editorial

Time passes by very quickly and a year has gone by since October
2010, when our first issue of scopio® Aboveground, focused on Archi-
tecture, was published and presented to the public in the city of Porto,
together with the photographic exhibition A Periferia do Centro, held
in the future building of OASRN - Portuguese Order of Architects.
Northern Chapter. We are very pleased with the encouraging results
obtained so far, especially the sales achieved and the positive feed-
back we have received from different people, groups and institutions
with an interest related to photography and image of Architecture and
Public Space.

Throughout this year we were able to successfully overcome some
difficulties related with the distribution and selling of this kind of pub-
lication and it is our intention to build up on these results and achieve
even better ones with this second edition of scopio. From the experi-
ence gained until now and in order to give an answer to some of the
concerns raised by our readers, we decided to further refine certain
design features of scopio regarding its text format and overallimpor-
tance in the publication. In addition, we also decided to alter the perio-
dicity of each issue from 6 months to a full year. The main goal of this
change is to secure a more extended period of time to efficiently pub-
licize the magazine and guarantee its refined work, which we want to
maintain as scopio’s trademark, given that it has been a key factor in
the success of the magazine until now.

In accordance with the pre-announced themes for the three maga-
zine issues that comprise scopio Aboveground, this second issue is
entitled City and is mainly focused on the subject of public space and
city life, showing works that try to critically understand and charac-
terize the rich multi-faceted world that exists in the cities.

One of the goals of scopio Aboveground: City is to make the intrinsic
richness of several public spaces of our cities widely known, so that
elements or features that might have been previously considered
fragmentary, trivial, or hidden may gain a new visibility. Thus. we look
for authors that take photographs or write about photography in a
way that will make people question what they are seeing. This can be
hard work and, as Brian Ulrich* points out in Joerg Colberg's Conscien-
tious Extended, “It's a hard thing to take a picture of something we
look at and do every day and do it in a way that will ask to be scru-
tinized". Nevertheless, we believe that most of the works present in
scopio fall into this category.

Even though many of the authors featured in scopio come from aca-
demic circles, and despite the strong presence in the magazine's edi-
torial board of the research group from the R&D Unit of .the Facuity
of Architecture of Porto, we make an effort to achieve a good balance
between academic and non-academic works and we are especially
careful not to fill our text with incomprehensible jargon that makes no
sense outside academic contexts. We would also like to add that, even
though we believe that photography work is open to muiltiple mean-
ings and, for that reason, that scopio should allow enough space for
the multi-dimensionality to happen, we believe that sometimes there
is a need for words to unlock the deeper meaning of certain photo-
graphic work as well.



Finally, it is worth mentioning two features of this publication. Firstly,
scopio perceives digital technology in a creative way and as a tool
to create synergies and build bridges with the analogue universe,
instead of replacing it. Accordingly, the magazine will also be available
in the tablet world from now on, more specifically on iPad, making it
possible to access scopio from App Store, alongside with its official
website and social network. Secondly, we all hope scopio continues
to receive the positive feedback that it has gathered so far and that
it may keep on encouraging the participation of the academic, cultural
and social sectors in the development of conceptions and practices
capable of promoting the city's innovation in its multiple strands, with
particular attention to those which are connected to public space's
criticalimagery and usage captured by photography.
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We have invited Paulo Catrica for our second issue — Aboveground
City — knowing that his work on urban landscapes and architecture is
an original synthesis that offers a fresh and insightful perspective of
the recent past and present realities of our hybrid city. The city is not
a palimpsest: reading unmediated experiences tries to understand
how the author's personal expression evolved from black and white
photography to colour, how the descriptive and allusive complexity of
his images falls on both sides of the document and fiction genres ang,
finally, how his work has a postmodernist strand of its own.

Limited Edition

Andre Cepeda is a well-known international Portuguese photogra-
pher whose work has been exhibited in several places, such as Galerie
INVALIDENT1 (Berlin), The Mews Project Space (London, 2009) and
Berardo Museum (CCB, Lisbon, 2010). He has also been awarded a
significant amount of prizes and grants, such as the nomination for
the BES Photo Photography Prize 2010, Lisbon; the nomination tor
the Paul Huf Award, Foam Fotografiemuseum 2071, Amsterdam: and
the Artist Residency, at Espace Photographigue Contretype, Brussels,
2012. Andre Cepeda is the invited author, who agreed to collaborate
with our second issue City. Thus, we have in this section a limited edi-
tion of one of his fine art photographic images, which can be acquired
at the exclusive price of 200 Euros,
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the city is not a palimpsest: reading
unmediated experiences

Critic by Pedro Leao Neto

The first time | saw Paulo Catrica's work | was
struck by its clearness and insightful under-
standing of architectural spaces and by the
various signs revealing their transformation
and uses through time. He is a photogra-
pher with a strong interest in history and his
subject of election is urban landscape, espe-
cially city spaces and architecture. His aca-
demic background includes a BA in History
at the Universidade Lusiada and a PhD at the
School of Art and Media, University of West-
minster, with a research focused on The New
Towns Program / UK 1946-1970s, examining
the role of photography in relation to the dis-
courses of ‘modern' architecture and urban
planning. Thus, it is not surprising that his
photographs are able to trace and visually
express the historical spatial configuration
stratum of certain architectural buildings (as
in the work related to Educational Spaces)
or the different chaotic layers of buildings
and spaces of contemporary developments
through detailed finely measured images (as
in his photographic work Periferias, focused
on suburban areas of England and Portugal).

His series of photographs related to Educa-
tional Spaces in Portugal (Catrica 1999) and
England (Grosvenor et al. 2004) of more than
a decade ago, where playgrounds and class-
rooms are revealed to us as if coming from
an omniscient observer and where people
are absent from the frame, allow viewers to
see those schooling places with new eyes".
In fact, as Martin Law (Grosvenor et. al. 2004)
writes, "' They appeared to be calm, black and
white reflections on the spaces of the school
which observed everything — the floor, the
ceilings, the way that paper lies everywhere,
the cupboard, the arrangement of the rooms,
display and notices, and surfaces' Right from
the start, we can sense in these images a cer-
tain connection to the work of Atget, Evans
and Basilico, the former being a pioneer of the
large-format documentary objectivity, with a
straightforward way of portraving reality and
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a keen attention and interest in the particu-
lar®. In fact, as Antonio Novoa (Grosvenor et.
al. 2004) states, "In a certain way, Catrica’s
work suggests a return of photography to
the ‘objectivity' of the early stage". Catrica's
photographic work, as we will later see,
has an individuality of its own that differs
from previous more objective approaches
or even from other authors as, for example,
late modernist photographers like Basilica®.
Nevertheless, we have to acknowledge that
Evans's work and poetics have influenced all
photography of the second half of the 20th
century (Szarkowski 1971).

It is worth noting that Catrica's body of work
skilfully serves as both document and fiction,
showing how an artistic approach can play an

important role in city space and architectural
analysis, as is the case with Periferias. This
means serving as an historical document,
a New Topography. like Tereza Siza (leffrey
et.al. 1998) suggests — “..rehearsing inter-
pretative surveys of the urban periphery..."
—, abody of work that records with rigor and
with extreme visual detail these rich, com-
plex chaotic suburbs. Infact, Catrica's images
call to mind places and signs of other times,
giving an important spatial understanding of
contemporary developments and. through
it, revisiting and strengthening the idea that
the city is not a palimpsest, as Nuno Portas*
appropriately explained.
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Like in a work of fiction, Catrica makes us
sense an alien genius loci coming from those
non-spaces made up of confused construc-
tions, abandoned places and anonymous
buildings, which are revealed to us against
grey skies and sometimes as odd sculptural
forms. None of this an invention: it is the
result of Catrica's vantage point, his choice
of moment and light, which offers a novel
perspective and experience of those places.
Thus, the crystalline three-dimensionality
of the images encourages viewers to enter
inside the frame and to experience those
sites, giving an interesting phenomenologi-
cal effect to this process. Therefore, most
of the frames in Catrica are passive, mean-
ing that his photographs start within and
work outward, implying a world extending
beyond the frame, which, added to their
Clear formal structure and controlled com-
positions — that capture cars but not people
= have the effect of making us try to men-
tally fill the human gap of those unspecified

spaces’. Nevertheless, we cannot fail to
recall that these images of the suburban
areas that surround the old city of Porto are
also an abstraction of reality, and, as Alvaro
Domingues (Jeffrey et. al. 1998) rightly points
out regarding this work, “Photography has
the power to record the moment of these
absences. If there were time, the pictures
would be different. The pulse giving life to
these and other places would be recorded".
It should be interesting to see Catrica revisit -

ing these suburbs and creating another Per-

iferias, perhaps this time capturing the pulse

of life and integrating colour, not only as an
active vehicle of expression, but also to com-
municate something of today's culture, as we
will refer further on in this text when talking
about his more recent works.
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Going back to the tectonic minutia and.molzj
of both Educational Spaces and Perpfen. h
we cannot help linking the two to the ncd
detail and attentive formalism of Atget an
drawing parallels between those anonymouz
streets, the lack of human presence a.n
the rigorous detail of 19th—century. Paris-
ian atmosphere. Atget was unjustly ignored
n his time and lived as a poor and unknowQ
artist in Paris, but, as Walter Benjamin noted,’
“He reached the Pole of utmost mastery; but
with the bitter modesty of a great crafts-
man who always lived in the shadows, he
neglected to plant his flag there”. Ne\{?r—
theless, Catrica is neither Atget nor Basilico
and, as it can be seen, he has simultane-
ously learned from others and built his own
path, where it is possible to detect a balance
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between the search for continuity in cer-
tain methods and ways of seeing and the
experimentation with the new.

Speaking about other formal and conceptual
levels that characterize Catrica's work, we
notice that his photographs appear tf: have
somewhat stopped time, trying to rediscover
things from the inside. Many of them also
seem to show no particular preference gnd to
exclude nothing of the urban sites depicted.
These last formal and conceptual aspeclts‘
which canbe pinpointed not only in Periferias
but also in other works of Catrica as Parks &
Open Spaces (2003), Praha 7 (2005) or the
World is a vampire (2009), make us partly
think of Gabriel Basilico's’ aesthetics. In fact,
we can establish some corresponden;e
between these two authors: in their choice
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of subject (the transformation of today's
urban landscape and the scenarios of con-
fused and elusive urban sites), or in the way
their images tell us, every so often, how lit-
tle difference there is between the centre
and the suburbs. Another thing in common
IS an aesthetic capable of making those
commonplaces seem special and, most of
all. the fact that both have a vantage point
that creates images with more than one-
point perspective, which does not focus on
unusual objects out of the context but on
all of them at once. The formal structure of
many of their images seems to come from
an obsessive interest on various elements
at the same time, creating different tensions
between them, not allowing any particular
urban module or building to set the image
onits own. In fact, some of Catrica's detailed
images® do not seem to give viewers any
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specific preference for a single element, and
it could be said that this way of structuring
an image, this omniscient observer, is also
the result of the quest for the visual record-
ing of those places as unmediated experi-
énces —an attitude that is closer to Basilico's
aesthetics and differs from other more tra-
ditional ways of setting up space, which can
be detected on some of the work of early
modernist authors®, |t is worth noting that
the search for new formal structures is really
something that defines the untamed soul of
an artist and that we can fortunately trace on
many authors who have pursued innovative
ways of understanding and communicat-
ing the world we live in. Photographers like
Stephen Shore are an example of this attj-
tude, with all their conceptualism and rule-
breaking, searching for new ways to visually
record the places as unmediated experi-
ences (Shore, 2011). It must be said that even
though this unmediated experience vantage
point may be understood as trying not to

; ‘roject a predetermined formal structure En
| ose places, it is stil the mental model of the

otographer at work.

the interplay it can establish with our visual
: emory of urban and architecFura! piac:s
nd their transformation along tlme: ' as he
tated in an interview for IN SI(s)TU. in 2002:
clarify his interest for urban Ilandscapbe‘
“This impulse may have been triggered by
¢ e major changes in the urban iandscapi.
specially in Lisbon where | started to thin
ow could a'certain space and time, the past,
: hich is what is left, or even its transforma-
on, could be captured. | was aware at ‘that
time of the landscape photography pro;e.cts
: d photographers from other countries
that worked seriously and seamiess.iy on
this subject"*. In this interview, somg mterr]—
! ‘esting and important issues regarding the

interference or conflicting interests l?etweedn
the authors' aesthetics or persona age‘n a
and the ethical quest in documentary obfc—f
tivity are raised. We cannot help but thwn‘ ‘:
Rolland Barthes and his seminal work W;nrg
Degree Zero, which tells us how any a.ut c.) -
discourse is imbued with social and hIStOE.’IC i
aspects that may give unintended meanmi_
to his/her work, and of the Postmodgr )
ist viewpoint of the impossibility of ol?JeCd
tive truth, stating that realities are plural an
relative, an idea which, nevertheless, mar?y
authors question®’, Catrica staFed that;hlz
apparent conflict has always exusFed ank i
explained how he also wanted his Yv:r i
give a different visibility to place.s Wille nzia
mally get nothing but bad press in the m? . ;
pointing out that results can be surpris %
and enriching as, for example, when he mern
tions people commenting his work, saying
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that his images havg given back dignity to
the places they have lived in for many years®,

When looking more closely at some of
Catrica's work as, for instance, The World
is a Vampire (2009). again we sense both
continuity and a search due to the way he
uses colour and formal structures in his
photographs. The title of this project, which
is focused on contemporary suburbia, is a
tribute to the Smashing Pumpkins' con-
cert in 1996, at Praca de Touros, in Cascais.
Located 30 km from Lisbon, the municipal-
ity of Cascais is set on the shoreline, right
past where the river Tagus empties itself
into the Atlantic. This work of Catrica is a
project that was born out of an official com-
mission of Cascais Municipality related to
the Museum — Casa das Historias — which
opened in 2009 and was designed by the
architect Souto Moura and was given the
name of the artist Paula Rego, both of them

internationally prized and well-known _

authors, Catrica focuses on the municipali-
ty'sless acknowledged urban sites and con-
structions: the economic residential areas
built during Estado Novo, the modern villas
of the Mid-20th century, the somewhat
hybrid and chaotic suburban dwellings and
the new urban settlements.

Besides giving the impression of an unmedi-
ated experience, these images can't be
described, at first glance, as warm and
close or even as beautiful. In fact, to the lay -
men, they might seem careless and created
with no passion. It is possible to speak here
of Catrica’s link to the deadpan photogra-
phy style, which is Characterized, among
other things, by images that seem to have no
hint of rhetoric or persuasion and, so, dif-
fer from the more objective approach of
other authors, like Thomas Struth, from the
so-called Dusseldorf School. Indeed, when
commenting this work, Catrica says that
“Rather than formulating a position of
authority on the subject, these photographs,
subjective, partial and imperfect as they are,
contemplate and intend to question a certain
way of occupying the territory and to create
landscape’**,

Colour also plays an important role here,
along with the formal and content structure
of the images, not only as a vehicle of Catri-
ca’'s personal expression but also as a way of

‘expressing the hybrid atmosphere of those

eutral, by the cloudless skies and by the col-
" our of the photographs that seem old Agfa
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“The perfect allegory of contemporary Por-
tuguese landscape . and also images that *..
consider the iandscape as a text of cultural,
historical. social and economic expecta-
tions. As a stratigraphic cut, the photographs
simultaneously reveai part of the present
and past, testing the hypothesis of a mne-
monic space’

Speaking of the formal structure of the

images, there is something interesting in

Catrica’s compositions. which along with

their colour structure. reinforce a sense of

time conflation This means. above all. the
power to evoke the history of those places,
avoiding rooting them in our present times
only. When looking for his preferred view-
point, Catrica's historical background and
architectural intuition are the ones that
best describe what he finds in those places.
This means he adopts a vantage point where
time is layered, compared and mixed, making
us engage not only with the moment when
the photograph was taken, but also with

' Castals, 2009
BECf 835 Rua Conde Monte Real, from series "The World is a Vampire', Cascais, 2009
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BREES 854 Rus da Escolha Velha, from series "The World is a Vampire", Malveira da Serra, 2009



its representation of past and contemporary
memories, and mixed signs of the present.
Finally, it is worth noting how Catrica creates
urban landscape images that have a certain
quality of stage sets from where the actors
are absent. Time in these places seems to
have a special quality and, even though
you do not have the pulse of life, you can
see the layered signs and memories of the
several uses of those spaces These quali-
ties in Catrica's work, regarding how time is
depicted and how space is staged, canin a
certain way be linked to some of Basilico's"
work. Then, the ‘significant spatial depth
achieved by Catrica's skilful arrangement of
objects in the foreground that provide links
with the background is something that can
also be related to Stephen Shore's work,
specially to Uncommon Places.

So. as we have seen, if itis true that Catrica's
work can be linked to a number of subjective
and stylistic features of various significant
authors of modern and postmodern pho-
tography, itisno less true that his work has
been able to offer an ariginal synthesis, giv-
ing us a fresh and insightful perspective of
today's hybrid city spaces. In fact, Catrica's
photographic descriptive and allusive com-
plexity, his concept of history and the some-
what ambiguity between document and
fiction, as well as his use of a very personal
colour and light pallet reveal a postmodern-
ist mark of their own that tell his work apart

from athers.
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