriage. If they do marry,
they need many freedoms. Will do best in unconventional or
nontraditional set-ups. Likely to attract unusual, erratic things,
particularly in close relationships.

If February 2021, a video recorded by a German physician went viral. The
video addressed the fragility of the mental health of the German population
during the pandemic.
He commented on the incredible raise in the number of calls by individuals
seeking urgent psychiatric help. At the end of the video, he said:
“We are getting too many calls. If you are living alone during the pandemic,
it is normal for you to talk to animals, to plants, to objects, to the furniture.
Please, only call us, in case your cactus, your cat, or your mid-century table
talk back to you”.
We thought…we have been with things, talking with things, breastfeeding
rocks for the last few months.
And we will not make a call.
ROUTES ROUTES ROUTES ROUTES ROUTES ROUTES ROUTES
“She changes everything She touches, and everything She touches changes”
(repeat 7 x)
We have learned this chant with a philosopher of science. And that was how
we began to dig a HOLE.
One day in June 2020, we threw our body into the waters of the Rhine
river, right in front of our current home. This action was the beginning of a
collaboration with artist Natália Tupinambá.
No. Those who ate the first bishop of Brazil in 1556 were the Caetés, who
have already been exterminated.
But yes. The Tupinambá also practiced anthropophagy.
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In 1928, Brazilian artist Oswaldo de Andrade published “Manifesto
Antropófago”. The document was dated ‘year 374 after the swallowing of
Bishop Sardinha’.
Is it now time to spit it out?
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“I had a dream with you last night. Then, this morning, I went for a walk by the
river, same place we were together last time.
And the water brought this to me…”

ROUTES ROUTES ROUTES ROUTES ROUTES ROUTES ROUTES

And there was a picture of the egg. The glow-in-the-dark egg had traveled
fast, all the way from the Rhine to the Tapajós river.

Let’s get back to the Rhine river.
When floating on cold water, still holding on to a rope not to be carried away
by the current, the Sybil of the Rhine, Hildegard von Bingen appeared to us
and described a vision:

We continued talking about our time together in the Amazon. We
remembered when we were in the Forest and met the Curupira, the spirit
of the Forest.

“An unknown thing. Shaped as a see-through box.
It looks like it has a metal structure and glass walls. The top is open and very
slowly, a pliable material comes out of a very thin tube,
forming things that begin by looking like coral reefs, castles, meteorites.
They are colored in beautiful shades of blue, turquoise, green and gold”.
Keeping that in mind, we began digging a HOLE. Letting things come in and
out of HOLES.
Until the HOLE became so enormous, we could fit a whole forest inside it.
While digging, we took all the “things” that live in the HOLE for a sunbath by
the Rhine, exactly where we had met the Sybil.
We stayed there for a long while.
Then, at the moment of departure, the glow-in-the dark egg rolled towards
the river and offered itself to the river’s body.
Immediately, we thought of Hildegard’s Fiery Cosmic Egg, drawn in the book
Scivitas, meaning “Know the Way”, where she describes her visions through
writing and drawing.
Since the 20th century, Hildegard’s Fiery Egg has been studied by NASA, as
besides resembling the female genitalia, it also resembles a representation
of the Universe.
A 12th century abbess, writer, composer, scientist, herbalist, mystic, and
visionary.
She is one of our mentors.
Since 2012, she is a Doctor of the Catholic Church, even though she is
celebrated and summoned by covens all over the world.
According to her, ‘the sphere of the human head indicates the roundness of
the firmament’.
Hildegard had the visions described in the book when she was 43 years old.
We will turn 43 tomorrow, opening the Gemini season, of course.
So, CRATERA is still a Taurus.
At first, CRATERA was scheduled to happen on a Tuesday. It was, however,
postponed to today.
A Thursday, the day of our father Oxóssi, king of the Forest, the hunter who
never misses his target, the hunter who has only one arrow.
His colors are blue and green.
Let’s get back to the Rhine river.
A few days after the glow-in-the-dark egg offered itself to the waters of
the Rhine, we received a beautiful message from a friend who lives in the
Amazon, by the Tapajós river. The message said:

Curupira has her feet turned backwards and the head on fire. She has the
past in front of her and the future behind her, just like Paul Klee’s angel, as
told by Walter Benjamin.
The Angel of History and Curupira look at the past in front of them and see
a terrifying landscape.
The angel cannot close his wings….it is in shock.
Curupira’s head is on fire.
She appears only in animal form.
Usually as large predators.
More or less at this time of the day…
I have to leave you now.
But do not worry.
If you meet the gaze of a Jaguar, just remember
This is a place for deep breaths and pelvic thoughts.
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