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me most, so perhaps my approach is more structural. 
There is something that relates to the �lm set, such as 
pretending the camera is invisible, immaterial, even 
though the camera is there, altering the object being 
�lmed. But there’s also the extremely complex technical 
process of the workings of a �lm, involving light source, 
the alteration of chemical processes in the negative and 
the creation of a positive. 

This whole process has a correlation, a chain and 
a protocol that must be respected so the �nal product 
is faithful to the object. It’s just like that beautiful text 
by Latour that talks about the forest and how they take 
the forest’s soil to the lab. In order for that soil to be 
ultimately studied and understood there is a chain of 
procedures that must be respected. As for the �lm, there 
is a process that must be respected so the �nal object, 
the �lm, when it’s time to project it, resembles what was 
�lmed. 

What I want to do is to play with this second stage, 
breaking the whole protocol (laughter).

FZ: Your research on abstraction also dialogues 
with re�ections taken from the �eld of semiotics, 
mainly in terms of the construction of knowledge and 
graphic forms. You developed this in a work that you 
created with researcher Benjamin Meyer-Krahmer, at 

FZ: You talk a lot about humanities, but I remember 
you once said that when you were a child you wanted to be 
a biologist and that when you arrived in Brazil you spent 
only a few days in the Southeast, before heading quickly to 
the Amazon. Your artistic practice introduces a re�ection 
on biology or, at least, questions about the overlapping of 
culture and nature. If being a biologist is thinking biology, 
are you - as an artist - also a biologist? 

DSM: Yes, I stayed only two weeks in São Paulo then 
travelled to the Amazon. I believe the di�erence between 
me and a biologist is that we’re looking for very di�er-
ent outcomes. I’m making a book about the stick insect 
project, like a Reader. It will include the essays by Roger 
Caillois and Didi-Huberman that I mentioned before but I 
also want to invite Professor of History of Sciences, Mau-
ricio Nieto, from Colombia, Michael Taussig and Bruno 
Latour to contribute. However, I also need to confront the 
work from the point of view of a biologist.

It’s very interesting to think about the overlapping of 
science, philosophy and poetics. For example, the process 
through which an animal uses camou�age to mimic its 
environment is called crypsis. And crypsis comes from 
Kryptos, which has the same etymological root as cryptic. 
However, in its origins, Kryptos meant something that is 
apt to be hidden. Therefore, it doesn’t refer to something 
that can be hidden or that has been hidden, but to some-
thing that is visible to everyone despite being hard to see. 
Whoever named this animal process as crypsis had very 
clear ideas and a very broad knowledge, as it’s the perfect 
term. 

FZ: What is this new project in the forest you’re 
working on?     

DSM: It’s going to be another �lm, which this time 
will focus on the heuristic properties of the photographic/
cinematographic medium. 

Photography and anthropology are sister sciences. 
They were born at the same time and they were pushed 
by the same colonial powers. In fact, the same reasons 
motivated both. Therefore, they share an epistemological 
and even semantic structure inasmuch as a document can 
create a true narrative. However, for this to happen, your 
intention must be to create a neutral document. 

For instance, in the �rst anthropological �lms, 
the moment in which the �lmmakers explained to the 
indigenous people that they had to stay still and not look 
at the camera, etc. was hidden from the viewer. All these 
moments were removed so the photographic image could 
realise its heuristic process of simplifying reality and 
creating truth. However it’s obviously a lie. I want to make 
a �lm that does everything you’re not supposed to do. 

FZ: For instance, to let the water splash onto the cam-
era lens, such as in Herzog’s Aguirre, the Wrath of God?

DSM: Yes, more or less. I mainly want to work on 
�lmic processes and protocols, as this is what excites 

Werkleitz Halle, a workspace linked to the school where 
Meyer-Krahmer lectures, in the outskirts of Leipzig, 
Germany. How did this work unfold? 

DSM: We published a series of six posters, mainly 
drawings. They were all linked to the written word or 
some sort of graphics. The prints investigated a concept 
by Charles Sanders Peirce. He argued that the most 
important element in the work of a researcher/thinker is 
to �nd the right level of abstraction.  

I thought this was fantastic as it can be applied 
to everything. If you make a subway map that is too 
abstract, for instance, it will be too hard to understand. 
However, if it’s not abstract enough, it will also be 
di�cult to understand. Everything must have the right 
level of abstraction. The other quote by Peirce that we 
re�ected on was when he said he was convinced that you 
cannot go far in a re�ection without placing the ideas in 
space, in this case, in the space of the paper. 

FZ: So how were these prints exhibited? What was 
the context of the publication?

DSM: We created a collection called Abstract Spe-
ci�c I Speci�c Abstract. There were six initial posters 
and we will make more. All the posters deal with the 
issues of graphics. What really interests me in the stick 
insect is that it has this almost graphic form. And this 

form means that it can very easily operate as a sign, in 
the sense that we talked about before: in the sense that 
a sign must be transparent in order to transmit mean-
ing. For instance, when you see a tra�c light, you’re not 
thinking that it is too red or too low. You’re thinking: is it 
telling me to stop or go? Therefore, it becomes ‘trans-
parent’. 

There is a quote from Daniel Buren that says that 
when we work with a sign that is too strong, such as 
the Nazi swastika or the Christian cross, we are locked 
into the opacity, into the power of the sign, due to the 
strength of its presence, as it is too loaded. However, 
when we use a weak sign – the stripes, in Buren’s case 
–, the sense is not so clear, so all we have is the sign’s 
operation, the ways it operates, or in his words: the sign 
needs to be su�ciently weak so the chain in which the 
sign is inscribed – and that con�gures the sign and its 
meaning  – is visible. 

That is, if the sign is weak, the only presence is the 
sign operation in the world. Therefore, in this series of 
posters, when you look at all six posters they explain 
each other. It is very clear that in some way they are con-
cerned with some sort of graphic experimental investi-
gation. But when you look at one single poster alone it’s 
too abstract and di�cult to understand. 
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