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1 «El dibujo nombra las transformaciones, él mismo es puro movimiento. Matisse lo definia como “una 
linea com memoria”.» (Molina, 2007, p. 14) – Tradução livre do autor, 2018 
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2 As teorias de vários autores do estudo do movimento na dança foram investigadas com intuito de 
compreender a génese do movimento criado pelo corpo, comum ao desenho. Rudolf Laban realizou 
uma investigação intensa sobre o movimento utilizando o desenho como visualização de pensamento. 
Utilizei essencialmente a investigação de Carol-lyne Moore sobre o trabalho de Laban – The harmonic 
structure of movement, music and dance according to Rudolf Laban (2009) – para entender e aprofundar 
conhecimento sobre esta temática. 
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3 https://www.moma.org/share_your_silence  

https://www.moma.org/share_your_silence
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Fig. 1. Morgan O’Hara (2000) Movement of the hands of 

Conductor Riccardo Chailly while conducting the concert 

gebouw Orchestra in Mahler’s Symphony no 4., 

dimensões 

                                                           
 

4 “I’m interested in life, and life is itself movement” (O’Hara, apresentação FBAUP, 2017) – Tradução 
livre do autor, 2017 
5 Irei explorar mais estas questões da relatividade do espaço, do tempo e da perceção no segundo 
subcapítulo. 
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Fig. 2. Tim Knowles (2005) Tree Drawings. Tinta 

em papel. 10 paineis, cada um 2340 x 1600 x 

33mm 
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6 “I am quite unable to say to what class they belong. They may be lizards or small birds or very young 
mammalia, so complete is the similarity in the mode of formation of the head and trunk in these 
animals. The extremities are still absent, but even if they existed, in the earlier stage of development we 
should learn nothing because all arise from the same fundamental form.” (Karl Ernst in Bateson, 1979, p. 
167) – Tradução livre do autor, 2018 
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7  “The experience of space and time is largely subconscious. We have a sense of space because we can 
move and of time because, as biological beings, we undergo recurrent phases of tension and ease.” 
(Taun, p. 118, 1977) - Tradução livre do autor, 2018. 
8 “Place is security, space is freedom.” (Tuan, p. 3, 1977) – Tradução livre do autor, 2018. 
9 “Ways of dividing up space vary enormously in intricacy and sophistication, as do techniques of judging 
size and distance. Nonetheless certain cross-cultural similarities exist, and they rest ultimately on the 
fact that man is the measure of all things. This is to say, if we look for fundamental principles of spatial 
organization we find them in two kinds of facts: the posture and structure of the human body, and the 
relations (whether close or distant) between human beings”. (Tuan, p. 34, 1977) – Tradução livre do 
autor, 2018. 
10 Rudolf Laban foi um dos principais pesquisadores da forma de representar espacialmente o corpo em 
movimento, sendo o corpo humano, também, a base de medida do espaço. No entanto, pelo 
entendimento do espaço através do corpo-movente, vou desenvolver mais das suas perspetivas no 

subcapítulo do corpo (2.3 O corpo presente – sensação, emoção e perceção).
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11 Moore, analisando o pensamento de Juhan, explica que como são as nossas sensações musculares as 

usadas pela mente para sentir e controlar o equilibrio, então "o nosso próprio conceito de espaço é 

essencialmente muscular" (“our very concept of space itself is primarily muscular”). (Juhan in Moore, p. 

123, 2009) – Tradução livre do autor, 2018. 
12 “Spaciousness is closely associated with the sense of being free. Freedom implies space; it means 
having the power and enough room in which to act. Being free has several levels of meaning. 
Fundamental is the ability to transcend the present condition, and his transcendence is most simply 
manifest as the elementary power to move. In the act of moving, space and its attributes are directly 
experienced”” (Tuan, p. 52, 1977) – Tradução livre do autor, 2018. 
13 Este estado que procuro no desenho, através do motor interior que expande e transpõe para imagem 
as forças interiores que se movem, muitas vezes desconectadas e sem fluxo direcionado, para uma 
corrente que cria e faz descobrir o que há por criar. 
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14 na sua obra Movimento Total – o corpo e a dança, onde liga a dança e as artes plásticas pela filosofia 
do seu pensamento (2001). 
15 “Bergson complained that when movement is depicted as a line in space, it loses the temporal 
dimension of dynamic development and continuity.” (Moore, 1995, p. 86) – tradução livre do autor, 
2018 
16 Até esse momento ao nível da fotografia tinha apenas trabalhado com desenhos de luz em fotografias 
de longa exposição. 
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17 “Laban não gostava do tempo (…), opõe de forma espantosa o espaço e o tempo: o espaço, lugar das 

simultaneidades, acolhe o acidental e a contingência; o tempo, lugar da sucessão, conduzirá sempre a 

encadeamentos casuísticos” (Louppe, 2012, p. 150). Mary Wigman pensava de forma semelhante: “Em 

oposição ao espaço, o tempo não é um recurso poético no sentido lato, uma vez que não suscita um 

poiein no qual o movimento se confronta com a matéria” (idem, p. 150). 
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18 “If one had to choose some primordial time-atom that is at once physical, biological, psycological and 
deeply social, it surely would be the diurnal day. The pulse of light and dark is the elemental brick out of 
which we construct the year, the month, and the week”. (Volk, p.156, 1995) 
19 “Time and space, the cyclical and the linear, exert a reciprocal action: they measure themselves 
against one another; each one makes itself and is made a measuring-measure; everything is cyclical 
repetition through linear repetitions.” (Lefebvre, p. 8, 2004) – Tradução livre do autor, 2018 
20 Esta forma de definição do tempo e dos ritmos está presente tanto em autores que defendem o 
tempo como parte imprescindível do entendimento do movimento como Cunningham, como 
pensamentos como o de Wigman, que fala que “não existe, portanto, na dança e no fraseado de 
movimento um «tempo» enquanto tal: apenas contrações e convulsões de matéria em polos opostos de 
intensidade” (Louppe, p.151, 2012). 
21 “The anatomy of the crab is repetitive and rhythmical. It is, like music, repetitive with modulation. 
Indeed, the direction from head toward tail corresponds to a sequence in time: In embryology, the head 
is older than the tail. A flow of information is possible, from front to rear.” (Bateson, p. 10, 1979) – 
Tradução livre do autor, 2018 
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22 “It is a testament to Laban’s foundational work that his movement theories have proven sound 

enough to be adapted and applied in disciplines beyond dance.” (Moore, p.139, 2009) 



18 
 
 

                                                           
 

23 “Visual perception, for example, is inseparable from the muscular movements of the eye and the 

physical effort involved in focusing on an object or in simply holding one’s eyelids open” (Crary, p.72, 

1999) – Tradução livre do autor, 2018 
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24 kinesthetic empathy 
25“When observing movement, experience and observation are linked through utilizing kinesthetic 
empathy. Kinesthetic empathy refers to the ability to physically sense and connect with observed 
movement.” (Fdili, p. 2, 2015) – Tradução livre do autor, 2018 
26 “It is not a matter of drawing a tree I see. I have an object in front of me that produces an effect on 
my mind, not only as a tree, but in relation to all sorts of other feelings. I shan’t get rid of my emotion by 
exactly copying the tree.” (Matisse in Fisher, 2003, p. 217-218) – Tradução livre do autor, 2018 
27 https://www.etymonline.com/word/emotion e https://www.dictionary.com/browse/emotion, 
consultado a 04-01-2018

 

https://www.etymonline.com/word/emotion
https://www.dictionary.com/browse/emotion
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28 “The harmony of music exists equally with the harmony of movement in nature. Man has not 
invented the harmony of music. It is one of the underlying principles of life. Neither could the harmony 
of movement be invented: it is essential to draw one's conception of it from Nature herself, and to seek 
the rhythm of human movement from the rhythm of water in motion, from the blowing of the winds on 
the world in all earth's movements, in the motion of animals, fish, birds, reptiles, and even the primitive 
man, whose body still moved in harmony with nature.” (Duncan, 1977, p. 78) – Tradução livre do autor, 
2018 
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29 “The various functions of tubes – conceptually separable but not really separate - often concur. Leaf 
veins provide structural support as well as transport systems for water, sugar, and ions; roots anchor a 
tree as they probe long distances with minimal material and small frontal area; large blood vessels 
(veins and arteries) serve primarily to transport, while small blood vessels (capillaries) specialize in 
transfer across their enhanced surfaces. “ (Volk, 1995, p. 39) – Tradução livre do autor, 2018 
30 Movimento Total – O corpo e a dança 
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31 “Cunningham referia-se ao movimento natural, “espontâneo”, tanto como ao movimento dançado. 
Todavia, a diferença entre os dois é de natureza, mais que de grau na expressividade. Se os bailarinos 
chegam ao ponto de saturar o seu corpo de sentido, enquanto os movimentos funcionais ou utilitários 
não exprimem senão significações precisas, pobres ou isoladas, isso resultaria do facto da dança dizer 
um “mundo”; ao passo que o gesto de limpar um vidro, se não for dançado, diz apenas uma função.” 
(Gil, 2001, p. 89) 
32 Como desenvolveram Peggy Phelan (1993) e Philip Auslander (2006)  
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Fig. 3. Gordon Matta-Clark (2005) Drawing for Tree 

Dance. Marcadores em papel. 26,7 x 20,3 cm 

                                                           
 

33 “It can be argued that the current period – the end of the first decade of the twenty-first century – is a 
moment of drawing and dance. Drawing is firmly situated in the expanded field of contemporary 
practice, as artists embrace its conceptual discursiveness, its formal possibilities, and its economy of 
means. (…) Dance too has emerged as central for a younger generation of artists whose training is often 
in performance and whose production seeks out a place in-betweenness, the performative and the 
productive merging as one” (Butler, 2010, p. 139) – Tradução livre do autor, 2018 
34 «If Matisse said the line of his tree and plant drawings at Vence had “to grow inside me like a plant in 
the earth”» (idem, p. 147) – Tradução livre do autor, 2018 
35 “(...) the tree’s own life force (…)” (ibidem, p. 147) – Tradução livre do autor, 2018 
36 “The arcs of drawing and dance in the twentieth century might be described as dance moving beyond 
the image or readable gesture and as drawing transcending bodily form or trace.” (Butler 2010, p. 140) – 
Tradução livre do autor, 2018 
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37“To draw is never a transcription of thought (in the sense of writing) but rather a formulation or 

elaboration of the thought itself at the very moment it translates into an image. The artist him or herself 

is surprised and recognizes this thought only in the moment of making; Indeed, as Michaux relates, the 

artist himself desires to be surprised.” (Fisher, 2003, p. 222) – Tradução livre do autor, 2018 
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38 “The external space becomes a specular surface, a magnetic field that captures and organizes the 

image. The image always corresponds to a pulsion, to an obsession, to a desire to expand its own flux 

beyond the assigned body. In this sense drawing becomes the mechanism that tends to give order to the 

only dimension in which desire moves: space and time.” (Fisher, 2003, p. 223) – Tradução livre do autor, 

2018 
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Figura 4, Nijinsky (s.d.) Bailarina ou O Deus da Dança. 
Lápis e giz de cores sobre papel. 34,3 x 24,5 cm

                                                           
 

39 Este tipo de desenho pode identificar-se com a ideia que gerou os desenhos das possibilidades de 
movimento corporais de Laban. 
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40 “The impact of instantaneous photography on long-standing conventions in the artistic depiction of 

human movement is the second area to be discussed. These photos captured movements that could not 

be seen by the human eye, provoking intense philosophical and artistic debate and altering the way in 

which artists represented movement.” (Moore, p. 62, 2009) – Tradução livre do autor, 2018 
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Fig. 5. Cláudia Mateus (2016), O oroboro, Negativo de fotografia de longa exposição com luz, parte da série Drawing 
(dancing) in space. 41 x 29 cm
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Fig. 6-9. Cláudia Mateus (2016), vários títulos, fotografias de longa exposição, parte da série Drawing 
(dancing) in space. 41 x 29 cm
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41 “The sense of the photograph as not only representationally accurate but ontologically connected to 
the real world allows it to be treated as a piece of the real world, then as a substitute for it” (Helen 
Gilbert, in Auslander, 2006) – Tradução livre do autor, 2018 
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Fig. 10-13. Cláudia Mateus (2017) Desenhos de reação à música I. Carvão sobre papel. 59,4 x 84,1 cm
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Fig. 14. Cláudia Mateus (2017) Lightning 
flock. Fotografia editada. 42 x 56 cm

Fig. 15. Cláudia Mateus (2017) E-motion. 
fotografia editada. 42 x 56 cm 

Fig. 16. Cláudia Mateus (2017) sem título. 
fotografia editada. 42 x 56 cm
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Figura 17-22, Cláudia Mateus (2018) parte da série Desenhos de reação à música II, Interpretação de 
diferentes músicas, de cima para baixo, da esquerda para a direita: Prince – Kiss;  Smoke City - Underwater 
love; Moby – This Wild darkness; Chet Faker – Gold; electronic; Pink Floyd – One of those days. Carvão sobre 
papel. 29,7 x 42 cm 
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Fig. 23, Cláudia Mateus (2018) Atmosfera 1 – Fluxos de areia. Cianotipia [dimensões] 
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Fig. 24, Cláudia Mateus (2018) Atmosfera ginko biloba. Cianotipia  
Fig. 25, Cláudia Mateus (2018) sem título. Cianotipia  



42 
 
 

í

 



43 
 
 

Fig. 26-29. Cláudia Mateus (2016), O Vestigio da forma, fotografia editada,. 41 x 29 cm

                                                           
 

42 “How valid was it, they asked, to paint a pose or to preserve an attitude that the eye could not even 
perceive?” (Moore, 2009, p. 77) – Tradução livre do autor, 2018 
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43 “It is not the ‘states,’ single snapshots we have taken once again along the course of change, that are 
real; on the contrary, it is flux, the continuity of transition, it is change itself that is real.” (Bergson in 
Moore, 2009, p. 83) – Tradução livre do autor, 2018 
44 «In Bragaglia’s opinion chronophotography could be compared to a clock on the face of which only 
the half-hours are marked and cinematography to one on which the minutes too are indicated. Both of 
these mechanical media scanned and broke up the movement, shattering the action. Photodynamism, 
on the other hand, “marked not only the seconds, but also the intermomental fractions existing in the 
passages between the seconds.”» (Tisdall and Bozzolla in Moore, 2009, p. 80) – Tradução livre do autor, 
2018 
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Fig. 30-33, Cláudia Mateus (2016) Padrão de voo. Montagem digital de fotogramas [dimensões]
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                   Fig. 34, Cláudia Mateus (2018) Teia-Folha, adaptação de padrão – desenhos de uma folha de couve. 
fotografia editada. 34,7 x 20 cm 

 

                                                           
 

45 “Instead of seeing forms as realistic representations or as symbols, Endell proposed a completely new 
approach, a Formkunst or form art. This would be “an art with forms which signify nothing, represent 
nothing and remind us of nothing, which arouse our souls as deeply and strongly as music has always 
been able to do.”” (Endell in Moore, 2009, p. 95) – Tradução livre do autor, 2018 
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Fig. 35, Cláudia Mateus (2018). Florescer. Fotografia editada. 30,55 x 20 cm 
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46 “The flows of vital fluids within tubes in similar-looking net-works – rivers, plants, blood systems – can 
lead to a view of earth itself as an organism.” (Volk, 1995, p. 39) 
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Fig. 36. Cláudia Mateus (2018). Water flow. Tinta da china sobre papel. 59,4 x 72 cm

                                                           
 

47 “Em abstrato ou na nossa conceção, o ponto é idealmente pequeno, idealmente redondo. Em suma, é 

o circulo idealmente pequeno. Mas, mais que as suas dimensões, os seus contornos são também 

relativos. Na sua forma real, o ponto pode ter um número infinito de aspetos (…). Não podemos definir 

limites; o domínio do ponto é ilimitado.” (Kandinsky, 1987, p. 38).  
48 “We have seen that the tube as structural connection allows for a transmission of forces (…) providing 
a passage for flows between one and another.” (Volk, 1995, p. 38) – Tradução livre do autor, 2018 



50 
 
 

Fig. 37. Cláudia Mateus (2018). Expanding Lillypad. Tinta da china sobre papel. 59,4 x 84,1 cm

                                                           
 

49 “Looking through the trees they seem also to be a pattern conforming to lines of waves. We might 
think of them from another standpoint: that all energy expresses itself through this wave movement. 
For does not sound travel in waves, and light also? (…) It is the alternate attraction and resistance of the 
law of gravity that causes this wave movement.” (Duncan, 1977, p. 69) – Tradução livre do autor, 2018 
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50«“Into the same river no man can step twice" (…) "No man can shoot twice with a shotgun, because at 
every shooting, it will be a different man, differently calibrated.”» (Heraclitus in Bateson, 1979, p. 201) – 
Tradução livre do autor, 2018 
51 "There is a vitality, a life force, an energy, a quickening that is translated through you into action, and 
because there is only one of you in all of time, this expression is unique. And if you block it, it will never 
exist through any other medium and it will be lost.” (Martha Graham in Mille, 1991) – Tradução livre do 
autor, 2018 
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