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1 Emma Summers – Heirloom  2 Nicholas 
Arroyave-Portela – An Archaeological 
Version of Myself (detail), W163cm  
3 Joana Vasconcelos – Passerelle 
(Catwalk), faience dogs, metallised and 
painted iron, motor, control panel and 
protection, pedal switch, 2005, H230cm 

4 Joana Vasconcelos – Sucuri (Snake), 
painted faience with glazed ceramics, 
handmade cotton crochet, 2009, L67cm  
5 Joana Vasconcelos – Trigger (Horse), 
acrylic painted faience with glazed 
ceramics, bobbin lace, handmade  
cotton crochet, 2009, H82cm  

either better forgotten, or just unsuited to the methods applied to create them. 
The contrast between the successful and unsuccessful works in this exhibition 
appears to mimic Pinheiro’s own reputation; definite elements of his work 
were readily acknowledged, but others were dismissed or even banned.

Joana Vasconcelos is known for her atmospheric and vast installations. 
Catwalk, although on a smaller scale than her larger and better known works, 
is nonetheless displayed in a discrete room, giving it greater significance.  
It continues her theme of using sourced ceramics. This time, however, the 
works are used to create an interactive installation. Large ceramic pieces of 
different breeds of dogs hang from their collars from a tall circular conveyor 
belt. The visitor is invited to press a foot pedal that starts up the conveyor. At 
first, you hear the almost wind chime sounds of quiet clangs as these kitschy, 
ugly ceramic dogs casually bump into each other. As the speed increases, 
however, the clangs and clanks become louder and more frenetic as they 
feed into a chaotic, disturbing, and almost horrific scene of the dogs wildly 
swinging against each other, destroying one another with each contact.  
They crash and smash, falling into a pile of rubble beneath the conveyor  
belt as shards that are later swept away, only for the event to be repeated  
in an endless cycle, mirroring the fallout of the fashion industry and its ideals  
of beauty.

Joana Vasconcelos’s skill not only lies within her craft, but also in her ability 
to speculate. I Will Survive possibly offers more questions than answers, not 
only about responsibility (she invites you to cause destruction so that she isn’t 
responsible for the consequences and end result of her work), but also of 
authorship and material choice. Finally, and overwhelmingly, she leaves us 
wondering this: if she loved the ceramics she acquired as much as she 
claims, why are they hidden under delicate crocheted covers or brought to 
destruction through the participation of the audience in the name of art? 
Rhoda Adu-Nti
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Underneath a series of intricately crocheted ‘second skins’ stand the lost  
and forgotten ceramic works of Rafael Bordalo Pinheiro, revamped and 
brought back to life by Portuguese multi-crafter and installation artist Joana 
Vasconcelos. I Will Survive addresses various aspects of life and culture, 
with works that focus on consumerism, traditional gender roles, and ideals 
of beauty.  

Although not a ceramist herself, Vasconcelos saw potential in the pieces 
made by Bordalo Pinheiro and fought for five years to be permitted to create 
a posthumous collaboration. Bordalo Pinheiro was a Portuguese artist who in 
1885 founded a ceramics factory in Caldas da Rainha to produce his ceramic 
designs in faience with polychromic glazes. The factory continues to produce 
his work today. The ceramic sculptures focus largely on animals and nature, 
mythology, and politics.  

Some of the animals that Vasconcelos selected for the exhibition from 
Bordalo Pinheiro’s collection are mounted, echoing a huntsman’s taxidermies 
proudly displayed as grizzly trophies. Bizarrely, the wall-mounted pieces seem 
to be the most successful, as the originals underneath are clearly intended as 
adornments for a room, made to be admired, and the crochet encapsulating 
the mounted specimens enhances their beauty with delicate snowflake and 
floral doily motifs of bobbin lace in assorted colours. They possess a balanced 
blend of strength and beauty, showcasing Vasconcelos’s talent for adaptation 
and reinvention.

We are told that as a lover of animals and of Bordalo Pinheiro’s work, 
Vasconcelos aimed to create a protective layer for the objects she believes 
should be cherished and looked after, not forgotten, as his works have been, 
or mistreated as the real animals often are that we eat, fear, and confine in 
zoos or in the home. However, this protective layer becomes a barrier in 
some cases; what initially appears to be homage gradually mutates into a 
more disturbing and sinister covering up, as if she’s hiding the pieces that 
perhaps weren’t artistically strong. The sculptures are overworked, and in effect 
camouflaged, in a bid to keep the audience from seeing something that was 
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