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This exhibition brings together eight contemporary artists from Portugal 
and Spain (Andalusia), placing them in dialogue in order to explore the 
marks of the Iberian dictatorships in the present-day lives of women. 
The works displayed approach the intergenerational impact of political 
oppression, as well as the dynamics between memory, post-memory and 
counter-narration. From a critical perspective, these works question the 
cultural and historical amnesia that frequently silences the traumatic 
experiences of marginalised subjectivities.

Travelling through a labyrinthine route, the exhibition combines textiles 
and an interplay of light within the space, creating a setting that heightens 
the tension between revelation and concealment. This set-up emphasises 
both imaginary projections and the silences and resonances that inhabit 
the interstices of collective memory and the blind spots of official 
narratives.

More than just a portrayal of pain, Como Falar do Trauma? | ¿Cómo 
Hablar del Trauma? | How Do We Talk about Trauma? invites the public 
to cross the boundaries between the visible and the veiled, the narrated 
and the forgotten, promoting poetic reflection and political consideration 
on how to face the legacies of the past and the possibility of reimagining 
futures.

Susana Gaudêncio, Covas and the End of the World, 2025
The artist’s curiosity about the Covas area is guided by its history of 
extractivist policies and the technological exploitation of geological and 
hydrological resources, such as gold mining during the Roman era, the 
building of the country’s second hydroelectric power station (1910), the 
extraction of tungsten (1949–1984) and more recently attempts to prospect 
for lithium (2020–2023). Prospecting is used as a positive metaphor to 
comprehend the place in a performative way and through this process 
collaborate with the community: the community represented by local 

APQ sculpture/furniture #17–#24, 2017 
Four units in takula wood and red canvas, 
one unit in takula wood and green felted 
wool (burel), 45×30×30    cm (each stool), 
68×75×75    cm (table)
Courtesy of the artist

APQ sculpture/furniture #29–#30, 2017 
Copper, takula wood, blown glass 
lampshade, 58×ø 20    cm, 158×ø 29    cm 
Courtesy of the artist

The Noise of Time – Шум времени, 
1925. A tribute to Osip Mandelstam, 2025
CCCP stopwatch, aluminium, analog 
mechanism, ø  7    cm
Courtesy of the artist

Mummy, 2017–2025
Three-colour wall drawing (red, yellow, 
violet), coloured pencils, 58×38    cm
Courtesy of the artist

Diagonal & Dialogal, 2025
33 canvases, raw cotton twill, red 
felted wool (burel), red cotton threads, 
360×140    cm (two canvanses), 
270×140    cm (31 canvanses)
Courtesy of the artist
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Cristina del Águila 
Fort, 2022–in progress
Wood, fabric, photograph (co-authored 
with Héctor Vázquez; developed by Clara 
Malpica), variable dimensions
Courtesy of the artist

A red carnation, [2025]
Performance / video-performance (pre-
production, production and post-production: 
Carmen Belmonte, Manuel Zapata, and Rafa 
Chinchilla), 10’, loop, sound
Courtesy of the artist
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Cintia Gutiérrez
Move Heaven and Earth, 2025 
Transparent resin and earth, 45×45×0,2    cm
Courtesy of the artist
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Susana Mendes Silva 
How to silence a poet?, 2025 
Sound (loop), slide projection
Courtesy of the artist

8

Elo Vega
Rape Scene, 2024
Two single-channel videos (4:3, 9:16, loop, 
no sound), self-adhesive vinyl, printed barrier 
tape, variable dimensions
Courtesy of the artist
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power; the community involved in artistic and social processes that are 
catalysts for local development and sustainability; and the community that 
promotes the activist fight in the area. 

At the heart of that fight is a group of women – As Mulheres à 
Serra [The women to the Mountains] – who, faced with the imminent threat 
to their land, have mobilised. Varied in age and experiences, these women 
organise themselves into networks of resistance that combine traditional 
know-how, scientific knowledge and contemporary activism. They have 
become a powerful vehicle against the environmental and social impacts of 
mining. Their movement creates a new form of collective action, from the 
perspective of a situated knowledge that, in its multiplicity, is successful 
in protecting the land, and inspiring other local and global struggles, in the 
present and in the future. 

Note: The research into this region was carried out in collaboration 
with Sofia Gonçalves (designer, teacher, editor). 

Carla Hayes Mayoral, Variable shawl, 2022
The piece Variable shawl is an installation I developed around the 
traditional Andalusian shawl (Mantón de Manila) and the typical quilt 
made of scraps of different fabrics. Continuing the work with raffia as a 
link to African tradition, I combine the typical floral motifs of the Manila 
shawl, embroidered with raffia, with other parts that are just woven. The 
piece functions as a work that constructs a place of identity, showing the 
restorative aspect of the process. The different parts sewn here allude 
to diasporic identity, always fragmented and assembled in the form of a 
patchwork quilt. The outcome simultaneously functions as a quilt that 
offers shelter or refuge in situations of diaspora. 

Alice Geirinhas, Poem I, II, III, IV, 2025
The project MLM – Movimento de Libertação das Mulheres [Women’s 
Liberation Movement] explores a historical episode that was either 
forgotten or misinterpreted in Portugal during the post-1974 Carnation 
Revolution period. It comprises the site-specific installation MLM, created 
for the exhibition Existem Pedras nos Olhos [There Are Stones in the Eyes] 
at Galeria Quadrum, and the artist’s book as ancas devagar as pernas 
lentas [slow hips leisurely legs]. These works form the foundation for the 
third act of this ongoing investigation. The titles of both exhibitions are 
fragments of poems by Maria Teresa Horta, founder of the MLM, taken 
from the book Minha Senhora de Mim, censored and banned by the Estado 
Novo’s political police in 1971.
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Susana Gaudêncio
Covas and the End of the World, 2025
Series of eight objects made up of natural 
artefacts, paraffin, ceramic plaster, graphite, 
and the publication Prospecção (2022) by 
Sofia Gonçalves and Susana Gaudêncio. 
Screen for viewing a slideshow, loop, no 
sound. Variable dimensions.
Courtesy of the artist
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Carla Hayes Mayoral
Variable shawl, 2022
Logs, raffia embroidered and woven on 
cotton, 200×150    cm
Courtesy of the artist
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Alice Geirinhas
Poem I, II, III, IV, 2025
Drawing, collage and stencil on 300g 
Fabriano paper, 100×70    cm
Courtesy of the artist
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Ana Pérez-Quiroga 
Which house are you from? The children of 
Russia. Everyday episodes #5, 2025

Which house are you from?, 2017 
Red glass, neon gas, electric wire, 
transformer, 30×190    cm
Courtesy of the artist

Present present present!, 2023
Red glass, neon gas, electric wire, 
transformer, 30×190    cm
Courtesy of the artist

¡Ay Carmela!, 2017 
Turntable radio, vinyl records, MP3 player,  
sound, (loop, 8’); aluminium plinth 
38×58×34    cm (radio) + 50×58×34    cm 
(plinth) 
Courtesy of the artist



artist collects the earth covering those bodies and fossilises them using 
resin. This produces a soil that anyone can thread through, so as not 
to forget, to remember that the wound, when it doesn’t heal into a scar, 
transforms into a collective trauma. The loss of those people (mothers, 
fathers, children) becomes a shared loss. 

Susana Mendes Silva, How to silence a poet?, 2025 
As a result of Marta Rema’s invitation to join the programme As Coisas 
Fundadas no Silêncio [The Things Founded in Silence] in 2020, at the 
height of the pandemic, Susana Mendes Silva evoked the ghostly presence 
of the Portuguese poet Judith Teixeira and the public burning of her book 
Decadência [Decadence], during the historical banning episode known 
as Literatura de Sodoma [Sodom’s Literature] in 1923, at the former Civil 
Government building in Lisbon, today part of the National Museum of 
Contemporary Art. Her aural work How to silence a poet?, created for this 
exhibition, is an iteration of that project that echoes the ways in which 
artistic freedom can be restricted, and how a poet or an artist can be 
silenced in authoritarian times. 

Elo Vega, Rape Scene, 2024

‘Even before we learn to read, we have become indoctrinated into a victim 
mentality.

[...] fairy tales are full of vague dread, a catastrophe that seems to 
befall only little girls.’

  	 Susan Brownmiller, Against our will: Men, Women, and Rape.

Through the apparent innocence of seeming to have only the intention of 
entertaining and a merely decorative function, patriarchal art and culture 
carry out their silent and invisible didactic mission. However, although art is 
generally a reflection of the dominant values in a society, it is also possible, 
through artistic practices, to question and confront those same values. 
This is the case with Rape Scene, a work-in-development situated at the 
junction between academic research, feminist activism and artistic creation. 
Far from any intention to censor or cancel, it seeks, conversely, to make 
art speak of that which is silenced, to create (using the title of the inspiring 
essay by Rita Segato) a counter-pedagogy of cruelty.

Ana Pérez-Quiroga, Which house are you from? The children of Russia. 
Everyday episodes #5, 2025
The stopwatch marks out a time within the present, but remains on the 
margins. Another time, needed in order to confront two times: the time lived 
by my mother and the time of memory – suspended, encapsulated, and to 
which I return cyclically. The time it marks is the interval I use in everyday 
life to rewrite history and start again from zero. 

Being present in the present! 
It has been my life’s exercise: to conquer the difficulty of becoming aware in 
order to focus on the present moment. 

The Portuguese and Spanish languages allow us to play with the 
polysemy of the word ‘present,’ simultaneously a tense and a gift. It 
always surprised me that the word could encompass those two meanings, 
combining two distinct ‘actions,’ but offering a link between the gift and the 
moment. Giving a present thus becomes an act of love, just as being in the 
present is an act of love.

The installation I’m presenting re-stages moments of my mother’s 
history that I want to reclaim for myself, in an inherited post-memory, 
composed of photographs, objects and songs. It is a present to my mother 
in this present.

Cristina del Águila, Fort, 2022–in progress; A red carnation, [2025]
Whiteness, softness, linked to memory, the memory of childhood. How do 
we build a children’s fort as an adult, what would that safe space be like, 
how could we access it? This improvised shelter is made of fragments, 
each one inhabited and embraced. My hands are the hands of all those 
who learnt to weave so that this inherited knowledge eventually came 
to me. Manual work, the slow rhythms of work, fleeing from the hectic 
rhythms of capitalism. White and red. White and red carnations. Love 
letters in the form of photographs. Like describing a journey, like describing 
love, like describing calm or fire. Tenderness permeates everything. White 
gives way to an intense red, the red of blood, the red of carmine, the red of 
a carnation. She was always a carnation, now shouting, now embodying it, I 
am she, I am all those women, I am all those men. They are in me, they burn. 
No one can halt the revolution.

 
Cintia Gutiérrez, Move Heaven and Earth, 2025 
The piece Move Heaven and Earth is the result of an investigation into 
those who disappeared during the dictatorship of Francisco Franco. It 
locates and travels the spaces where opponents of the regime were shot 
and buried. With the aim of keeping the disappeared in our memories, the 


