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My dissertation analyzes the work of the artist group 3Nós3 (the name is a pun in
Portuguese meaning “three knots/ we three”), who performed artistic actions in public
space that they referred to as “urban interventions” on the streets of São Paulo from 1979
to 1982. These ranged from placing garbage bags over the heads of monumental
sculptures to taping Xs across the doorways of art galleries along with signs reading
“What is inside remains the same; what is outside expands.” Within the context of the
military regime that had ruled Brazil since 1964, the urban interventions targeted symbols
of authority ranging from public sculpture to the art world establishment. My research
focuses on one of the most noteworthy traits of the group’s activities: their almost
complete absence from the history of Brazilian art. In spite of the recent popularity on the
international artistic circuit of contemporary Brazilian art with a performative edge (the
artists Hélio Oiticica and Lygia Clark being the best examples of this type of work) the
work of 3Nós3 has remained obscure, even within Brazil. The explanations for this lack
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of attention to 3Nós3 include the transitional political nature of the abertura period
during which the interventions took place, the artists’ own denial of traditional artistic
circuits and involvement in youth subcultures, the ephemeral nature of the interventions
themselves, and a lack of understanding of the reasons why the artists chose to work in
public space, particularly in regard to the interventions’ relationship with their audience.
The goal of my dissertation is to argue for the inclusion of the interventions into the
history of art without relying on arguments related to their quality, i.e. whether or not
they constitute “good art.” Rather, it is only through a detailed consideration of the
specific cultural and political contexts in which the works occurred that they start to make
sense. I conclude by examining the present-day conditions that could make the inclusion
of 3Nós3 into larger international artistic movements such as street art and “the
interventionists” (including Eduardo Srur and the Grupo Contra Filé, among others)
possible.
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INTRODUCTION: ABSENCES AND INSERTIONS
It was one of my last days in São Paulo, hot, humid and threatening to rain. I was
late for my interview with the artist Hudinilson Jr. and nothing but obstacles seemed to
confront me as I made my way to his apartment building. A street fair completely
blocked my path, with trucks and workmen dismantling their stands preventing any
passage through to the other side while the odor of fish and stale fruits and vegetables
hung in the air. I took an alternative route and stopped at a café to buy a bottle of water.
The cashier very slowly and deliberately counted out thirty pieces of candy to the person
ahead of me. Finally I arrived at Hudinilson’s. When the security guard rang his
apartment, the voice on the telephone was slurred and incoherent. The guard let me enter
anyway, shrugging as if to imply that the artist was not worth the effort it would take to
assure his safety. I took the elevator to the third floor, and rang the apartment doorbell.
There was no response. I rang it again several times. After a few minutes, I could hear
movement on the other side. The door opened and I came face to face with a mass of dark
brown hair that had not been washed in days. It was Hudinilson with his head down,
precariously propping himself in the doorway. This was my first encounter with him
during one of his drunken binges, although it certainly would not be my last.
I was in São Paulo doing research for my dissertation on the artist group 3Nós3;
the name literally means “three we three” in Portuguese, but also incorporates a pun, the
“nós” referring to knots: “three knots/ we three.”1 The group members (Rafael França,
Mário Ramiro, and Hudinilson Jr.) performed art works that they referred to as “urban

1

interventions” on the city’s streets from 1979-1982. These took a variety of forms: in the
beginning, the group bagged the heads of sculptures throughout the city and taped Xs
across the doorways of art galleries throughout the city, then followed these interventions
with two works that consisted of large-scale paintings installed on city streets. Eventually
they began working with large sheets of colored cellophane that had been donated by the
owner of a plastic company, stretching them across streets and draping them from bridges
or road underpasses.
The interventions almost always incorporated news media since the group
members would contact local newspapers who then reported the work in the form of an
article the following day. While originally the motivation was to find an inexpensive way
to document their work, gradually the role of the media in the interventions grew, with
group member Rafael França documenting the working process in a series of videos and
the group doing appearances on television news programs. In spite of the numerous
connections that could be made between the urban interventions and other artistic
movements, such as land art, performance art, and conceptually based practices, the
group 3Nós3 has, until quite recently, remained almost completely unknown outside of
São Paulo and somewhat relegated to obscurity even among São Paulo-based art critics.
Due to the lack of information on the group and the fact that two of the three
members were still alive, I began doing interviews, compiling an oral archive to offset the
lack of published documentation.2 But as I stood in the doorway of Hudinilson’s
apartment, I anticipated that my visit was not going to be very productive. I told him that
if it was not a good time, I could come back later, but he said no, he really wanted to do
2

the interview with me. Once I turned on my digital recorder, he launched into a tirade,
telling me that he had just read an article in the Folha de São Paulo describing an
intervention that a local artist had done on the Monumento as Bandeiras (Monument to
the Pioneers), a famous sculpture located at the entrance to Ibirapuera Park. The artist in
question, Eduardo Srur, had attached a metal anchor to the boat.3 Hudinilson complained
that the article had not mentioned the intervention that his group, 3Nós3, had done on the
same sculpture twenty-five years earlier. He said that Brazilians suffered from a sort of
collective cultural amnesia: they could remember the scores and important plays of
soccer games going back decades, but immediately forgot about art.
Hudinilson expressed his frustration that certain artists who pursued commercial
success received far more attention while those like himself who refused to sacrifice their
artistic vision remained unknown. In fact, he had gone with his mother to see the Biennial
earlier that week and had a discussion with her about the very same topic, which had
ended in an argument with the two of them refusing to speak to each other. I stopped the
recorder and told him that since he was not listening to my questions and was continuing
to talk about the present, I was not going to do the interview. “This has nothing to do with
3Nós3” I told him. He looked at me, bewildered. “But it does, it has everything to do
with 3Nós3” he replied. He then begged me to start the recorder again, looking at it as if
it were his lifeline, his only possibility for not being forgotten, for becoming part of the
history of Brazilian art.
I am beginning my dissertation with this particular story because in its brief form
it illustrates the problem I have been dealing with in my research, namely the absence of
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the Brazilian artist group 3Nós3 from the history of Brazilian art. Although I had gone to
Hudinilson’s apartment to interview him and listen to him, in a way, I performed my own
form of exclusion by telling him that I wanted to only to hear about the historical aspect
of 3Nós3 and was not particularly interested in his worries regarding the present. While
at that moment, I was attempting to fill in the void, to remedy the absence of 3Nós3 from
the history of Brazilian art, I would eventually discover that this project represented only
a fraction of my work. The other parts would consist of analyzing the reasons why this
absence had existed for so long, and why in the immediate present was it just beginning
to reappear.
The question of how to position and frame the interventions has in various ways
informed practically every major decision I have made in regard to my work. Throughout
my research and writing process, I repeatedly encountered the obstacle of attempting to
take a rather mainstream approach to analyzing the urban interventions, and finding that
this just did not work. Whether it was the realization that talking to famous Brazilian
artists about the time period was not likely to help me, or that arguing that the urban
interventions were really great, yet somehow forgotten works of art would appear
disingenuous, on many occasions I found myself needing to adopt a different
methodology. Instead of simply attempting to insert 3Nós3 into the history of art, I
searched for a way to discuss works of art that did not rely on traditional notions of
artistic quality to justify them.
My approach involves description and analysis of the local context that informed
the production of the urban interventions. With their status as ephemeral works of art
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made within the confines of a time and place that could not be duplicated, it seemed only
appropriate to discuss the interventions within this specificity. Each chapter thus
addressed a different aspect of this context, including the rise and fall of the military
regime in Chapter One, the local art world discussed in Chapter Two, the transformation
of the urban landscape in Chapter Three, and the emergence of a youth subculture in
Chapter Four, all phenomena occurring in São Paulo during the late 1970s and early
1980s. The idea of countering the argument that no information existed for this time
period also interested me and to this end I spent a great deal of time tracking down often
obscure sources in an effort to reveal the extent of what has already been published on the
subject of Brazilian cultural production during the 1970s. This methodology stands in
contrast to the current trend of assimilating Latin American art into dominant discourses
regarding modernism and twentieth-century art in general.4 Such a “universalizing”
approach might position Latin American art as no different from art produced in the
United States and Europe, however any sense of historical specificity is lost in the
process, as well as an understanding of the potential that art produced in the margins has
to upset the traditions of the center.5 Detailed archival research, on the other hand, is one
of several methods that I use to explain how the urban interventions incorporated a sense
of the everyday and local, and pursued an audience that extended beyond the boundaries
of the São Paulo art world.
RESEARCH METHODS
My research process has consisted mostly of a struggle to remedy the extensive
lack of information on 3Nós3 and even the time period in which they worked. This
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absence of easily obtained source material has influenced my entire working process,
even determining the structure of the introduction. Usually the dissertation introduction
involves a detailed and painstaking review of the literature, including catalogues
raisonnées, monographs, and other major studies of the artist or movement that is the
subject of research. However in my case, I have only the few books that have mentioned
3Nós3 at all, and even these usually only list them as part of a larger group of obscure
artists from the late 1970s. Instead of analyzing the other sources that have mentioned
3Nós3 only in passing, what is perhaps more compelling is the set of problems that my
dissertation addresses. While each one of these problems centers around a specific set of
discourses and arguments, organized here according to chapter, what frames them all is
my approach to research.
In the initial stages, the realization of my limitations in regard to published
material forced me to deal with one of the most challenging aspects of my dissertation:
the question of where I would find information on my topic. On my first research trip to
São Paulo, I spent a fair amount of time searching bookstores in vain, an activity that
served only to increase my frustration, as I would typically find a strange assortment of
photography and coffee-table books at stores such as Fnac or Livraria Cultura, but
usually nothing much that was truly useful. In a similar fashion, I thought about how I
might contact artists such as Artur Barrio, Antonio Manuel, and Cildo Meireles, who
were all based in Rio and had on occasion done work that was vaguely interventionist in
tone. It seemed to be an activity that would somehow validate my project, getting
interviews from the most famous artists I could think of.
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Eventually, I came to realize that famous artists and scholars did not really know
much about the time period, except perhaps as participants, and that if I wanted to get
information, I would need to track down members of other artist groups, many of whom
were no longer working as professional artists. I interviewed them and reproduced their
personal archives. These archives turned out to be gold mines in terms of information.
Mário Ramiro had several old boxes full of posters and newspaper articles that he
allowed me to scan. Other members of artist groups had saved photographs of their
interventions, or publications that they themselves had produced. For the most part, these
publications are not in library collections, or if they had been at one point, they were
destroyed or lost.
Hudinilson’s personal archive was one of the biggest windfalls. On my previous
visits to his apartment, I saw many exhibition catalogs and newspaper articles gathering
dust on his bookshelves. I wanted desperately to find out what he had, but my efforts
were always thwarted by Hudinilson’s illness and truly pathological lack of organization.
Finally, before my trip of August 2007, Mário Ramiro informed me that Hudinilson had
been in the hospital in a coma for several weeks and had almost died. His body had
simply collapsed after a lifetime of various forms of neglect and abuse. Mário, who had
been working at the Centro Cultural São Paulo, took the opportunity to begin organizing
Hudinilson’s belongings and uncovered his archive of thousands of newspaper articles
that he had been clipping and saving for decades. The subjects ranged from urban
interventionist art to graffiti art to public policy in regard to visual pollution and
ownership of public space. These articles, of which I have only scratched the surface with
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my own research, have filled in many blanks and provided me with an insight into the
concerns of the time period and how they related to the art that I never would have had
otherwise. Through these articles, which tend to focus on stories of local interest, a sense
of how the interventions dealt with the everyday lived experience of the city began to
emerge.
In the years since my first research trip, I have become much savvier about how to
look for published sources that might relate to 3Nós3. I realized that what I wanted were
not the polished, beautiful coffee-table books of mainstream bookstores, but rather the
ragged, falling apart books with yellowed pages that could be found in the many sebos
(used bookstores) that are located everywhere in São Paulo. Sociological studies done
during the 1970s, fanzines, journals that lasted only a few or a single issue, and the books
in Portuguese at the Benson Library at the University of Texas that no one had checked
out for twenty years, if ever, soon became my area of expertise. Through this process, I
became aware of the fact that a wealth of published material actually did exist on topics
tangentially related to my own; it was just a matter of knowing what source would help
me best and how to find it.
PREVIOUS MENTIONS
Because the absence of 3Nós3 from the history of Brazilian art has been so
extensive, my review of literature consists of works that have mentioned the group at all,
in contrast to the usual list of catalogues raisonnées, monographs, and previous studies.
The mainstream sources that even mention 3Nós3 all do so as attempts to assimilate the
group’s work into larger histories of Brazilian conceptualism. These include Walter
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Zanini’s Historia Geral da Arte no Brasil, published in 1983, and a compilation of essays
by Aracy Amaral, published the same year under the title Arte e meio artístico: entre o
feijoada e o x-burguer.6 Both art historians, Walter Zanini and Aracy Amaral, only
mention 3Nós3 very briefly, as parts of larger lists of artists who engaged in
conceptually-based practices without any attempt at more extensive analysis. In her 1981
essay “Aspectos do não-objetualismo no Brasil” (Aspects of non-objectualism in Brazil),
Aracy Amaral included 3Nós3 as part of an extremely diverse group of artists and
activities that included the conceptual installations of Cildo Meireles, the parangolés of
Hélio Oiticica and sensorial suits of Lygia Clark, performances by São Paulo based artist
Ivald Granato, the bloody bundles and other objects that formed part of the “Situations”
of Artur Barrio, and the experimental art education programs that Anna Bella Geiger
started at the Museum of Modern Art in Rio during the 1970s.7
In this essay, Amaral briefly described several interventions of 3Nós3, including
X-Galeria, in which the artists taped Xs across the doors of galleries in São Paulo, and
another unnamed intervention in which the artists stretched a sheet of plastic cellophane
across an expressway in the Zona Sul of São Paulo. In a way that would not seem out of
place with current art historical practice, Amaral connected the general artistic trend of
“non-objectualism” in Brazil to international movements, observing similarities with the
body art works of Austrian Rudolf Schwartzkogler and American Vito Acconci, although
acknowledging that these two artists were unknown in Brazil at the time. She also
connected non-objectual art in Brazil to similar activities taking place in other countries
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in Latin America, such as Tucumán Arde in Argentina and the works of Antonio Caro in
Colombia.8
The main goal of this essay seems to have been to observe and make note of a
phenomenon that was unfolding at that very moment, for aside from mentioning a certain
interest in the political messages expressed in conceptual and a few separate trends (ludic
art, criticisms of the art market, body art, etc.) Amaral made little attempt to distinguish
between the vastly different types of art she discussed. In a similar fashion, 3Nós3
received a brief mention in Walter Zanini’s, Historia Geral da Arte no Brasil, a survey of
Brazilian art published in 1983. Zanini, who had been Mário Ramiro and Rafael França’s
professor at USP, included 3Nós3 in a subsection of a chapter entitled “Os processos
intermediais” (intermediary processes) that grouped many artists together under what
might be loosely referred to today as conceptualism. Zanini compiled a lengthy list of
artists who practiced various forms of conceptualism including Rio-based artists such as
Antonio Manuel, Cildo Meireles, Waltercio Caldas and Tunga together with Iole de
Freitas, Júlio Plaza, Regina Silveira and Waldemar Cordeiro. In fact, one could argue that
the work of these artists is more different than similar.9
Contemporary art curator Cristina Freire also mentioned 3Nós3 briefly in her
1999 book Poeticas do Processo: Arte conceitual no museu (The Poetics of Process:
Conceptual Art in the Museum). She analyzed the exhibition of conceptual art at the
Museum of Contemporary Art at the University of São Paulo, where she works as a
curator, discussing the many exhibitions of conceptual art that took place during the late
1960s and 70s, when Walter Zanini was chief curator of the museum. As a result of these
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exhibitions, MAC acquired a rather large collection of conceptualism; however much of
it was housed in the museum’s archives and classified as documents rather than as works
of art.10 Part of this confusion between work of art and document resulted from artistic
practices themselves, in which the lines between the two categories blurred as artists
created artist books and used photography to document their work and the documentation
began to take on an artistic life of its own. Freire argued that part of the motivation for
artists to work in such experimental forms resulted from their desire to critique artistic
institutions and to undermine the role of the art gallery in particular as the main vehicle
for the commercial circulation of art. She included the urban intervention X-Galeria as an
example of just this type of work.11
Although all three of these examples occurred in important art historical texts,
because of the brevity of their references to 3Nós3, they did little to remedy the group’s
absence from Brazilian art history. For this reason, former group member Mário Ramiro
began writing and publishing his own articles. In his 1998 article “Between Form and
Force: Connecting Architectonic, Telematic and Thermal Spaces,” Ramiro described the
urban interventions as the beginning of an interest in the relationship between the visual
arts and technology and communications media that has spanned his entire career.12 In a
special issue of the Canadian art journal Parachute devoted to Sao Paulo, Ramiro
contributed another article that briefly summarized the activities of 3Nós3.13 While both
of these articles provide interesting and valuable information on the interventions, they
contain relatively little analysis or contextualization, which suggested to me that I had my
work as an art historian cut out for me.
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A special edition of the journal Arte em Revista published in 1984 and focusing
on the phenomenon of “the independents” was one of the most important sources that
mentioned 3Nós3. It analyzed a generation of university-educated youth in São Paulo
who came of age during the late 1970s and possessed a strong interest in the arts, but also
a healthy dislike of the cultural mainstream that tended to work collectively to produce
music, visual art, theater, and film and establish their own circuits of production and
circulation. In one of the articles in this issue, “‘Out’-Arte?”, Stella Texeira de Barros
included 3Nós3 within a larger movement of urban art done in São Paulo in the late
1970s and early 1980s, linking the interventions of 3Nós3 to many other types of art
created specifically for the urban environment, including billboard and graffiti art, and
works done by other artists and groups such as Nelson Leirner, Claudio Tozzi and the
artist group Manga Rosa.14 This issue of Arte em Revista was probably one of the single
most helpful sources in its focus on a very specific local context as a possible framing
device for the interventions. The emphasis both on youth cultural movements and on art
made specifically for the urban environment of São Paulo would be particularly
influential in the writing of chapters three and four.
In 2004, the Centro Cultural São Paulo published an issue of the journal Revista
d’Art devoted to “the common man.”15 The essay by Centro Cultural librarian Maria
Olimpia Vassão includes a discussion of 3Nós3 as part of a larger interaction between art
and the common man. It cites a typical list of influences including artists such as Hélio
Oiticica and Júlio Plaza that one would expect to find in such a discussion, but also some
surprises, such as a discussion of Mário de Andrade’s project of researching and
12

gathering examples of folk music in the most remote regions of Brazil in the 1930s in
open defiance of the orders of his superiors to return to São Paulo.16 Vassão also
mentions the “Copyleft” movement, which was connected with mail art and involved the
artist’s declaration that a specific essay or work of art could be reproduced without
permission.17 Her essay attempts to make sense of a diverse group of artworks that share
the common thread of being included in various ways in the archives of the CCSP, as
well as the fact that they all attempt to engage “the common man” as a potential audience
for the work of art. Many of the works that she includes in her article belong to
movements that she described to me as evidence of a democratizing attitude in the arts,
the idea of an “art for all” manifested in movements such as graffiti art and Xerox art that
allowed for a much greater circulation of the arts than ever before.
I would gradually discover that focusing on a specifically Brazilian context as the
explanation for the urban interventions was a double-edged sword, one that could both
establish meaning for them as well as relegate them to obscurity. Within a local Brazilian
context, the work of 3Nós3 has always managed to fall just outside of popular artistic
trends and solidly within whatever movement or time period that seems to be empty and
of little value. For instance, scholar Carlos Alberto Messeder Pereira has observed in his
research on poesia marginal (marginal poetry) that the decade of the seventies in general
has, until very recently, suffered from a severe image problem:
Finally, the decade of the 1970s seems to have come back into style! Strange,
then, that it has also recently been in style to speak badly, and very badly indeed,
of this period. Today, on the contrary, perhaps given our contemporary anxiety
for encountering points of reference and constructing pasts, the recent past
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configured in that decade—a time, simultaneously, still very close to us, yet
sufficiently distant to be presented as an ‘authentic past’ has been recuperated.18
The statement above reads like a greatly watered down version of a similar idea that
Pereira had expressed in his book Retrato da época: Poesia marginal/ Anos 70 published
in 1981, as the decade was drawing to a close:
Much has been said and written about the Brazilian culture of the 1970s; often,
when one tries to describe and analyze this period, the description falls back onto
aspects such as cultural poverty, cultural void, disorientation, disorganization,
lack of information, and finally, the absence of a critical spirit; meeting at their
limits, the accusations of alienation directed at certain segments of society or
specific people.19
According to this argument, for Brazilians the decade of the 1970s bears the negative
burden of its association with the military regime and its undermining of cultural and
artistic freedom of expression, which resulted in the impression that during this time
Brazil had become a cultural and artistic wasteland. In addition, the 1970s were the
period that saw the failure of the utopian projects of the 1960s. Although I would
eventually find that these preconceptions were far from the truth, uncovering the extent of
artistic production during the 1970s in Brazil has involved a great deal of time spent
picking through obscure sources published during the decade.
Chronologically speaking, the work of 3Nós3 remains sandwiched between the
conceptual artists of the late 1960s and early 1970s, and those of the Geração 80 (80s
Generation). The conceptualists included Artur Barrio, Antonio Manuel, Cildo Meireles,
and to a certain extent, Hélio Oiticica. Geração 80 comprised artists of the same
generation as the members of 3Nós3, including their friend and colleague Eduardo Kac,
but was centered in Rio and involved a very close attention to international artistic trends.
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Although the works of 3Nós3 were included in the exhibition the 2006 exhibition Espaço
Aberto/ Espaço Fechado: Sites for Sculpture in Modern Brazil at the Henry Moore
Museum and discussed in the introduction to the exhibition catalogue, the three essays on
different periods of Brazilian sculpture avoid any mention of either the time period or the
works of 3Nós3. The essay “The 1960s and 70s: The difficult decades” by Cacilda
Texeira da Costa ends in the mid-1970s with the development of early art that engaged
with technology and artist books:
…Júlio Plaza dedicated himself to creating electronic poetry images through
videotext and holograms, and also developed a profound theoretic argumentation
on the theme. Other artists like Ana Maria Maiolino, Mira Schendel and Lygia
Clark also dedicated themselves to creating artists’ books. Regina Silveira created
installations and videos, and as a teacher played an important role in the formation
and development of young talent.
The flow of these movements and attitudes went on without interruption,
but by the end of the 70s another movement was taking shape. By 1984 a new
generation of artists had clearly arrived, critics of conceptual hermetism and
dispossession. It was hailed in the show Como vai você, geração 80? (How are
you doing, 80s generation?), and signalled the introduction of the international
trans-avant-garde into Brazil.20
Teixeira da Costa’s text simply skips over the period of abertura and picks up again
during the early 1980s, with the Neo-Expressionist exhibition Como vai você, geração
80? The only possible mention of 3Nós3 could be inferred from the reference to Regina
Silveira’s “development of young talent” if one happened to know that she had been the
art professor of 3Nós3 members Rafael França and Mário Ramiro while at the University
of São Paulo. The essay by Felipe Chaimovich, “Space and Democracy: Places for art in
Brazil since the 1980s” picks up where Teixeira da Costa left off, with the exhibition of
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the “80s generation” in Rio de Janeiro.21 In both essays, the period of abertura in which
the members of 3Nós3 worked, simply disappears from contemporary art history.
The “Geração 80” or “80s generation” of whom Chaimovich writes was a group
of artists whose brightly colored, gestural paintings seemed to express the optimism of
the mid-1980s, during which the country made a return to democracy in the culmination
of the “Diretas já!” (direct elections now!) movement in Brazil.22 The artistic style in
which the members of Geração 80 worked became first a fashion and then a sort of
frenzy that paralleled the popularity of similar types of work being produced in the
United States: “Like Basquiat and Schnabel in New York, they were the golden boys of a
self-assured, uninhibited art that was adored by the jet set.”23 The beginning of Geração
80 marked the end of urban interventionist art, which in fact had already begun at least
two years earlier as the former youthful rebels who comprised the groups began to settle
down, get married and have families, and/or pursue professional careers.
The bias against urban interventionist art actually dated back at least several years
earlier, with its roots in the general reputation of the art schools to which the members
belonged. The members of several artist groups were among the students at ECA (Escola
de Comunicações e Arte or School of Arts and Communication), which maintained a
reputation inferior to that of the Fundação Armando Alvares Penteado (FAAP), a private
art school located in the affluent neighborhood of Higienópolis. According to Tadeu
Chiarelli,
Although the professors were basically the same, the more active nucleus
was without a doubt to be found at FAAP. Having many more students,
better physical conditions for the teaching of art and a less timid profile
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on the part of the faculty, FAAP at that time was emitting a little murmur
of creation which, compared to what was happening at ECA, seemed like an
impressive roar.24
The professors at FAAP (who, as Chiarelli mentions, also taught at ECA) included art
historian Walter Zanini and visual artists Regina Silveira, Nelson Leirner and Júlio Plaza.
Their classes dealt critically with such issues as the concept of the ready-made, the
dematerialization of art, and role of art as a commercial commodity. At the same time
that they were absorbing these lessons, art students at FAAP were also reading articles
from international arts publications about artists involved in a “return to painting” such as
Julian Schnabel, Sandro Chia and Francisco Clemente. This presented a sort of
methodological problem to art students: “How to dive into the pleasures of painting,
sculpting, drawing, without taking into account the very critical comments by Nelson
Leirner, Regina Silveira, and Júlio Plaza? How to be frankly neoexpressionist, for
example, without remembering the classes about Duchamp given by Zanini?”25 A
generation of artists who studied at FAAP, including Ana Maria Tavares, Mónica Nador,
José Leonilson, Iran do Espirito Santo, and Leda Catunda absorbed the lessons of the
international Neoexpressionists and opted for a return to painting in their work, while the
artists at ECA who tended to work in the more experimental form of urban intervention
faded into relative obscurity.
THEORETICAL APPROACHES
Perhaps one of the main reasons for the exclusion of 3Nós3 from the history of
Brazilian art is the persistence of quality-based arguments, especially in the models
described above, in determining the cultural value of works of art. I have often
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encountered the idea that somehow the work of 3Nós3 is not good enough to justify
writing about it, whether in the comments of gallery owners and art critics responding to
the intervention X-Galeria, which I discuss in Chapter Two, or in responses to funding
proposals that I have made over the years. One anonymous respondent told me that s/he
did not consider the urban interventions to be adequate responses to the horrors of
military rule (which included torture, disappearance, and censorship as ways of
maintaining control over society) and that the ephemeral nature of the interventions was
evidence enough that they did not deserve attention. Clearly, for the purposes of my
dissertation I needed to develop a model for analyzing the work of 3Nós3 that did not
emphasize the importance of quality. The artists themselves opposed traditional notions
of artistic genius and greatness, either by working collectively, countering the idea of the
artist as a solitary genius, or by creating works of art that functioned more as open-ended
experiments in audience engagement rather than as finished and closed “successes.”
An understanding of the relationship between work of art and audience is one of
the most important factors in developing alternative models for interpreting the
interventions. Throughout this dissertation, I refer frequently to the goal of opening up
the audience or public of the interventions, but understanding how this process occurred
requires a somewhat different understanding of these terms. Usually, the very mention of
the audience, viewer, and public of a work of art suggest that these groups consciously
view and understand, or at least acknowledge what they see. In many instances, the
viewers of the interventions did not notice them, mistook them for something else, or
concluded that they were not successful works of art. Perhaps this meant that they did not
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have a preconceived audience, and that the artists may have been cultivating a public that
would gradually come to understand the works over time. As I discuss in Chapter Three,
the idea that all forms of public art from sculptures to urban interventions inevitably
failed in their goal of being comprehensible to the general public became something of a
cliché in many of the articles that I encountered. In contrast, while the interventions may
not have been successful in the typical sense, they nonetheless pursued the ideal of an
audience beyond the narrow confines of the art world, which that at that time did not yet
exist. For this reason, the terms “public” and “audience” should include people on the
street who did not even look at the interventions, those who saw them and thought that
they were something else (a project sponsored by the city government, for instance), and
those few who both saw the interventions and understood them.
Because of this interest in expanded notions of public apparent in the work of
3Nós3, I have relied a great deal on theoretical models from the field of sociology.
Theorists such as Michel de Certeau, Raymond Williams, and the scholars affiliated with
the Birmingham School have all provided me with ways of viewing artistic production as
deeply embedded within all levels of society instead of an elite opposed to or ahead of the
masses, as the term “avant-garde” suggests. The fact that I use theories developed in
Europe to explain the local context of São Paulo during the late 1970s as the basis for
understanding the interventions might seem contradictory, however, these models
themselves emphasize the role of the local, in the interpretation of youth subcultures from
specific times and places for instance, and provide a way of creating meaning for readers
who may not necessarily be familiar with or interested in the narrow parameters of my
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study. In other words, without a theoretical model, my research would appeal only to
people interested in 1970s São Paulo, while theory makes the urban interventions of
3Nós3 relevant and connected to the activities of artist collectives in other parts of the
world, or to the resurgence of interventionist art that has occurred over the past few years,
without overstating the relationships between these movements. With their understanding
of cultural production as a phenomenon occurring at all levels of society, not just the
elite, these theories also provide a way for me to talk about 3Nós3 without feeling
compelled to argue that they were important. The possibility that they may not have had
much significance at all is one that I must take into consideration.
An awareness of a uniquely Brazilian approach to artistic production is another
factor that I believe is important to understanding the urban interventions. Since the early
1960s, various intellectuals have developed tactics (to borrow a term from de Certeau) for
the creation of works of art in situations of poverty and lack. Many of these developed in
relation to the activities of the Centros Popular de Cultura (Popular Centers of Culture, or
CPC, which I discuss in Chapter Four), which worked to develop forms of art aimed at
the working class with an awareness of the lack of abundance that informed the existence
of the average Brazilian at the time. As Glauber Rocha argued in his manifesto-like essay
“An Esthetic of Hunger,” “…the hunger of Latin America is not simply an alarming
symptom: it is the essence of our society.”26 Mário Ramiro once explained to me that he
has often created works of art using whatever materials were readily available, since he
could always afford to buy expensive art supplies in stores. In the case of 3Nós3 this
meant making works of art out of garbage bags and masking tape, for artists such as
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Artur Barrio and Cildo Meireles, it meant the use of materials such as garbage and string
in the creation of works of art.
Another possible influence on the pursuit of an expanded public in the urban
interventions were the “domingos da criação” (Sundays of Creation), a series of
workshops that took place in the gardens and patio of MAM Rio from January to August
of 1970. These posited a particularly radical approach to art making, in both the use of
materials and in the idea that all people are creative. Art critic Frederico Morais, one of
the organizers of the workshops, described them as “proposals of creative consumption
(against the stereotypical consumption of ‘gadgets’: academicrylic multiples).”27 Each
Sunday focused on a different material or sense, including “A Sunday of Paper”, “The
Sunday of a Thread,” “The Fabric of Sunday,” and “The Sound of Sunday,” just to give a
few examples. A photograph reproduced in the book A Metrópole e a Arte depicts a
group of people during the “Fabric of Sunday” workshop, holding long strips of brightly
colored fabric reminiscent of the sheets of plastic used in many of the interventions.28
Each workshop attracted between two to five thousand people and could last up to ten
hours, with instruction by local artists. According to Morais, they operated on the
following assumptions:
1. Any and every type of material, even garbage, can be used to make works
of art
2. Every person is inherently creative, with the ability to exercise one’s
creativity on a continual basis, if motivated to do so
3. In its present state, art substituted the object for activity, or rather, the artist
is an author of an initial structure, but its living or flowering depends on the
level of participation of the public
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4. In this new state, that of art-creativity, the distance between the artist and
the public becomes smaller, little by little: in the creative act, everything is
confused
5. The museum of today does not need to limit itself to the care and
preservation of original works, viewed by a restricted public, but, should create
spaces (and new museological architecture) for the development of open
proposals of collective participation
6. The museum should concern itself with bringing the creative act to the general
public, planting the conditions in which each person can freely exercise his or
her creativity.29
The idea that the viewer/ participant activates and becomes a determining factor in the
work of art’s fruition parallels some of the ways that the interventions elicited responses
from passersby and also served as experiments to determine the degree to which people
might respond to a certain situation. Most of all, the theoretical concepts behind the
Sundays of Creation explored the radical notion that the average Brazilian, who was
probably poor and possibly illiterate as well, possessed the same amount of creativity as
an academically trained artist. The idea of attributing agency, the ability to think and act
on one’s own, would also have been highly subversive within the context of the extreme
brutality of the military government of the early 1970s, although it apparently went
unrecognized by the authorities for at least eight months. Morais commented that the
Sundays of Creation were highly influential in inspiring festivals and collective actions in
its wake, leading one to wonder the degree to which they influenced the experimental
theater and interventionist groups of the late 1970s in Rio, such as Asdrúbal Trouxe o
Trombone.30 The precedents of the CPC, Esthetic of Hunger, and Sundays of Creation
show that the use of humble and ephemeral materials in the interventions is not an
indication of their quality, but rather a conscious decision with many intellectual
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precedents. They also suggest possible affinities between Brazilian philosophies that
emphasize the importance of the popular and the local, and similar theories developed in
Europe.
TOWARD A DEFINITION OF THE URBAN INTERVENTION
During the defense of my dissertation, the issue of when exactly the members of
3Nós3 adopted the term “intervention” was a topic of lengthy conversation. In fact, they
originally used the verb “interverter,” which suggests a sense of inversion of urban space,
to describe what their works did. I however, have chosen to use the word “intervention”
in its place, since this is the word that eventually replaced “interversão” and situates the
work within a larger body of temporary works of art performed on city streets.31
Afterward, I asked Mário Ramiro if he could pinpoint at what time the switch occurred.
He replied that he did not think he could, adding that the word “interversão” is not
common in Portuguese and when the members of 3Nós3 used it, people usually
understood it as the word “intervenção,” which is very similar, nearly identical in fact.
Furthermore, all of the other groups were using the term “intervenção urbana” to describe
their activities and “it did not make sense to insist on a term that no one else was
using.”32 This question is not just one of semantics, but rather hints at the processes
through which artistic genres develop (when did the concept of portraiture begin, for
instance?) as well as processes of inclusion and exclusion. Use of the term “intervention”
provided 3Nós3 with a context, a group of artists with shared interests, while use of a
term that was confusing and obscure in turn would have made the artists likewise appear
irrelevant.
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3Nós3 was not the only artistic collective to work in the genre known as “urban
intervention” and the term certainly did not originate with them. The theatrical
interventionist group Viajou Sem Passaporte (Traveled Without a Passport) eventually
inspired the members of 3Nós3 to begin referring to their work as urban interventions.
Mário Ramiro explained to me on several occasions that the members of Viajou Sem
Passaporte considered their work as theatrical or human interventions, whereas 3Nós3
always conceived of their works as interactions with urban space. One way in which this
distinction reveals itself is in the attitude toward audience and documentation of audience
reaction. The members of Viajou normally would have a member of their group function
as observer, staying behind to witness and take note of all of the public’s reactions. Since
many of their interventions took place in closed spaces, such as city buses, this process of
observation was not difficult at all. In contrast, the members of 3Nós3 made little, if any
effort to record the reactions of passersby, placing much more importance on the
documentation of the intervention.
Carlos Alberto Gordon, a member of Viajou Sem Passaporte differentiated the
Evento Fim de Década from two similar previous street happenings, “Mitos Vadios” and
“Procopiarte,” which he considered primarily as open-air exhibitions. The organizers of
the two events, performance artist Ivald Granato and curator and art critic Paulo Klein,
respectively, intended mainly to invite a group of their friends to participate in events that
were really little more than open-air exhibitions. In contrast, the goal of the Evento Fim
de Década was to interrupt the daily routine of the one to four million people who passed
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through the Praça da Sé on their way to and from work. As Gordon explained, the
resulting atmosphere was quite different:
‘Fim de Década’ was a much stronger proposal, because it involved the reaction
of the people, of the masses in general. Many people passed by on their way to
work and stopped, many people were doing their shopping and stopped,
remaining there. Even the people who normally passed through there, they were
interfered with in this way, they had other reactions, given the climate that was
present. Really ‘Procopi-arte’ had a climate far different from that of ‘Fim de
Década.’33
In this way, Gordon made an important distinction between collective actions that
intervene in everyday activities and open-air exhibitions. This interpretation counters
those that I discuss in Chapter Four, which generally dismiss the Evento Fim de Década
as a failure because it did not engage audiences to the degree that the artists had intended.
While the idea of interventionist art extends at least as far back as the 1930s in
Brazil, with the first intervention of Flávio de Carvalho (I outline the history of the urban
intervention in more detail in Chapter Two), within the context of international
contemporary art, the idea of the intervention as a unique artistic genre in its own right
has, particularly in recent times, been extremely slow to develop.34 More often, it is
elided with installation, land art, or public art. For instance, although the title of the 2000
book Space, Site, Intervention would suggest at least a partial emphasis on interventions,
only one essay, by C. Ondine Chavoya on the Chicano artist group Asco, even implicitly
addresses the subject. The following description of the activities of Asco is as close as the
entire book gets to a definition of the term “intervention:”
Asco created art by any means necessary, often using their bodies and guerilla, or
hit-and-run, tactics. The artists banded together through their shared sense of
displacement and as an alternative to gangs, violence, and other negative elements
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affecting the community. Manifesting their ideas in the public arena of the streets,
the artists recognized the power of public representation and documentation and
expertly learned to circumvent traditional institutions by creating alternative
methods of access and distribution… Throughout the 1970s and into the 1980s,
the Asco group initiated urban street actions that critically interrogated the social
space of Los Angeles.35
While many of the interventions of Asco responded to the specific conditions of the
Chicano community in East Los Angeles (including gangs, the Vietnam War and even
the negative perception of ASCO within the Chicano artistic community) the ideas of
using guerilla tactics and making art “by any means necessary” on city streets are traits
that Asco shared with 3Nós3. However, the fact that only one essay addressing
interventions as an art form is included in Space, Site, Intervention suggests that an
understanding of the genre as unique from installation and site-specific, or even public art
had not developed at that time.
The title of the exhibition catalog, Intervenções Urbanas (urban interventions)
might suggest that at least some discussion of the urban interventions of the 1970s would
receive some mention in the catalog, but this is not the case. Without ever explicitly
defining the term “urban intervention,” exhibition curator Nelson Brissac Peixoto makes
several statements that, taken as a group, offer an understanding of the concept. He
argues that
Every intervention in the city is pluralistic. It is urbanistic, architectural, political,
cultural, and artistic. The particularity of Arte/Cidade lies in recognizing this
complexity… An intervention is an inscription on a wider and more complete flux
that is the urban dynamics. It implies understanding the city as something in
movement, not in the form of a progressive vector, orientated [sic], but
multidirectional. Intervention: a gesture on something that is already in
movement. Like surfing or tuning in on a frequency. 36
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Peixoto emphasizes the ephemeral nature of his urban interventions, the fact that they are
works in progress, a “bet” that might not work out, “a kind of project that no one can
guarantee individually.”37 While his intention seems to be to emphasize the marginality
and risk involved in his interventions, in the end, the works included are site-specific
projects funded by various government and private agencies. The exhibition itself
resembles the InSITE series of exhibitions that have occurred on the border between San
Diego and Tijuana, in which international artists make projects that comment in some
way on the location in which they are located.38 Although these might be temporary
works of art located in urban settings, they otherwise bear little similarity to the urban
interventions of 3Nós3.
Other recent curatorial projects exploring the possibility of interventions inside
the museum have included the work of 3Nós3, either classifying the group as a form of
collective artistic expression, or loosely defining the interventions as sculptures. The
exhibition “Collective Creativity,” which took place in 2005 at the Kunsthalle
Fridericianum in Kassel, called attention to the subversive nature of many collective art
projects:
“Collective Creativity” deals with different forms of collective artistic creativity
whose protagonists share common programs, ways of life, methodologies, or
political standpoints. It is focused on specific kinds of social tensions that serve as
a common axis around which various group activities are being organized. It is
interested in the different emancipatory aspects of collective work where
collaborative creativity is not only a form of resisting the dominant art system and
capitalist call for specialization, but also a productive and performative criticism
of social institutions and politics.39
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The curators of “Collective Creativity” recognized several types of resistance that they
connected with artist groups. These included “autonomy from the art system, critique of
the bourgeois concept of public space and separation of the public and private spheres…
in short, resistance to the dominant market mechanism for which a value is still based on
the authorship of artistic genius.”40 While this quotation focuses on the goals of
collaborative projects in general, it almost sounds as if it could refer specifically to the
intervention X-Galeria.
In addition, the curators also explore the geographical aspects of the artist groups
involved in the exhibition, with an emphasis on the “New Europe” (the countries that
comprised the former Soviet Union) and South America and the political ruptures that
occurred in these regions during the late 1970s with the end of the military regimes that
had oppressed many Latin American countries throughout the decade and again at the
end of the 1980s with the fall of communism in Europe. Spatial aspects of group projects
include both the occupation of public space as well as isolation from the general public as
a response to political repression. Although the curators note one or two instances in
which the activities of artist groups produced rather conventional results (when they
mirrored corporate models too closely, when they led to excessive nostalgia) overall they
argue that the artist collective is an inherently subversive form, even to the point of
suggesting that such groups can make use of institutions such as museums without them
absorbing and sanitizing the ideology behind the work.41 In this way, the organizers of
“Collective Creativity” offer the possibility of viewing parallels between the
interventions of 3Nós3 and works by artists in other countries that is neither
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universalizing nor reliant on a vague understanding of a work’s quality or greatness as the
basis for its value. Perhaps they also imply that the artwork of the late 1970s is not
obscure and meaningless, but rather has the potential to find resonance and significance
in the present.
Finally, I would like to conclude by briefly discussing the organization of the
dissertation, which combines both chronological and thematic elements. I decided that
the first chapter on Ensacamento, could focus exclusively on that intervention and use it
as a way to outline some of the historical events that preceded the abertura period and
influenced the interventions. Since abertura had just begun a few weeks before
Ensacamento was made, one could argue that this work really addressed the period of
military rule. The other chapters all address different aspects of context. I discussed the
interventions in chronological order, for I felt that it was important to have a sense of
how the activities of 3Nós3 developed and changed over time. However, it did occur to
me that the structure I had created was not fixed and should possibly be changed around
at some point. For instance, Roberto Tejada suggested beginning with my discussion of
Mitos Vadios as a point of departure for the other interventionist art that followed it. In
addition, in my eagerness to focus on context as an explanation for the interventions and
avoid a biographical approach, I have neglected to describe the personalities of the three
members of 3Nós3, how they collaborated on a personal level, and what their
conversations were like. While this is at least partially due to the fact that Rafael França
passed away many years ago and I can only understand what he was like through the
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people who knew him, it is something that I am already thinking about remedying for the
book.
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in 1969, and an exhibition of Robert Morris, the American minimalist, which took
place at roughly the same time at the Tate Gallery. Both exhibitions had a
participatory element for the public, and the differences between the two
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CHAPTER ONE: THE DISQUIETING FAMILIARITY OF THE
CITY
It is important to remember that, during that time, we were under a military
regime in which everything was censored: censorship was not only clearly felt in
the repressive interventions of politics and of power imposed from above to
below, but also in a daily life that was dark and sad, misinformed (without
information and without intelligent form), traumatized by the dictatorship,
phantasmagoric, unclear, totally lacking in free and open discussions in regard to
contemporary art1
I would like to follow out a few of these multiform, resistance, tricky and stubborn
procedures that elude discipline without being outside the field in which it is
exercised, and which should lead us to a theory of everyday practices, of lived
space, of the disquieting familiarity of the city.2
INTRODUCTION
The three artists worked under the cover of night, at first walking, and then riding
in a car to reach the locations that were too far away to access on foot. They had
previously chosen various locations throughout the city that contained public sculptures.
They put garbage bags over the heads of the sculptures at these locations and tied them
closed with a rope like a noose. Afterward, the sculptures resembled victims that had
somehow been violated: great literary figures, characters from the formative events of
Brazilian history, and Greco-Roman nymphs, all with bags over their heads. Intending
that their work not be forgotten, the three had a photographer follow them and document
the event, but this alone was not sufficient. They anticipated that many photos would not
turn out, and they were afraid that the next day people would walk past the sculptures and
not even notice the bags over their heads, or perhaps not even recognize the action as art.
So they contacted local newspapers and told them in mock horror that “something
strange” had happened to all of the sculptures in the city. As a result, the artistic “urban
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intervention” reached a much larger circle of people than the few who would have
noticed it on their way to work that morning.
The artist group 3Nós3 performed their first intervention Ensacamento (Bagging)
[Fig. 1.1-4] on the night of April 27, 1979, less than a month after the declaration of the
process of abertura, or opening of the Brazilian government to democracy, had officially
begun. This historical fact is the motivation behind the two main goals of this chapter: to
situate the urban interventions within the context of military rule and abertura in Brazil
and to map this context onto the very form of Ensacamento as a way of understanding the
intervention. In addition, the stages of my dissertation and process of writing have further
influenced the direction of this chapter. Since it represented the first step in the process of
thinking about the subject of 3Nós3 and how to write about them, I realize now that I
began with a desire to legitimize my work, to defend my choice of subject against any
accusations that it was “unimportant” by arguing for the importance of a fleeting gesture,
such as the action of bagging the heads of sculptures in public spaces throughout São
Paulo. In addition, former 3Nós3 member Mário Ramiro had urged me, after hearing a
paper that I had given on Ensacamento, to include more information about the context in
which the art had been made, if for no other reason than the fact that it was largely
unfamiliar to most Americans.3 But rather than simply including a section on the military
regime, I wanted instead to weave the context and my interpretation of the artwork
together to reveal the nature of the connection between the two.
Although I frequently use well-established terms such as “political” “military” and
“authoritarian” in reference to the regime in power in Brazil from 1964-1985, my goal is
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to arrive at a subject that is somewhat different, but no less important: the experience of
the military regime and the creation of a certain atmosphere, a psychological space, or
“disquieting familiarity of the city” unique to the years of military rule.4 One particular
event that inspired me to take my research in this direction was a statement that a
Brazilian scholar working in Austin made to me several years ago. After telling her that I
was doing an independent study on the Brazilian left and mentioned some of the topics I
was covering as part of my project, she told me, “I remember when all of those things
happened. They were part of my life.” Although this history consisted mostly of events
that occurred between Brazilian politicians and leaders of rebel groups, my friend clearly
felt a strong personal connection to the material I was studying.
At first, this statement served only to provide me with a sense of anxiety that I did
not have the advantage of having been present during the military regime, as had the
people I was researching. But I received clues here and there that made me think
increasingly about the psychological experience of the military regime. Art historian
Andrea Giunta told me that the Argentinean artist Leon Ferrari, who had lived in São
Paulo during the late 1970s, almost thirty years later refused to have an exhibition at the
Pinacoteca do Estado because it was close to the Estação da Luz, which the police had
used as a center for interrogation and torture during the military regime. An artist told me
that those Brazilians who had grown up during the years of military rule still felt a sense
of shame and inferiority in regard to the legacy of authoritarianism in their country. An
architect described the absolute terror he felt after his department at USP was almost
completely destroyed by right-wing paramilitary groups. A member of an artist group
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described how going to the theater could become an extremely highly charged
experience, since actors ran the risk of being kidnapped and beaten and audience
members harassed for participating in leftist theatrical works. Descriptions of these
events made me think increasingly about the everydayness of the military regime’s reign
of terror, as well as the fact that everyone who was old enough to remember could vividly
recall exactly what this experience felt like.
Eder Sader has observed that during the years of the military government,
members of the working class in São Paulo experienced a “closure” of public spaces as
places of collective experience and political debate. The explosion in growth of the mass
culture industry in Brazil, television, radio, and print media in particular, also influenced
this move away from public spaces and into the privacy of the home. The military
dictatorship actively shaped this process, attempting to control public opinion through
media censorship and reconfiguring the actual physical spaces of the city, destroying
public squares and parks in the name of progress.5 Sader quotes the idea of Vera Telles
that the military regime insinuated itself into everyday life, gradually “eliminating any
sense of collective action as a form of participation in social life… depoliticizing society
and disfiguring politics as a public manifestation.”6
The idea of the closure of public space that Sader and Telles describe suggests that
3Nós3 wanted to create a work of art that would occur in the areas where the struggle for
power (or its conspicuous absence) was taking place: the streets of the city. This opens up
Ensacamento to a possible reading as a work of art with a political message, in spite of
the fact that the members of 3Nós3 consistently denied having any affiliations with
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specific organizations. The fact that art critics have continued to interpret this
intervention in terms of its subversive potential reveals the extent to which political
conflict, although not overt, had permeated all aspects of society and everyday life. In
this context, no action or idea remained neutral; each person was either for the military
government or against it. Instead of viewing art as expressing a propagandistic message
imposed by authorities who remain disconnected from the experience of ordinary people
and their lives, this interpretation reveals how art evokes the political in mundane actions
and events.
Several essays have suggested various approaches for understanding the
relationship between art, politics, and the everyday. The first was the catalog essay
“Tactics for Thriving on Adversity: Conceptual Art in Latin America, 1960-1980,” in
which curator Mari Carmen Ramírez argued that a greater interest in breaking the
confines of the rarified interests of the art world distinguished Latin American
conceptualism from North American and European variants. Ramírez maintained that
Latin American conceptualism “is not satisfied with an investigation of its own recurrent
conditions (tautology) but seeks to actively transform the world through the specificity of
art.”7 This statement suggests that Latin American conceptualism did not engage in the
self-analytical navel gazing of its North American and European variants, but rather
sought more idealistic, socially oriented ends. Examples that fit this characterization of
Latin American conceptualism include the 1968 intervention Tucumán Arde, in which a
group of artists in Argentina protested the mistreatment of sugarcane workers, the
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“Insertions into Ideological Circuits” of Cildo Meireles, and the phenomenon of Los
Grupos in Mexico City during the late 1970s.8
On many occasions, I have encountered a related argument regarding the urban
interventions of 3Nós3, namely that they were unsuccessful because their work did not
serve any activist or social cause and relatively few people in São Paulo or Brazil even
remembered it. This appears to be a case of judging Ensacamento and the other urban
interventions for not fulfilling static definitions of success, instead of seeing them more
as artistic experiments not particularly interested in being successful. Although Ramírez’s
article had initiated my interest in the relationship between the interventions and Brazil’s
military regime, the model of a socially engaged Latin American art remained limited in
its usefulness to my research as I continually confronted the fact that so few people had
heard of 3Nós3, implying that since their work had failed to change the world, they had
also failed as artists.
Former group member Mário Ramiro’s analysis of the urban interventions
suggests a somewhat different approach: that of seeing parallels between forms of
collective expression and the urban interventions. In a 1998 article outlining his artistic
career, Ramiro connected the urban interventions to various cultural phenomena
occurring in the streets of Brazilian cities during the military government. He observed
that collective manifestations such as Carnaval and parades commemorating state and
religious holidays have traditionally played a central role in Brazilian popular culture,
possessing a level of importance that the fine arts cannot begin to approach. Starting in
1977, labor movements in São Paulo began to protest their working conditions on the
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streets of São Paulo, eventually leading to the end of the military government and the
reinstatement of democracy in Brazil. Ramiro argues that, “The appearance of Urban
Intervention groups and the explosion of graffiti in our large cities were part of this
retaking of public spaces and reclaiming of our citizenship during a crucial phase of
political transition that brought about the end of the military dictatorship in the mid1980s.”9 This statement explicitly links the urban interventions to political events and
draws parallels between the two, almost as if to suggest that the interventions were a form
of demonstration, or that the action of collective display on city streets, whether in the
form of protesting metalworkers or the young artists of 3Nós3 performing urban
interventions, functioned in similar ways.10 Ramiro’s argument made me start to think
about possible parallels not only between the urban interventions and demonstrations, but
also other events closely connected with Brazil’s military regime, such as the activities of
urban guerillas, and the practice of torture.
Ideas expressed in Raymond Williams’ book Marxism and Literature, published
in 1977, two years before the making of Ensacamento, offered yet another way of
understanding the relationship between the work of art and its evocation of everyday
experience. Here Williams developed the concept of structures of feeling to describe
collective, and yet not entirely formalized, sentiments:
We are talking about characteristic elements of impulse, restraint, and tone;
specifically affective elements of consciousness and relationships: not feeling
against thought, but thought as felt and feeling as thought: practical consciousness
of a present kind, in a living and interrelating continuity… These are often more
recognizable at a later stage, when they have been (as often happens) formalized,
classified, and in many cases built into institutions and formations. By that time
the
case is different; a new structure of feeling will usually already have
begun to form, in the true social present.11
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Williams argues that structures of feeling have “a special relevance to art and literature”
and that they cannot be codified or separated from their social contexts without also
somehow being reduced. Structures of feeling are not as rigid as values, mores or even a
Zeitgeist. They reveal themselves in narratives, literary forms, and spaces of enunciation.
By the late 1990s, the image of São Paulo as a city in which violence and chaos had
themselves become commonplace was virtually fixed in the collective memory.
However, this view of São Paulo had its origins in events that had occurred much earlier,
during the military regime. While it lacked the overtly propagandistic message normally
associated with political art, it also mirrored the actions of leftist organizations, student
demonstrators, and even the military regime itself, emphasizing the extent to which the
activities of these various groups had framed the experience of urban space in large
Brazilian cities during the sixties and seventies.
In Marxism and Literature, Williams argued that the construction of history
converts personal experiences and relationships into fixed wholes instead of recognizing
them as ever-changing processes. He suggested that the alternative to fixed forms “is not
silence: not the absence, the unconscious, which bourgeois culture has mythicized. It is a
kind of feeling and thinking which is indeed social and material, but each in an
embryonic phase before it can become fully articulate and defined exchange.”12 The ideas
of both fixed forms and a type of feeling and thinking that is not fully developed suggest
approaches to understanding Ensacamento. The intervention’s deliberately ephemeral
form set it in opposition to monumental sculptures, which evoked the eternal through
their massive forms and use of durable materials such as stone and bronze. For this
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reason, the temporary nature of the intervention made it far more appropriate for
expressing collective emotions and responses to the experience of everyday life during
the years of military rule. Analyzing the work in this way allows me to focus on how
Ensacamento expressed its message instead of defining its worth through somewhat
arbitrary definitions of “success” such as the number of people who saw the work,
recognized it as art, and remembered it.13
Reconsidering the essays by Ramírez and Ramiro, one could argue that both
essays in different ways define Latin American conceptualism as expressing structures of
feeling, either through an investigation of the relationship of art to society, as Ramírez
outlines, or by formally connecting works of art to popular collective manifestations, as
Ramiro argues. Either way, I still needed to explain exactly how structures of feeling
manifested themselves in Ensacamento. The introduction to Passages in Modern
Sculpture, suggested a possible approach, through Rosalind Krauss’s analysis of the
aspects of sculpture that distinguish it from other forms of art. Art critics such as
Gotthold Lessing and Carola Giedion Welcker had argued that a sculpture was “an
extension through space rather than time,” setting sculpture in opposition to artistic forms
such as poetry and music that occur over a duration of time. In contrast, Krauss argued
that “even in a spatial art, space and time cannot be separated for purposes of analysis”
explaining that a great deal of modern sculpture incorporated time, even if the work itself
was often static.14
Krauss’s ideas regarding sculpture made me start to think about the intersection
between action and object apparent in Ensacamento. In what way did this urban
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intervention, inherently understood as an ephemeral action, exist in time and space? It
intrigued me to think of the interventions as a form of sculpture: they had been included
in an exhibition of Brazilian sculpture at the Henry Moore Museum and through the
interaction with monumental sculptures in São Paulo the analogy was already present in
the work. From there it was possible to break the intervention down into at least five
stages: 1. The urban environment: movement through the city at night to find the
sculptures 2. The sculptures themselves as preexisting forms 3. The act of bagging the
sculptures and everything symbolized in that action 4. The discovery of the intervention
by people on the street the next day 5. The “second life” of the work through its
reproduction and circulation in newspaper articles.
Breaking down Ensacamento into five stages proved to be quite useful for the
following reasons. First of all, it allowed me to more effectively argue for the relationship
between the intervention and structures of feeling common at the time, since I was able to
align events that occurred during the years of military rule more closely with specific
aspects of the intervention, rather than making a vague argument that the work was
somehow political. Secondly, it integrated my discussion of authoritarianism with my
discussion of art, instead of leaving it off to the side as a form of background information
that could easily be made to appear boring or irrelevant. Lastly, this structure better
integrates my discussion of the sculptures of the 1920s with more recent topics and
emphasizes a sense of continuity between the two time periods (The First Republic and
the military regime).
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MOVEMENT THROUGH THE CITY TO FIND THE SCULPTURES
An earlier project between the three artists had inspired the decision to create a
work of art located on city streets. The three artists, Mário Ramiro, Rafael França, and
Hudinilson Urbano Jr. collaborated on an exhibition that took place in the metro station
of São Bento in March 1979.15 Based on this experience, the idea of creating art
specifically for the urban environment stuck in the artists’ heads and they discussed on
separate occasions the possibility of creating some other form of art in public space.
According to Ramiro, Rafael França was the most influential in broadening the other
group members’ awareness of artistic movements in the United States and Europe. He
had lived as an exchange student in the US while in high school and could speak and read
English fluently and had brought books to the other two artists that included information
on movements such as Land Art and conceptualism. The three young artists were familiar
with the work of Christo and began to discuss doing a project that would use his idea of
wrapping monuments as a point of departure, but without the grand scale and
cumbersome process of requesting permission from city officials.16 Instead, they decided
on a project that would somehow tweak the sensibilities of the public, something a little
bit irritating. Eventually they developed the idea of putting garbage bags over the heads
of as many of the sculptures in São Paulo that they could reach without equipment.17
Hudinilson Jr. was instrumental in organizing a plan of action, since he was the
only member of the group who had grown up in the city of São Paulo (Rafael was from
Porto Alegre in the state of Rio Grande do Sul and Mário was from Taubaté, a town in
the interior of São Paulo state) and knew the city well enough to map out where all of the
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sculptures were located. He made a detailed list of all of the sculptures [Fig. 1.5] and
even a schedule, estimating a time to access a certain number of sculptures by car and
then to proceed on foot. The most important factor in selecting the sculptures was that
they could be easily reached without ladders or any other equipment. In an interview,
Ramiro said that the sculptures held no personal significance for him, since he did not
even know their names and saw them as nothing more than the goal of his project.18 In
spite of this apparent lack of concern for the specific importance of individual sculptures,
the group included some of the most important sculptural landmarks in the city in their
intervention. The Monumento às Bandeiras (Monument to the Pioneers) by Victor
Brecheret, located at the entrance to Ibirapuera Park, the largest park in South America
and home of the São Paulo Biennial, was bagged, as was the sculptural group Monumento
a Carlos Gomez in the Praça Ramos de Azevedo, in front of the Teatro Municipal.
The first stage of the intervention, walking through the streets to find the
sculptures themselves, set the general tone for reading Ensacamento as a subversive
artistic action. The bagging of sculptures took place at night, suggesting that the three
artists were well aware of the danger in which they placed themselves: even though
abertura had been declared a month earlier, they still risked being arrested, imprisoned,
and tortured for the vaguely seditious nature of the work. But even without bagging the
heads of sculptures, the action of walking could be viewed by itself as an act meant to
undermine the authority of the military regime. Michel de Certeau’s famous chapter
“Walking in the City” from The Practice of Everyday Life offers possibilities for just
such an interpretation:
46

Rather than remaining within the field of a discourse that upholds its privilege by
inverting its content (speaking of catastrophe and no longer of progress), one can
try another path: one can analyze the microbe-like, singular and plural practices
which an urbanistic system was supposed to administer or suppress, but which
have outlived its decay; one can follow the swarming activity of these procedures
that, far from being regulated or eliminated by panoptic administration, have
reinforced themselves in a proliferating illegitimacy, developed and insinuated
themselves into the networks of surveillance, and combined in accord with
unreadable but stable tactics to the point of constituting everyday regulations and
surreptitious creativities that are merely concealed by the frantic mechanisms and
discourses of the observational organization.19
De Certeau views such “surreptitious creativities” as opposing the structures of authority
that Foucault outlines in Discipline and Punish. For examples within the art world, one
need only look to the works that undermine censorship, critiquing authoritarianism in a
manner so subtle that it passes outside the radar of censors.20 One can well imagine the
members of 3Nós3 walking the streets of São Paulo at night, boldly covering the heads of
certain sculptures when no police were present, and diving into the darkness and
disappearing when they saw a police car nearby. In fact, Hudinilson Jr. later made a
meticulous documentation of which sculptures had been successfully bagged and which
had not: a task somewhat akin to De Certeau’s description of mapping out a path that one
has followed versus looking at the action itself. Still, it suggests the degree to which a
relationship with the police formed an integral part of the intervention and how the
members of 3Nós3 used a combination of walking and driving both to avoid getting
arrested and traverse distances that were much greater than what one could reasonably
expect to cover in one night.
The general context that informed Ensacamento was, of course, the rise of the
military government in Brazil in 1964. The influence of this event on Brazilian culture is
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immeasurable, for it forced many artists and intellectuals into exile and contributed to the
disappearance of many others, as well as the widespread practice of censorship and
torture, quickly transforming Brazil into a cultural wasteland. By 1977, the government
declared an official end to the military regime, however, Brazil did not return to
democratic elections until 1985, creating a liminal space during the period of abertura
(opening) in which it was not entirely clear whether authoritarian or democratic
sentiments would prevail. For these reasons, the reclaiming of public spaces and their
redirection towards playful, yet subversive ends, was not an empty gesture, but rather
suggested the ideological and physical struggles that had been occurring as the result of
the military regime for at least a decade earlier.
The ousting of President João Goulart (1961-1964) in 1964 launched the period of
military rule, ostensibly because of his support of leftist and labor movements. Staunch
anti-communists, mostly in the army, justified their actions by arguing that conditions in
Brazil were ideal for a communist takeover and that the military could only prevent such
an event by taking over the country first.21 Many leftist organizations had thrived during
Goulart’s presidency due to his support of labor movements and a number of changes
taking place in Brazilian and Latin American society as a whole. Sociologist Carlos
Estevam Martins argued that the movement of the capital of Brazil from Rio de Janeiro to
Brasília in 1961, industrialization, and the Cuban Revolution, all phenomena of the late
1950s and early 1960s, suggested to activists that further changes in Brazilian society
were imminent.22 In spite of this optimism and perceived potential for change, the left
remained hampered by a lack of consensus regarding ideology. Scholars studying the
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history of leftist movements in Brazil often mention the fact that Brazilians refer to them
as “as izquerdas” or “the lefts,” in reference to the fact that so many groups, which, while
united around similar interests, such as land reform and workers’ rights, still found much
to disagree about.23 The most fundamental difference between leftist movements existed
between the PCB (Partida Comunista Brasileiro, Brazilian Communist Party) and the PC
do B (Partida Comunista do Brasil, the Communist Party of Brazil). The trait that defined
the PCB was its commitment to a peaceful transition to a socialist government. In this
regard, it distinguished itself from the Stalinist PC do B and the ALN (National Action
for Liberation), a splinter group that former PCB leader Carlos Marighella founded in
1967 with the goal of starting an armed resistance movement against the military
government.24
Since its founding in 1922, the Brazilian Communist Party, or PCB, had led a
clandestine existence, with only brief periods as a legal political party, although from
1958 until the military coup its members were able to operate in the open. A number of
student groups promoted the ideals of the PCB in universities throughout Brazil. These
included UNE (the National Student Union), and the Catholic student groups JEC
(Juventude Estudantil Católica, Catholic Student Youth) and JUC (Juventude
Universitária Católica--Catholic University Youth), two divisions of the larger group
Ação Católica (Catholic Action).25 These groups took advantage of a general sense of
apathy in regard to student politics and began to infiltrate the student government posts at
many universities. In fact, the communists were much more successful in promoting their
interests among students and laborers than among the armed forces, which ultimately
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meant that, regardless of how the military government would justify its actions by saying
that it was preventing a communist takeover, this threat was never as extensive as it was
made to appear.26
In response to what it perceived as the growing influence of communism in
various parts of Brazil, the military developed a doctrine of national security, which
consisted of an understanding of war as existing on many levels: cultural, ideological,
and physical and involved Brazilian citizens in opposition to an outside threat. This
doctrine formed an essential aspect of the curriculum taught at Brazil’s most important
military school, the Escola Superior da Guerra (The Superior War School, ESG) and
grew out of the influence of Cold War ideology. It began with different definitions of
war: total, limited, localized, subversive, revolutionary, and indirect or psychological.
The basis of all of these theories was the definition of war not simply as groups of
soldiers fighting each other on a battlefield, but also as a conflict that formed part of
everyday life and took place on many different “fronts.” Take for example, the ESG’s
notion of revolutionary warfare:
A principal characteristic of Communist revolutionary war is the involvement of
the population of the target country in a gradual, slow action—both progressive
and continuous—which aims at the conquering of minds. It encompasses all
aspects, from the exploitation of existing discontent and protest—with the
encitement of the population against the constituted authorities—up to the actual
organization of dominated and controlled zones or territories. They may use the
method of guerilla warfare, of terrorism and other irregular tactics where persons
who are nationals of the country itself are then turned into the combatants. They
may also use devious, nonarmed tactics.27
According to the doctrine that the ESG established, “war” could exist on practically any
level and was justified as a way of combating Communist indoctrination. For this reason,
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no person was completely immune from suspicion: even woman and children were
viewed as suspect and everyone was guilty until proven innocent. One of the first major
actions performed with the goal of eliminating “subversive” elements in all levels of
society was “Operation Cleanup” which took place in 1964 after the military’s rise to
power and began as a series of investigations known as Military Police Inquiries (IPMs)
in which tens of thousands of people were arrested and on many occasions, interrogated
and tortured. As part of these activities, military troops invaded several universities; the
University of São Paulo (USP) and the University of Brasília were hit particularly hard as
soldiers arrested professors and searched for evidence of subversion, almost completely
destroying USP’s Department of Philosophy building in the process [Fig. 1.6].28
Between the years of 1957 and 1964, demonstrations of student movements
occurred with frequency in São Paulo, particularly those that the leftist student groups
UNE, JUC, and JOC had organized. Many of these were internal political disputes
between leftist groups and more conservative student organizations. After the military
government came to power in 1964, these demonstrations acquired a new energy and
direction, protesting the government instead of other student groups. They most often
took place on streets in the center of the city, such as the Rua 7 de abril, Rua 24 de maio,
Avenida São João and the Praça da República, because these areas were at that time still
the focus of economic activity in São Paulo [Fig. 1.7].29 During the late 1960s, student
protests increased as the military government placed more and more limits on the
activities of student organizations such as UNE. In response, the members of UNE began
meeting in secret and developed a tactic that they referred to as a “lightning rally,” quick,
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seemingly spontaneous demonstrations that would show the public that opposition still
existed, but would disperse before military police arrived to stop them. As these
movements gained more support, students began to organize larger rallies.30 The urban
interventions shared many traits with these student demonstrations. They took place near
the center of the city, in locations of great historical and economic importance. In a way,
the idea of the lightning rally closely paralleled that of the urban intervention, with the
quick installation of the intervention under the cover of night and disappearance of the
artists echoing the actions of student protesters.
From 1964-68, the military regime allowed demonstrations and public dissent to
continue, but as these grew in frequency and violence, the government sought a way to
reassert control. The implementation of Institutional Act 5, which took place on Dec. 13,
1968, dissolved Congress and gave broad powers to the government, including the right
to declare a state of siege without impediment, the right to seize property as punishment
for subversion, the suspension of habeas corpus, and trial in military court for political
crimes.31 Although many argue that the goal of the act was to stamp out any trace of
communist opposition, the immediate result was that leftist guerilla groups became much
more violent. In addition, Institutional Act 5 became the last straw for many artists and
intellectuals, whether strongly leftist or not, who went into exile, both voluntary and
forced, to avoid possible arrest and torture and to work in an environment where they
would not be subjected to censorship.
The famous communist leader Carlos Marighella [Fig. 1.8] formed an urban
terrorist group, the Ação Libertador Nacional (ALN) in 1967 in response to the
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government’s rapidly increasing level of oppression. The main premise behind the ALN
was that of foquismo, or the idea that a small group of people could manage to bring
down a larger and more powerful regime. The ALN was responsible for a series of bank
robberies in São Paulo, the taking over of a radio station in the state of São Paulo, and a
mass escape of prisoners from the Lemos de Brito prison in Rio de Janeiro. These events
inspired a number of splinter guerilla groups that began to perform similar actions
culminating with the kidnapping of U.S. ambassador Charles Burke Elbrick by the group
MR8 (Movemento Revolucionária de 8 de Outubro, Revolutionary Movement of the 8th
of October, named after the date that Ché Guevara was killed). In the hunt that followed,
twenty-three individuals connected with urban guerillas were captured, including two
Dominican friars who found themselves forced to betray Marighella, who had been
hiding in a monastery in São Paulo.32 Marighella was killed in 1969 in a gunfight that
took place on the streets of São Paulo with members of the São Paulo Department of
Social Order (DOPS). The story that circulated was that he had been shot by his archnemesis, Sérgio Paranhos Fleury, the well-known, greatly feared and despised chief of
police in São Paulo, local leader of the infamous death squads, or esquadrões da morte.33
Sympathy for Marighella’s cause, as well as his cult of personality only grew after
his death with the publishing of a pamphlet entitled Mini-Manual of the Urban Guerilla.
On the first page of the manual, Marighella explained the function of his text as a tool for
recruitment:
Each comrade who opposes the military dictatorship … can do something,
however small the task may seem. I urge all who read this mini-manual and decide
that they cannot remain inactive, to follow its instructions and join the struggle
now… Another important point is not merely to read this mini-manual here and
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now, but to circulate its contents. This circulation will be possible if those who
agree with its ideas make photocopied [sic] copies or print it in a booklet…34
Journalist Elio Gaspari argues that the Mini-Manual functioned less effectively as a
practical guide for actually training urban guerillas than as a propaganda tool meant to
turn people against the military government in Brazil and establish a romanticized image
of the urban guerilla as a sort of secret agent. The Mini-Manual circulated through
mimeographed copies and became particularly popular among the European left, “always
willing to construct yet another myth of the Latin American revolutionary.”35 In the years
immediately following Marighella’s death, the Mini-Manual became one of the texts on
Brazilian politics most frequently cited in international literature, establishing
Marighella’s reputation as a theoretician in addition to his exploits in urban guerilla
warfare.36
According to Gaspari, Marighella committed several factual errors in the MiniManual that were inconceivable given his level of experience as a paramilitary.
Furthermore, at the time that the pamphlet began to circulate, the ALN had lost two
commanders, hardly evidence of the success of the ideas put forth in the Mini-Manual.
For these reasons, Gaspari argues that the text stands more as a testament to the myth of
the urban guerilla rather than the reality.37 Marighella’s descriptions of the important
personal qualities of the urban guerilla reinforce this romanticized image, with his ability
to blend in to any context, imagination and creativity in being able to solve problems with
a lack of adequate resources, and “initiative, mobility and flexibility.” Marighella listed
the “initial advantages” of the urban guerilla over the armed forces as including the
following:
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1. He must take the enemy by surprise
2. He must know the terrain of the encounter
3. He must have greater mobility and speed than the police and other repressive
forces.
4. His information service must be better than the enemy’s
5. He must be in command of the situation, and demonstrate a decisiveness so
great that everyone on our side is inspired and never thinks of hesitating, while on
the other side the enemy is stunned and incapable of acting.38
These qualities suggest general approaches to opposing the military regime not
necessarily limited to armed combat. The elements of surprise, quick maneuvering and
decisiveness that Marighella described were also fundamental aspects of Ensacamento,
suggesting the possibility of viewing the intervention as a form of “guerilla art.”39 While
the group members never specifically mentioned Marighella as a source of inspiration, he
was an icon of Brazilian history and popular culture, a part of the country’s collective
consciousness. While it is likely that the members of 3Nós3 would have been exposed to
Marighella’s ideas in some form or another, even if it only meant reading about his death
on the front page of the newspaper, the qualities of the ideal urban guerilla that
Marighella described were not concepts that he himself had developed, but rather formed
part of a more generalized approach to successfully opposing brute authoritarianism.40
Anthropologist Roberto DaMatta analyzes the significance of the military parade
in his book Carnivals, Rogues and Heroes in terms of the type of ritual space that such
displays create [Fig. 1.15]. He argues that the military parade “places the participants of
the ritual into the specificity of Brazilian history” as opposed to the more cosmic and
cyclical “divine” time that the ritual of Carnival establishes.41 The military parade usually
takes place in broad daylight, if not early in the morning, and involves the clear
demarcation of areas where spectators and authorities were permitted to stand, as well as
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where the military itself, divided according to a strict hierarchy, is permitted to watch.
Usually the parade occurs next to a “sacred historical space” such as a tomb or
monument, often dedicated to someone such as the Duque de Caxias, patron of the
Brazilian army [Fig. 1.9].42
DaMatta’s analysis of the military parade reveals how monumental sculptures
becomes the focus of the ritual, structures the space in which the event occurs, and serves
as a reminder of the event after it is over, a display of the military’s authority even in its
absence. DaMatta also explains the significance of the word “caxias,” a slang term
referring to a “square” who follows orders without questioning them, but also an
authoritarian brute. The original Duque de Caxias was Luis Alves de Lima e Silva (18031880), an officer who led the Brazilian army in the war against Paraguay who is now
remembered as the ideal soldier and perfect citizen.43 Given that he was also a popular
subject of monumental sculpture, including a monument by Victor Brecheret, the Duque
de Caxias and his immortalization as a derogatory slang word further emphasize the role
of monumental sculptures as embodiments of both nationalist and authoritarian
sentiments.
THE SCULPTURES AS PREEXISTING FORMS
In his introduction to the exhibition catalog Espaço Aberto/ Espaço Fechado Sites
for Contemporary Sculpture in Modern Brazil, curator Stephen Feeke observes the dual
nature of the goals of Ensacamento: “The resultant images are chilling evocations of
military silencing, torture, and murder. However, the work also symbolized a defiant
break with the past and the increasing meaninglessness of traditional sculpture and public
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monuments.”44 While the references to acts of violence in Ensacamento were obvious
and undeniable, group member Mário Ramiro has maintained that 3Nós3 intended the
intervention primarily as a response to a certain way of making art and less as a form of
political commentary. But it is not necessary to view these two goals of the intervention
as existing in polar opposition to each other, for the very outdatedness of the sculptures’
Neoclassical style is in itself evidence of their function as bearers of political meaning.
Art historian Tadeu Chiarelli observes that many of the artists who produced
public sculptures in São Paulo during the 1920s worked in more “retrograde” figurative
styles that distinguished them from other artists more typically associated with early
twentieth-century modernism such as Rodin, Brancusi, and Arp. Artists working in São
Paulo, including Victor Brecheret, Galileo Emendabili, Bruno Giorgi, and Ernesto de
Fiori, just to name a few, produced sculptures in a distinctly Neoclassical style that
Chiarelli associates with a return to order echoed in the works of such international
sculptors as Maillol, Mestrovic, Wildt, Barlach and Wotruba.45 Using Rosalind Krauss’s
essay on Rodin from Passages in Modern Sculpture as a point of departure, Chiarelli
observes that Neoclassical sculpture has “an ideological character” that functions as a
“bearer of a supposed truth [that exists] prior to the actual execution of the work itself.”46
This semblance of a preexisting truth in the Neoclassical work means that its “message”
is very easy to understand, nearly transparent, resulting in a lack of emotional distance on
the part of the observer in front of the work of art.47 Such sculptures easily function as
symbols of the military government, for they represent all of the ideals of the regime
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(nationalism, authority, political and artistic conservatism) in a format that sends an
unambiguous message to the viewer.
According to Brazilian art historian Aracy Amaral, the production of monumental
sculpture in São Paulo was a phenomenon of the early twentieth century, with an obvious
link between the sculpture boom and São Paulo’s growing economic status, first as a
result of the coffee trade and then as the center of industry in Brazil. Many of the
sculptures were commissioned in order to commemorate various events in Brazil’s
history, such as the hundred-year anniversary of Brazil’s independence in 1922, or the
four-hundred year anniversary of the founding of São Paulo in 1954.48 The 1920s were an
era in which urban planners strove to transform São Paulo into a Europeanized garden
city. The São Paulo of this time period was a far cry from the city of today: European
visitors during the early twentieth century found its tree-lined boulevards, Neoclassical
buildings (by Francisco Paula Ramos de Azevedo, the architect who designed the
Municipal Theater), and English-style train station, the Estação da Luz, strangely
comforting. In response to his visit to São Paulo, Georges Clemenceau famously said,
“The city of São Paulo is so peculiarly French that for one week I can’t remember having
felt that I was in a foreign land.”49
During the early twentieth century, Brazil was a country in search of a cultural
identity that manifested itself in the Europeanization of public spaces in São Paulo. The
First Republic, which had overthrown Pedro II, emperor of Brazil, ruled the country from
1889 to 1930. The presidents of this regime came from the ranks of military leaders who
were elected with the support of the Brazilian elite, which consisted primarily of coffee
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growers from the state of São Paulo. With the new wealth of the coffee aristocracy came
an interest in artistic patronage. In 1906 and 1911 respectively, the Pinacoteca do Estado
and Teatro Municipal were constructed as symbols of a Brazilian civilization based
loosely on the model of nineteenth century France, the Pinacoteca as the first museum in
São Paulo devoted exclusively to art (prior to 1906 paintings were displayed in the
Ipiranga Museum as illustrations of Brazilian history) and the Teatro Municipal, a theater
designed by Ramos de Azevedo, one of the most prestigious Brazilian architects at that
time, as an example of Neoclassical architecture reminiscent of the Opéra in Paris [Fig.
1.10]. The beginning of World War I in 1914 isolated Brazil from Europe and marked the
beginning of a period in which Brazilian intellectuals developed an interest in the idea of
“brasilidade” or Brazilian cultural identity.50 The monuments installed in central São
Paulo resulted from this mixture of Brazilian nationalism combined with a glance toward
Europe as a cultural ideal.
As part of this wave of nationalism, a series of monuments constructed in São
Paulo in 1922 commemorated the centennial of Brazil’s independence from Portugal.
These included the Monument to Carlos Gomes, located in front of the Teatro Municipal,
the Monument to São Paulo, Monument to (Parnassian poet) Olavo Bilac and, perhaps
most significantly, the Monument to Independence [Fig. 1.12-4]. Many of these
sculptures, done in a figurative Neoclassical style, were evidence of earlier attempts to
“improve” Brazilian culture by Europeanizing it. This “order and progress” of positivism
manifested itself in part through these figurative sculptures that dotted the urban
landscape of São Paulo. They expressed this yearning for Brazil to become more
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European on multiple levels: the artists themselves often came from Europe and many of
the sculptures depicted European writers and composers (Dante and Verde), referenced
specific European sculptures (William Zadig’s Eternal Kiss an obvious nod to Rodin’s
work), or depicted Brazilian subjects in a distinctly Europeanized way, with sculptures of
indigenous Brazilians wearing skirts to hide their nudity or displaying the heroic
physiques of classical Greek athletes. In addition, a number of smaller individual
sculptures installed in central São Paulo in the first half of the twentieth century exhibited
“such exacerbated sentimentality that little can be said about them, except [that] they are
in bad taste... …the popularity of these works shows that the aesthetic mind of the
average São Paulo resident is informed by the belief that an artwork should convey
edifying feelings, representative of common sense.”51 These smaller individual sculptures
included Mãe preta (Wet nurse) by Júlio Guerra, O engraxate e o journaleiro (the
Shoeshine Boy and the News Vendor), by Ricardo Cipicchia, Amor materno (Maternal
Love), attributed to C. Virion, and Beijo eterno (Eternal Kiss) by William Zadig.52
Many scholars have observed that many of the sculptures in São Paulo were
installed as a means of visually asserting the city’s new found economic and political
power in the early twentieth century. This interest in public monuments was part of a
larger explosion of interest in the fine arts in São Paulo, marking the city’s transformation
into the cultural capital of Brazil. According to cultural historian Nicolau Sevcenko,
These ostentatious visual discourses, fixed in the sumptuous magnificence of
marble, were only part of the new visibility with which the city solicited its
inhabitants. They functioned as a political-symbolic scenery to stimulate,
emphasize, and confirm emotional dispositions that were regulated through the
interaction of the city’s inhabitants with public space.53
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Sevcenko argues that the sculptures established a narrative that was “as much about the
history of the city as it was about the city as history,” by depicting important literary and
historical figures, and creating a visual reinforcement of history that declared that São
Paulo was the center of this history. As Chiarelli has argued,
…the São Paulo administration wished to show that, after having served as both
departure point for pioneering settlers’ missions and site of Brazil’s Declaration of
Independence, the city was practically entitled to its leading role nationwide.
Hence the reason to populate it with monuments and sculptures that in some way
exalt its glory as cradle of an independent nation.54
Although as late as the mid 1800s São Paulo was nothing more than a sleepy backwater
town, starting in the 1890s and into the early 19th century, the city began to explode in
size and importance resulting from the establishment of coffee plantations in São Paulo
state.55 As the economic power of paulista coffee aristocrats grew, so did their political
power, which they wished to manifest in visual form through public sculpture. Most of
the monumental group sculptures were commissioned by various communities in São
Paulo as a way of both commemorating the centennial of independence and asserting
their visibility as groups. For instance, the sizeable Italian immigrant community in São
Paulo sponsored the Monument to Carlos Gomez. The sculptural group celebrated the
operatic works of the nineteenth century Brazilian composer Antonio Carlos Gomez, with
a sculpture of the composer seated on a chair in the center of a stairway punctuated by
depictions of the main characters from some of his operas.56 The Monument to
Independence shares the same site as the Museu de Ipiranga, just east of the city center,
marking the spot where the emperor of Brazil declared independence from Portugal with
his famous cry of “Independence or death!.”57
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In addition to the sculptures’ role in articulating civic and national history,
Sevcenko argues, in a manner highly reminiscent of Roberto DaMatta, that another of the
sculptures’ functions was to frame communal rituals. These rituals maintained a
connection with the past by generating a sense of collective, almost trance-like euphoria.
Photographs in Sevcenko’s book show the inaugurations of the Monument to Olavo Bilac
and the Monument to Carlos Gomez; in both images, hordes of people surround the
sculptures, completely filling the spaces between the monuments to the point of engulfing
them [Fig. 1.12-3]. It is nearly impossible to imagine public sculptures in São Paulo
generating the same kind of reaction today. Photographs on the opposite page show two
military parades, as if to reinforce the parallels between the two ceremonies.
Similar to DaMatta, Sevcenko analyzes the sense of time that the sculptures and
the rituals connected to them evoke, observing that it is not a “timeless dimension” nor
the “founding moment of origins” but rather the “permanent trance of the future” that the
sculptures create.58 This statement suggests that the purpose of the sculptures was to
create an image of authority that would extend into the future as well as the present, as if
the military powers of the First Republic were paving the way for the regime of the 1960s
and 70s. This argument reveals the extent to which the public sculptures both maintained
and lost their authority, maintaining it through their use in military parades and other
rituals and losing it in the process of becoming obsolete, due as much to the rise of
abstract sculpture as to rapid changes in the configuration of urban space in São Paulo.
As I will explore in Chapter Three, as São Paulo grew and evolved with shocking speed
during the latter half of the twentieth century, the sculptures installed in the 1920s and
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left behind in spaces that had outgrown them became symbols of obsolescence,
remembered only by those whose work it was to clean the graffiti off periodically.
The Monument to Independence is one of the best examples of the strange and
conflicted role that monumental sculpture plays in the construction of both a national
ethos and urban space. Although it commemorates one of the most important events in
Brazilian history, its location lies decidedly off the beaten track, just to the east of the
city’s center, with no metro station nearby to allow for easy access.59 When I asked my
Portuguese instructor whether or not many people visited the monument, he admitted to
me that the last time he himself had been there was almost twenty years earlier, as a small
child. In a similar way, the monument itself is covered in figurative sculptures of political
figures whose significance in the present day is at best diminished.60 Such images have
become anonymous, for they could represent anyone who in the past held a position of
authority. This seems to be what Mário meant when he said that the subject matter of the
sculptures was not that important: they are like the monuments that seem to be in almost
every major city that depict heroes of some sort, but no one quite remembers who they
are.
THE ACT OF BAGGING THE SCULPTURES
In the Danish artist Asger Jorn’s series of Modifications, the artist scrawled
graffiti-like messages and figures over the surfaces of cheap paintings that he had
purchased at flea markets [Fig. 1.16]. For Jorn, these paintings had become objects for
which the function of signification had been totally lost. As cheap and amateurish works
of art, their cultural importance was negligible; they were destined to decorate the walls
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in someone’s home and slowly be forgotten. Peter Wollen argues that, “By overpainting
them in his own hand, Jorn sought to restore a subjectivity to them, to reintegrate them
into a circuit of communication, a dialectic of subject and object.”61 In other words,
“détourning” the flea market paintings transformed them into works of high art: a status
they never would have acquired on their own. Many of the individual public sculptures in
São Paulo possessed a status not terribly different from that of the flea market paintings:
they often represented the maudlin and sentimental, or simply occupied spaces in central
São Paulo that had become degraded. Placing bags over the heads of sculptures suddenly
made them relevant again, caused people to think about who had made the sculptures,
when and for what reasons. But at the same time the action evoked a number of other
meanings that were much more violent in tone, suggesting both the private, individual
violence of torture and kidnapping, as well as the more public and collective violence of
mass riots.
The bagging of the heads of sculptures evoked the Situationist idea of
détournement, a concept that translates with some difficulty into English. Thomas Y.
Levin argues that the original word in French refers both to turning in a different
direction, as well as to “embezzlement, swindle, abduction, and hijacking. The criminal
and violent quality of the latter four connotations [is] closer to the Situationist practice of
illicitly appropriating the products of culture...”62 The violence suggested by the action of
bagging the heads of public sculptures was not arbitrary, but rather grounded in social
and political events that had become commonplace in Brazil’s large cities during the
military regime. These ranged from mass riots directed at train stations and grocery stores
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to the kidnapping and torture of anyone suspected of even the most general levels of
subversive activity against the government.
Roberto DaMatta has observed a particular type of riot that he argues is uniquely
Brazilian: the quebra-quebra, from the Portuguese verb, quebrar, to break. The name
originated from the chants of crowds as they overturned, destroyed, and set parts of trains
and buses on fire [Fig. 1.17-8].63 One example of a quebra-quebra was a riot that
occurred in 1959 in which a group of people spontaneously attacked a boat dock for a
ferry that traveled between the cities of Niterói and Rio de Janeiro. In attempting to
answer the question of why such events so often focused on means of transportation as
the focus of their rage, DaMatta argued that the riot of 1959 formed part of a larger group
of demonstrations in which people protested the general mistreatment of workers in large
Brazilian cities.64 In fact, the number of quebra-quebras increased dramatically during the
years 1974-76 in response to the inadequacy of public transportation in Brazil’s largest
cities. Starting in July of 1974, large groups of people, usually three thousand or more,
began attacking train stations in the suburbs of Rio de Janeiro, São Paulo and Brasília. An
attack at one train station would initiate a wave of violence that spread quickly to other
areas. In one instance, a total of nine train stations were attacked in one day.65 The
motivation for the attacks seems to have been the general inadequacy of public
transportation: train systems were hopelessly outdated, in some cases dating back to the
period of the First Republic, resulting in constant breakdowns and delays that in turn
caused people to arrive late to work and subjected them to the possibility of being fired.
Many people resorted to hanging on the edges of train cars or even riding on the roof so
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they would not have to wait until another with more space arrived. This inadequacy of
services often resulted in large numbers of people gathered at bus stops and train
platforms, whose collective frustration would inevitably erupt into violence. At the same
time, the large groups provided safety in numbers and a lack of individual accountability
resulting in a mob mentality.66
According to a study published in 1977, authorities usually either dismissed
quebra-quebras as apparently irrational acts in which masses of people destroyed their
only way of getting home, or assumed that subversive groups such as urban guerillas had
initiated the acts. The researchers involved in the study set out to disprove these
misconceptions, arguing that in many cases crucial decisions were made, such as cutting
off communication at certain train stations to prevent officials from calling for help,
destroying the cars of trains headed to other locations in retaliation for earlier quebraquebras, or irreparably damaging semi-automated traffic signals that were the frequent
sources of fatal accidents. On other occasions, rioters would attack train station clocks
and schedules as symbols of the trains’ chronic lateness and inefficiency that dominated
workers’ lives through the constant fear of being fired for arriving late or through the
hours spent commuting to and from work each day.67 In a way, the quebra-quebras
displayed the collective authority of the working class at a time when they were almost
completely invisible as a political force, since the military government regularly crushed
any attempts on the part of workers to organize politically or improve their lives.
DaMatta argues that one can better understand the quebra-quebra by thinking of it
as an indignant reaction couched in moral terms:
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The popular mass or mob… is reacting against the intermediaries who are
responsible for its spoliation as a moral person, i.e., a being endowed with a soul
and a basic right to respect, dignity, consideration, and all the values that, in
Brazil, people associate with an indispensable relational-humane treatment… That
certainly accounts for the classic association of mob action with action against the
intermediaries or middlemen (merchants, shops, means of transportation), not with
action against the producers…68
This analysis of the quebra-quebra suggests possibilities for viewing Ensacamento as a
similar type of act, in the case of the urban intervention only seemingly spontaneous, yet
still directed against the sculptures as intermediaries that displayed the government’s
authority, functioning as visual substitutions for the officials themselves. The members of
3Nós3 were like a miniature mob that displayed their collective might by subjecting the
sculptures as symbols of the military regime, to the same type of mistreatment that
residents of large Brazilian cities had been experiencing for at least a decade.
In the case of Ensacamento, the “mistreatment” of the sculptures came in the form
of covering their heads with garbage bags, as a sort of symbolic mugging and
unmistakable reference to torture [Fig. 1.19]. The frequent use of hoods in the process of
torture disoriented the detainee, who would be transported to an isolated location,
sometimes inside a house, sometimes a government building. In addition, the hood
dehumanized the person being tortured, transforming him or her into a passive recipient
of the violent acts of torturers. A report on the practice of torture in Brazil, originally
published in 1985 by the archdiocese of São Paulo as Brasil: Nunca Mais included
numerous testimonies of people who were tortured during the years of the military
regime. In many instances, the person mentioned the use of a hood in the process of
torture. For instance:
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…being hooded once again, he was taken to a completely enclosed place
where the walls were covered with black soundproofing, and the temperature was
extremely low…69
…They made me lie down, naked and hooded, on a mattress, tied my legs
and arms together and then tied them to my neck. So as not to leave any signs of
shocks, they put small strips of gauze on my toes…70
…The accused was surprised at the way in which she was detained, for it
was carried out late at night, by three individuals of untidy appearance, without a
court order, who ordered her to go with them; in the vehicle to which they took
her they put a hood over her head and forced her to lie down on the floor of the
car so that she would not be seen….71
In these cases, the function of the hood or blindfold varied, whether it was to keep the
person from knowing where he or she was being taken to maintaining a certain level of
distance and anonymity throughout the process of torture. In Ensacamento, the bagging
of the sculptures referenced the silence (through censorship) and sense of helplessness
that people felt for many years in dealing with the violence of the military regime. Since
so many of the sculptures depicted famous writers and heroes of Brazilian history,
Ensacamento eerily referenced the imprisonment and torture of intellectuals and artists,
the producers of Brazilian culture, taking place at that time.
Many artists and intellectuals were imprisoned and tortured throughout the years
of military rule, even though in many cases the artists were not involved with political
organizations and did not explore overtly political themes in their work. Among the first
artists to be forced into exile were the tropicalista musicians Caetano Veloso and
Gilberto Gil, who were both arrested on December 27, 1968. Although the Tropicália
movement had received a great deal of criticism from leftists and protest musicians, the
more politically engaged artists largely escaped arrest while many involved in the
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Tropicália movement were arrested and eventually forced into exile. According to
Veloso, a military officer who was interrogating him explained to him that officials
considered the irreverent music and ideals of the tropicalistas as a threat to the very
foundations of Brazilian society.72
The military regime also kidnapped and imprisoned internationally renowned
dramatist Augusto Boal for a month based on erroneous confessions extracted under
torture from two of his colleagues that he was somehow involved with arms shipments
from Cuba. In his autobiography, he mentions that a number of leftist intellectuals were
imprisoned at the same time and that they referred to one room in the prison as the
“Arena cell” because for a period of two years it had continually housed a member of the
Teatro Arena, eventually to the point of including Boal himself, who was the director.
After his imprisonment, Boal fled Brazil with his wife and son, living first in Buenos
Aires, then Paris. Officials informed him that if he did not go into exile, he would simply
be killed the second time around, with the murder of one of Boal’s friends immediately
after being released from incarceration underscoring the seriousness of this threat.73
For these reasons, the fact that many of the bagged sculptures represented literary
figures and intellectuals, such as Dante and Rui Barbosa, or nymphs, satyrs, allegorical
figures, and characters from operas, was only appropriate. Through acts of torture and
disappearance, the military regime had victimized an entire generation of Brazilian artists
and intellectuals; in Ensacamento, the sculptures took the places of the actual bodies of
the people themselves. While this interpretation somewhat contradicts the understanding
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of the sculptures as stand-ins for members of the military regime, it also emphasizes the
complexity and layers of interpretation involved in such an apparently simple gesture.
3Nós3 were not the only artists in Brazil to reference torture in interventionist
works of art. The work of Portuguese-born artist Artur Barrio served as an important and
immediate precursor that made similar, although much more graphic, references to
torture in works made during the late 1960s and early 1970s. Barrio spread his Trouxas
Ensangüentadas (Bloody Bundles) through the gardens of the Museum of Modern Art in
Rio in 1969 and then along the banks of a stream in the city of Belo Horizonte the
following year [Fig. 1.21-2]. The bundles of meat, bones, and blood suggested human
remains, possibly those of people who had been “disappeared,” that had washed up on a
river bank or simply been abandoned in the street. When the Museum of Modern Art in
Rio displayed the Bloody Bundles in a courtyard, Barrio noted that they quickly attracted
the curiosity of the police, who contacted the museum to confirm that the work was
actually museum property and to inquire about the nature of its contents.74 The following
day, the guards threw the work in the garbage. In his own writings, Barrio explained that
transformation was an important aspect of the work, as the Bloody Bundles started out as
works of art, then became garbage after being thrown in the trash. When Barrio left them
along the banks of a “river/sewer” in the municipal park in Belo Horizonte, he
anonymously observed and photographed the crowds of people, including several
children, who came to look at them, obviously wondering if they contained human
remains. The local police and fire department arrived that same afternoon to remove the
bundles.75
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Barrio’s Bloody Bundles and Ensacamento both make references to the violence
of the military regime on multiple levels. For this reason, they are excellent examples of
the connection that art critic W.J.T. Mitchell makes between violence and public art in
his essay “The Violence of Public Art: Do the Right Thing.” Mitchell argues that one of
the most striking characteristics of much contemporary art is “a certain fragility or
temporariness in the work itself” which creates “a deliberate vulnerability to violence, a
strategy for dramatizing new relations between the traditionally ‘timeless’ work of art and
transient generations, the ‘publics’ that are addressed by it.”76 Mitchell continues that
violence and public art are linked in different ways. Some works, such as war memorials,
constitute a sort of “monumentalizing of violence” while others reference violence in a
more symbolic way.77 This observation brings Mitchell to the following conclusion:
Violence may be in some sense “encoded” in the concept and practice of public
art, but the specific role it plays, its political or ethical status, the form in which
it is manifested, the identities of those who wield and suffer it, is always nested in
particular circumstances. We may distinguish three basic forms of violence in the
images of public art, each of which may, in various ways, interact with the other:
(1) the image as an act or object of violence, itself doing violence to beholders, or
“suffering” violence as the target of vandalism, disfigurement, or demolition; (2)
the image as a weapon of violence, a device for attack, coercion, incitement, or
more subtle “dislocations” of public spaces; (3) the image as a representation of
violence, whether a realistic imitation of a violent act, or a monument, trophy,
memorial, or other trace of past violence.78
The Bloody Bundles constitute an image of violence, in the references to human remains,
an image that interacts violently with its audience, with the smells of blood and rotting
garbage evoking horror and disgust, and in the end they become the recipients of violence
as they are thrown in the garbage and destroyed. Ensacamento is similarly multilayered,
as a work that targets monumental sculptures as symbols of cultural and political
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authority that are then covered in hoods as a reference to torture. Later, even this action is
undone, when the hoods are eventually removed by city workers. In both cases, the
relationship with the viewer is one of the crucial aspects of the work of art through which
its meaning is constructed.
ISSUES

OF AUDIENCE: THE DISCOVERY OF THE INTERVENTION BY PEOPLE ON THE

STREET THE NEXT DAY

In a way, the police and other authorities became important audiences, or perhaps
a sort of anti-audience for the works of Barrio and 3Nós3, with the artists anticipating
how the police would interpret the works. As part of their planning process, the members
of 3Nós3 considered the possibility that the police would be on patrol in many of the
areas where they intended to bag sculptures, and performed their intervention at night,
specifically avoiding areas where they saw police. As the group’s reputation grew, its
relationship with the police became more fixed, involving more game-playing. The
members of 3Nós3 would install the interventions and then the police and/or fire
department would tear them down hours later. While the members of 3Nós3 could not
have guaranteed that the general public would see and understand what they were doing,
they were absolutely certain that the police would both see and understand them, even if
only as a form of prank or subversive action.
The involvement of the police in the interventions was significant, for the military
government maintained its reign of terror, particularly in large cities in part through a
partnership between the armed forces and the police. In response to the growing threat of
guerilla movements and the increased demonstrations and uprisings that occurred after
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1964, the military government developed the concept of the “internal enemy,” the idea
that Brazil was basically at war with itself. To this end, the Brazilian army reorganized
the police: all former divisions of the state police combined into one group, which the
military brought under its leadership. The local police played a crucial role in the fight
against communism as well: for decades they had practiced torture on lower class
criminals and their “expertise” in this area became highly sought after. Furthermore, in
the context of the military regime, the differences between political dissidents and
common criminals gradually disappeared, fusing into one undesirable element whose
elimination became necessary.79
The local police in Rio and São Paulo responded with particular enthusiasm to
their new assignment, developing particularly violent divisions known as death squads,
“esquadrões da morte” in Portuguese. These police forces maintained order in the cities
by murdering common criminals, such as drug dealers, often in an indiscriminate fashion.
In 1969, the army transferred the local police chief in São Paulo, Sérgio Fernando
Paranhos Fleury [Fig. 1.20], to the state-level political police, the DEOPS or State
Department of Political and Social Order, giving him permission to “hunt” communists.
He soon became one of the most notorious figures in law enforcement, feared for his
absolute ruthlessness in dealing with criminals and admired among the military for the
same reasons.80 Although a desire for a particularly vengeful form of justice and the good
of the general public might have originally motivated the members of the death squads,
they soon transformed into an organization more reminiscent of the mafia in the United
States, promising protection for pay, giving favors to certain criminals, and aiding in
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organized prostitution.81 The activities of the São Paulo death squad increased in
response to the death of a military policeman in 1970, with the members vowing the
deaths of ten criminals in retaliation.82
According to urban anthropologist Teresa Caldeira, the Brazilian public expressed
a sense of shock, not for the fact that torture was occurring, but rather that it was
happening to people with social position and influence, as well as common criminals.
Although the police had often used torture to subjugate the lower classes, during the
1970s its use spread to middle-class affluent and privileged people who had previously
enjoyed immunity from this sort of treatment. The majority of political dissidents came
from this level of society and in the past had used their status to avoid being arrested. The
idea that no one, not the wealthy, not women, not even children was immune to torture
spread absolute terror among the general population. In addition, the use of torture
focused almost exclusively on people from urban centers, who comprised at least 80% of
those tortured.83
The Rio-based artists Hélio Oiticica and Cildo Meireles both created works that in
different ways commented on the phenomenon of the death squads. In 1967, Oiticica
printed an image of his friend, the criminal Cara de Cavalo (Horse Face) on a red banner,
along with the phrase “Seja marginal, seja herói” (Be marginal, be a hero) [Fig. 1.23].
Members of the Rio death squads had shot and killed this man, with a photo of his body
appearing in newspapers the following day as evidence of their “victory.”84 In 1973,
Cildo Meireles created an installation entitled The Sermon on the Mount/ Let There Be
Light [Fig. 1.24] which consisted of boxes of Fiat Lux matches stacked in the middle of a
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room and surrounded by several thuggish-looking men in aviator sunglasses who
uncannily resembled members of the death squads. Through the positioning of the men
and the large grouping of boxes of matches in the center of the room, the work created a
vague sense of danger and threat to one’s personal safety.85 Although neither of these
works incorporated the police in the same way that the urban interventions had, they did
comment on the role of the police in contributing to the violence and chaos that took
place on a regular basis on the streets of large Brazilian cities.
Responses to Ensacamento in the local press revealed the degree to which a more
general audience interpreted the intervention as an expression of chaos and/or violence
symbolizing the level to which urban life had sunk. The members of 3Nós3, wanting to
create a more lasting documentation of their project, had a photographer accompany them
on their voyage throughout the city. However, they were eager for their work not to go
unnoticed by larger audiences, so they anonymously contacted newspapers throughout
the city and exclaimed in mock horror that “something strange” had happened to the
sculptures throughout the city. The next day, the front page of the Diário de São Paulo
published a photo of a bust of João Mendes wearing a garbage bag blindfold, underneath
a headline that read “A Cidade Pichada” (The City Defaced) [Fig. 1.26]. The brief text
that accompanied this image began by declaring, “Each day in this city dawns differently
than the previous day.”86 It then suggested that Ensacamento was a form of graffiti and
questioned whether the motives of the perpetrators were “romantic, apolitical, or only
concerned with altering the landscape of the streets?” Finally, the text concluded by
asking, “What is happening in this city?”87 Perhaps the journalists writing about the
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intervention somehow recognized the symbolic violence of the intervention on a primal
and subconscious level, this reaction manifesting itself in a repeated characterization of
the intervention as defacement or evidence of catastrophe. The word “pichação,” which
can roughly be translated as “tagging” or graffiti writing (as opposed to graffiti in the
form of images) was applied to Ensacamento even though it did not involve any actual
spray painting or defacement of the sculptures.88 Journalists and passersby interpreted the
intervention on the sculptures as evidence of the chaotic state to which the city had sunk.
Another brief article in the local newspaper Ultima Hora entitled “Sacos de lixo, e
o cotidiano mudou” (“Garbage Bags, and Everyday Life Changed”) [Fig. 1.27] described
in detail the morning rush, the people who “walked almost mechanically to work or to
school,” the cars and buses, the street vendors shouting, children, maids, homeless people
and lovers (in that order) who all crowded the streets of São Paulo on a typical morning.89
Although the passersby in this story seemed not to notice anything unusual, the author
observed that even the “imposing” Monument to the Bandeiras had been bagged.
However, the Duque de Caxias (an equestrian sculpture by modernist sculptor Victor
Brecheret placed on a pedestal approximately 25 m tall) had escaped. From this, the
author concluded that the work was done by someone “still a beginner.” The article
ended with the observations of a lady on her morning shopping run who, not lacking a
flair for the dramatic (or humorous) proclaimed after looking at a bagged sculpture, “In
this way, my son, at least they (the sculptures) do not need to see what is happening. The
way that things are right now, not even stone can tolerate any more.”90
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Such stories of crime and violence, which express the idea that things cannot get
any worse, have become commonplace in São Paulo. Teresa Caldeira analyzes this
phenomenon in her book City of Walls: Crime, Segregation and Citizenship in São
Paulo. As part of her field research, Caldeira interviewed a number of people from
various parts of São Paulo residing in areas ranging from the periphery (generally
acknowledged to be the most desperate and dangerous part of the city) to the most
affluent areas of the city (at this time they have moved further southwest, the
neighborhood of Morumbí being the ultimate example of affluence for the purposes of
this study). The narratives about Moóca, a neighborhood just east of the historic center of
the city, present a compelling pattern that structures these stories. Caldeira observed that
in stories about crime and violence, which usually involved a direct attack on the subject,
her research subjects often mentioned a “before” and an “after,” that is to say, the time
before the crime took place followed by its aftermath. This form echoed a more general
before and after, the time before there was so much crime in São Paulo, followed by the
chaos of the present day:
Before, there was progress; afterward, regress. Before, there were sophisticated
streets where women walked with gloves and hats; afterward, there were only
places where no one would consider going to. Before, the neighborhood was
small, elegant, filled with friendly acquaintances, children playing in the streets,
outdoor conversations, nice houses, comfort, and no visible poverty; afterward,
the neighborhood expanded to encompass fear, poor residents and cortiços [slum
tenements], fences and crime, apartment buildings, and people imprisoned in their
dwellings.91
Many of these crime stories linked chaos and violence to the polluting influence of the
nordestinos, poor people of primarily African descent from the northeast of Brazil who
have for many generations fled the extensive drought and poverty of their own region for
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the cities of Rio de Janeiro and São Paulo. Caldeira observed that race was often a
pernicious factor in these stories: the Mooquenses (people from the neighborhood of
Moóca), with their strong sense of unity and ethnic identity based on their own immigrant
past, repeatedly blamed the nordestinos for more complex processes of change taking
place in their area.92 Moóca originally had a number of factories that started to close in
the 1950s, starting the first wave of movement out of the neighborhood. This was
followed by gentrification and eventually resettlement by nordestinos. Mooquenses
explained and dealt with this change both by blaming the nordestinos and by constantly
referring to a time in the past when things were better.93
The responses to Ensacamento on the part of the general public revealed a
relationship between the urban intervention and this important structure of feeling in
regard to the experience of urban space in São Paulo. The people interviewed on the
street clearly read Ensacamento as evidence that the city was descending into chaos;
Raymond Williams identified a similar structure of feeling in his book The City and the
Country, using the idea of an escalator to describe the way that he observed the idea of a
golden age as expressed in British literature extending further and further back in time.94
The attitudes expressed in the articles about Ensacamento reveal that the view of São
Paulo as a dangerous and chaotic city resulted from events that had occurred at least a
decade earlier than the time period that Caldeira addresses in her book. Social class also
plays an important role in this particular structure of feeling, for, as many historians have
noted, the working class poor in São Paulo have had few reasons to feel nostalgic about
their past.95
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This interpretation of the relationship between artwork and audience somewhat
contradicts conventional wisdom regarding Ensacamento, as indicated in the following
quotation: “Naturally, to see these sculptures covered in garbage bags should have caused
a sense of surprise in passersby, who most likely had never stopped to look at them [the
sculptures] before this.”96 In a similar way, the responses to the urban interventions
described in newspaper articles suggested that the main motivation for locating the works
of art on city streets was to generate a response from the public at large. The implication
was that none of these people had bothered to notice the change in the sculptures, with
the reporter’s lengthy description of the entire variety of people and vehicles traversing
public space on a typical morning in São Paulo, suggesting that the inability of the work
to hold the attention of this crowd was evidence of the work’s failure, for their ability to
capture the attention of passersby on the street seems to have been limited at best. One
could well imagine that the majority of people who walked by Ensacamento either did
not notice it or thought little of it, perhaps only that the city had launched a project to
restore some of the sculptures and had their heads covered for this reason, or that the
intervention was actually a demonstration of dissatisfied sanitation workers.97 These
potential misreadings, or complete ignoring of Ensacamento open up the possibility that
the work’s meaning actually took place when information about it circulated in
newspapers, rather than in the interaction with passersby on the street.98
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THE “SECOND LIFE” OF THE WORK THROUGH ITS REPRODUCTION AND CIRCULATION IN
NEWSPAPER ARTICLES

Ramiro has observed that contacting local newspapers and encouraging them to
publish articles on Ensacamento served two functions. On one level, it acted as an
inexpensive form of documentation of the event, which the artists, who were all students
at the time, could not otherwise have afforded to do themselves. At the same time, the
discussion of Ensacamento and other interventions in newspapers extended the life of the
work and gave it another level of significance within communications media. Ramiro has
argued that for this reason, he considers the urban interventions as a very early form of
media art, a genre that he would explore in much greater depth after leaving 3Nós3.99
After the first day or so, the interventions ceased to exist, except in the form of a few
newspaper articles. But in doing so, they reached a larger audience, not just the people on
the street who may or may not have noticed it, but also people who read the newspaper
every day, who were literate, and who were most likely members of the cultural elite. In
this way, Ensacamento and the other interventions shared much in common with
experimental art that established circuits of information, such as Cildo Meireles’s
“Insertions into Ideological Circuits” or mail art, a movement very popular in Brazil
during the 1970s.100
The idea of having articles on the interventions published in newspapers reveals
more than just an interest in documenting the work or circulating information. It also
suggests that the members of 3Nós3 were aware of newspapers as media and could
experiment with them on this level. The group members did just this when they published
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the article “A categoria básica da comunicação” (The Basic Category of Communication)
in the Folha de São Paulo on November 18, 1979. The article appeared at first glance to
be a theoretical text on art, however a close reading revealed that it was a series of
fragmented phrases taken from a number of art historical texts that were strung together
in a William S. Burroughs, stream-of-consciousness, apparently nonsensical way.
Roberto Tejada has suggested to me that this is an uncontainable text that deliberately
undoes the structures of academic writing in a manner highly similar to that of the
Anthropophagite Manifesto.101 While on one level this work mocked the refined, highly
theoretical writing style of art critics, it also existed solely in the media and possessed no
physical form. It is apparently no accident that this growing interest in information (and
eventually, technological) media occurred at this point in time, for television and print
media expanded a great deal during the years of military rule.102
Communications professor Antonio La Pastina has argued that perhaps
Ensacamento’s primary level of importance and interpretation lay in this circulation of
information through newspaper articles. The intervention really only worked if one
understood that all of the sculptures in the city had been covered in bags and this message
would only have been apparent to those people who had read an article about the
intervention. People on the street could only view the bagging of sculptures as isolated
instances of vandalism if they lacked any additional information. The advantage of this
reading of Ensacamento is that it completely undermines the view that the intervention
did not succeed because people on the street failed to notice it. In this way they actually
become the least important audience of the work with newspaper readers replacing them
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in importance. As I will later argue in Chapter Three, the undermining of public space in
São Paulo due to increasing numbers of automobiles and the growing importance of
television was an important phenomenon of the late 1970s. Here the transformation
taking place in society is apparent in the way that the members of 3Nós3 have begun to
think about circuits of information and audience in relation to their work.
The central role that newspapers played in Ensacamento held significance not
only in relation to the circulation of information, but also in terms of references to
censorship and the prevention of the free flow of communication. The newspapers O
Estado de São Paulo and Jornal da Tarde, its afternoon version, were subject to
censorship starting in August of 1972. Unlike many other newspapers, they were allowed
to fill in the space of articles with items such as recipes that often did not make sense, or
poems by the Portuguese poet Camões so that readers would know the exact length of the
items that had been censored.103 The relatively conservative O Estado de São Paulo
enjoyed the privilege of greater leniency in regard to censorship that was not extended to
other periodicals. For instance, at one point the entire staff of the highly satirical, Riobased journal/ fanzine O Pasquim was arrested at the same time. In addition, the
replacement of articles with absurd, nonsensical material created a sort of intervention in
the text and may have inspired visual artists to make their own works in newspapers,
taking out classified ads, as Cildo Meireles did, or commenting on violence and
censorship in the press, as did Rio-based artist Antonio Manuel.
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CONCLUSION: ENSACAMENTO AND THE ABERTURA PROCESS
It is significant that 3Nós3 performed Ensacamento on the night of April 27, 1979,
less than a month after the declaration of the process of abertura, or opening of the
Brazilian government to democracy, had officially begun. In contrast to the fear and
pessimism that had permeated the years of authoritarianism, abertura was far more
optimistic and ebullient, a time when the public took back its right to collective
demonstration, whether in dissatisfaction, as in the case of the striking metalworkers and
millions of people demanding a return to democracy, or in happiness at the declaration of
amnesty for formerly exiled artists and intellectuals, signaling an increasing level of
political freedom. It is unlikely that Ensacamento would have been as successful if the
members of 3Nós3 had attempted it during the height of the military regime; most likely
they would have been arrested and articles on the intervention would have been censored.
The context of abertura gave the three artists an opportunity to express themselves that
they had most likely never experienced within their lives up to that point.
Starting in 1975, the government of President Ernesto Geisel announced a period
of “distenção” or decompression. Geisel’s administration abolished Institutional Act 5
and the death penalty and lifted censorship of the press.104 The abertura, or opening
process officially began with the inauguration of General João Batista Figuereido in
March 1979. It was not a sudden reinstating of democracy, but rather a series of
controlled phases, similar to decompression. As such, Figuereido’s regime became a sort
of liminal state in which there was neither complete political freedom nor complete
repression.105 During abertura, several populist movements developed, demanding their
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“rights to the city” and reestablishing the city streets as a place of contested authority.
The Catholic Church, operating under the doctrine of liberation theology, influenced
politics on a grass-roots level through the organization of Base Christian Communities,
which were small groups of people affiliated with parishes that engaged in charitable
activities and consciousness-raising sessions, as well as larger scale projects such as
demanding paved roads and other improvements in infrastructure in the periphery of São
Paulo. This gave the urban poor a sense of empowerment, which encouraged a sense of
citizenship, of being active and influential participants in the processes of government.
The Catholic Church further influenced the return to democracy when the archdiocese of
São Paulo published the book Brasil: Nunca Mais, which gave undeniable proof of
government-sponsored torture through detailed testimonials.
More powerful evidence of the process of redemocratization in São Paulo
occurred in the form of metalworkers’ strikes that took place there starting in 1978. That
year, Luis Inácio “Lula” da Silva (president of Brazil from 2002 to the present) organized
a series of sit-down strikes in automobile manufacturing plants located in the ABC (Santo
André, São Bernardo, and São Caetano) region of São Paulo. Plant managers eventually
figured out how to crush sit-down strikes by forcing them out onto city streets with the
help of police. In 1979, approximately 3.2 million workers participated in 113 strikes
throughout the city of São Paulo.106 While these strikes undeniably influenced the official
end to the military regime, the government stalled for years on returning to elections
based on a general vote and not just that of the military. Not until the demonstrations of
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millions of people during the “Diretas já!” (general elections now!) movement in the
mid-1980s would the government finally cave in to the desires of the Brazilian people.
The declaration of amnesty in 1979 constituted one of the most important events
during abertura, as it effectively allowed the intellectuals and leftist leaders who had
been forced into exile during the height of the military regime the opportunity to return to
Brazil without fear of reprisal from the government. Many of the artists that I spoke to
during the course of my research told me that this event held personal significance for
them, eventually generating a sense of euphoria among the generation of youth who were
attending the university at the time. Antonio La Pastina, who grew up in São Paulo at the
same time as the members of 3Nós3, told me that he suspects that the members of 3Nós3
had childhood experiences similar to his own, somewhat sheltered and therefore not
exposed to the full extent of the inconveniences and horrors of the military regime. He
said that there was a general sense of chaos and change in the air as the result of
widespread demonstrations and suggested, echoing Mário Ramiro’s original statement
regarding the similarities between the interventions and actions of striking metalworkers,
that this was the general sentiment to which the members of 3Nós3 were responding.
Andrea Giunta expressed a similar idea, sharing with me what Leon Ferrari had told her:
that the military regime had been so suffocating that he had created art for no other
reason than to remind himself that he was still alive.107 Such arguments suggest that the
members of 3Nós3 may not have been fully aware of the many levels of meaning present
in Ensacamento, but rather were responding intuitively to the situation that they saw
unfolding around them.
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In spite of the apparent contradiction between my reading of Ensacamento and
what scholars such as La Pastina and Giunta believe may have been the artists’ original
intentions, I believe that these arguments complicate my earlier readings of Ensacamento
without necessarily negating them; they simply show the degrees of separation between
the present and the past, between being able to look back on the military regime in
hindsight and relate the intervention on a level of extreme detail as references to
authoritarianism versus being right in the middle of the events in question and creating
the intervention as an intuitive expression of youthful rebellion. This reminder of the
difference between the present and the past also reinforces the notion of the military
regime having affected people in different ways: while some might have personally
participated in a quebra-quebra or been subject to censorship, others only heard about
these events through word of mouth, or perhaps not at all. In fact, many scholars have
argued that the effectiveness of authoritarian regimes lies in their ability to imply a vague
and unevenly enforced level of censorship in which people are unsure what is acceptable
and what is not, and begin to practice self-censorship.108 In this way, the experience of
social control becomes all-encompassing regardless of one’s individual relationship to the
regime.
On a more optimistic note, the Brazilian people’s eventual repossession of their
own freedom was also all-encompassing, as revealed in this quotation from Jesús MartínBarbero regarding the public response to the death of Tancredo Neves in 1985, which
occurred immediately before he was to take office as president:
Going down to the streets, the researchers saw gathering before their eyes, an
enormous mobilization of four million people, young and old, rich and poor,
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brought together in the avenues of São Paulo and acting as one body, in a heartfelt hope that had nothing to do with staging. Something stronger than the
manipulation of the mass media was needed to move so many people… This was
not a ‘medieval country’ that took to the streets, not a country of fanatics and
miracle seekers. It was the same country that had filled these streets a few months
earlier demanding direct elections. It was a people rediscovering their citizenship,
a people who were reinventing their identity in a spectacle, fusing politics and
carnival with the corporal presence and the movements of a crowd.109
As this quotation indicates, during abertura the public demonstration expressing the
desire for true freedom and democracy became a fixed form. As one examines the dates
and numbers of hundreds of thousands of people that demonstrated on a regular basis
during the “Diretas ja!” movement [Fig. 1.30], it is clear that mass demonstrations
became the norm at this time. In Ensacamento, this was only the seed of an idea, a
structure of feeling that would develop further with subsequent interventions. As we shall
see in the chapters that follow, many other ideas that later found full fruition had their
beginnings in Ensacamento: the rebellious gesture of X-Galeria that I discuss in Chapter
Two, the exploration of the city as the support of the work of art explored in Chapter
Three, the solidarity of youth during the independent movement in Chapter Four, and
lastly, the intervention as a point of departure for media art in Chapter Five.
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CHAPTER TWO: INSIDE AND OUTSIDE THE SÃO PAULO ART
WORLD
The word ‘amateur’ is very rarely used in a positive sense. It is a disciplinary term
used to discourage hybridity and maintain profitable professional and social
separations. For the most part, amateurs are second-class citizens in the area of
knowledge production. However, in the context of political and cultural
intervention, amateurs have a significant and vital role to play. They can have the
ability to spot contradictions and rhetorical cover-ups within the dominant
paradigms, are freer to recombine elements of paradigms thought dead or
unrelated, and can apply everyday life experience to their deliberations with
greater ease than can specialists. In this manner, amateurs can reconfigure the
terms of action within the terrain of a given discipline.1
You don’t need a gallery to show ideas.”2
INTRODUCTION
On July 2, 1979, approximately two months after Ensacamento, the group, who
had not yet exposed their identities to the general public, traveled the streets of São Paulo
in a red Volkswagen Beetle, having laid out a plan for targeting art galleries throughout
the city. Using masking tape, they marked huge letter Xs across the entrances of the
galleries they had selected, as well as a sign reading “What is inside stays, what is outside
expands [Fig. 2.1-2].”3 In the previous chapter, I argued that the first urban intervention
of 3Nós3, Ensacamento, targeted figurative sculptures throughout São Paulo as
representations of the military regime. The act of covering the heads of the sculptures
became a sort of counter-mugging or torture in retaliation for the wrongs enacted against
Brazilians for approximately fifteen years prior. The second urban intervention, XGaleria, expressed many of the same sentiments, this time directed specifically against
the São Paulo art world.
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Both Ensacamento and X-Galeria involved similar actions of traveling throughout
the city in order to find groups of objects (sculptures, art galleries) that represented
authority and then to cancel them out through a defiant gesture (bagging the heads of the
sculptures, taping Xs across doorways). However, X-Galeria was only one of a series of
interventions and other artistic actions that explored the relationship of 3Nós3 to the São
Paulo art world. The members of the group created several works that in different ways
commented on local artistic circuits: the ritualistic throwing of art books into the garbage,
publishing a nonsensical essay on art in the culture section of a local newspaper, or by
constructing an art historical genealogy of the marginal in their document “A Chronology
of Parallel Facts.”
Although 3Nós3 often celebrated their position on the sidelines of the São Paulo
art world, much evidence suggests that they did not wish to stay there forever. For
instance, the fact that the group members so meticulously documented all of their
interventions in itself suggests that they were concerned with their future inclusion (or
exclusion?) into the history of Brazilian art in a way that was not true of any other artist
group at the time.4 While art critics often interpreted X-Galeria as an example of
rebellious youth seeking mainstream acceptance, other actions, including the
“Chronology of Parallel Facts” reveal that the members of 3Nós3 already considered
themselves to be part of a community of artists working in the urban interventionist
format and creating projects outside of the confines of museums and galleries, which by
the late 1970s had practically become a necessity for artists producing experimental
work.
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The goal of this chapter is to analyze how the members of 3Nós3 positioned
themselves in relation to the artistic mainstream, at times appearing to reject it
completely, at times more openly courting it or even producing documents as if in
anticipation of the future. The fact that the interaction between the members of 3Nós3
and the art world was often quite conflicted reveals the competing interests within the art
world itself. While one interpretation of the X-Galeria controversy, in which 3Nós3
launched a well-publicized and outspoken attack on local art galleries, suggests that the
intervention was ultimately a failure that resulted in the group’s being blackballed from
the mainstream art world, I argue that the members of 3Nós3 were never that interested in
art galleries in the first place, but rather participated in an emerging sector of the art
world that explored the creation of experimental forms of art and artistic communities.
Furthermore, the very same institutions that rejected the urban interventions of 3Nós3,
criticizing them as the products of inexperienced youth, would later embrace the related
phenomenon of graffiti art, eventually appropriating it and transforming it into what
would become known as “Geração 80.”
A major inspiration for the structure of this chapter comes from Raymond
Williams’ chapter on “Dominant, Residual, and Emergent” from Marxism and Literature.
Williams argues that “In authentic historical analysis it is necessary at every point to
recognize the complex interrelations between movements and tendencies both within and
beyond a specific and effective dominance.”5 Although dominance remains unavoidable,
the residual and emergent “are significant both in themselves and what they reveal of the
characteristics of the ‘dominant.’”6 These terms provide a way of interpreting the São
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Paulo art world of the late 1970s. “Dominant” could refer to the art galleries themselves,
museums such as MASP, and the art exhibited in them: modernist, European, figurative,
with an emphasis on painting. Then “residual” would then refer to slightly older art, of
the academic period, and maybe to some of the older galleries in São Paulo, those located
in the city’s center that did not follow the migration of wealth away from the center and
in a southwest direction. Finally, “emergent” would refer to artists working in more
experimental art forms: conceptual art, interventions, mail art, and so on and the circuits
that these artists themselves developed, such as festivals and open-air exhibitions.
These terms are useful in exploring the “internal dynamic relations” of cultural
forces and so can only be discussed in relation to each other. The ideas of residual,
dominant, and emergent create a model of the art world that is not a singular force,
isolated and at odds with society as a whole, but rather a cultural entity in which a
number of interests are constantly jockeying for position. It also allows one to see that,
while 3Nós3 may have been emergent in relation to the relative dominance of the art
galleries that they criticized, the art galleries themselves in a way were also emergent, if
compared to the situation of art galleries in the United States or Europe.
While the intervention X-Galeria established most of its meaning through
opposition to the idea of the art gallery, a 1977 study of galleries in São Paulo concluded
that even the meaning of the term “art gallery” was not always so clear, since there
existed many gray areas of businesses that sold art, but not exclusively. In trying to
decide exactly how many art galleries operated in São Paulo in 1977, researchers found
that many galleries often could not earn a profit dealing exclusively in fine art, and so
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diversified by including antiques, rugs, and even folk art and artisanal items.7According
to Celso Fioravante, the end of World War II “forced the beginning of the
professionalization of the Brazilian art market,” when the closing off of the European art
market due to the war forced Brazilians to look to their own country if they wanted to
purchase art.8 The war also influenced the art market in Brazil through an influx of
mostly European immigrants who opened many of the first galleries. The difficulty in
applying the term “gallery” in its purest sense to all art vendors in São Paulo suggests an
additional challenge in defining the art market in Brazil. Former graphic artist and gallery
owner Antonio Maluf suggested that “An art market [in Brazil] does not exist, what
exists is a commerce of art, right? This commerce of art is done ... in relation between the
galleries with a very small public for each gallery.”9 In spite of such an argument for the
limited extent of the art market in Brazil, Tadeu Chiarelli has maintained its
instrumentality: “The professionalization of any circuit of art passes by necessity through
the market. Only amateurism can do without it.”10
Perhaps the most important concept of all in this chapter is that of an “art world,”
which defines the circuits of galleries, museums, art schools, publishers, and so on in
opposition to the rest of the world, a closed and elitist entity in which people share
similar interests. However, one of the most important messages of X-Galeria is that even
the art world itself has competing interests, people and institutions that have enjoyed a
great deal of status and others that are just beginning to establish themselves. Initially, I
wanted to apply the parameters of Williams’ discussion as a way of organizing my own
analysis of the São Paulo art world during the late 1970s, however, it quickly occurred to
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me that the elements of this circuit that could be considered as “residual” and dominant”
were relatively few, while the elements that could be considered “emergent” were many,
perhaps to the extent of including the entire Brazilian art market itself. Such challenges in
even defining and understanding the terms used to discuss the situation of the arts in São
Paulo during the late 1970s suggest that the criticisms apparent in the intervention XGaleria actually had a great deal of validity.
THE X-GALERIA CONTROVERSY
“I am not going to acknowledge it, because an art gallery is a commercial
establishment, and, therefore, needs to sell paintings and pay the rent. For this reason, I
do not have time to waste on a display as ridiculous as this one.”11 With this statement,
gallery owner Luisa Strina dismissed the second urban intervention of the three young
artists. As in the case of Ensacamento, the artists had contacted journalists from various
newspapers, who followed them and reported on the event the following day [Fig. 2.5]. A
scandal resulted, with local art critic Jacob Klintowitz leading the camp of artists and
gallery owners who opposed the intervention and viewed it as absurd. This group
included local artist Ivald Granato, who also worked with art in public space, albeit in a
way deemed much more acceptable to the fine arts community in São Paulo. The article,
“Arte marginal, com lacre” (marginal art, with tape) described how Granato initially
supported the artists declaring, “I want to say that I find their tape-gesture [gestolacre]
wonderful” but also felt that their action was “full of mental poverty.”12 The author of the
article supported this idea, arguing that there were other, more intelligent ways to be
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marginal in art, namely through the use of alternative spaces, as if to suggest that the
group had failed in this regard.
The members of 3Nós3 would later explain what the intervention X-Galeria
meant to them, which was not necessarily limited to an attempt to grab the attention of art
critics and gallery owners:
The operation X-Galeria, before situating itself as an attitude with a
connotation of protest, has in its fundamental structure the gesture of the X in
itself…
Our proposal of intervention in urban space, taken as a gesture that
provokes a new connection between spectator/ passerby with their spatial context,
was extended in a different way to galleries and museums. Although already
confined to a specific public, [this work] had the same conceptual proposal. 13
As this quotation explains, the group members viewed X-Galeria as having much in
common with its predecessor Ensacamento in the idea of an interaction with passersby
and connection with the urban environment. Again, the question of the degree to which
the viewing public actually understood the intervention was an important factor.
According to one newspaper article, some gallery owners thought the intervention was a
form of witchcraft until informed otherwise. And as in the case of Ensacamento, the
knowledge that the action was not isolated, but actually involved multiple galleries in the
city was also important. Two years later, the group members would describe their first
two interventions as sociological more than artistic in scope, perhaps meaning that the
interaction with the spectator was more important than the aesthetic qualities of the work
itself. But the aesthetic qualities of the work do deserve some attention. The gesture of
the X, made in masking tape, completely covered the doorways of each of the galleries,
yet, as in the case of Ensacamento, it was easily undone and therefore not a true act of
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vandalism. The X also resembled a censor’s mark and constituted the censorship or
canceling out of the galleries [Fig. 2.3-4].14 The idea that a group of young and
inexperienced artists had taken it upon themselves to censor or cancel out the authority of
their superiors must have been irritating on some level. This sentiment definitely came
out in the responses to X-Galeria published in several newspapers.
Two days after the intervention, an article appeared in Jornal da Tarde in which
several gallery owners responded to X-Galeria, launching a self-proclaimed
“counterattack” against the initial attack of 3Nós3 on the gallery world of São Paulo.
Raquel Babenco (better known today as Raquel Arnaud, owner of the Gabinete de Artes
Gráficas) maintained that the intervention “does not deserve any importance because it is
unclear exactly what the artists are complaining about” as well as the fact that “the
movement does not appear to me to be well structured.”15 MASP (Museu de Arte de São
Paulo) director Pietro Maria Bardi felt that a direct and cordial contact with directors of
museums and galleries would have been more effective and that the artists should have
signed their work because “the anonymous is not very democratic.”16 He also added that
the criticism inherent in X-Galeria had been unfairly directed at MASP because, “in this
year alone we have already exhibited the work of five or six artists who had been rejected
by other galleries and got to show their work here without having to spend a dime!”17
One or two gallery owners did actually sympathize with the artists. Antonio Maia,
director of the Gallery Espade, felt that X-Galeria expressed a certain grace and was
effective at calling attention to the situation. Maria Lúcia Coelho, director of Gallery
Projecto, at first did not understand why the doorway of her gallery had been crossed off
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with tape. Then after someone informed her about X-Galeria, she said that she believed
the intervention was important for calling attention to the lack of space where young
artists could exhibit their work.18
The criticisms of local art critic Jacob Klintowitz [Fig. 2.6] stood out among the
protests and misunderstandings of gallery owners, for he did not hesitate to hold back his
judgment of the three artists, who thus far had not yet divulged their identities. His
response took on the somewhat condescending tone of an elder chastising a younger
person in his article entitled, “Escândalo, violência. Que artistas são esses?” (Scandal,
violence—what kind of artists are these?):
It appears to me that it would be important for these young artists who
have begun their careers with scandal and a rather juvenile gesture to be as
equally attentive to their obligations… Everything should follow conventional
wisdom. Initial difficulties are a trial by fire whereby the talent and character of
the artist are tested… And to pretend that galleries, museums, and public
institutions do not also have their own problems is simply to imagine the world as
some sort of paradise in which one needs only to extend one’s hand and fruit falls
right into it. Things just do not work that way.
It is necessary to fertilize, plant, care for, wait, and later harvest. Violence
is poorly viewed in all civilizations…19
Klintowitz expressed the argument simply as a matter of the artists being young and
impetuous, lacking in the patience necessary to work for years to plant the seeds of
connections in the art world and wait for them to grow. He made the idea that one could
have an artistic career that develops overnight seem naïve.20 He also implied that the
artists were violent and uncivilized, suggesting a similarity to other forces of chaos, such
as urban guerillas and leftist groups, the further implication being that such groups did
not have legitimate arguments and interests, but were simply trying to destroy
civilization. His following suggestion that the three artists study “the history of culture
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and art,” “the social and political aspects of the country in which they live,” philosophy,
industrial design, urbanism, physics, biology, psychology, and botany (in that order) was
downright patronizing and gave the impression that one must pursue graduate studies
with the goal of achieving a truly absurd level of proficiency in almost all intellectual
fields in order to be a competent artist in Brazil.
Klintowitz’s responses published in the book Críticos x artistas, published in
1983, reveal both a great deal and very little in relation to the X-Galeria controversy.
Although the title of the book suggests a rivalry, “Critics versus artists?” as one
contributor suggested, the idea was for art critics to create a sort of “written self-portrait”
of their work and personal tastes and to choose an artist to write about, explaining the
significance of his or her work.21 While several of the art critics interviewed in the book
described its structure as “democratic,” it clearly privileged the critic’s opinion of the
artist over the artist’s ability to discuss her own work, reinforcing an understanding of the
art critic as connoisseur.22 When asked what he considered the highlights of Brazilian art,
Klintowitz provided a rather safe list of artists who worked in traditional artistic media
and had well-established careers, some dating back decades. These included Alfredo
Volpi, Sérgio de Camargo, Aldemir Martins, and Bruno Giorgi, just to name a few.23 He
also replied, in regard to more experimental artistic media, “In the areas of so-called
experimental or vanguard art, for which the mutation is quite large, I preferred to give my
opinion by its absence: a silence that speaks volumes.”24 When asked if he had helped
certain artists achieve success in their careers, he simply answered, “Many times” and did
not elaborate further. Several of the questions appeared to be developing the theme of
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critics versus artists, including, “How are your relations with artists? A sort of brotherly
rivalry?” and “Do you have any bitterness towards a certain artist as a result of your
function as art critic?”25 Klintowitz admitted to nothing, noting simply that he had many
artists among his friends and that he held no bitterness toward any particular artist, only
an occasional lack of understanding of the work. However, the very fact that such
questions even came up suggests that, at least on the part of the interviewer, the
perception of an antagonistic relationship between certain critics and artists was strong
enough to merit some kind of mention.
As painter and writer Mira Schor noted, “The art-historical establishment is
exquisitely tuned to the most minor incursions…” not hesitating to punish anyone who
dares cross the line of acceptable behavior and criticisms.26 This statement could have
been said about 3Nós3, for it seems that at least in the short run, the establishment was
determined not to let them get away with X-Galeria. By declaring that it was a work of
inferior quality, artists and gallery owners effectively shut down any further discussion of
either X-Galeria or any other works by 3Nós3. Gallery owners and art critics united in
condemning it as ineffective, immature, and unworthy of consideration, in the process
virtually guaranteeing that no one would take its message seriously. “The idea is nothing
new,” Klintowitz declared, “Ivald Granato did the same thing—and better!—putting
masking tape on the pavement in 1972, I believe.”27 With such statements, art critics and
gallery owners used their status as arbiters of taste to dismiss X-Galeria as a shoddy,
unprofessional work of art, rather than addressing its criticism directly.28 This dismissal
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contributed to the overall lack of visibility of 3Nós3 and other interventionist artist
groups in the history of Brazilian art.
The three artists, at this time starting to use the name “3 Nós” (three knots)
responded to Klintowitz’s characterization of X-Galeria as a form of violence in the
essay, “Nem escândalo, nem violência. Um ato artístico,” (Neither scandal nor violence
[but rather] an artistic act) which was published in the Folha de São Paulo on July 6,
1979, four days after X-Galeria and two days after Klintowitz’s article. This manifestolike text revealed that the goal of the intervention was not simply to attract attention and
thereby eventually incorporate the members of 3Nós3 into the commercial art world, but
rather to call attention to the problems of the gallery circuit, namely its rampant
commercialism and lack of relevance in relation to artists working in more experimental
forms of art:
…We do not want to demand a new form of patronage for ourselves and
neither are we hoping for some sort of magic potion that will assist us, but only
according to its own criteria. Much more than this, what we want is a change in
the politics of the participation and utilization of space for art in relation to the
collective.
The business of art is currently sustained by the same entrepreneurs of big
business that dominate our economy and that deprive our people of a share of the
wealth that is rightfully theirs…
…In regard to the suggested solution of alternative spaces for art, we
believe that it does no good to simply create another store to compete within the
market, presenting it within a miscellaneous schema that has already been used up
and in no way contributes to the socio-cultural panorama of our country in this
decade.29
Through this article, the members of 3Nós3 attempted to shift the terms of discussion
from the perception of their own rebelliousness and childish desire for attention to larger
issues, such as the creation of alternative artistic circuits, the corporate sponsorship of art
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galleries (For instance, Rede Globo, one of the largest multimedia networks in Brazil
sponsored the gallery Arte Global), and even the very nature of the interventions
themselves and their interactions with both spectator and spatial context. However, this
text did not generate further responses from art critics, particularly not Jacob Klintowitz,
and the matter quickly dropped out of discussion, at least in published form.
In an article published in the Folha de São Paulo on the 8th of July, group member
Hudinilson Jr. explained the motivations behind X-Galeria in much more detail. He cited
the exhibition in the São Bento metro station as an example of the artists completely
bypassing the art gallery circuit to have direct contact with the general public. However,
the concept behind the São Bento exhibition was not simply to create an alternative
gallery space, but also to encourage passersby to make their own works of art: “Around
three thousand people passing through the station, in the space of one month, by
themselves created more than three hundred works in various media: woodblock print,
drawings, collages, and rubber stamps. The public is eager to express itself.”30 Hudinilson
argued that the goal of the gesture of the X on the doors of galleries was to initiate a
process of questioning and discussion of the relationship between artists, galleries and
museums. Although this goal may have been achieved in the short term, in the flurry of
newspaper articles published in the week or so following the intervention, the long term
result was that the questions that X-Galeria posed were ignored, and to a certain degree,
3Nós3 along with them.
Although X-Galeria was not the source of some of the decades-long debates that
have become an infamous aspect of Brazilian art history and criticism, references to the
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intervention did pop up from time to time, several years later. Art historian Annateresa
Fabris supported 3Nós3, albeit two years after the group had already broken up, in her
1984 essay “Pretexto para uma intervenção” (Pretext for an Intervention).
Defense of the system was the immediate reaction of art critics who establish a
lengthy curriculum of disciplines that young artists must necessarily dominate
before ‘daring’ to create; those who advocate only the showing of ‘worthy’ art
works; who shy away from the anonymity of the nocturnal ‘guerillas’… Not the
slightest attempt is made to discuss the reasons underlying the gesture of
‘veiling’, nor to understand if there is some purpose in this work. It is much more
comfortable and easier to simply reject the act once and for all, transform it into a
mere provocative and inconsequential whim, a boutade, to give patronizing
advice, thereby provoking a whole chain of foreseeable responses that confirm
what everyone is more than well aware of: art/merchandise is sacred, a dogma,
and as such, irrefutable…31
For anyone familiar with the intervention, Fabris’s reference to “defense of the system”
was an obvious criticism of Klintowitz’s attack on 3Nós3 and what she argued were its
disastrous results. Fabris argued that, as a result of X-Galeria, the mainstream art press
did not end up covering the later interventions of 3Nós3, but rather the city desks of
various newspapers, which included them among demonstrations, accidents, and other
newsworthy events that happened in the city on a regular basis. However, these
journalists, generally unschooled in contemporary art, lacked the vocabulary and
understanding to talk about the interventions as art and questioned this status. She also
maintained that art critics did not discuss the urban interventions any further except to
condemn them as unoriginal or overly ephemeral. Even though 3Nós3 eventually turned
away from using the interventions to criticize the status quo and began to create more
formal compositions with sheets of colored plastic that linked architectonic elements, art
critics ignored the opportunity to engage with these works on more purely visual terms.32
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According to this argument, it would appear that X-Galeria involved a simple
process of outsiders wanting to be let in and gain mainstream acceptance. Certainly this is
how Klintowitz interpreted the gesture, wondering why the artists did not simply “knock
on a few doors and show their portfolios?”33 However, this response ignored the fact that,
to a certain degree the members of 3Nós3 already were part of the São Paulo art world.
Although they were only beginning their careers at the time of X-Galeria, all three group
members later became professional artists well known within their local contexts, if not
internationally. All three artists maintained connections to influential people within the
artistic community and exhibited individually in small local museums. So the
interpretation of X-Galeria as an example of outsiders wanting to be let in does not quite
work.
This understanding of the social function of the artist only in terms of
relationships inside and outside the art world fails to acknowledge the factions present
within the art world itself, in spite of the face that it represents such a small, isolated, and
privileged sector of society. The members of the Birmingham School provide a model for
understanding the relationship of 3Nós3 to the rest of the art world, or at least its
commercial sector, through their analysis of the multiplicity of interests at play among
the dominant or elite levels of society that eventually manifest themselves in the
production of culture:
The dominant culture of a complex society is never a homogeneous structure. It is
layered, reflecting different interests within the dominant class (e.g. an aristocratic
versus a bourgeois outlook), containing different traces from the past (religious
ideas within a largely secular culture), as well as emergent elements in the
present… The singular term ‘culture’, can only indicate, in the most general and
abstract way, the large cultural configurations at play in a society at any historical
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moment. We must move at once to the determining relationships of domination
and subordination in which these configurations stand; to the processes of
incorporation and resistance which define the cultural dialectic between them; and
to the institutions which transmit and reproduce ‘the culture’ (i.e. the dominant
culture) in its dominant or ‘hegemonic’ form. 34
This idea of dominant culture as emerging through a process of struggle between
different factions of an elite class ultimately becomes the basis for the idea of the
subculture, and for this reason it lends itself well to a discussion of the relationship
between 3Nós3 and art galleries. According to this approach, one can understand the
relationship of 3Nós3 to the mainstream art world as one of resistance to dominant
cultural forms. The art world as a whole is not a fixed, static entity, but rather a grouping
of interests that is constantly in flux, with some groups dominating others and then
eventually being replaced. This characterization of the art world as a process explains
how individuals and artists who were once ostracized and marginalized in the past are
eventually absorbed into the mainstream and became part of the art historical canon while
other artists who enjoyed fame and high status are eventually forgotten.
Perhaps one reason why the relationship of 3Nós3 to the mainstream art world
remained so undefined was due to the fact that the three group members were just starting
out as artists, still more attached to their status as youth at that point in time than to the
idea that they would eventually become professional artists. For this reason, their
intervention was read as a childish prank and not as a legitimate work of art, in spite of its
conceptual sophistication and pointed critique. As sociologist Paul Willis explains, the
mainstream art world in general functions to exclude the “everydaynesss” of the creative
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activities of typical young people. Willis describes the typical relationship between youth
and the art world in the following way:
The institutions and practices, genres and terms of high art are currently
categories of exclusion more than inclusion. They have no real connection with
most young people or their lives. They may encourage some artistic
specializations but they certainly discourage much wider and more general
symbolic creativity. The official existence of the ‘arts’ in institutions seems to
exhaust everything else of its artistic contents. If some things count as ‘art’, the
rest must be ‘non-art’. Because ‘art’ is in the ‘art gallery’, it can’t therefore be
anywhere else. It is that which is special and heightened, not ordinary and
everyday.35
This quotation from Willis suggests one way of understanding the meaning of the
message “What is on the inside stays, what is on the outside expands” that 3Nós3 taped
on the doorways of the galleries along with the Xs. The two interventions that 3Nós3 had
performed at that point in time, Ensacamento and X-Galeria, from the point of view of
art gallery owners probably did resemble the “symbolic creativity” that Willis describes
more than what they considered as works of fine art. While the work’s ordinariness, the
simplicity of the X gesture in masking tape, something anyone could do, virtually
guaranteed that it would never be accepted as a work of “fine art,” the fact that this
judgment was the intervention’s apparently inevitable outcome simply reinforced the
message of the sign that accompanied the Xs.
THE PROBLEMATIC ASPECTS OF ART GALLERIES
The members of 3Nós3 could not have known that in 1977, two years before XGaleria, a group of researchers affiliated with the IDART division of the Centro Cultural
São Paulo had arrived at many of the same conclusions when they performed their own
analysis of art galleries throughout the city. The information gathered over the course of
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the study supported the message expressed in X-Galeria, namely that art galleries in São
Paulo operated in a very small art market in which hardly any room for error existed,
resulting in a need on the part of gallery owners to engage in rather conservative business
practices, selling both art and antiques (or art and fine rugs, or whatever else would keep
them in business), carrying the work only of those artists who were virtually guaranteed
to sell well, and generally failing to support experimental art projects or the work of very
young artists. The IDART gallery study, done in 1977, also indicated an interest in the
sociology of the Brazilian art world: the history of its development, the aspects that made
it unique from art worlds in other countries, and its relationship not only to works of art
and artists, but to Brazilian society as a whole.36
The results of the IDART study suggest that part of the frustration that the
members of 3Nós3 felt in relation to São Paulo art galleries was due to the fact that they
were not exhibiting contemporary work, but rather paintings and sculptures produced
anywhere from eighty to forty years earlier. While some, including modernists such as
Tarsila do Amaral and Emiliano di Cavalcanti [Fig. 2.12, 2.13], achieved posthumous,
yet international fame, others remained well-known only in São Paulo or faded into
relative obscurity. Artist and art critic Carlos Zilio observed three stages in the evolution
of the Brazilian art market: the academics or so-called “pre-Impressionists” of the late
nineteenth century (Pedro Alexandrino, Eliseu Visconti, José Ferraz de Almeida Junior
[Fig. 2.11], Castagnetto) were the first to hit the market, followed by the modernists
(Tarsila do Amaral, Anita Malfatti, Emiliano Di Cavalcanti) and then lastly the Família
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Paulista or Grupo Santa Helena artists of the 1940s (Aldo Bonadei [Fig. 2.8], Francisco
Rebolo [Fig. 2.7], Alfredo Volpi [Fig. 2.9).37
Although the authors of the IDART study do not mention when each phase
reached its peak in popularity, one can surmise based on information provided in other
sources that there was an approximately forty year lag period between the time of
production for a specific work of art and when it reached its peak of market popularity
(and availability). For example, the study mentions that the top five artists sold in
galleries for the previous five years were Aldo Bonadei, Alfredo Volpi, Emiliano di
Cavalcanti, Clóvis Graciano and Cândido Portinari, all artists associated with artistic
movements of the 1920s to 1940s. The study also suggested that there was not
necessarily any connection between the quality of the work and level of popularity. While
some galleries reported a direct correspondence between quality of work and level of
sales, other galleries claimed an inverse relationship between quality and popularity.
Interestingly, the public almost always valued the work of local artists over that of the
few international artists whose work appeared in galleries, perhaps due to a greater
familiarity with the artist and/or subject matter. These same Brazilian artists, so popular
within their hometown of São Paulo, remained until recently almost completely unknown
outside of Brazil.38
The study of galleries in São Paulo reported that many different arrangements
existed between galleries and artists, ranging from selling works on consignment to
demanding absolute exclusivity from the artist. The gallery owner Renato Magalhaes
Gouvea openly admitted to the latter situation in an interview, as well as to the fact that
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he only made verbal contracts with his artists since “there [was] no need to formalize a
situation that both parties are interested in maintaining.”39 While this type of agreement
appears to lend itself to the easy manipulation of artists, any of the arrangements made
between galleries and artists could potentially be problematic. The artist might either
produce more work, with the reduction in stress created by the knowledge that the work
was guaranteed to be sold. Or the artist could be less productive, feeling the pressure of
needing to create a product for commercial sale. In addition, the gallery owner placed
himself or herself in the position of judge, evaluating artists according to what they
perceived as the level of quality in their work, while artists became near-slaves to the
commercial enterprise, unable to even make a criticism of their situation without seeming
paradoxical or insincere.40
Most galleries that participated in the study openly acknowledged the fact that
they did not exhibit much work by young artists trying to establish their reputations. All
of the galleries surveyed stated that they used an artist’s curriculum vitae as the main
criteria for judging whether or not his or her work was appropriate and commercially
viable for the gallery. For this reason, one of the most important questions for young
artists, was that of how to begin building up a body of work and establishing a reputation.
The gallery owner Fernando Millan argued that he felt it was a gallery’s obligation to sell
some work by young, unestablished artists, but admitted that he rarely did so himself,
since the return was so low, the gallery possessed no working capital, and young artists
were almost always unable to pay any of the expenses of mounting an exhibition
themselves. The Galleria Cosme Velho reported that an artist could be judged to have a
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cultural, rather than commercial value, but the question remained of how many artists
actually fell into this category, out of those with whom the gallery worked.41
Far from being trendsetters in the arts, galleries followed the urban development
of São Paulo and the migration of the elite classes from the historic center to the
southwest quadrant of the city. Prior to the 1950s, most galleries in São Paulo were
located mostly in the center of the city and sold chromolithographs and paintings done in
the academic style. The Domus Gallery, which opened in 1947, was the first to sell
modern art, exhibiting works by concrete artists such as Anatol Wladyslaw and
Waldemar Cordeiro. The husband and wife owners were friends of São Paulo Biennial
founder Ciccillo Matarazzo and in an interview stated that they sold works of art only for
pleasure, to friends of the artists. Although technically not a gallery, another important
artistic institution of this time was the “Clubinho” or Club of Artists and Friends of Art,
active from 1945 to 1952 and an important location for exhibitions of modern art. During
the late 1950s and early 1960s, new galleries followed the general trend of flight away
from downtown, opening in areas near the Rua Augusta, Avenida Paulista and Rua dos
Estados Unidos, in the neighborhoods of Jardins and Cerqueira César. These newer
galleries began to exhibit more contemporary work, while the older galleries associated
with more traditional artistic styles stayed in their locations in the center of the city.42
Economic trends also influenced the type of works sold in galleries. José Carlos
Durand describes in detail the changes that occurred in the art market in São Paulo
between the years 1930 and 1960, a process that he argues peaked with the Brazilian
Economic Miracle of the early 1970s. First of all, the reclassification of both Baroque and
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popular art previously promoted as “folklore” expanded the art market through a sheer
increase in the number of objects for sale in galleries. The antiques market also expanded
at approximately the same time, as objects, such as silver, Aubusson rugs, furniture from
France or Europe, vases, that members of the coffee aristocracy had imported from
Europe during the years of 1850-1930 hit the market, making the transition in status from
old furniture to antiques. World War II isolated Brazil from Europe, preventing any
further importation of furniture and other luxury goods, forcing Brazilians to collect what
was already available to them.43 The IDART study of galleries identified two additional
influences in the development of an art market in postwar São Paulo: the São Paulo
Biennial brought new esthetic standards, changes in the behavior of artists and their
public, and a heightened level of cultural exchange between Brazil and the international
art market, more specifically the United States and Europe. Through the works presented,
the Bienal provoked a curiosity and interest in international artistic trends and created
some exhibition opportunities for young artists (as a result of complacency on the part of
Bienal juries).44
Working with a limited market of a handful of people in Brazil truly interested in
purchasing art, gallery owners maximized their opportunities and only featured works
that were virtually guaranteed to sell, espousing the traditional because of their own
relative marginality and lack of financial stability. While such a conservative policy may
have guaranteed success in the short term, it eventually resulted in the commercial failure
of dozens of art galleries. As José Bento Ferreira commented in his essay on Raquel
Arnaud, “In both cases of literature and the arts, the more experimental works increased
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in value over time, as they are read or seen until becoming important for other artists and
authors, and, therefore, for other readers and spectators. On the other hand, bestsellers
and conventional art do extremely well for some time and then tend to disappear.”45 In
his book on the 1960s, art historian Paulo Sergio Duarte provides a list of art galleries
that opened in São Paulo during that decade. Out of a list of thirteen galleries, three were
still open during the late 1970s.46 Of the list of galleries that 3Nós3 targeted in X-Galeria,
two remained in existence roughly twenty-five to thirty years later, suggesting that the
others were unable to generate enough profit to stay open.
As the 1977 study of art galleries reveals, the criticisms of the commercial art
world expressed in the intervention X-Galeria were actually well founded. The art market
at the time supported extremely conservative works of art, figurative paintings produced
forty to fifty years earlier by artists who eventually became known as “os já consagradas”
(the already consecrated ones). Apparently little or no market existed for experimental art
or the work of emerging artists, who found themselves either brushed aside or
manipulated for easy profit. In addition, many gallery owners hedged their bets
financially by selling expensive rugs, antiques, or folk art in addition to fine art, thus
emphasizing the reduction of the status of an artwork to just another object to be bought
and sold. The 1977 study of galleries suggests that the criticisms of X-Galeria actually hit
close to home, and this may have been one of the reasons why they were so quickly
dismissed.
Perhaps it would have been more difficult to dismiss X-Galeria as amateurish if
there had been a greater awareness of the fact that 3Nós3 were not the only Brazilian
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artists using their art to critique artistic institutions. Although the members of 3Nós3 were
not aware of it at the time, the São Paulo-based artist Nelson Leirner also created several
works that critiqued the commercialism of art galleries. Leirner’s contentious relationship
to the art world began in 1966 with the founding of the Grupo Rex (a.k.a. Rex Gallery &
Sons) [Fig. 2.14], a collaboration between Leirner and fellow artists Wesley Duke Lee,
Geraldo de Barros, José Resende, Carlos Fajardo and Frederico Nasser.47 The gallery was
located in a former furniture store and was intended not only as a place of uncensored
artistic display, but also a location for debates and the publishing of a periodical. The first
issue of the journal Rex Time declared war against galleries that “left artists on their own”
and art critics “who mostly compromise by performing an art reporter’s job, rather than
that of a real critic. For what they write is often impossible to understand and is seldom
useful to the artist and the audience to whom, theoretically, they write.”48 Although this
statement was written thirteen years before X-Galeria occurred, it provides evidence that
in spite of the many changes that had taken place during that time, many of the same
problems in regard to the art critic’s role and relationship both to the artist and to those
who read exhibition reviews had existed for quite some time.
Rex Gallery was hardly a commercially successful venture and so was forced to
close in less than one year. The event planned for the gallery’s closing was an exhibition
of Nelson Leirner’s work in which the artist invited visitors to take away works for free,
but had placed several obstacles in the way, chaining the works to concrete blocks, or
placing a swimming pool in the way of others. No one anticipated what actually
happened; members of the general public who heard about the event scared away the
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normal museum-going crowd, stormed the gallery, and carried everything off, including
the implements used to prevent the taking of the artworks, all in the space of less than
five minutes.49
In 1978, an event that in many ways foretold X-Galeria provoked even greater
polemics within the commercial art world. Although it occurred approximately six to
seven months before X-Galeria, no one, even gallery owners and art critics involved in
both interventions, made any connection between the two or viewed them as
symptomatic of larger trends within the art world. A group of artists calling themselves
the Nucleus of Fine Artists (Núcleo de Artistas Plásticos) organized a print show at the
museum Paço das Artes that they called “Papéis e Cia” (Papers and Company). The
artists produced thirty copies of each print in the exhibition, which they sold directly to
the public for the price of six hundred cruzeiros each, well below market price. Artists
Ivald Granato and Regina Silveira explained the event as “a self-referential gesture
promoting a grand encounter with the public absolutely without intermediaries” and as
“an alternative space for communicating an art that does not have any commitments with
commerce.”50 The exhibition provoked an immediate response from galleries such as the
Gabinete de Artes Gráficas, Graphus, and Bric a B’Arte, which published an
announcement in Jornal da Tarde the afternoon of the first day of the exhibition stating
that they were going to liquidate their stocks of prints by all of the artists involved,
selling them for three hundred cruzeiros apiece.51
The response of art critics was divided. Cláudio Willer suggested that the
outcome of “Papéis e Cia” could be positive, bringing the possibility of seeing new faces
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at art openings and making more people aware of the possibility that art could not only be
seen, but also purchased. However, Jacob Klintowitz argued that the event served only to
“transform the universe into a dualistic mechanism, dichotomous, Manichaeistic,
constituted [only] of Good and Bad.”52 In spite of the fact that this exhibition proposed a
criticism of the commercialism of art that in many ways paralleled the message of XGaleria, no one, not the gallery owners nor critics such as Klintowitz dismissed the artists
involved or accused them of being less than professional as they had the members of
3Nós3.
In 1980, Nelson Leirner continued his contentious relationship with the commerce
of art when he produced an announcement for the exhibition “Pay it Off” at the gallery
Múltipla das Artes [Fig. 2.15]. It consisted of a formula for creating commercially viable
work, with traits of the work listed in order of importance. At the top of the list were
traits such as consistency of style (listed under “product”) and the dimensions of the
work. Leirner explained that he made all of his paintings in the same, easily recognizable
style, what might be referred to today as “branding” one’s work. The size of a work of art
also influenced the pricing: larger works naturally cost more, but the average collector
had limits in terms of the size of a work of art that could be hung in one’s home, so a size
somewhere between one meter and one meter fifty was what Leirner considered ideal for
a work of art that collectors would find desirable. Other factors included medium and
aesthetics.
Leirner argued that an oil painting was worth more than a work in acrylic, which
was worth more than a drawing and declared facetiously that he had decided to work in
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all artistic media at the same time to produce the most valuable works of all. For similar
reasons, he explained that his style combined aspects of both abstraction and figuration,
providing the right amount of sophistication without confusing collectors. Of course,
Leirner’s sponsor did not react very positively to his newly discovered formula for
financial success. Gallery owner Teresa Nazar threatened to cancel the event if Leirner
insisted on mailing the announcement, which included the name of Múltipla das Artes,
implying its endorsement. He did not back down and so the show was canceled.53
Although Leirner created several works with the intention of tweaking the
sensibilities of art world professionals (to put it lightly), it is important to remember that
he also exhibited regularly in museums and galleries, which, at least in comparison to
3Nós3, could be seen as evidence of acceptance by the artistic mainstream. As Mário
Ramiro himself admitted to me, not all art galleries in São Paulo were equally guilty of
the wrongdoings for which they had been accused. Some, such as the Galeria Luisa Strina
and Gabinete de Artes Gráficas worked extensively with museums and were in many
ways responsible for introducing the work of a few highly experimental artists to wider
audiences. For instance, Raquel Arnaud, the former daughter-in-law of modernist painter
Lasar Segall, worked to become a Brazilian Denise René, following in the French
gallerist’s footsteps by vowing to exhibit abstract and experimental works of art in her
galleries.54 As José Bento Ferreira explained, Arnaud supported many artists “who today
are key references in contemporary art, but back then faced considerable resistance in the
art world that had barely accepted the achievements of modernism and was not yet
prepared for the consolidation of abstract art, nor its ramifications.”55 In particular,
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Arnaud became known for her support of abstractionists such as Sérgio Camargo,
Amilcar de Castro, and Carlos Cruz-Diez, but also exhibited the work of more conceptual
artists such as Júlio Plaza and Regina Silveira, launching Plaza’s artist book Caixa preta
(Black Box) from her gallery in 1975.56 Luisa Strina was another gallery owner who, like
Raquel Arnaud, had developed a reputation for exhibiting the work of more experimental
artists in her gallery. While Arnaud built her gallery’s reputation on geometric abstraction
and works on paper, Strina exhibited the work of many of Brazil’s top contemporary
artists, including Cildo Meireles, Waltercio Caldas, Luis Paulo Baravelli, and many of the
artists of Geração 80, including Leonilson and Jorge Guinle.57
AUCTIONS, COLLECTORS, AND THE IDEA OF ART AS INVESTMENT
The Brazilian Economic Miracle of 1969-1973, an event that has not been
repeated since, exerted an enormous influence on the art market in São Paulo. During this
time, Brazil became the tenth largest economic power in the world, and the largest in the
southern hemisphere. In one month during the year of 1970, the value of the stock market
transactions in Rio was ten times higher than it had been during all of 1968. The Bovespa
(São Paulo stock market) index tripled in ten months and closed 1971 with an actual
growth of 124.7%. Such growth in the economy contributed to a sense of increased
prosperity among the general population. The number of televisions in working-class
homes tripled in amount from 1964, as did the number of cars manufactured in the ABC
region of greater São Paulo.58 In 1970 Brazil won the World Cup with soccer legend Pelé
at the helm, giving Brazilians a sense of their country as an unstoppable force with
unlimited potential. The Medici government launched a media campaign with the famous
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slogan “Brazil: love it or leave it” (Brasil: ame-o ou deixe-o). At the same time, the
government began a number of large-scale public works projects, including the
construction of the subway systems of Rio and São Paulo and the Transamazonian
highway.59
The years of the Brazilian Economic Miracle corresponded roughly to the years of
frenzy for art auctions that lasted from 1970 to 1975. Prior to this time, during the 1960s,
art auctions mostly functioned as fundraisers for hospitals and other institutions. Only
when the stock market began to grow at an unprecedented rate did the public realize that
the value of works of art had a similar potential to grow exponentially [Fig. 2.16, 2.18].60
According to the IDART gallery study, during the 1970s investors began turning to
works of art as a more stable form of investment after a decline in the stock market.61
Carlos Zilio observed the same phenomenon, but attributed it to the period of increased
inflation that occurred from 1970 to 1973 as well as to art auctions, which promoted “a
steep rise in prices” and guaranteed “the liquidation of tied-up capital.”62 Art historian
Paulo Venâncio Filho attributed the “rapid and violent success” of the commercial art
world to the stagnation of the arts that had taken place in the beginning of the 1970s. The
vanguards of the 1950s and 1960s, known for their polemics and questioning of the
relationship between the arts and society had for the most part disbanded, since so many
artists had been forced into exile as the result of the military government’s crackdown on
artistic production. This situation, according to Venâncio, created an environment ideal
for a return to conservatism in the arts.63
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Although the 1970s became known as “the Boom” in the Latin American art
market, in hindsight most art critics did not feel that this ever truly resulted in the
development of an art market in Brazil. In 1980, the year after 3Nós3 performed XGaleria, Venâncio commented on the still underdeveloped state of the art market in
Brazil in his essay, “Lugar nenhum: o meio de arte no Brasil” (“No place: the art world in
Brazil”). He argued that in Brazil the strategy of maintaining art as a closed system only
available to a few people and yet also representing the highest human sentiments had to
overcome the lack of both a national history of art and a law of the market. Eventually,
capital was the force that legitimized art in Brazil: “Here the legitimization of the work of
art through capital will pay its entrance into an immediate history, or rather, its
consumption.”64 According to Venâncio, in Brazil, the work of art was little more than a
decoration, “…behind these visions, there is nothing that gives them [the works of art]
meaning. This painting, before it is there, in the house, the museum, or gallery, is in no
place: it is born only to disappear.”65
In his essay on gallery owner Raquel Arnaud, Ferreira describes the art world of
the 1970s as a market that was “aimless and disoriented,” “at that moment of complete
eruption that preceded the formation of a more professional art market.”66 One event that
revealed the true nature of the São Paulo art world at the time was a controversy that
developed in relation to the art auctions of Collectio Gallery owner José Paulo
Domingues [Fig. 2.17] with claims that some of the bids that were placed at the auctions
were false and had been made with the goal of driving up prices of works of art. A
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passage from a catalog commemorating the first twenty years of the Luisa Strina Gallery
describes the São Paulo art world in relation to this controversy:
Luisa Strina Gallery was created in December 1974, exactly in the worst
moment of the low tide which followed the infamous Brazilian ‘economic
miracle’ of the early 1970s. Curiously, the art market reached its apex after the
mid-1971 economic crisis, marked by the stock exchange crash and similar
episodes. Most remarkable was a flood of auctions, generally attended by a public
unfamiliarized with the artistic production, or even with the rules of such
events…
In São Paulo, the sharp recession in the art market began as early as 1972
and then started to plummet, especially after the scandal related to the closing of
Collectio, a gallery that then headed the spectacular valorization process of the art
market. Although this episode served to unmask the fragility of a market that only
the most optimistic could consider formed, let us stress that while horizons
seemed rosy, they only were for those artists and art dealers that, as we have
already mentioned, followed the modern currents. One should also consider the
sudden and often unjustified inflation of the most renowned Brazilian artists, and
even of other artists without a justifiable background.67
Arnaud told the story of the auctions that took place in São Paulo in the early 1970s in an
interview with Rodrigo Naves. The man who had started the auctions, José Paulo
Domingues, was actually an Italian fugitive by the name of Paolo Businco who came to
Brazil fleeing the police, “became enchanted with the art business” and started organizing
auctions. Before an auction, he would invent fictitious people with fake documents who
would end up making the winning bids on works of art. Local banks eventually caught on
to his scheme, but at about the same time, he had a stroke and died before he could be
held accountable for his actions. Arnaud, who had worked at the Collectio Gallery early
in her career, explained that she was recounting the story, “For you to see how
awkward[ly] the art market in Brazil surfaced.”
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As a form of protest against the

negative environment that the auctions had created in the local artistic community,
Wesley Duke Lee took out an advertisement in O Estado de São Paulo on his birthday,
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Dec. 21, 1972, chastising the excessive commercialization of the art world [Fig. 2.19]. As
a result, Lee received threats from Domingues, and little support from other artists, who
interpreted his action as a sign of arrogance. “…his reaction [was] viewed much more as
a rejection in adapting to the art world than a legitimate attitude of accountability in
regard to the ethical behavior of gallery owners.”69
In an interview conducted as part of the 1977 IDART study of art galleries in São
Paulo, Antonio Maluf, former graphic artist and owner of the Galleria Seta described the
limits of the public for the type of work sold in his gallery. He estimated that the turnout
for a typical exhibition opening would be around forty to fifty people, roughly ten percent
of the number of announcements he would usually send out. His guess was that in all of
Brazil there were probably around fifty thousand people who collected art, however,
“Among the people who know what is important and what is not the maximum is about
two hundred between Rio and São Paulo. The rest do not know anything.”70 Those
among the fifty thousand who knew little or nothing about the art they were purchasing
had had their experiences formed through the auctions, resulting in a great deal of
confusion and often the purchase of a lot of worthless art. Maluf explained that on
multiple occasions he had seen a buyer of art become a seller, wanting to either sell or
exchange works of art purchased, having realized that his collection was worth little or
nothing.71
Gilberto Chateaubriand, one of the most important collectors in Brazil, based in
Rio, decided after 1973 not to attend art auctions any longer unless he knew for certain
that there would be works of interest to him. He said that he would see the same paintings
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circulating in auctions year after year, implying either that the works had never been sold,
or that they had been sold, judged to be worthless, and then resold. He also argued that,
while art auctions gave off the impression that the Brazilian art market was highly
developed, they provided an opportunity for gallery owners and auctioneers to unload
their “refuse” onto an unsuspecting public.72 Opinions among gallery owners regarding
the long-term effects of the auctions varied a great deal: some, such as Ralph Camargo,
felt that the activities of the Collectio Gallery had done a great deal of damage to the art
world, while others, such as Antonio Maluf, felt that Domingues had “implanted [in
Brazil] the idea of art as an investment” and that his “death” created an enormous void
that was never filled.73
As early as 1967, the commercialism of the art world became fodder for artistic
commentary in the work of Nelson Leirner, namely through his series “Homage to
Fontana,” which consisted of “paintings” made by stretching cloth around a frame and
mounting a zipper somewhere on the cloth [Fig. 2.20-2]. The works varied only in the
placement of the zipper. He made a statement to the press saying that he was charging
112 cruzeiros for the works, a fee that included production costs, gallery percentage, and
artist’s fee. The lack of variety among the works, as well as the totally pragmatic pricing,
had the effect of totally confusing collectors. They asked Leirner to choose the “best”
work for them, since they could not tell the works apart, or complained that the work had
foiled their attempts at collecting: some explained that they had wanted to purchase
several works, but decided not to after discovering that the works were basically all the
same. This project totally undermined the mystifying process of the art auction that
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determined a work’s value based on the highly subjective notions of “genius” and
“masterpiece”, with Leirner instead choosing to determine the work’s value in extremely
pragmatic terms as a form of merchandise.74
As Leirner’s artistic experimentation with art collectors revealed, art auctions and
the market for art in Brazil in general created a situation of manipulation and deception,
in which few collectors truly understood the art that they were purchasing, resulting in
many purchases of truly worthless art. Although this situation had ameliorated itself a
great deal by the late 1970s, I would speculate (and it is total speculation here) that
memory of the controversy of the art auctions had left a bad taste in people’s mouths, a
negative residual energy, and for this reason added further support to the message of XGaleria.
PUBLICATIONS AS EXTENSIONS OF THE ART MARKET
It was almost immaterial who had written an article on an artist, where the article
appeared, or how complimentary it was… A photograph used to illustrate an
article on an artist often proved more effective in marketing his work than the
article itself… Ironically, articles which criticized an artist’s work began to have
the same effect as articles which praised it: both brought the artist to the public’s
often casual attention.75
As had been the case with Ensacamento, X-Galeria relied on the assumption of an
audience of newspaper readers, who would learn of the intervention by reading an article
on it and thus understand that the drawing of Xs on the doorways of galleries did not
happen in one or two isolated instances, but rather involved multiple galleries in the city.
As the artists themselves admitted, the public for this intervention was obviously much
smaller, directed primarily toward those involved in the art world, but one of the most
important aspects of X-Galeria was the fact that it relied on the construction of a
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community of people interested in the arts, constructed through newspapers and other
print media. In this way, it suggested an understanding of the growing importance of
various publications on the arts, ranging from newspaper articles to journals and
exhibition catalogs, placing X-Galeria, similar to Ensacamento, in the category not just
of urban intervention, but also of early media art.
X-Galeria was not the only intervention in which the members of 3Nós3
expressed their frustration with the art world in relation to artistic publications. They also
performed an intervention in which they gathered up numerous coffee table books,
magazines, and art catalogs, put them in trash bags, and threw them in the garbage. This
untitled intervention seems to have functioned on the level of personal significance for
the artists, since it was neither publicized in newspapers nor mentioned in any of the
numerous lists of interventions that the group produced as a form of further
documentation. I only became aware of this artistic action while looking over and
scanning a bunch of contact sheets of photographs of various interventions that were in
Mário Ramiro’s personal archive. Nonetheless, the fact that the artists bothered to have
themselves photographed while performing this act shows that they did view it as a
legitimate intervention worthy of some form of documentation. While one shudders to
think what highly sought after books 3Nós3 may have thrown in the trash, the
intervention does express a message regarding the circulation of art and the construction
of an art world though articles in newspapers and through the growing number of
catalogs and magazines produced during the 1970s.76
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Several scholars and art critics have commented on the fact that the 1970s were a
period during which the field of publishing in Brazil exploded in size: the total number of
magazines published roughly doubled between the years of 1960 and 1970 from 104.8
million to 193.7 million copies, slowing down during the 1970s to reach a number of 243
million in 1978.77 This phenomenon influenced the arts in the growing number of arts
journals published at this time. Journals such as Malasartes, O Beijo and A Parte do
Fogo often only lasted a few issues, but became important locations for the development
of “new theoretical demands in relation to the work of art” in addition to contributing to
the birth of a new form of art criticism that would reach its full development during the
1980s. According to Paulo Sergio Duarte, the art critic Ronaldo Brito began his career
writing a fine arts column for the leftist cultural journal Opinião and eventually came to
occupy the void left by the exile and eventual death of one of Brazil’s most important art
critics, Mário Pedrosa.78
In Brazil, newspapers have remained one of the most important “imagined
communities” where art criticism and other information regarding the arts circulates,
dating back at least as far as 1917, when nationalist writer Monteiro Lobato condemned
Anita Malfatti’s German Expressionist-inspired paintings as “paranoia or madness” in the
pages of O Estado de São Paulo.79 Geometric abstractionist Waldemar Cordeiro worked
as an art critic for the newspaper Folha de São Paulo and published articles in design
magazines such as Habitat and Arquitetura e Decoração to support himself financially,
something he could not do exclusively through painting. His debates/arguments with
other art critics such as Sérgio Milliet and Ferreira Gullar played out on the pages of
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newspapers such as Folha de São Paulo and Jornal do Brasil in Rio.80 The São Paulobased Concrete poets of the Noigandres group published their poetry in self-published
literary journals and on the pages of newspaper literary supplements.81 By the late 1970s,
the work of most art critics in São Paulo was known through the articles that they
published regularly in newspapers, as opposed to catalog essays, since exhibition catalogs
were often prohibitively expensive to produce.82
At the time that X-Galeria occurred, there were almost no periodicals devoted
specifically to the visual arts in Brazil. The Rio-based art and design journal Módulo was
one exception, however, in São Paulo, most art criticism was published in newspapers.
Art critics such as Radha Abramo, Ivo Zanini, Jacob Klintowitz, and many others
published their work O Estado de São Paulo and Folha de São Paulo. Not until the
founding of Arte em São Paulo in 1981 and Arte em Revista at approximately the same
time would there be art journals published in São Paulo; these publications catered to
younger, more experimental artists and provided an opportunity for the members of
3Nós3 and other young artists to publish their own manifestoes, artist statements, and
essays.
On multiple occasions, Mário Ramiro mentioned that many of the strategies that
3Nós3 used in their interventions developed out of necessity. As young, unestablished
artists working in a developing country, the group members needed to make the most of
the resources that they had. Without the funding to document their interventions in
exhibition catalogs, the members of 3Nós3 used local newspapers, not only as a form of
documentation of the work, but as an extension of the work itself. This process reached
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new heights with the intervention X-Galeria, as the artists “jammed the media,” using
their work to create a sense of outrage and notoriety in a very restricted, specific
audience, the São Paulo art world. Mário once said to me, “We have a saying in
Portuguese: ‘Fale mal, mas fale de mim.’ (a statement that roughly translates to “Say
what you want, but at least talk about me.”) Even though Klintowitz criticized us, he still
ended up writing an article about us, which he never would have done otherwise.”
Although Annateresa Fabris argued in her essay that the result of the X-Galeria
controversy was that 3Nós3 was blackballed from the art world, much evidence suggests
that this was not entirely true. While gallery owners may have rejected the group
members, their actions would have been the same whether or not X-Galeria had occurred.
Years later, some people still remembered the controversy and sided with the members of
3Nós3. And, as I shall explore in Chapter Five, the members of 3Nós3 would go on to
develop their professional artistic careers within a circuit of the art world that was even
more vociferous in their opposition to conservatism in the arts than they were.
A “CHRONOLOGY

OF

PARALLEL FACTS”:

A HISTORY OF ALTERNATIVE ARTISTIC

CIRCUITS

While X-Galeria appeared to wholeheartedly reject the commercialism and
conservatism of art galleries and museums, a series of documents that the group produced
suggests that their relationship to the art world was actually more complicated and that on
a certain level, they did wish to achieve mainstream acceptance. The documents consist
primarily of lists: of the sculptures bagged as part of Ensacamento, of the galleries
targeted in X-Galeria, of people who participated in Intervenção VI and their positions
136

during the intervention, and bibliographic lists of the articles published on the urban
interventions, organized in chronological order by intervention. Mário Ramiro explained
to me that Hudinilson had made these lists and that they hinted at a rather complex aspect
of his personality: while a visit to his apartment revealed an extensive state of chaos, he
had a great deal of material in the form of newspaper articles that he had clipped and
saved for decades buried in piles stacked in different corners of his living space. In
addition, the lists that Hudinilson had produced were extremely detailed and meticulously
typed out by hand with very few errors.
I believe that these lists are evidence of a blurring of the distinction between
document and work of art that occurred quite frequently in the conceptually based artistic
practices of the 1970s. They also appear to have been made in anticipation of the arrival
of a future art historian and certainly have made my work easier in many ways. To my
knowledge, they were not used extensively until I began my doctoral research. For this
reason, they seem to hold a great deal of personal significance to the artists. They reveal
an interest in preserving the memory of 3Nós3 and in documenting the level of planning
and organization of people beyond the three group members themselves. They suggest
that the group members were aware of their own importance; not only that they were
aware of it, but that they wished to enhance and increase it by documenting themselves.
In this regard, one of the most intriguing of these documents is the “Chronology of
Parallel Facts,” a list of urban interventions that other artists performed both before,
during, and after those of 3Nós3 [Fig. 2.25].
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The “Chronology of Parallel Facts” consists of a list of artistic events similar to
the urban interventions that occurred in public space and incorporated elements of
collective artistic production, in addition to an interest in creating art for the urban
environment. The events are listed chronologically, along with brief descriptions of what
took place, as well as a newspaper article, or in a few cases the book that references the
event. The list ends in 1982 with the breakup of 3Nós3, suggesting that it was produced
this same year, or shortly thereafter. The Chronology begins with a one-page essay that
explains the reasons behind producing such a list. It argues that “Any careful study of the
phenomenon of interventions, or urban interventions occurring in the city of São Paulo
must emphasize the importance of manifestations occurring in other times and places, as
much in our history as in others.”83 The essay lists the interventions of Flávio de
Carvalho and Hélio Oiticica’s collective project “Apocalipopótese” as precursors to the
works of 3Nós3 and other interventionist groups. The document appears to remedy a
problem that American/ Brazilian artist Wesley Duke Lee described in a 1966 statement
made to the newspaper O Estado de São Paulo:
For dozens of years, Flávio de Carvalho, with his ‘experiences’, had already been
doing Happenings. Provocation through art has existed with us [in Brazil] since
the Week of Modern Art and artists like Flávio, Carlos Prado, Quirino and Gobbis
have an important role in this regard, which today is ignored by young people,
who do not know the history of our art because there are no books of the history
of our art, nor are there monographs.84
In 1963, Lee had performed what some art critics consider to be the first happening in
Brazil, an event not mentioned in the “Chronology of Parallel Facts” incidentally. The
focus of the happening was an exhibition of Lee’s series of drawings entitled Ligas
(Garters), which took place at the João Sebastião bar because every art gallery in São
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Paulo had refused to show the highly erotic drawings, as had the São Paulo Biennial,
which had awarded Lee a prize years earlier. The goals of the happening were partially
for Lee to achieve an outlet for his frustration at the widespread rejection of his work, and
to create an atmosphere in which people’s perceptions could be opened and they would
be able to view the Ligas without judgment. The drawings were displayed in total
darkness in the bar, and people had to hold flashlights up to them in order to view them.
The event began with the screening of a short film that Lee had made of Maria Cecília
Gismondi walking through downtown São Paulo in an unusual, high-fashion outfit with
gloves and a hat. As the film ended, Lee’s lover, Lydia Chamis, bust through the paper
screen and began performing a frustrating striptease, stripping down to her lingerie and
not going any further. As she danced, feathers and confetti rained down and the sounds of
a toy machine gun firing created a sense of shock. Lee documented the event in a
pamphlet with the title O Dragão (The Dragon), in which Lee described himself as a
chivalrous knight that rescues sacred eroticism.85
The reasons for not listing this happening in the Chronologia are rather obvious,
for unlike the urban interventions described in the text, it took place in an enclosed space
as opposed to a cityscape or landscape and in spite of the emphasis on performance and
eroticism focused on the relatively traditional artistic medium of drawing. However, at
the same time, the happening addressed many of the same problems that 3Nós3 had faced
in their interactions with galleries, namely an excessive unwillingness to exhibit anything
that deviated in any way from the accepted norm, whatever that happened to be at the
time. Furthermore Lee, in his statement made to O Estado de São Paulo to the effect that
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a history of performance/ happenings in Brazil basically did not exist, recognized the
problems that 3Nós3 later attempted to remedy, albeit on a very personal level, through
the Chronology.
The Chronology itself includes interventionist projects by established artists such
as Cildo Meireles, Júlio Plaza, Artur Barrio and Paulo Bruscky, generally not known for
working in the field of interventionist art, as well as poetry and theatrical groups, also not
typically associated with the world of visual arts. For instance, artists working in urban
interventionist forms of art often refer to architect and artist Flávio de Carvalho as one of
the earliest and most important influences on their work. In 1931, he performed the work
Experience No. 2, in which he simply walked the opposite direction wearing a hat past a
procession celebrating the Catholic feast day of Corpus Christi. Although today such an
action would not elicit much of a response, at that time, when few questioned the
authority of Catholicism, Carvalho’s action provoked an attack from the members of the
procession, the police barely saving him from being lynched. Many years later, in 1956,
Carvalho designed a skirt and blouse for men to wear, which he referred to as his “New
Look.” He displayed his designs by wearing them himself and walking up and down the
streets of São Paulo. His idea was that the lightweight fabric of the outfit would be cooler
and more appropriate for the tropical heat than most men’s clothing. The sight of an older
man about six feet tall, wearing women’s sandals, fishnet stockings and a blouse and skirt
that ended just above the knee, during a time when middle-class Brazilian men typically
wore a suit and hat in public, attracted a large crowd of followers [Fig. 2.26].86
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In August of 1968, Hélio Oiticica performed a collective artistic event that he
named “Apocalipopótese” (a combination of the Portuguese words for “apocalypse” and
“hypothesis”) The event took place in a park in the neighborhood of Glória in Rio de
Janeiro. Many artists exhibited works there, including Antonio Manuel, who brought
examples of his “Urnas quentes” series, and Lygia Pape, who brought her “Ovos” (Eggs)
works.87 As Oiticica explained in an essay on Apocalipopótese, an important aspect of the
event was that of the unknown, of achieving goals that had not been preconceived, as
well as the collaboration of various people of similar mindsets, mostly united in their
interest in exploring the unknown. He was very pleased with the outcome:
Everything exploded that afternoon—John Cage was there, brought by Esther
Stockler—[Pedro]
Escosteguy
showed
poem-objects—Samy
Mattar
phosphorescent clothing in black light—samba dancers danced ‘tantanteando’ [an
untranslatable word that basically refers to the samba rhythm—of the drums and/
or the dancers’ feet]—intellectualism became delirious… But the most important
is the ‘I don’t know how’ the indefinite that expressed itself through the clear
intelligence of Lygia Pape or through the turbulence of Antonio Manuel, or
through the perplexiparticipation of the people or because of it.88
Based on this description of the event, Apocalipopótese reveals a little-known side of
Oiticica: his propensity for collaborative work. This artistic event parallels some of the
later collective interventions (such as the Evento Fim de Década) and festivals in which
3Nós3 participated that took place as part of the celebration of abertura starting in 1979
in that it involves a group of artists intervening in public space, taking it over as an area
of free and unstructured expression. While in 1968 the political point of reference would
have been the recent enactment of Institutional Act 5, with the intervention taking on the
tone of a protest, later interventions taking place after 1979 became celebrations of
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amnesty, basically of the undoing of the provisions of Institutional Act 5 and the
anticipated return to democracy.
The “Chronology of Parallel Facts” also mentions that, in 1969, Cildo Meireles
extended 30 km of line along the coast of Rio de Janeiro. His goal was to question scale
in relation to works of art, what it meant to deliminate physical spaces, fields of thought,
and imaginary limits in general. In 1973, the Pernambucan artist Paulo Bruscky closed
the Boa Vista Bridge in Recife with a pink strip of unspecified material; this intervention
blocked the flow of traffic for forty minutes.89 Artur Barrio also created large-scale works
in which he draped rocks along a coastline in toilet paper. Photographs depict Barrio with
a huge handful of toilet paper that he then dropped into the water, the paper quickly
disintegrating as the water engulfed it [Fig. 2.27-8]. Barrio’s texts related the use of toilet
paper to other elements such as wind, water, the city, the body, and the momentary and
perishable. Ligia Canongia argues that, although many interpretations of Barrio’s works
view them exclusively as critiques of the military regime, “the political scope of the work
was much broader, including the politics of art, its ways of presentation, circulation,
diffusion and institutionalization…”90 This observation links Barrio’s work, with its use
of perishable materials, exploration of landscape, and institutional critique, to the
interventions of 3Nós3. All three artists, Meireles, Bruscky, and Barrio, are cited in the
Chronology; these examples are evidence of an impulse to create works of art out of
humble materials (toilet paper, string) that interacted with their environments. In addition,
the inclusion of artists whose work had achieved a degree of mainstream acceptance
provided a legitimizing influence, connecting them to the interventions of 3Nós3.
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On the other hand, collectives working in several related fields, including theater
and poetry produced many of the interventions included in the “Chronology of Parallel
Facts.” In May of 1979, members of the Teatro Oficina invaded the Praça da Sé in the
area surrounding the Marco Zero sculpture [Fig. 2.29] and performed a happening in
which they distributed manifestoes that declared the area “to be your area for the
realization of life, where the union of all revolts… …mobilizes us for the appropriation
of our total and unrestricted liberty. For this reason, we need to radically change our work
relations and all types of relation: political, economic, sexual, and moral.”91 The group
Sanguinovo (New Blood) decided to “take poetry to the streets and depart from the
traditional scheme of the publication and distribution of poetry” [Fig. 2.30] and to this
end performed an intervention that they called “signpost poetry” in which they wrote
poems on posterboard and affixed them to signposts throughout the city.92 The “Rouba da
Escultura” (Robbery of the Sculpture) performed by the group Olhar Eletrónico and
interventions of the theatrical group Viajou Sem Passaporte, both discussed in more
detail in Chapter Four, are also mentioned in the “Chronology of Parallel Facts.” These
interventions suggest a creativity that was bursting at the seams, waiting to explode with
the advent of abertura, and completely uninterested in maintaining traditional
distinctions between fields such as visual arts and theater, visual arts and poetry, theater
and poetry. The fact that so many artist groups would take to the streets in order to make
themselves heard further implies that traditional outlets and circuits of art had at this time
become almost completely useless and inadequate for the type of expression that the
public desired.
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The act of listing the interventions done by a somewhat disparate grouping of
artists, including an architect, various conceptual artists based in other Brazilian cities,
students, actors, and poets, the “Chronology of Parallel Facts” achieves several goals.
First of all, it establishes an artistic lineage, a teleology of interventions that serves as a
powerful legitimizing tool.93 It is not a legitimization that involves simply incorporating
the interventions into the mainstream circuit of galleries and museums, but rather
provides evidence of an alternative, anti-institutional circuit dating back several decades.
Thus the Chronology also reveals that interventionist artists had their own communities
and did not “need” museums and galleries. In fact, by the late 1970s these alternative
artistic circuits had become something of a necessity, due to the deep state of crisis in
which museums in particular found themselves.
“OUR MUSEUMS ARE EMPTY”: THE BRAZILIAN ART WORLD IN CRISIS
In an article published January 7, 1979, art critic Paulo Klein described the state of
crisis of the Brazilian art world in the following way:
Disinterest and flames, webs and spiders, and false myths characterized our visual
panorama in the second to last year of the decade. In its edition dated June 20th,
this newspaper presented material under the title ‘Our Museums Are Empty’ in
which it demonstrated the state of abandonment in which 45 paulista museums
found themselves, given over to neglect and cockroaches. The second half of the
year began with the tragedy of MAM [Rio]… …everyone lamented the
carbonization of Brazil’s cultural heritage and remembered that for the past ten
years, there had been an alert regarding the lack of security in local museums.94
Klein was of course, referring to the fire that took place at the Museu de Arte Moderno in
Rio de Janeiro that destroyed both the exhibition “Geometria Sensível” and a number of
irreplaceable works by Joaquín Torres-García.95 Klein’s article also described the
somewhat dismal state of the visual arts in Brazil during the late 1970s, with artists being
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sent to prison for works that criticized the regime, the Bienal Latino Americana
“preposterously proposing” the theme of “Myths and Magic” to unite its presentation of
conceptual art, and the rising cost of living preventing the development of an artistic
class. In addition, the Museum of Contemporary Art changed its policy of supporting
experimental art with the departure of Walter Zanini, leaving conceptual artists “without
a father.”
Klein’s characterization of the state of the art world in São Paulo is beyond
dismal, painting a portrait of an art world apparently totally ravaged by the effects of the
military regime, which had begun its persecution of artists and intellectuals almost as
soon as it took power. For instance, although his artistic work was decidedly apolitical,
Wesley Duke Lee was arrested by the military regime in 1964 when police interpreted an
announcement from famed musician Sérgio Mendes as an encoded message:
“Rodriguinho, cool kid, the first Nitheroy magical realist, communicates to Uncle Lee
that the buzzword is roomy diapers and warm milk. [Sign.] The Father.” Mendes’s wife
had to go to the prison with their infant son to prove that the message was not a code and
rescue Lee.96 In 1976, an exhibition of the work of Neoconcrete artist Lygia Pape that
was going to take place at the gallery Arte Global was censored because of the perception
that the works in the show were critical of the military regime. The works, which
consisted of small bags filled with erotic paraphernalia such as lingerie, perfume and
condoms, satirized “the dilution of love relations within business relationships.”97
Censorship contributed a great deal to the sense of crisis within the Brazilian art world, as
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a reality that could not be concealed when museums and galleries remained empty due to
the lack of exhibitions that met official approval.
One of the most influential events of this period was the boycott of the 1969 São
Paulo Biennial, which would last a total of ten years and exert a crippling effect on the
exhibition. Art critic Mário Pedrosa led the boycott in Brazil, which occurred in
retaliation against the military regime’s censorship of exhibitions in Rio, as well as its
excessive meddling in the 1967 Biennial, in which all of the works to be exhibited had to
meet with the approval of a censor. French art critic Pierre Restany held a meeting in
Paris that resulted in the representatives of several European nations joining France in
their decision not to participate in the Biennial. In fact, the number of countries
boycotting the 1969 Biennial was so extensive that the spaces in the galleries that had
been reserved for them were left empty, resulting in their use for a number of sports
ranging from boxing to ping-pong. As Pedrosa duly noted, “The X Biennial was a parody
of the others, but sad and insignificant.”98
The boycott continued with the 1971 (XI) Biennial, which fell under the negative
influence of threats to imprison Pedrosa, resulting in artists including Picasso, Alexander
Calder, Henry Moore, and Max Bill signing a letter of protest that was published in the
New York Times Book Review. The United States withdrew its participation in the
Biennial and France, Italy and Great Britain only participated to an extremely limited
degree. In order to fill empty space, the Biennial focused on artists who had received
prizes in the past, including many geometric abstractionists whose work appeared
unthreatening and innocuous in regard to the issue of censorship. Among the artists
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included in this homage were Aldemir Martins, Iberê Camargo, Manabu Mabe, Wega
Nery, Anatol Wladyslaw andAldemir Martins.99
In response to the state of crisis within the São Paulo Biennial, president Ciccillo
Matarazzo held a roundtable discussion to arrive at possible solutions. Many of the art
critics and artists who attended noted that the São Paulo Biennial was not the only
cultural institution with problems: the Venice Biennial and the Documenta exhibition in
Kassel had also suffered from an “extreme vanguardism” and “arte povera” that the
general public just did not understand.100 The São Paulo Biennial would respond to this
crisis by incorporating more experimental forms of art in the 1981 and 1983 Biennials
curated by Walter Zanini. Zanini, who had supported an era of extreme experimentation
during his tenure as director of the Museu de Arte Contemporânea at USP, radically
changed the format of the Biennial by including a mail art section in the 1981 Biennial, to
which anyone could participate simply by sending in their own work, and by personally
inviting artists whose work was extremely experimental in nature and would never have
been approved under the former guidelines.101 The members of 3Nós3 participated in the
1981 Biennial both officially through their submissions of mail art works, as well as
unofficially through their draping of a sculpture outside the Biennial building in an
intervention they named B’81 [Fig. 2.31-2], which caused the sculpture to fall from its
pedestal due to the weight of the plastic.
THE RISE OF GRAFFITI ART
In 1981, an image of one of the sculptures bagged in Ensacamento appeared on
the cover of the second issue of Arte em São Paulo [Fig. 2.23-4]. Inside was an article
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that provided brief descriptions of the interventions that 3Nós3 had completed up to that
point in time. This article and cover image, revealed the fact that the status of 3Nós3
within the paulista art world was beginning to change. Furthermore, the journal itself was
evidence that even the art world was changing, with the exchange and circulation of
information becoming increasingly important as one of the main functions of works of
art. Many of the artists who contributed to Arte em São Paulo, including 3Nós3, Mário
Ramiro, Regina Silveira, and Júlio Plaza, among others, expressed an interest in the deaestheticization of the work of art, and in experimental media such as computers, fax
machines, graffiti, books, postcards, and other forms of communication in terms of how
they could they could be used to circulate messages and establish artistic alternative
communities. The design of the journal revealed its affinities, since during the first four
years it was published with cardboard covers with a hand-tipped image in the center, a
spiral binding, and cheaply reproduced pages and design reminiscent of Xerox art. The
overall effect suggested a mass-produced artist book.102
In addition, 3Nós3 began to do what Mário Ramiro refers to as “spatial
interventions” or those that took place inside artistic institutions. The first of these was
“3Nós3: 3 anos” (3Nós3: Three years), an exhibition that occurred at the Pinacoteca do
Estado in 1981 and celebrated the three years that the group had been together. For this
exhibition, the artists dramatically wove an enormous sheet of red plastic cellophane
through the columns at the entrance to the museum [Fig. 2.33].103 That same year, 3Nós3
participated in the opening of the Galeria São Paulo. Gallery owner Regina Boni invited
the group to perform an intervention, which they did by extending a sheet of plastic
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cellophane from the entrance diagonally through the space of the gallery. Works by more
commercial artists accompanied this intervention. Ramiro explained to me that the artist
Dante Velloni helped them out with this intervention and others, leading to Hudinilson’s
suggestion that the group be called “3Nós4.”104 In marked contrast to X-Galeria, these
interventions did not suggest any sort of criticism of these institutions, but rather
acquiescence to at least those museums and galleries that were willing to support the
work of emerging artists. They revealed the fact that 3Nós3 gradually were starting to
enjoy the status of seasoned art world insiders.
Graffiti artist Celso Gitahy recalled an event that reached the status of legend
among a certain generation of artists in São Paulo: the meeting of Hudinilson and Alex
Vallauri:
It was 11:27 PM on the night of March 9, 1979. A thin man with long hair,
wearing a dark workman’s jumpsuit, crossed the Avenida Ipiranga grasping in his
trembling hands, a can of bright red spray paint. His attentive gaze took note of a
large wall freshly painted white. Looking back from which he had come and
thinking himself alone, as quick as a thought the words, “Ahhh, Kiss me”
appeared on the wall next to an enormous open, fleshy mouth that called to mind
a prostitute. About to put the lid on the can of spray paint and leave the location,
looking in both directions gave him a fright, because right next to him, another
man, small and very rapid, had already spray painted, right next to the mouth, an
intriguing black boot with a stiletto heel. When he folded his stencil, he noticed
the presence of the other. The two looked at each other and spoke at almost the
same time, “Oh, so that was you, then?”105
Gitahy describes the event as the beginning of a particularly fecund relationship, “a solid
friendship between two of the most passionate contemporary artists that this city has ever
produced.”106 Vallauri (the small rapid man) encouraged Hudinilson (the thin man with
long hair) to continue working in graffiti art and inspired many others to the point that his
influence became what Gitahy refers to as the “Vallaurian school” of graffiti art, made
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using stencils instead of painting freehand, the style that Hudinilson himself eventually
adopted. Vallauri taught courses in graffiti art at FAAP and eventually became so wellknown that he was invited to paint a mural for MASP and was chosen as one of the key
artists of the 1985 São Paulo Biennial. His trademark was the “Rainha do Frango Asado”
(the Queen of Grilled Chicken), a campy Latina usually dressed in underwear (or a
skintight leopard print unitard) and stilettos and carrying a grilled chicken on a plate
whose image began appearing on walls around São Paulo. The image was loosely based
on Vallauri’s housekeeper, whose kitschy style he adored [Fig. 2.34-5].107
Although the original event took place in 1979, the telling of the story of how
Alex and Hudinilson met is evidence of the degree to which the situation in the paulista
art world had changed. While in 1979 the members of 3Nós3 encountered numerous
difficulties in attempting to earn the recognition of the art world mainstream, as early as
1981 the tide had already begun to change and museums and galleries began recognizing
the value of what in some circles was known as “arte na rua” (art in the street), somewhat
related to the graffiti art phenomenon. If, according to the 1977 gallery study, only wellestablished artists encountered commercial success in galleries, by the early 1980s, young
artists began to experience almost immediate recognition and success. This trend, which
in 2007 has not yet dissipated, reached the height of its fervor with the Rio-based
phenomenon that became known as Geração 80.
Evidence of the extent to which the tide had turned manifested itself, interestingly
enough, in a seemingly abrupt and out-of-place change in Jacob Klintowitz’s taste as an
art critic. As a postscript to the X-Galeria controversy, one journalist responded in favor
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of 3Nós3 years later in a 1983 article entitled “Grafiti vira arte e invade agora as galerias”
(Graffiti becomes art and now invades the galleries). The author, Ney Bonfim, harshly
criticized an exhibition at the Galeria São Paulo in which the graffiti artists Alex Vallauri,
Carlos Matuck, and Waldemar Zaidler had been invited to spray paint the walls with their
famous stenciled designs. He argued that the very idea of presenting gallery as fine art
was totally absurd, taking a manifestation that originated as a deeply subversive and anticommercial gesture and turning it into the exact opposite. But he reserved his most
scathing criticism for Klintowitz’s treatment of this work in the catalog that accompanied
the exhibition: “Several years ago, with bombastic gibberish, he [Klintowitz] lambasted
the work of 3NósE, who had graffitied, including with masking tape, the doorways of
various art galleries in the city.”108 Bonfim argued that the gallery space provided a
legitimizing force that allowed Klintowitz to feel safe writing about graffiti art: “Now,
calmed by the collecting of urban signs inside the ghetto of ‘houses of art,’ he
[Klintowitz] speaks of ‘the wind that encounters unanticipated obstacles’ and ‘a fecund
ancestral rain,’ etc.”109
These characterizations of the text that introduces the exhibition catalog were not
far off the mark, for Klintowitz’s essay begins with an epigraph that reads, “Man’s eyes
turn dreamy as he acknowledges the occult side of nature” and opens with the statement
“The Gods are distant and the Earth seems barren. Everything has become dark and we
have lost up (sic.) to the meaning of hope and mystery.”110 The use of language that
conjures up images of William Blake seems awkwardly inappropriate for the discussion
of graffiti art with its playful, ephemeral nature, a fact made even more apparent by the
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discrepancy that Bonfim exposes between Klintowitz’s treatment of 3Nós3 and that of
trendier artists such as Alex Vallauri. In addition, somewhat contrary to Fabris’s
argument that art critics completely abandoned 3Nós3, Bonfim’s article suggests that
supporters of 3Nós3 did exist, even if they had not been as vocal as the detractors.
The 1983 exhibition at the Galeria São Paulo appears to have marked a turning
point in the history of graffiti art, which subsequently made a rapid transition from an
illegal form of vandalism to a manifestation of fine art. Although Vallauri had
participated in one or two previous Biennials and had an individual exhibition at the
Pinacoteca do Estado, it was not until after his gallery show that graffiti art became a
widespread pop culture phenomenon, culminating in the inclusion of a special installation
by Vallauri in the 1985 São Paulo Biennial. However, while a common interpretation of
the appropriation of graffiti art into the São Paulo art scene argues, as did Bonfim and
Schlecht, that an integral aspect of the work was lost in the process, many of the artists,
such as Vallauri, who exhibited the most frequently in galleries and museums were not
“street” artists in the strictest sense, but rather had received training in some of Brazil’s
most influential art schools and had participated for years in smaller scale exhibitions for
many years before appearing to “suddenly” have been accepted by the artistic
mainstream.
Vallauri’s curriculum vitae, published in the Galeria São Paulo catalog, indicated
that he studied at FAAP and had participated in the São Paulo Biennial and other
exhibitions as early as 1971. His colleague Waldemar Zaidler, with whom he often
collaborated on graffiti art projects, studied architecture at FAU-USP and Carlos Matuck
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had taken classes in watercolor, engraving, photography and woodblock printing, in
addition to a course for monitors working at the São Paulo Biennial. Although the level
of artistic education varied greatly among these three artists, the fact that they all did
receive at least some education refutes the notion that graffiti art was purely a street
manifestation that the art world appropriated.111
Perhaps the growing interest in graffiti art did not so much represent an interest in
the genre in and of itself, but rather the phenomenon of local artistic currents aligning
themselves more closely with international movements such as Neoexpressionism.
During the early 1980s, a number of young artists, including some who had participated
in the graffiti art movement, achieved both local and international recognition early in
their careers. This trend seems to be an implied reference in the article “Out-arte?” in
which art critic Stella Texeira de Barros identified three different types of artist who
incorporated the urban environment as a crucial aspect of their work. The first group
included artists working completely outside of the mainstream art world. The most
noteworthy trait of these works of art was their almost complete invisibility, done by
anonymous artists and viewed only in passing, perhaps without any acknowledgement on
the part of the observer. The second group included artists whose work spoke two
languages: one more experimental form of art, intervention and performance, aimed at
the street and another more commercial for the mainstream art world. Lastly, for various
reasons a number of artists with established careers decided at this time for various
reasons to produce street art.112
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CONCLUSION
As I have argued in this chapter, the criticisms of the art world that 3Nós3
expressed through the intervention X-Galeria were not isolated instances, but rather
indicative of conditions within the art market both in São Paulo and Brazil in general that
had been present for decades, and that other artists had also recognized. The defensive
response to X-Galeria on the part of gallery owners and art critics therefore revealed
more about the fragile state in which the art market found itself that it did about the
quality of the intervention itself. Furthermore, the art world’s eventual embrace of both
graffiti art and arte na rua reveals the extent of its vicissitudes in regard to the work of
young artists, flatly rejecting them in 1979 and then embracing them almost to the point
of fanaticism a few years later. One might be tempted to ask then, if the work of fellow
street artists such as Alex Vallauri found acceptance to the point of eventually becoming
a widespread cultural phenomenon, why did the interventions of 3Nós3 not enjoy the
same popularity? This question has a somewhat complicated answer, which involves
some analysis, both of the extensive anti-mainstream sentiments espoused by the larger
independent movement to which the members of 3Nós3 belonged, and of the subtle
critique of authority expressed in the interventions that used sheets of colored plastic
draped on and around bridges, underpasses, and other architectonic features.
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CHAPTER THREE: URBAN MISCHIEF
INTRODUCTION
While the motivations behind the act of intervention are rather straightforward in
the cases of Ensacamento and X-Galeria, those that followed present many more
problems in regard to interpretation, with their more direct exploration of the urban space
of São Paulo. At first glance, this interaction appears to be mostly formal. The artists
themselves often described the interventions in such terms, explaining that their goal was
“to interfere in the visual space of the city, to alter the everyday” and that “our work uses
the city and urban space as a support; we want to emphasize this relationship between the
supports that artists usually use: canvas, paper, stone, substituted in this case by the
city.”1 Group member Hudinilson Jr., reiterated this idea when he argued that the
interventions were “purely visual.”2 Years later, group member Mário Ramiro similarly
described them as “‘stains’ on the urban architectural fiber” and “drawings on the city
map.”3 However, in spite of these characterizations, one finds upon closer examination
that formal interaction was not the only, or even the most important goal in the later
interventions.
In some cases, the later interventions appeared, at least superficially, to reference
the multiple layers of historical and cultural significance embodied in the sites where they
occurred. For instance, with the knowledge that the intervention Tríptico took place
outside the Teatro Municipal, the natural reaction would be to link it somehow to the
theater’s importance within the burgeoning cultural landscape of the early twentieth166

century city as both an example of its Neoclassical splendor and site of the Week of
Modern Art that took place in 1922.4 In a similar way, with Interdição (Interdiction),
which occurred outside of MASP (Museu de Arte de São Paulo) one might be tempted to
launch into the story of Assis Chateaubriand, the paulista media magnate who in 1947
founded the museum in competition with fellow arts patron Ciccillo Matarazzo as an
explanation of the work’s significance.5 However, both interpretations feel almost too
comfortable to anyone familiar with the history of Brazilian art during the first half of the
twentieth century, and in the case of the urban interventions of 3Nós3, they do not ring
true.
The goal of this chapter is to understand the interaction between the urban
interventions and the city itself, a task that is not as easy as it might appear. Why did the
members of 3Nós3 select such unremarkable locations for so many of their interventions?
For the few interventions that occurred in front of important historic landmarks, there
were many others that incorporated decidedly mundane physical features such as bridges,
underpasses, roads, and ventilation shafts. One answer involves some discussion of
materials, for those that engaged with these spaces also used large sheets of colored
plastic cellophane, a material ideally suited for draping and wrapping around large
structures. However, this explanation only partially answers the question.
What I gradually discovered is that the works intervened with the city on the level
of everyday life, incorporating the spaces, structures, and in some cases even the
emotions that the people of São Paulo experienced on a daily basis. Many of the
interventions mimicked physical features of streets such as signage, banners, billboards,
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and materials used in construction and restoration projects to the point that people
viewing them frequently confused them with these other objects. In this way, they
referenced the notorious phenomenon of “visual pollution” or the sheer abundance of
signage, advertisements, and illegal postings that threatens to completely overwhelm the
viewer.6 This ordinariness of the urban interventions was actually the source of their
power, for in intervening with the city on this level, they also drew attention to the
extensive public works projects enacted during the military regime, which on one level
were intended to make the everyday lives of paulistanos easier, but in practice did just the
opposite.
The continued installation of the interventions on city streets without permission
from local officials highlighted the contrast between the government’s goal of
transforming Brazil, and even more specifically the urban spaces of São Paulo, into the
ultimate image of technological progress, and the interventions’ tendency to explore the
exercise of free will and whimsy in many of these same locations that had recently been
renovated. On one level, these many renovations served a very important function of
easing the strain created by the city’s explosive population growth on its existing
infrastructure [Fig. 3.1]. At the same time, these projects primarily served the most
affluent sections of São Paulo, the neighborhoods in the center and southwest regions of
the city, leaving vast areas on the periphery almost completely underserved in terms of
public transportation and basic sanitation. They also functioned as a form of massive and
tangible propaganda for the military regime, which justified its existence through
references to the progress it was creating. However, the very fact that the urban
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interventions were installed illegally referenced tactics of bending rules and finding ways
to survive in spite of, and not because of, authoritarian structures.
During the late 1970s, the Prefeitura (city government) revitalized much of the
downtown area of São Paulo in an attempt to make it “a city less difficult, less cold and
less materialistic” according to an often-cited quotation from Mayor Setúbal.7 Two main
problems plagued the downtown area at this time: the physical deterioration of many
historic buildings and areas and an excessive amount of motor vehicle traffic that did not
allow adequate space for the estimated two million pedestrians who walked through the
city center on a daily basis. The opening up of many streets at ground level for the
construction of the metrô created opportunities for areas such as the Praça da Sé to be
completely remodeled [Fig. 3.3]. The Martinelli building, which was often said to be the
first skyscraper in São Paulo and for many years was the tallest building in Latin
America, attained its former splendor after having degenerated into housing for
prostitutes and derelicts.8 The Santa Ifigênia Bridge, which had been constructed in 1913
from metal imported from Europe, was restored and opened to pedestrian traffic only
[Fig. 3.4]. Overall, the city closed almost sixty thousand square meters of street to
automobile traffic and remodeled fifty two thousand square meters of space in the Praça
da Sé.9 These were by far the most extensive renovations of any city in South America at
this time.
This process had actually begun a decade earlier, during the administration of
Mayor Faria Lima (1965-1969), who presided over one of the most radical periods of
transformation of urban space in the city’s history. He and his successors constructed a
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number of expressways, bridges, viaducts, and highways with the goal of opening São
Paulo to increasing numbers of automobiles, from 160,000 in 1960 to 3.6 million in thirty
years.10 From 1964 to 1974, they built first expressways in the city, including the
Avenida 23 de Maio, the enlargement of the Avenida Paulista and connections with the
Rua da Consolação and Avenida Rebouças (the Buraco). The following decade saw the
construction of many more avenues and expressways, including the Avenida Sumaré and
its continuation, the Avenida Paulo VI, in addition to many more located in the southwest
quadrant of the city.11 These projects changed the physical and even emotional
experience of the city, making it increasingly difficult for pedestrians to walk in the city,
and creating a sense of alienation and discomfort from the amount of time spent sitting in
traffic, and more recently a growing sense of fear, either of being in a car accident or of
being kidnapped or robbed while driving. They also completely transformed the physical
appearance and layout of São Paulo, making it into a sort of giant urban factory in which
people seemed to be constantly traveling to and from work, or working, but rarely, if
ever, enjoying themselves.12
In researching the history of São Paulo’s urban development during the years of
military rule as a possible influence on the interventions, I came to discover that such a
history really has yet to be written. While many historical studies addressing the first half
of the twentieth century tend to glorify this period of São Paulo’s history, more
contemporary analyses express a sense of loss, longing and nostalgia for the city that has
disappeared.13 But little or no research addresses the question of how the glorious city of
the 1920s came to such a sudden end. This chapter is my attempt to address these gaps
170

and false starts through an analysis of the relationship between the interventions and the
city itself.
INTERVENTIONS AND

EVERYDAY OBJECTS

Several interventions by other artists also referenced the everyday spaces of the
city in a variety of ways. Most, but not all, of these examples have been documented in
detail through the lists (the Chronology of Parallel Facts) and articles that Hudinilson
generated and saved.14 The materials in his archive reveal the degree to which the
members of 3Nós3 were both actively and intuitively aware of the “everydayness” of the
urban interventions. In addition to documenting other urban interventions, this personal
archive includes numerous newspaper articles addressing subjects such as public policy,
zoning laws, street fairs, graffiti art, art in the street, murals, visual pollution, and really
almost any topic in which works of art or visual objects (such as billboards) interacted
with the space of the city. It thus provides a glimpse into some of the events that framed
the everyday lives of people in São Paulo. The fact that the interventions usually ended
up in the “City News” sections of newspapers further speaks to the everyday nature of the
space and activities with which they intervened. Through Hudinilson’s archive I began to
develop a sense of the concerns that affected people’s daily lives in São Paulo and how
the artists may have explored them in their interventions.
For instance, on January 3, 1979, a fellow art student from USP by the name of
Vagner Dante Velloni produced an urban intervention in his hometown of Riberão Preto
(in the interior of São Paulo state) that in many ways provides a better understanding of
the reasons why and inspiration behind the use of sheets of colored plastic with 3Nós3.
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During this time, it was commonplace for businesses to advertise by hanging banners
from trees and light poles, extending them across the busiest streets where they would be
easily visible to passing cars. This form of advertising, like much visual pollution, was
actually illegal, but the laws were poorly enforced and so the banners proliferated and
created numerous eyesores in urban areas. Velloni’s idea was to remove as many banners
in Ribeirão Preto as he could in the middle of the night, take them back to his home, and
paint them in bright, prismatic colors so that the advertising became illegible. The
painting process took two days and involved the help of four other people. He then
returned the banners to the exact locations where they had been removed. A report on
this intervention appeared on the cover of the local newspaper Diário da Manhã, to
which Velloni added another level of intervention by hand-coloring the banner in the
photograph that appeared on the front page with some ten thousand newspapers [Fig.
3.5].15
Ramiro described to me how Hélio Oiticica’s ideas on the environment in relation
to his art were an important intellectual precursor to the urban interventions of 3Nós3. In
fact, many of Oiticica’s ideas evoke the idea of works of art made from found materials
and located in abandoned areas of cities. In his essay “Environmental Program,” Oiticica
expanded his understanding of the concept of “parangolé” to include this very type of
“anti-art”:
Parangolé is the definitive formulation of what environmental anti-art is… I will
therefore, from now on, call Parangolé all the definitive principles formulated
here, including that of the non-formulation of concepts, which is the most
important. I do not want or intend to create, as it were, ‘new anti-art aesthetic’
since this would already be an outdated and conformist position. Parangolé is
anti-art par excellence; and I intend to extend the practice of appropriation to
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things of the world which I come across in the streets, vacant lots, fields, the
ambient world, things which would not be transportable, but which I would invite
the public to participate in. This would be a fatal blow to the concept of the
museum, art gallery, etc., and to the very concept of ‘exhibition’ …The fire-tin,
which I referred to earlier, is used everywhere as a road-light for the night—it is
the work I singled out for the anonymity of its origin—it exists around as a sort of
communal property: whoever has seen the fire-tin singled out as a work cannot
help having seen, also as a ‘work’, in the dead of night, others scattered about the
city like cosmic, symbolic signals.16
In his essay “Environmental Projects,” Oiticica expanded his definition of the parangolé
to include appropriation of elements in the environment and other forms of “anti-art.” He
described vacant lots, abandoned landscapes, light cans and found bits of garbage that he
appropriated as works of art. Illustrations of this concept in the Oiticica catalog include
the photo of the flaming light can on the cover of the catalog and an image of empty oil
tins stacked up in a vacant lot in Rio [Fig. 3.6-7]. The idea of appropriation of urban
space is an element of both the interventions by Dante Velloni and the expanded idea of
the parangole, incorporating the breaking of rules (Velloni illegally removed the banners
as a form of protest against their illegal installation), slums, and the elevation of humble,
everyday materials to the status of art objects. These would also all be important concepts
in understanding the interventions of 3Nós3.
MISCHIEF AT MASP
The lack of permission involved with the interventions relied heavily upon the
ideas of the malandro and the jeito, both well-known tactical approaches to surviving
everyday life as well as important aspects of Brazilian cultural identity. The jeito, or
clever dodge, can be a way of either negotiating or of finding a way out of a difficult
situation, usually by bending the rules. It often is introduced with a phrase such as, “Isn’t
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there a way we can handle this?”17 While the jeito gets a bad rap for being the means
through which people of influence grant each other favors, it can also be quite positive,
the way that people of little influence help each other survive in an especially hostile and
difficult environment. The jeito manifested itself during the intervention Intervenção VI,
when the members of 3Nós3 and their friends, attempting to avoid arrest, borrowed a
truck from USP (Walter Zanini, who at that time was the head of the School of
Communications and Arts, had given them permission to use it) and declared that they
were on official university business. Likewise, during the Robbery of the Sculpture, an
intervention discussed in greater detail in Chapter Four, the artists gained access to the
city storage area by presenting false documents.18 This tactic of bending or even openly
flaunting the rules became an inseparable aspect of the interventions.
In 1968, the Museu de Arte de São Paulo (São Paulo Museum of Art) or MASP,
moved to its new location on the Avenida Paulista.19 The building’s unique design by
Italian immigrant Lina Bo Bardi quickly made it one of the most distinguishable
landmarks in a city famous for its lack of architectural character. It consisted of a long
rectangle mounted on brackets that raised the structure off of the ground [Fig. 3.12].20
This created an open space underneath, at times described as a “moment of silence” that
formed the only “breathing space” on the skyscraper-choked Avenida Paulista, or a sort
of “democratic agora” open to chance and indeterminacy, in the spirit of John Cage and
Surrealism.21 In her initial designs for MASP, Bardi included images of playground
equipment and children, as well as tropical plants and reflecting pools at the brackets’
bases [Fig. 3.13]. Today the brackets are painted bright red, creating a sharp visual
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contrast with the grayness of the rest of the city. In addition to the exterior, the system of
display that Bardi devised for the museum’s interior referenced a certain playfulness and
lack of determinacy, for it consisted of hanging paintings on freestanding plexiglass
panels that allowed the viewer to chose her own path through an art exhibition.
In spite of the whimsy with which Bardi envisioned MASP, or perhaps because of
it, the space underneath the museum’s new building became the ideal location for the
military regime’s frequent displays of authority. The opening of MASP at its new site
was the source of much pomp and circumstance, with Queen Elizabeth II attending the
ceremonies. In photographs of the event, the Queen’s presence appears less remarkable
than the sheer quantity of police and military accompanying her, as if her visit was
merely a pretext for a military procession [Fig. 3.15].22 In a similar fashion, celebrations
of the sesquicentennial of Brazilian Independence took place in the open space
underneath MASP in 1972 [Fig. 3.16].23 Again, the choice of an art museum as the site of
a military parade seems rather incongruous, at least at first glance. But what quickly
becomes apparent from viewing photographs of the event is that the display constituted a
possession of the space underneath MASP, a taking over of a site originally dedicated to
playful exploration and indeterminacy. As Roberto DaMatta argues in regard to the
military parade, “The street and the square are taken away from the people and are turned
over to the soldiers, who, armed and uniformed, now renew their ties of loyalty to the
authorities.”24
MASP’s multiple roles as the city’s largest museum of art, most visually striking
architectural design, and frequent site of military parades may explain why the members
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of 3Nós3 chose to perform their intervention Interdição (Interdiction), performed in
September of 1979, nearby [Fig. 3.8-10]. Mimicking the actions of street vendors, the
members of 3Nós3 unfurled a sheet of blue plastic cellophane across the Avenida
Paulista near MASP and when the light turned green simply stood there, waiting for the
motorists to respond. Ramiro explained in a newspaper article documenting the
intervention, “Many of them [the motorists] stayed there, looking at me, asking me what
they should do, if they should cross the strip or not. And I replied to them, “You, sir, are
the one who knows the answer.”25 After a few seconds, the driver of the first car took the
initiative and drove through the strip of plastic, breaking it in half.26 In doing so, the
intervention Interdição made passersby the central participants in the scene, giving them
the choice of what to do, and literally stopping the normal orderly flow of traffic until
they did so. Given the fact that the military had on several previous occasions quite
visibly displayed their control over the site, this intervention constituted an open
flaunting of the rules and a subversion of roles normally held by people in positions of
authority. The members of 3Nós3 thus played the role of malandros, or tricksters,
causing mischief and even chaos with their interventions into the pre-established order of
daily life in the city.
The malandro is a concept that does not quite translate into English. He is often
described as a rogue, bad-boy, or even petty thief, and plays an integral role in the
construction of Brazilian cultural identity. Roberto DaMatta associates malandros with
carnival, an inversion of order, and marginal people, while others connect them with
violence, crime and the chaotic forces of the street:
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The rogue is a being out of place, dislocated from the formal rules that govern
the social structure, relatively excluded from the labor market—indeed, we define
and represent him as one totally averse to work and highly individualized in his
typical way of walking, his seductive mode of speaking, and his singular
dressing.27
The rogue occupies an equally complex social space, ranging from the
simple act of shrewdness of which anyone is capable to the pointed jabs
of the real professional. The social field covered by the rogue goes in a
gradation from his typical gesture, the roguery that is socially approved
and positively regarded as a manifestation of skill and liveliness, to acts
that are downright dishonest. When this happens, the rogue ceases to make
a living by means like the jeito and clever dodges and instead he becomes
an authentic marginal or bandit.28
DaMatta articulates an idea that is missing from many other characterizations of the
malandro: the idea that anyone who survives by means of the jeito, or clever dodge, can
be one, not just the street kids and petty thieves commonly associated with the term. He
places the malandro in opposition to the caxias (one who always follows the rules, no
matter what they are) and the religious visionary (who rejects society completely) as
forming three main characters central to the understanding of Brazilian cultural identity.
Michel de Certeau’s analysis of how surreptitious forces function in the space of
the city provides a model for viewing the activities of the malandro within a specifically
urban context. In the introduction to The Practice of Everyday Life, de Certeau introduces
his concepts of “strategy” and “tactic,” associating strategy with “force-relationships,”
power, and the place of “the proper.” In contrast, “A tactic insinuates itself into the
other’s place fragmentarily, without taking it over in its entirety, without being able to
keep it at a distance.”29 De Certeau associates a number of everyday practices such as
walking, talking, cooking, etc. with the tactical because of the degree to which they
involve “clever tricks, knowing how to get away with things… polymorphic situations,
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joyful discoveries…”30 In this way, the tactical becomes like a non-culturally specific
form of malandragem or roguery. In his chapter on “Walking in the City,” de Certeau
inserts disruptive tactics into the authoritarian space of the city:
The language of power is in itself ‘urbanizing,’ but the city is left prey to
contradictory movements that counterbalance and combine themselves
outside the reach of panoptic power. The city becomes the dominant theme
in political legends, but it is no longer a field of programmed and regulated
operations. Beneath the discourses that ideologize the city, the ruses and
combinations of powers that have no readable identity proliferate; without
points where one can take hold of them, without rational transparency, they
are impossible to administer.31
This quotation helps explain the status of the intervention in relation to the structures of
authority present in the form of MASP and its environs. Interdição had a strong formal
similarity to a certain activity of street vendors in which a group of three or four men, all
dressed in the same color, carry a banner made of plastic that is mounted on sticks [Fig.
3.11]. When the light turns red, the men cross the street and hold up the banner for
motorists to read. When the light turns green, they return to one side of the street and
allow cars to pass. This is just one of a multitude of examples of “visual pollution” or
instances in which advertisements blatantly disregard both the law and the viewer’s
ability to absorb a finite amount of information at any given time.32 The title of
Interdição means “closure” or “injunction” in Portuguese; an “interdição de direitos
humanos” for instance is a removal of civil rights. It suggests that the members of 3Nós3
had taken it upon themselves to close the street, and left it up to motorists to decide how
long it should remain closed.
The contrast between the concept of art as manifested in Interdição and the works
of art housed inside MASP was made apparent in an exchange described in the same
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newspaper article. The reporter described how, just as the members of 3Nós3 were
stretching their plastic across the Avenida Paulista, a group of about thirty students from
a local colegio (junior high) were arriving for a class: Moral and Civic Education. Just the
title of the class suggests that even art education did not escape the indoctrination of the
military government. The reporter asked the professor teaching the class what she
thought of the intervention. She replied, “In MASP, students admire works of art,
although I sometimes wish the collection had more works of art by Brazilian artists… But
this manifestation in the street—they [the students] really are not understanding any of it.
They come and ask me about it and I do not understand it either.”33
MASP had been the target of multiple interventions prior to Interdição. It was the
only museum targeted as part of X-Galeria; in newspaper articles documenting the
intervention. One of the members of 3Nós3 was anonymously quoted as saying that he
wished he could see Bardi’s face when he saw the X on the entrance to the museum for
the first time.34 The members of the theatrical interventionist group Viajou Sem
Passaporte left a bucket full of concrete in the space under MASP along with the message
“Quem deixou esta Bardi aqui?” (Who left this bucket/ Bardi here?).35 And the group
Olhar Electrónico left an entire sculpture in the space underneath MASP when they
performed the “Robbery of the Sculpture,” a story that I describe in more detail in
Chapter Four. In response to this particular intervention, Bardi said that he felt as if the
group members were vandalizing his own home. In 1982, a candidate for mayor
vandalized MASP, writing campaign slogans on the low wall that surrounded the
museum. Bardi protested the defacement of the building by painting the word “MERDA”
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in giant red letters over the advertisement [Fig. 3.14]. Articles explained that a law
enacted in 1982 making graffiti illegal would have sent Bardi to jail if not for his age: he
was eighty-two at the time, and since the age of seventy, would not have been held
criminally responsible for his actions. “If I had known that earlier, I would have made a
more energetic protest” he replied.36 He also maintained that his reaction was an aesthetic
protest against those who would dirty a monument of artistic patrimony.37
In a section entitled, “Two Basic Social Domains: The House and the Street,”
DaMatta argues that the house and the street create two opposing forces that “can be a
powerful tool in analyzing the Brazilian social world” namely that “The street is to lack
of control and mixing with a multitude of persons as the house is to control and
authoritarianism.”38 He views the house as a space in which hierarchical relationships
dominate: father/ son and other bonds of kinship, patron-client, or others based on the
concepts of respect and consideration. Conversely, the street is the site of malandragem:
“the basic rule of the street is deceit, deception and roguery …the Brazilian art of using
ambiguity as a tool for living.”39 Far from viewing the ideas of house and street as
mutually exclusive, DaMatta provides examples in which a continuum, or blending
exists. One is the house itself, which is divided into public and private areas, and the city,
in which one’s own street can be considered as an extension of a residence, or the public
plaza, or central square, which in traditional Brazilian culture becomes like an extension
of the living room into public space.
Perhaps so many young artists had targeted MASP because they saw that the
museum had indeed become the “house” of its director, Pietro Maria Bardi, whom
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Chateaubriand had personally picked and brought from Italy to serve as director. Since
the museum’s original founder had passed away in 1968 and Bardi’s wife, Lina Bo, was
the architect who designed the new building, the idea that the museum somehow
belonged to him was not entirely inaccurate. In addition to being director of MASP, he
was a prolific publisher and produced the first attempt at a comprehensive history of
Brazilian art, in addition to several books on MASP’s history and many of the artists
associated with its collections.40 In short, Bardi represented the caxias, or authoritarian
figure in relation to the numerous malandros who comprised the artist groups of São
Paulo.41 Whether intentionally or not, both Bardi and MASP represented authoritarian
sentiments as manifested within the cultural realm, therefore becoming targets as much as
the sculptures had in the intervention Ensacamento.
SYMBOLS OF AUTHORITY IN PUBLIC SPACE
The idea of the interventions as a form of malandragem, or trickery, helps explain
the nature of the relationship between the works of art and their environments. In Chapter
One, I discussed the function of monumental sculptures as representations of the state’s
authority; however, in studying the development of urban space during the years of
military rule, it quickly becomes apparent that abstract works of art, public works
projects such as bridges, roads, the metro, and even the city itself also became extensions
of this authority. By interacting illegally with these architectonic features, the urban
interventions highlighted the extent to which the urban environment itself framed and
even constructed the everyday actions of people in the city. One could argue, using
DaMatta’s terms, that the entire city of São Paulo became the “house” of the military
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government and that the urban interventions of 3Nós3 infringed upon this “ownership” of
public space through their acts of trickery and malandragem.42
The role of public works projects as symbols of the state’s authority developed
out of the goal of transforming Brazil into a technologically advanced and modern
society. Major cities such as Rio and São Paulo were the main locations where these
goals played out. During the years of military rule, the design of São Paulo and other
Brazilian cities resulted directly from government policies that promoted the ideology of
technocracy, which became the basis of decisions in regard to urban planning and the
promotion of businesses and technical schools of engineering.43 Projects such as the
construction of a national highway system and the Transamazonian Highway in particular
promoted the idea of “Brasil Grande” (Great Brazil), “a country in which disorder did not
exist.”44 These were some of the numerous large scale construction projects, the “obras
faraônicas” or pharaonic works of the military regime, which in São Paulo included the
construction of the metrô, involving the remodeling of spaces above ground into metro
station entrances, the transformation of certain downtown areas into pedestrian zones,
and the destruction of the old Avenida Paulista.45 At the same time, the Brazilian
government launched an intense advertising campaign with the goals of promoting these
projects as symbols of progress and national unity [Fig. 3.17-20].
The military regime made use of the very urban landscape of São Paulo as a
symbol of its achievement and authority in a pictorial essay published in a special edition
of Folha de São Paulo celebrating the sesquicentennial of Brazilian independence in
1972. Every aspect of urban development that would be criticized in the future, such as
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excessive population growth, pollution, and lack of green space [Fig. 3.21-3], somehow
appears positive in this article. Captions underneath various scenes of the city feature
statements such as: “The new expressways dramatically alter the urban landscape” “A
city of works characteristically paulistana. On its hills and valleys, the city extends itself
at the same time as it grows vertically” and perhaps, most incredibly, “The light of
mercury vapor gave the city a scale of grandeur.”46 Just like the military parades that took
place in the space underneath MASP in 1972, this pictorial was one aspect of the patriotic
fervor of the sesquicentennial that sought to legitimize the worst years of oppression of
authoritarianism. It was no less propagandistic than the slogans such as “Brazil, love it or
leave it,” but this time mapped the propaganda onto the actual physical features of the
city. Uncontrolled growth was described as a symbol of “progress” while toxic fumes
created a striking, impressionist landscape.
That same year, an urban interventionist collective art project inadvertently
highlighted the government’s desire to maintain its absolute control over the bleak and
colorless public spaces of São Paulo. The Argentine artist Antonio Lizzáraga joined a
team of artists and architects that included Gerty and Yvonne Saruê, Maurício and Nilva
Fridman, Cléber Bonetti Machado, João Roberto Rodrigues, and Ernesto Walter who
decided to paint the alley, stairway, walls, and sidewalk of a section of the Rua Gaspar
Lourenço in the neighborhood of Vila Mariana in São Paulo. The stairway was painted
very simply, in white, with bands of yellow and blue along one edge. A series of brightly
colored panels of material in shades of blue, red, yellow, and white were installed at the
top of the stairway by homeless people, creating an awning-like, shaded effect [Fig.
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3.24]. The walls and sidewalk in other areas of the street were painted in lines, letters and
numbers, and in one area, silhouettes of figures representing human evolution. Even
though the residents of the area collaborated with the artists in completing this work, they
were not at all clear in their understanding of the work’s purpose. Their interpretations
ranged from thinking it was some sort of advertising for a new apartment building to
thinking that it was a form of black magic, or macumba.47 The intervention led to a shortlived trend of people decorating the exteriors of their homes in bright colors.
Art critics voted the intervention one of the best works of 1972, but local officials
considered it an act of vandalism and fined Maurício Fridman the equivalent of ten
annual salaries. City mayors in successive years refused to forgive the fine, which went
unpaid and continued to grow in size until finally mayor Setúbal forgave the fine in
1977.48 This episode revealed the powerful connection between authority and public
space, with the harmless act of decorating one’s own home or neighborhood made into a
transgression that took years to be forgiven. The fact that the military regime, represented
locally in São Paulo by the mayor’s office and other city officials, could not tolerate any
sort of expression of self determination, mo matter how innocuous, hinted at the potential
power of the urban intervention to disrupt and unsettle authoritarian structures through an
action as simple as painting a stairway and alley in different colors.
Seven years later, another event would highlight the role that art played in the
battle over the “ownership” of public space in São Paulo. In January of 1979, the Setúbal
administration commemorated the 425th anniversary of the founding of São Paulo by
remodeling the Praça da Sé, the public square that marked the exact geographical center
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of the city. This involved the installation of a number of abstract sculptures in addition to
terracing, fountains, shrubbery, and rows of palm trees [Fig. 3.25]. The sculptures
included works by local artists such as Caciporé Torres, Bruno Giorgi, Felicia Leirner,
José Resende, Rubem Valentin and Marcelo Nitsche, among others [Fig. 3.26-8].49 While
the official justification for the vast sums of money spent on this project (seven million
cruzeiros) argued that it had been done for the appreciation and enjoyment of the people,
many newspaper articles harshly criticized this argument and included interviews with
people on the street who claimed to understand little or nothing about the sculptures. An
article published in Folha de São Paulo, “Arte na Sé, um presente que o povo já critica”
(Art in Sé, a gift that the public has already criticized) quoted various people in the street
who in different ways all expressed the idea that the sculptures were a waste of money
that would have been better spent improving the city’s precarious infrastructure:
There’s no point in trying to understand the meaning of the sculptures that I
have already seen: for me, they do not say anything. It would have been better
if the City had invested this seven million [cruzeiros] on public lighting in the
neighborhoods on the periphery, for example…
…I think that they are neither ugly, nor beautiful …but with all of the poverty
and hunger that we see every day, why spend so much money on works of art,
that the masses do not even understand? This is for the rich to buy and admire;
the poor do not understand these things at all—what the masses want is to have
full bellies.
…It is revolting. The city needs a metro, mass transportation, public lighting,
more plumbing, so many things, and the city already has spent a lot of money
on works of art that the people can live without.50
These quotations from the general public reveal a marked skepticism, with no one really
believing the explanation that the remodeling of the Praça da Sé had been done for their
benefit. 51 Instead, an alternative explanation that the fountains and sculptures had been
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added to prevent large numbers of people from being able to congregate and demonstrate
there, began to circulate. Even curator Radha Abramo’s own descriptions of the
renovations made to the Praça da Sé described how it divided the space and channeled
the movement of pedestrians, as if it were merely an issue of controlling the passage of
large numbers of people during rush hour.52 The square had had a long history of public
demonstrations and association with the working class, which had been resurrected in
1975 when thousands of people attended the funeral of journalist Vladimir Herzog, which
took place at the cathedral, as a form of protest.53 With their almost complete lack of any
sort of relevance to the people who normally occupied the square, the abstract sculptures
installed there not only limited the open circulation of people, but also reminded them
that the square did not belong to them but rather to the unseen entities who had installed
them.
In his study of “The contradictions of public art,” Malcolm Miles describes how,
within the context of the Cold War, modern art came to be associated with the intellectual
freedom of the West, and eventually, with the “interests of capital.” Miles argues that the
public art selected for locations outside of corporate office buildings expresses a similar
message “that the bank and property developer are successful enough to be patrons of
art… and therefore part of the continuing construction of liberal civilization.”54 The
modernist sculptures in the Praça da Sé projected the same ideals, constructing an image
of the military regime as civilized and progressive even as they limited the circulation of
large numbers of people in the area. The fact that the public harshly criticized the vast
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amount of money spent on the installation of the sculptures revealed the degree to which
they intuitively understood and rejected this function.
Later that same year, the members of 3Nós3 collaborated with Viajou Sem
Passaporte and several other artist groups to perform the Evento fim de década (End of
the Decade Event), an intervention that involved repossessing the Praça da Sé for a day
and transforming it into the site of a carnival of the absurd that attracted the participation
of passersby. The choice to perform an intervention on the Praça da Sé only a few months
after its remodeling was not an accident, but rather pointed to the desire to repossess a
space that local officials had taken over through the installation of abstract sculptures and
fountains. While I describe this event in much greater detail in Chapter Four, the aspect
of interaction with the recently installed public sculptures is relevant here. The “bases” or
individual projects that comprised the event included several that interacted with the
surrounding sculptures and fountains. The artists placed several colored cardboard boxes
around the sculpture Garatuja, creating temporary alternatives to the enormous yellow
curlicue. Balloons placed inside the fountains bobbed on the surface of the water and a
hose laid on the ground and attached to an air compressor blew ping-pong balls into the
air. In every instance, the permanent, immobile and irrelevant sculptures were replaced
by temporary, moving, objects made of cheap materials that provided playful alternatives
to the sculptures.
According to Malcolm Miles, “When contemporary art is sited in the street, two
kinds of space collide.” One is the “value free” space of the gallery, which moves out into
the space of the city along with the sculpture’s new location. In contrast, the lived space
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of the city itself is created by the people who occupy it and is “replete with values,
personal associations, appropriations, exclusions and invitations, and the shared and
disputed issues of the public realm.”55 Miles argues that these two spaces establish
different roles for public art, either forcing viewers to assimilate to the level of education
necessary to appreciate the works, or forcing the art to become a form of “street life” that
coexists with other similar manifestations, such as street vendors and carnivals. The
Evento Fim de Década attempted to temporarily assimilate the sculptures in the Praça da
Sé into the street life of the city by creating a series of carnivalesque interactions around
them. For a period of one day, the Evento Fim de Década returned to the Praça da Sé its
original function as a place of free expression of the working classes and subverted the
authoritarian function of the sculptures by turning them into objects of playful
interaction.
THE PROBLEM OF NOSTALGIA
One of the largest obstacles that I have encountered in my research on the
relationship between the urban interventions and their sites is the profound lack of
information on those architectural developments in the history of São Paulo that occurred
during the military regime. In regard to the history of architecture and urban studies of
São Paulo’s development in the latter half of the twentieth century, scholars tend to focus
on the periods of the city’s greatest glory, either expressing a sense of nostalgia, or
avoiding the subject entirely.56 For these reasons, the history of urban development in
São Paulo during the military regime, like the interventions, is an enormous absence or
blind spot. This is not a statement that I make lightly, for I have literally spent years
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looking for any book, article, or reference of substance that might prove useful in the
writing of this chapter. Although many people know very well what happened to the city
during this time, they either have internalized the process of change to the point that they
take it for granted, or are simply unwilling to confront the more unpleasant aspects of the
city’s history and their ramifications in the present day.
Perhaps nostalgia is such a powerful emotion in regard to the history of São Paulo
precisely because of the fact that the city of the present day has so completely obliterated
almost any trace of past glories. A section of the book São Paulo: a cidade, o habitante, a
administração (São Paulo: the City, the Inhabitant, and the Administration) describes a
public works project that took place in 1977 and attempted to take advantage of the
nostalgia of the general populace through the creation of a “museum in the street.” This
consisted of portable signs located on the newly restored sidewalks with reproductions of
historical photographs of specific buildings and areas of the city as they had appeared in
the past [Fig. 3.29-30], emphasizing the extensive changes that had occurred in the urban
landscape over the past couple of decades:
On a morning at the beginning of the year 1977, an original exhibition
surprised the thousands of paulistanos who have been using the recently
installed pedestrian walkways in the city’s center. In specific locations of
extensive pedestrian circulation, photographic panels of 1.8 meters in height
depicted images from the past of the same locations where they were
exhibited, accompanied by brief texts. An unusual museum, in open air, in the
middle of the street, abandoned the usual comportment of waiting for visitors
and searched for its regulars in the places where the public would circulate,
particularly that public that does not go to museums.57
This project played on the nostalgia of the viewer by evoking a time in the past when
things were simpler and architecture was more attractive, while at the same time
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emphasizing the city’s “progress.” While the description of the project sounded as if city
officials were doing paulistanos a favor by reminding them of their own history, what
remained unsaid was that the government had actively contributed to this process of
historical destruction. In addition, the museum in the street project suggested that most
paulistanos possessed little or no awareness of their city’s past, and had all too easily
forgotten how certain parts of the city looked after they had undergone numerous and
extensive changes.
Although the subject of architectural historian Benedito Lima de Toledo’s book
São Paulo: três cidades em um século (São Paulo: Three Cities in One Century) is the
nineteenth century, in a way it really addresses the changes that occurred in the city
during the twentieth century. One cannot help but think of the physical transformations of
the late twentieth century as a point of reference, particularly after viewing the many
historic photographs of places that today bear little or no resemblance to how they looked
one hundred or more years ago. The implied shock upon seeing images of streets filled
with stucco colonial buildings that have long since disappeared establishes a thematic
connection between the shock of the nineteenth century and that of more contemporary
times. Among the photographs illustrating the texts are images of historic locations and
buildings that survived until the late 1970s, the smaller spaces and structures of bygone
eras appearing as though the masses of skyscrapers that surround them were attempting
to swallow them up. Finally, at one point in his essay, Toledo relents and makes a
reference to the present day and to the woeful state of São Paulo’s urban spaces in a
section entitled “Technocracy and Civilization: ”
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Looking at these photos and studying the urban evolution of São Paulo
allows us to make a statement: the past several mayors of this city have not felt
the slightest constraint in demolishing historic buildings and destroying
vegetation. They calmly spend public money on sewers, avenues, landfills,
viaducts, concrete walls, entrance ramps, illumination, and other improvements,
but, after the inaugural festivities have passed, one notices that there is not the
slightest concern for green spaces. The reason is simple: in underdeveloped
countries there is a concept that has long been surpassed in developed countries:
that paths of circulation should take precedence over all other urban values. In
other words, the aesthetic aspect of the environment, a fundamental component of
the measure of the quality of life in a city, does not enter into the concerns of the
authorities.
If any doubt remains in this regard, one need only ask any city official the
reasons for this behavior and without a doubt one will hear for the hundredth time
the expression, ‘There are other priorities.’ Basically, it is a problem of
civilization.58
Toledo’s book exemplifies two tendencies in writing about the development of São
Paulo’s urban landscape: the attempt to ignore and suppress the present, which pops up
anyway where one would least expect it, and the expression of a sense of nostalgia for a
bygone era in which São Paulo was greener, less crowded, less congested, and so on. The
inability to come to terms with the city’s transformations is the driving force behind both
tendencies.
In her book Além dos mapas, curator Cristina Freire analyzes the relationship
between memory and site, focusing specifically on the particularly traumatizing case of
São Paulo. As part of her research, Freire traveled to various museums throughout São
Paulo and interviewed people regarding their attitudes regarding museums and public
sculptures. Part of Freire’s premise is that the city is itself a kind of giant museum
devoted to the preservation of urban memory. A crucial aspect of the link between
monument and memory in most cities is that the monument in most cases stays in one
place, therefore becoming a powerful focus of collective memory. However, the urban
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space of São Paulo is a peculiar sort of museum, one in which monumental sculptures
and architecture are on a regular basis stolen, destroyed, and rearranged. The trauma that
paulistanos express in regard to the constant mutation that urban space has undergone in
their city manifested itself in discussions of these sculptures and public spaces. Freire
observes that among the people she interviewed, references to the city repeatedly
expressed the ideas of loss and regret; she argues that the homogenization of urban space
and overwhelming scale resulted in the loss of an intimate relationship with the city.59
At the same time that Freire establishes the importance of museums as the
guardians of collective memory and for their role as landmarks in an otherwise
unremarkable urban landscape, she also acknowledges the impossibility of them ever
totally fulfilling that role. The notion that Brazil is a country without memory, that few
people visit museums and that landmarks gradually lose their original meanings over time
are all forces that work to counteract the preservation of collective memory in São
Paulo.60 Perhaps one of the most striking aspects of many of the urban interventions was
a similar sort of undermining of nostalgia for the city of the past, even when they
occurred near important historical landmarks. The interventions forced one to consider
São Paulo as it was, not as one would like it to be.
Two urban interventions, Matarazzo and Tríptico, commented on the dual
processes of nostalgia and forgetting through the placement of painted panels in locations
of historical significance. Undermining the idea of paintings as objects preserved within
the safety of the museum, the members of 3Nós3 installed both Matarazzo and Tríptico at
street level and abandoned them to the forces of chaos and chance, their destruction
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referencing the larger destruction of historical buildings and of the city’s collective
memory itself. The fact that these two works were among the few that were not
publicized in newspapers, at least not until they had already happened, reinforced the idea
of artistic experimentation in the urban environment, rather than an attempt to control the
works’ critical reception by notifying newspaper editors of their appearance.
The members of 3Nós3 hung the intervention Matarazzo on a wall outside of the
Indústrias Matarazzo factory complex on May 20, 1980, where it remained untouched
until the 22nd, when it was painted over in whitewash [Fig. 3.31-2].61 It consisted of a
large panel, almost the size of a billboard or sign, with the shape of a triangle painted on
it in black. The artists extended the line of the triangle beyond the edges of the panel by
painting the shape in white directly on the wall itself. Photographs of the intervention
reveal that its location was not one of heavy pedestrian traffic and therefore it was best
seen from passing cars. From this vantage point, with its enormous size and simplified
geometric shape, the intervention resembled an enormous company logo [Fig. 3.33-4].
The choice of site and even the title of the intervention referenced Francisco
Matarazzo Sobrinho, a.k.a. “Ciccillo,” who even today remains one of the most
influential figures in the recent history of São Paulo, both for his involvement in the
founding of several art museums and for his work as an industrialist. While his legacy as
a patron of the arts remains unshaken in the institutions of the São Paulo Biennial and
Museum of Modern Art, the factories, the basis of his patronage, had been abandoned at
the time of Matarazzo and were completely demolished by the time of my research. The
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abandoned site of the factories was a major component of the 2002 exhibition Arte/
Cidade:
The country’s greatest manufacturing complex at the beginning of the
twentieth century, the Indústrias Reunidas Matarazzo has become the great
symbol of São Paulo’s industrialization. The Água Branca factory possessed
about twenty units, between production, research, and warehouses… The factory
was dedicated to the production of tinned food, cooking oils and cleaning
products….
Those facilities, that occupied the today empty lot, functioned until the
collapse of the Matarazzo Group. In the seventies, the owners, with the intention
of using the area for other activities, ordered the demolition of nearly all the
existing buildings. There remained the Boiler House, with its furnaces and
chimneys, the merchandise locating shed, on the other side of the railway
extension. The abandoned locomotives, the rusty pipes and the silent smoke
tunnels transformed this place into one of the most lyric and intriguing landscapes
of the city.62
…Closed off to the city, only chimneys indicated its presence beyond
the immense avenue’s wall63
Elsewhere in the city, the institutions of the São Paulo Biennial and the Museum of
Modern Art, and even their location in Ibirapuera Park stood as evidence of Matarazzo’s
successes as a patron of the arts and a philanthropist. But they were not the sites that
3Nós3 chose for their intervention. Instead, they chose the one place that pointed to
decrepitude, failure, and disintegration: the abandoned factory complex. The slow
crumbling of the structures that once produced Matarazzo’s financial and personal
success spoke to the changing nature of both the urban and cultural landscape.
Mário Ramiro described Matarazzo as an homage to Alfredo Volpi, an untrained,
Italian-born painter who dabbled in constructivism and received admiration for his ability
to transcend societal and artistic boundaries.64 By describing the work in this way,
Ramiro connected the intervention to arte concreta, the movement of geometric
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abstraction that dominated art in São Paulo during the 1950s. This was an art of industry:
produced by artists who also worked as architects, industrial designers, and chemists,
painting compositions in which they attempted to remove any trace of human
imperfection and exhibiting these works in museums designed specifically for the display
of modern art.65 The whitewashing of Matarazzo also suggested that the in the context of
the 1970s, geometric abstraction had become irrelevant and was no longer the art that
best represented São Paulo.
Although the geometric shape represented in Matarazzo referenced the
constructivist movements of the 1950s, its large scale (several feet across, many times
larger than the vast majority of arte concreta paintings) and posting in public space
suggested a connection to the many posters, billboards and other advertisements that had
come to dominate São Paulo during this time. A 1976 study entitled “The Poster in São
Paulo” identified the characteristics of a poster, many of which were also traits of
Matarazzo. According to the study, the material of posters is usually paper, the
information transmitted is usually of a temporary character, and the message is conceived
with the idea of communication to a specific audience.66 The ephemeral nature, scale and
materials of Matarazzo were all traits that the work shared with posters. At the same
time, the work’s resemblance to a business logo painted on the side of a wall connected it
to the graphic design and logo of many of the artists involved in arte concreta in São
Paulo.67
Similar to Matarazzo, an earlier intervention Tríptico, performed in August 1979,
also involved abandoning a painting to the chaotic forces of the street. This work
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consisted of three panels, two painted and one multimedia, which the artists assembled in
the shape of a prism and left on the sidewalk on the Rua Xavier de Toledo, in front of the
Teatro Municipal. Mário Ramiro and Rafael França made the paintings [Fig. 3.35-7].
Ramiro’s was a caricature of scowling military officials, reminiscent of the work of
George Grosz, while França’s depicted a man in a necktie, a theme he had been exploring
in his print work.68 Hudinilson made an assemblage using the empty frame of his panel,
attaching a small picture frame to it and then scrawling “SP ’79” and “3Nós3” on the
back of the other two. The members of 3Nós3 placed Tríptico on the sidewalk in front of
the Teatro Municipal, in an area of extremely heavy pedestrian traffic. The panels stood
there for three days, as passersby covered them with fliers, then ripped them apart and
threw them in the street where cars ran over and almost completely destroyed them [Fig.
3.38-43]. Finally, sanitation workers gathered up the remains and disposed of them.
Photographs taken over the course of three days document the transformation of
the panels, with their homemade, scrappy, graffiti-covered appearance, creating a stark
contrast with the Teatro Municipal in the background. The form of Tríptico echoed the
shape of the large portable sign located on the sidewalk just outside of the theater,
advertising upcoming musical events. This similarity was even more apparent in the
photos that depicted Tríptico somewhat battered and falling apart, almost completely
covered in leaflets and propped up against the larger sign. At first, the photographs
depicted pedestrians walking past the work and seeming to give it nothing more than a
passing glance before continuing on their way. But at some point in time, a moment not
depicted in the photographs, someone began “appropriating” the work of art, covering it
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in advertisements, treating it like an ephemeral piece of garbage rather than a work of art,
much to the fascination and delight of the members of 3Nós3.
The site chosen for Tríptico had a great deal of significance, not only for the fact
that it was across the street from the historical landmark of the Teatro Municipal, but also
because it was an area of high pedestrian traffic. But the nearby presence of monumental
architecture was less important to the intervention than the multitudes of people passing
by, as well as the abundance of signage and information in the street.69 For this reason, it
bore a strong resemblance to the “visual pollution” that has plagued São Paulo for much
of its recent history. According to the book São Paulo: a cidade, o habitante, a
administração, the city had approximately one quarter of a million advertisements, over
which the local government had almost no control [Fig. 3.46]. Many of these violated
city ordinances, particularly announcements posted in virtually any location, including,
“trees, posts, fences, public buildings, statues, monuments, grates, walls, viaducts,
bridges, tunnels, and mailboxes.”70 An American student doing research in São Paulo
recognized the continuing problem of visual pollution when he described the city of the
1980s in the following way:
…São Paulo is a city characterized by an illogical spatial network and confusing,
consumptive, and chaotic images that subvert public valorization of and
identification with urban space. Visually, São Paulo confronts its inhabitants with
an unregulated urban layout of abandoned buildings, posts swamped in competing
advertising posters, interminable construction barriers, billboards and visual
pollution…71
Researcher Neil Edward Schlecht quoted several different paulistanos who all described
how the experience of living in São Paulo traumatized those who experienced it on a
daily basis, to the point that one man argued that most paulistanos lived in a state of
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constant conflict with their city. The source of the problem was an almost total lack of
any regulation of advertising in public space, resulting in an overwhelming profusion of
forms of visual communication.72 With their physical resemblance to the advertisements
and graffiti that overwhelmed the streets of São Paulo, the interventions Matarazzo and
Tríptico denied the tendencies toward nostalgia for the past that frequently have
accompanied considerations of the city’s urban landscape, instead engaging with the city
the way it is: chaotic, crowded, full of traffic noise and visual overstimulation.
THE INTERVENTIONS AS NON-UMENTS
The members of 3Nós3 had approached a number of companies in the area for
donations of material, and only one, Plastic Five, had shown any sort of sympathy.
Ramiro explained to me that he understood the architectonic interventions as instances of
artists exploring the limits, both formal and technical, of the material that they had been
using. The sheets of plastic were ideally suited for draping on and around architectonic
features such as bridges and overpasses, many of which had been constructed during the
decade of the 1970s. According to Tadeu Chiarelli, these were some of the only spaces
available for art due to a real estate boom that occurred in São Paulo after World War II
that has “populated São Paulo with buildings, viaducts, and thoroughfares, leaving hardly
any space for the installation of artworks.”73 These very same physical features that
squeezed out any remaining sites for public sculpture became the places that 3Nós3 used
for several interventions. Given the lack of plazas and other traditional spaces for
monuments, 3Nós3 began appropriating those spaces that did exist, the roads and bridges
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themselves, and used them to make works of art that mirrored back the landscape’s
banality and meaninglessness.
The sheer lack of information and research that I could use to make sense of São
Paulo’s physical appearance forced me to consult studies of similar phenomena occurring
in cities in the U.S. For instance, the authors of the 1986 book Place Makers: Creating
Public Art That Tells You Where You Are could almost have been describing the
transformation of São Paulo into a veritable concrete jungle when they lamented a
tendency in American cities that they referred to as “the spectre of placelessness:”
We have in the generations since World War II created a banal sameness
everywhere in America: a sameness that haunts not only the older commercial
strip along the road to the airport, but also the new development that is massively
changing the profile of many a city center. It is a pervasive dullness of building
surface, highway abutment, corporate sign, and franchise design which obscures
with the security of sameness our connections to particular places, and which, in
the aggregate, obliterates our very image of ourselves. The impact of this
phenomenon has vastly increased in the past decade.74
Although this study focused exclusively on cities in the United States, the problems it
described could easily be found in São Paulo as well, particularly the descriptions of
banal, uninspiring urban spaces that appeared during the decade of the 1970s. However,
the situation in São Paulo was not quite the same as that of the United States. While many
American cities became indistinguishable from one another, containing the same
McDonald’s, the same strip malls, the same stretches of monotonous suburban housing
tracts, São Paulo presented an instance, unique in Brazil at that time, of a city that had
exploded into a vast and overwhelming urban sprawl, resembling an ocean of skyscrapers
stretching endlessly toward the horizon as seen in photographs taken from the city center,
usually from the top of the Edificio Italia.
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A 1976 study done by IDART (Departamento de Informação e Documentação
Artísticas, the Department of Artistic Information and Documentation, a division of the
Centro Cultural São Paulo devoted to research on local artists and movements) including
a chapter entitled, “The Role of Sculpture in the Urban Landscape of São Paulo” stated
the problem in terms of the elimination of ideal sites for public sculpture: “Sculpture did
not keep up with the frenetic growth of the city of São Paulo.”75 The sculptures of the
early twentieth century (those that the intervention Ensacamento targeted) punctuated the
relatively intimate urban spaces of small plazas, gardens, and stairways. The growing
number of skyscrapers began to overwhelm and isolate the spaces that had been designed
for the São Paulo of the 1920s. In turn, the sculptures located in these spaces deteriorated
and became lost and forgotten, occasionally stolen, and frequently vandalized. The city’s
rapid and violent growth made the spaces that these sculptures inhabited obsolete since
they were, “still insufficient for the size of the city, as necessary areas of leisure.”76
In Chapter One, I discussed how the intervention Ensacamento targeted
monumental sculptures in São Paulo as symbols of the military regime. Such an action
was appropriate at the beginning of abertura, with the return to democracy and end to
censorship and political oppression. However, in the years that followed, the monuments
of São Paulo would become increasingly fragile and ineffective as symbols of authority.
Frequently vandalized, stolen, or even moved from place to place by local authorities,
their function as markers of the importance of place and historicity was completely
undermined, the constant change and destruction to which they were subjected merely a
symptom of the larger changes taking place in their environment.77 If traditional
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monuments were no longer appropriate to this new landscape, what else would be better
than a work of art whose temporariness and destruction was built in?
Pamela Lee’s discussion of the work of Gordon Matta-Clark may provide some
insight into the relationship between the later urban interventions of 3Nós3 and the city of
São Paulo. In regard to Matta-Clark’s works that incorporated the concept of entropy,
Lee argued the following:
Matta-Clark’s site-specific works engage an even more extreme relation to the
logic of the monument. In their to-ing and fro-ing between a past that
continuously underwrites itself, and a future that cannot be built on such historical
aporias, they radicalize the entropic monument, render it a ‘non-ument,’ to borrow
the artist’s term. They do not aspire to the fantasy of historical stability as
conventional monuments do; if anything, these works embrace the impossibility
of inhabiting that moment. Counterintuitively, they do this in the marking of such
a place, only to be removed or destroyed, acknowledging the historicist
presumptions around which the conventional monument is established…. Because
Matta-Clark’s work presupposes its own destruction, it internalizes this historical
loss, this entropic remove.78
The idea of a monument that references the placelessness and destruction of its own
environment through its own destruction, referred to here as a “non-ument,” also provides
an apt description of the urban interventions that used large strips of plastic. Draped over
and around the ugliest, most mundane architectonic features in the city, and making
themselves vulnerable to ever-present processes of destruction, they reflected the larger
processes of destruction and loss that the city was experiencing. In an environment like
São Paulo, the interventions as “non-uments” symbolized the changes taking place in the
urban landscape, through their very banality, enormous scale, and ephemeral nature much
more effectively than more conventional monuments, with their pretentions of
permanence.
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Intervenção VI, was among the first of these “non-uments.” Done in July 1980, it
consisted of one hundred meters of red plastic film woven between the two holes of the
underpass popularly known as the Buraco (the Hole), which connects the Avenida
Paulista with the Avenida Doutor Arnaldo [Fig. 3.47]. Anyone who drives or takes the
bus to the Avenida Paulista approaching it from the north has to pass through the Buraco.
It would not be an exaggeration to say that hundreds of thousands of people experience it
on a daily basis. While it is mundane and even unattractive, it is a structure of great
importance to commuters and is so visually striking in aerial views of the Avenida
Paulista that it often makes an appearance in postcards [Fig. 3.47].
In fact, the members of 3Nós3 used a postcard to create a “sketch” of Intervenção
VI, scratching off the glossy coating on the paper’s surface and then filling it in with red
ink. This “sketch” suggests that the group members conceived of how Intervenção VI
could potentially be seen from the air, from an aircraft, or at the very least, from an
elevated point of view from one of the many of the skyscrapers that increasingly dotted
the Avenida Paulista. The red color of the plastic created a visual contrast with the grey
concrete of city streets and buildings surrounding it. During the few hours that it was
installed, it served as a form of temporary sculpture whose enormous scale and simplicity
of form, not to mention the fact that it literally wove itself through holes in the street,
called attention to the otherwise unremarkable Buraco.
An article about Intervenção VI focused extensively on the perceived inability of
the general public to understand the work. As in the case of the analyses of the sculptures
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in the Praça da Sé, the implication was that the work was ineffective because of its failure
to communicate with people in the street:
It cannot be said that Adalberto did not make the effort to understand what those
young people, in the middle of Tuesday night, were plotting with a sheet of red
plastic at the corner of the Avenida Paulista and Consolação. The taxi stopped and
remained in its place, startled, observing the confusion. He could not tolerate his
curiosity any longer and asked, a little timidly, after having stood there ten
minutes without understanding anything, what was that there, pointing to the
plastic on the ground.
--Are they going to make art? Is this modern art?79
The reporter also mentioned the presence of the Rede Globo television network, their
cameras and spotlights adding to the sensationalism of the event. Hudinilson Jr. stood in
the spotlight with “a dozen people arranging his hair, putting it behind the artist” as he
explained the function of the intervention. This description paints an exaggerated, yet not
totally inaccurate, image of Hudinilson’s thick, flowing hair, his vanity, the implication
of his homosexuality, and his ability to cause a scene. Overall, the general impression of
this article is of a major commotion being made over a work of art that few people
actually understood. According to an article by Paulo Klein, Intervenção VI only
remained installed for a few hours since the use of an enormous sheet of red plastic
evoked references to the banners of Workers’ Party demonstrations, causing authorities to
remove it as quickly as possible.80
All of the descriptions of Intervenção VI, the questioning of its message and
whether or not it qualified as art, association of the work with the red banners of
demonstrating metalworkers, reveal a desire for the intervention to express some sort of
message or meaning. However, this intervention and others like it actually frustrated any
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attempts to attach specific interpretations to them, instead simply framing the mundane
architectonic spaces around them and calling attention to them, to what is usually
passively ignored or actively blocked from one’s mind. At the same time, the sense of
agitation and commotion surrounding the installation of the interventions distilled and
heightened the sense of alienation caused by the urban landscape itself on a regular basis.
In intervening in the everyday, these works caused people to become temporarily more
aware of the processes that affected them on a daily basis.
The intervention Arco 10 took the goals of Intervenção VI a step further, evoking
a heightened sense of the experience of the city that both highlighted the role of the
landscape in creating a sense of uneasiness and generated such feelings on its own. It
took place in December 1981 and involved draping 300m of yellow plastic from the
Viaduto Doutor Arnaldo so that it hung suspended in an arc over the Avenida Sumaré
and threatened to fall on cars passing underneath [Fig. 3.49-50]. According to an article
in the Folha de São Paulo, several motorists expressed their fear that something bad
would happen to them, that the plastic would fall while they were passing under it, thus
causing an accident. Finally, the people of the neighborhood of Sumaré called the police
and the fire department and insisted that the plastic be removed.

The result was,

according to the paper, “a real mess” as it appears from the photograph accompanying the
article that the police had to close off the street, a main thoroughfare in the city, in the
process of removing the plastic sheet.81
The members of 3Nós3 downplayed the feelings of chaos and danger that the
intervention evoked for those driving underneath the enormous arc of yellow plastic. In
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an article published after the intervention, Hudinilson explained that the group members
always considered safety as a high priority with the interventions, while Ramiro argued
twenty years later that the chaos did not really begin until the authorities showed up and
blocked off the street so they could remove the work.82 Still, roughly twenty-five years
later, a frined of mine who lived in Sumaré at the time vividly remembered the feelings
that Arco 10 conjured up for her:
I remember that intervention really well. I was driving along the Avenida
Sumaré and I saw a huge strip of plastic hanging from the Doutor Arnaldo
bridge overhead and blowing in the wind. I thought ‘Wow, whoever did this
is really crazy because that plastic is going to break off and fall on the cars.’
Today that type of thing would not seem as strange; today you see people
rappelling off of the bridge with ropes all the time, but back then it attracted
a lot of attention.83
As revealed in descriptions of the intervention, Arco 10 was also one of the few
interventions to rely exclusively on interaction with motorists inside of cars. It occurred
in a period during which the number of automobiles in São Paulo dramatically increased,
and the city solidified its reputation as one of the most dangerous in the world in terms of
traffic accidents and deaths.84 Thus Arco 10 not only highlighted the growing tendency
for paulistanos to experience their city from the interior of an automobile, it also
emphasized the generally negative nature of such experiences. The chaos created as
authorities closed off the street was an only slightly more extreme version of the traffic
jams that block the main roadways of São Paulo on a daily basis.
According to an article published in Quatro Rodas magazine, the public once
again did not understand the meaning of Arco 10: one housewife thought that it was
another project that the City had paid for and asked, “Why are they spending more
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money, when they painted this bridge [the Santa Ifigênia Bridge] not that long ago?”85
The housewife’s confusion in regard to Arco 10 indicates the extent of the relationship
between the interventions and the renovation of the urban landscape sponsored by the
city government, since work on both the Santa Ifigênia Bridge and the Avenida Sumaré
had taken place only a few years earlier. After the metal of the bridge had been restored,
a house painter decided to paint it in bright colors, but stopped after running out of
money to purchase paint.86
The sites of these interventions that used large sheets of plastic consisted of
vexingly mundane architectonic features such as roads, underpasses, bridges, and
ventilation shafts. These held no historical or cultural significance, their only purpose, at
least ideally, being to move large numbers of people quickly. By choosing such locations
for the interventions, the members of 3Nós3 called attention to the transformation of the
urban landscape that had occurred during their own lifetimes as numerous public works
projects attempted to accommodate the hordes of people migrating to São Paulo from
Brazil’s poverty-stricken Northeast in search of steady work and better lives. During the
years of military rule, the government’s desire to transform Brazil into a technocracy with
São Paulo as the country’s center of industrial production manifested itself through
changes in the physical makeup of the city. Architectural historians have not addressed
these changes nearly as often as sociologists studying their effects on the living
conditions of the working class. While architectural historians and artists may have
expressed nostalgia in regard to the city’s increasing ugliness, activists documenting the
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living conditions of the city’s poor observed the transformation of the urban landscape
into a colossal experiment in social control.
THE AUTHORITARIAN CITY
São Paulo today is a city of walls. City residents will not risk living in a house
without fences and bars on the windows. Physical barriers enclose both public and
private spaces: houses, apartment buildings, parks, squares, office complexes,
shopping areas, and schools. As the elites retreat to their enclaves and
abandon public spaces to the homeless and poor, the number of spaces for public
encounters between different social groups shrinks considerably. The everyday
routines of those who inhabit segregated spaces—guarded by walls, surveillance
systems, and restricted access—are quite different from their previous routines in
more open and mixed environments.87
This quotation from Teresa Caldeira’s book City of Walls summarizes the
author’s main argument in regard to São Paulo: that in the decade or so following the end
of the military regime, the inhabitants of the city, particularly those from more elite social
classes, retreated behind walls in response to increased crime and concern for their
personal safety. This idea presented a dilemma in regard to my research on the urban
interventions of 3Nós3. Caldeira’s book was the most important study dealing with the
contemporary history of São Paulo, yet her arguments directly opposed the very concept
of the urban interventions, which always seemed to rely on interaction with pedestrians
on the street. If these pedestrians really had retreated behind walls and into the safety of
their cars, as Caldeira had argued, then how did the interventions engage their audience
and in what way were they urban? Perhaps one way of answering this question is to see
that cause and effect had been reversed in Caldeira’s book. While she had argued that
increased crime rates forced people behind the safety of walled complexes out of fear,
she did not discuss how modernist urban planning (or modernist urban chaos?) might
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have influenced in this process. In other words, Caldeira never addressed the possibility
that modernist tendencies in urban planning might have created the isolation and sense of
loss of community that then resulted in a higher crime rate.
Jane Jacobs’ 1961 book The Death and Life of Great American Cities was one of
the most influential in emphasizing the role that modernism played in the destruction of
urban communities. Jacobs harshly criticized European models that had come to
dominate approaches to thinking about cities in the United States, such as the Garden
City of Ebenezer Howard and the Radiant City of Le Corbusier. The Radiant City, with
its towering skyscrapers, super blocks, and arterial roads became the model for many
cities throughout the world, presenting a model of simplicity and clarity. However, in a
manner similar to that of the Garden City, the model of the Radiant City failed to take
into account they way that people actually live in cities:
This vision and its bold symbolism have been all but irresistible to planners,
housers, designers, and to developers, lenders and mayors too. It exerts a great
pull on ‘progressive’ zoners, who write rules calculated to encourage
nonproject builders to reflect, if only a little, the dream. No matter how
vulgarized or clumsy the design, how dreary and useless the open space, how
dull the close-up view, an imitation of Le Corbusier shouts ‘Look what I made!’
Like a great, visible ego it tells of someone’s achievement. But as to how the city
works, it tells, like the Garden City, nothing but lies.88
According to Jacobs, the design of the Garden City was paternalistic, even authoritarian,
and failed to integrate the agency of the city’s inhabitants: their ability to police
themselves, make plans for their own lives, and generally function organically and
independently. Relating Jacobs’s arguments to São Paulo, one finds overwhelmingly that
many of the most inhospitable areas of the city originated as public works projects
designed, at least in theory, to make life easier on the average paulistano by easing the
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overwhelming flow of automobiles that choked nearly every part of the city. However,
not only were these projects woefully inadequate in terms of their ability to ease traffic
flow, in many cases they also made travel on foot more difficult or even impossible.
In a similar way, sociologist Eder Sader argues that many projects that fell into
the category of “urban renewal” actually had the opposite effect, making transportation
and everyday life increasingly difficult for members of the working class. The vast
distance between the periphery, where most of the working class lived, and the city
center, where they worked, meant more and more time spent in transit, with increasingly
little time left for leisure, for meeting with friends, having drinks, and socializing. Two
“city-dormitories” built by COHAB to house one hundred thousand people each on the
periphery of São Paulo were cities in name only, for they lacked many basic services
necessary for a self-contained city, such as gas stations, auto mechanics, and even
bakeries. In addition, several public works projects that took place in São Paulo during
the 1970s involved the construction of avenidas and overpasses for increased auto traffic,
but with relatively little consideration given to people who did not own automobiles. The
most infamous example of such poorly executed urban planning was the Minhocão. Built
in 1970, it was a sort of freeway overpass that cut a giant concrete gash through the city
from central São Paulo to the west side with a blatant disregard for pedestrian traffic.89
The idea that modernism in urban design is inherently authoritarian is actually
rather commonplace; in many ways it is the legacy of Jane Jacobs that continues to
resonate in the present. In the introduction to All That Is Solid Melts Into Air, Marshall
Berman argued that Brasília’s vast open spaces and lack of plazas and other areas where
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people can meet and hang around “might have made perfect sense for the capital of a
military dictatorship, ruled by generals who wanted the people kept at a distance, kept
apart, and kept down.”90 In The Mexico City Reader, art critic Rubén Gallo suggested that
the modernist buildings surrounding Tlatelolco Square herded students into narrow
spaces, making them easy targets for soldiers during the protests of 1968.91 And
sociologists including Lúcio Kowarick and Eder Sader, who have researched the living
conditions of the working class in São Paulo, have maintained that the changes in the
organization of urban space in the city contributed to greater social control during the
years of military rule.
In 1979, Kowarick published a book entitled A espoliação urbana (Urban
Spoliation), which harshly criticized the changes that had taken place in both the spatial
development and labor relations of São Paulo, both of which he viewed as having
resulted directly from government policies. In his chapter entitled “The Logic of
Disorder,” he argued that industrialization and uncontrolled urban growth were two
inextricably linked phenomena: “The spatial distribution of the population in the image of
this chaotic growth reflects the social condition of the city’s inhabitants, mirroring the
extent of economic relations on the level of prevailing spatial segregation.”92 According
to this statement, the apparently chaotic layout of São Paulo did not occur by chance, but
rather resulted directly from government policies that favored such a model of growth.
This argument would become even more explicit in the introduction to the book Social
Struggles and the City: The Case of São Paulo, in which William Goldsmith maintained
that parcels of land on the city’s edge had been intentionally left undeveloped with the
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likelihood that squatters would take over these areas. Although squatting technically was
illegal, the government turned a blind eye to it, since it offered a solution to the lack of
housing for workers that neither the government nor the businesses that hired these
workers were willing to invest money in solving.93
These changes in the urban landscape rapidly transformed São Paulo into a vast
urban factory, the industrial engine that literally ran the rest of Brazil. According to
William Goldsmith, São Paulo is “twice as important to Brazil as New York is to the
United States… In relative terms, São Paulo’s economic capacity is gigantic, the national
equivalent of the New York, Los Angeles, Chicago, San Francisco, Detroit, Boston,
Dallas, and Washington DC metropolitan areas combined!”94 Between 1950 and 1980,
the Brazilian gross domestic product grew 7.1 percent, with São Paulo absorbing most of
the growth: 36% of the industrial labor force, 40% of industrial added value and capital
investments, 70% of the added value in transportation and electricity, 60 % in
pharmaceuticals and plastic products, and 55% in the mechanics industry. This growth
did little to improve conditions for the average worker, however, because it was based on
unskilled labor, waste of resources, and low levels of technology, creating a model in
which the growth of the economy actually resulted in increased poverty among the
general population.95 Public policy also exacerbated social stratification as the
authoritarian regime invested heavily in projects that benefited the middle and upper
classes and ignored the needs of people living in the periphery. The metropolis became
more submissive than ever before “to the logic of profit,” with the repression of many
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political organizations, until eventually the working classes could not tolerate any more
and began to organize and demonstrate in spite of the considerable risk in doing so.96
One must look to examples outside of Brazil for a sense of how the urban
interventions might have engaged such a landscape. For instance, Jennifer Farrell has
argued that the “Affichages Sauvages” of Daniel Buren, interventionist works consisting
of squares of mass-produced striped awning canvas that Buren posted in public spaces,
called attention to the postwar transformation of Paris into an alienating capitalist
landscape. Various public works projects, including the destruction of Les Halles and
construction of the Pompidou Center during the 1970s, and the construction of housing
projects for the working classes achieved this goal. The Affichages sauvages, posted in
locations where the alienating effects of the cityscape were most apparent, called
attention to these transformations.97 The urban interventions marked a similar
transformation that took place in São Paulo during approximately the same period and
taking more or less the same form, as the urban landscape of the city was modernized
through the widening of streets and construction of skyscrapers in formerly historic
neighborhoods, and housing projects were built on the edges of the city to be the
residences of the working class. While Teresa Caldeira has argued that the residents of
São Paulo walled themselves in to protect themselves from the alienating effects of the
landscape, Farrell’s argument suggests the opposite order of cause and effect: the
construction of a landscape that separates people from each other, resulting in feelings of
alienation and isolation.
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THE PITFALLS OF REQUESTING PERMISSION
On May 13, 1981, the members of 3Nós3 draped a sheet of red cellophane
approximately fifty meters in length from a tunnel ventilation cone near the intersection
of the avenidas Rebouças and Doutor Arnaldo [Fig. 3.51]. This intervention did not
involve the suspension of a sheet of plastic in the air and therefore lacked the
connotations of danger of earlier interventions. Rather, it simply linked the ventilation
cone to the sidewalk nearby. “We hope that Conecção, the name of this latest proposal,
will last at least a week” said Hudinilson, optimistically suggesting the possibility that
local officials might for once allow an urban intervention to remain in place for more
than a few hours.98 Mário Ramiro was far less positive: “Normally a work of this nature
does not come to be absorbed, and consequently understood by the public because of the
absolute lack of time.”99 In regard to the possibility that city officials might ever allow
the members of 3Nós3 a degree of leniency, Ramiro replied that it was “an impossible
dream.” In fact, this article revealed the extent to which the members of 3Nós3 had
realized their goals: the very fact that they could even propose that they should be
allowed to leave their works up was evidence that their status in the local community had
grown, while the reporter’s description of the work as “Intervention. Performance.
Ritual.” suggested that general audiences could actually understand experimental
interventionist art without having time to become more accustomed to the works.
As the constant battles with local authorities had become an increasing hindrance
to the production of the urban interventions, the group members at one point were simply
asked why they did not just simply request permission to install their work. Would it
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really be that much more difficult than installing their interventions in the middle of the
night and constantly dodging police, as they had done in the past? Hudinilson replied that
3Nós3 had in fact requested permission for one project and waited a year and a half for a
response that never arrived. For this reason, it was simply easier to just perform the
interventions without asking anyone first. Rafael França and Mário Ramiro felt that the
problem was one of a lack of understanding: both the public and city officials did not
view the interventions as art, but rather placed them in the same category as the visual
pollution that constantly plagued the city. The author of the article explained that “The
group developed in São Paulo during the period in which graffiti was in full
effervescence, and for this reason was categorized as an extension of the taggers and
vandals who work in the middle of the night.”100 This article raised a certain dilemma: to
what degree did the interventions rely on the aspect of surprise and breaking the law to
achieve their message, particularly as the work of 3Nós3 and the notoriety of the group in
general increased? Given the parallels made between urban interventions and graffiti, one
could ask of one art form the questions that have been asked of another: Are urban
interventions art? Would removing their marginal status remove an integral aspect of
their meaning?
In considering some of the interventions that other artists produced at this time,
the fact that they were produced without permission formed an integral aspect of the
works’ meanings, and requesting permission to perform them would have undermined
their message. Other artistic projects involving the integration of art and urban space, but
requiring a lengthy process of requesting permission from various city officials
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highlighted the futility of ever seeing them to fruition. At about the same time that the
members of 3Nós3 began working with colored sheets of plastic, another artist, Ganupe
Bahia, proposed a program to bring more color to the streets of São Paulo [Fig. 3.52].
Bahia approached the government agency EMURB for permission to commission artists
to paint the walls of various buildings throughout the city, bringing color and life to an
overwhelmingly grey and dull city. He argued that the project would not require
government funding, but that the costs could be covered by seeking out the sponsorship
of paint companies such as Sherwin-Williams.101 His idea was to create an organization
linked to the Secretary of Culture, but with complete independence to choose its own
projects and manner of approaching them. The organization would comprise artists,
landscape architects, experts in urban planning and communication, and even
neighborhood representatives.102
As one newspaper article stated, “The Prefecture has nothing to lose, except to let
go of a little of the absolute power that it maintains over the city.”103 Bahia’s project
garnered the support of many influential critics and artists, such as Benedito Lima de
Toledo, Radha Abramo, Mauricio Nogueira Lima, Mayor Reinaldo de Barros, Secretary
of Culture Mário Chamie, and members of various government organizations, including
Paulistur, IDART, EMURB, and SEHAB. The obstacles appeared when Bahia
approached the Comissão de Proteção à Paisagem Urbana (Commission for the
Protection of the Urban Landscape, CPPU), a government agency that included members
of the Association of Architects, and the Association of Open-Air Advertisers. The latter
comprised a group of companies whose billboards cluttered much of the available space
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for advertising in the city, contributing a great deal to its ever-notorious visual pollution.
The president of the organization, Valentim Germano Bruno Sola, worked for an
advertising agency. Bahia argued that it was because of these interests that the CPPU
blocked his project and prevented it from moving forward.104 He also accused EMURB
of stealing his idea to color the city, albeit in a particularly inept way, when the decision
was made to paint the recently remodeled Praça Roosevelt green to make up for the lack
of trees in the public square.105
Eventually EMURB did adopt a program that sounded suspiciously like Bahia’s
proposal, only named “Make São Paulo more Beautiful” instead of “Let’s color the city”
(note also the change from a suggestion to a command). The main project of this
initiative was the painting of two murals by the geometric abstractionists Alfredo Volpi
and Tomie Ohtake, begun in 1984 [Fig. 3.53]. The murals were to be located on the side
walls of two apartment buildings, one near the Avenida Paulista and the other near the
metro station Anhangabaú, near the historic center of the city. Since the side walls were
little more than blank concrete slabs at the time, the idea was to color them and at the
same time alleviate the growing problem of visual pollution that continued to plague the
city: “For those who are tired of being constantly invited to purchase underwear, deposit
their money in this or that savings account, change their brand of cigarettes, or even
improve their English, at the insistence of the many billboards throughout the city, the
program of panels [proposed by] EMURB is a relief.”106
The goal of EMURB was to gradually replace the overwhelming quantity of
advertising that, according to project coordinator José Roberto Graciano, “generally [is]
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of the worst taste, and in spite of that, occupies some of the best locations in the city.”107
However, the project met with a great deal of resistance from local business owners, who
were prohibited from posting advertising on the blank walls of buildings. In addition, the
condominium owners in the buildings where the murals were located expressed their
preference for advertising, which they could earn money from, in contrast to the murals,
which earned no profit.
By relying almost exclusively on the installation of art on city streets without
permission, the urban interventions were far more effective than projects that sought
approval from local authorities in drawing attention to the processes of ever-increasing
visual pollution and flawed public works projects with decidedly mixed, or even negative
results in regard to improving the daily lives of paulistanos. Without the aspect of urban
mischief inherent in the works, they would have been just more examples of art that
somehow remained limited or even irrelevant in its ability to comment on the urban
environment. Nelson Leirner made an important observation in this regard:
The artist does not make a billboard to decorate the city, the artist is not a
decorator, his function is not to make the city beautiful for the passerby, but
rather to show to the city what is happening around them. In the artist there
exists an intention towards provocation, no one is going to spray a wall if not
to provoke, graffiti is not made only to make the wall ugly.108
In relying upon references to street vendors, visual pollution, and other forms of illegal
proliferation in the city, the urban interventions question what it means to break the law,
for in many cases, the most powerful people in Brazil are the ones who flagrantly ignore
the law, or bend it to their needs. Brazilian politicians and persons of influence are
perhaps the most notorious purveyors of the jeito, using their positions to gain unfair
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favors and advantages or to simply break the law without consequence. Who then is the
real malandro? If one can argue that a significant portion of the economy is “informal,”
that the entire social system is based on favors and jockeying for position (the famous
“Do you know who you are talking to?” that DaMatta analyzes), and even the very design
of the city itself has resulted from breaking or bending the rules, then perhaps by
breaking the rules, the interventions themselves are commenting on the very processes of
urban mischief that make the city run.
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to paint the façade of a gasoline station on the Avenida São João and from this experience
he developed the idea of improving the physical appearance of the city.
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CHAPTER FOUR: THE INDEPENDENT AESTHETIC
INTRODUCTION
We knew that choices made in regard to private life were also political choices…
We tried to invent a style of life, an aesthetic and a morality that were totally
different from those of the middle classes that rose up during the period of the
Brazilian Economic Miracle. Our houses were spartan, our sofas were cushions
scattered on the floor, our beds were tatami mats, we did not hire maids—I will
not mention how clean the house was! We used few electric appliances, cooked
our own food, and proposed a division of domestic labor that conferred a level of
solidarity: everyone helped with everything, either spontaneously or in turns…1
For psychoanalyst and journalist Maria Rita Kehl, “the seventies that mattered”
began in 1974, when she left her parents’ house and moved to an apartment in the
neighborhood of Pinheiros, an area on the west side of São Paulo that students favored,
along with Butantã and Vila Madelena, for its cheap rent and proximity to the campus of
the University of São Paulo.2 Kehl describes a sort of neo-hippie movement, occurring
well after the end of the 1960s and responding to the growth of the middle class that
resulted from the Brazilian Economic Miracle. Although this group defined itself in
contrast to the middle class, it was still inextricably linked to it, afforded the privilege of
attending university and enjoying more leisure time than ever before because of the
economic growth generated by an oppressive regime that it did not support. The members
of 3Nós3 came from this class of rebellious youth, loosely known as “the independents”
[Fig. 4.1].
This generation of youth contributed significantly to a rebirth of the arts and a
sense of artistic freedom in the wake of the censorship and oppression of Institutional Act
5. However, their entire approach to artistic production defied traditional definitions in
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every way possible. Artists often worked collectively, undermining the understanding of
an artist as a person who struggled alone and whose work was the result of totally
original, solitary inspiration. Not only did artists work in groups, but groups collaborated
with each other, forming increasingly larger collectives with ever-growing ambitions in
terms of the scope of their work. These projects often crossed traditional artistic
boundaries of theater, visual art, film, and literature, making it difficult to understand
3Nós3 solely within the boundaries of the visual arts, for instance, or the group Viajou
Sem Passaporte (Traveled Without a Passport) only as a form of experimental theater.
Perhaps most significantly, the independents worked to establish their own circuits of
cultural production outside of the mainstream. Identifying 3Nós3 as part of the
independent movement goes a long way in explaining, beyond the offenses that XGaleria may have caused, the reasons for the exclusion of both the group and even the
entire time period from the history of Brazilian art. The goals of this chapter are to situate
the independents within a larger tradition of countercultural production in Brazil, to
outline the traits of the radical aesthetic that the independents espoused, and to explain
how the work of 3Nós3 fit within the independent movement.
One main reason why the cultural production of the independents has remained
relatively invisible is a negative view of the generation that came of age during the 1970s.
According to sociologist Helena Wendel Abramo, the general opinion of the youth of the
late 1970s has tended to trivialize them in comparison to the “greats” because they came
of age during a time of prosperity; they were the “generation AI-5” or the “generation
Coca-Cola” that was too narcissistic and hedonistic to achieve anything of worth. This
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misunderstanding of the student movements of the 1970s has contributed to the
impression that this generation lived in the shadow of the heroicized protest groups of the
early to mid 1960s: UNE, the CPC and the Tropicália movement. As Abramo argues:
In this way, what is produced is a type of fixation on the ideal model of juvenile
behavior embodied in the movements of the decade of the 1960s, when student
and youth movements appeared to have achieved the maximum degree of utopia
and capacity to interfere in events happening in society. The result is the
crystallization of an “essence” of the juvenile condition as the bearer of utopias
and projects of transformation.3
Abramo argues that scholarship on protest and youth movements during the military
regime has overwhelmingly favored the generation of the 1960s, with little or no
attention given to the generation of the late 1970s, resulting in a cult of personality
among the members of these movements that has not been at all an issue with the
relatively obscure 1970s: “If you look among the members of student government, you
will not find any names that stand out. That is because we were a true democracy. It was
the same with the group… I do not want to become famous; I only want to inspire the
next generation of youth” remarked former Viajou Sem Passaporte member Raghy,
contemplating the relationship between the famous artist-activists of the 1960s and their
lesser-known descendants.4
The authors of the introduction to the book Resistance through Rituals argue that
the term “youth”, particularly as part of the phrase “youth culture” actually functions as a
way of discussing social change in Great Britain, as manifested in the generation that was
born during World War II. This generation saw the development of mass culture and
advertising, and in the United States in particular, a rise in their disposable income, and a
certain degree of isolation within the educational environments of high school and
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university. In Brazil, these phenomena occurred approximately ten to fifteen years later
as the result of the prosperity that the Brazilian Economic Miracle generated. This rise of
the middle class in Brazil remains little researched and poorly understood, perhaps
because of the persistent stereotype that Brazil is the country with the greatest disparity
between social classes on earth.5 While there is no small amount of truth to this
statement, it also undermines the fact of the continued growth of the middle class,
especially in urban areas, and most of all in São Paulo.
The theories of the Birmingham School sociologists developed as a way of
analyzing youth culture and subcultures, are useful in understanding the phenomenon of
the independents in Brazil, as well as the reasons why it has largely evaded serious
consideration, in spite of the fact that similar movements occurring during the 1960s (the
CPC and Tropicália) have been the subjects of numerous studies. The Birmingham
School theorists argued that they avoided the term “youth culture” since it was a product
of the popular press that characterized youth as passive absorbers of advertising and mass
culture. In a similar fashion, the generation of the 1970s has been described as passively
absorbing the messages directed at them through the advertising strategies of the military
regime. The capability of youth to transform and create their own meanings from the
messages sent to them is, I believe, one of the most important characteristics of the
independents. While their projects often received criticism for not being “successful” in
terms of communicating effectively to people on the street, this interpretation of the
interventions undermines their role as forms of experimentation frequently directed at
other members of the group. Whether or not the interventions were “successful” is
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therefore irrelevant to the question of their larger cultural and historical significance. One
of the projects that illustrates this argument particularly well is the Evento Fim de
Década.
THE END OF THE DECADE EVENT
In 1979, the members of 3Nós3 collaborated with the theatrical group Viajou Sem
Passaporte, the Taller de Investigaciones Teatrales (Theatrical Investigations Workshop,
TIT) and the artist group Gextu on the Evento Fim de Década (End of the Decade Event),
a series of artistic actions that culminated in a day of performance occurring on
December 13, 1979, to celebrate the end of the decade (and by implication, also the end
of military rule, which everyone at the time hoped was soon approaching) and involving
the collaboration of approximately forty people from various artist groups. The Evento
Fim de Década in many ways represented a quintessentially “independent” project,
appearing playful, disorganized, and even nonsensical on the surface, but at its heart
expressing a profound discontent with the situation of cultural production in Brazil. In the
newspaper articles that documented the event, reporters repeatedly dismissed it as
disorganized, poorly executed, and a failure in its goal of generating participation on the
part of passersby. This characterization of the event as amateurish and unsuccessful
typified the dismissive attitude directed at the independent movement, which ignored the
question of whether or not their criticisms of the cultural mainstream had any validity. It
also undermined the role of the interventions as open-ended forms of artistic
experimentation, rather than polished projects with a specific end in mind.
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The Evento Fim de Década began as a series of “pre-events” that artists organized
in the weeks preceding the month of December with the goal of generating publicity and
anticipation for the main event. In one of the first pre-events, which occurred on the third
of October, a group of artists crashed the opening of the fifteenth São Paulo Biennial.
One person led the blindfolded group at the end of a long rope that tied them together
[Fig. 4.2]. As they shuffled past the visitors to the opening, the artists made exclamations
as if they were looking at works of art, such as “How marvelous!” and “Brilliant!”6 On
the 22nd of October, 1979, they sat at a booth inside the Sé metro station and handed out
white note cards with the message “Estive no fim de década—basta!” (I was at the end of
the decade—enough!) to passersby. About a week later, they organized another preevent, “Paginas Escolhidas” (Selected Pages), in which they walked in a circle around the
Zero Mark sculpture at the exact center of the square, reading passages chosen from
various theoretical and artistic texts in different languages.7
The actual Evento Fim de Década took the form of a street fair or carnival, with a
series of thirteen “bases” or different areas where people could visit and interact with the
artists. One base consisted of a long table with a series of objects of little or no value
placed on it. People could barter for an object that they wanted, exchanging an old pen
that no longer worked for a sock with no match, for instance. According to the catalog
produced for the event, “The objective of this base was a series of exchanges, without
any sense of commercial value. The criteria of the exchange were more or less absurd.”8
The text also mentioned the fact that the number of people who participated in this
particular base completely overwhelmed it, and when all of the items had been given
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away and the experiment had ended, an “intense climate of agitation” resulted,
presumably on the part of passersby who did not want it to end.
The main goal of most of the bases was to encourage interaction with people on
the street; for this reason, they were conceived of primarily as “situations” instead of
works of art. Some examples of these bases included a lambe-lambe (the Portuguese
word for a cardboard panel with figures painted on it and holes where people could place
their faces and be photographed) [Fig. 4.4], a stage where musicians who worked in
different genres performed an improvised jam session: a microphone provided an area
where people could sing and channel their inner rock star (years before the birth of
Japanese karaoke), and an “information booth” with a button, that, when pressed, would
prompt a series of pre-recorded messages that provided completely useless information.
Articles documenting the Evento Fim de Década explained that its goal was to
“research new forms of relation between creative activity and the people of the streets,
the so-called masses.”9 However, those reporters that actually visited the event and
experienced it firsthand expressed a great deal of skepticism regarding whether or not the
event had actually succeeded in this regard:
According to the project, in all of the bases the public would have the opportunity
to manipulate the materials of artistic production, interfering and creating in
conjunction with the artists. In this way, a strange fête was mounted in the Praça
da Sé, to the astonishment of a good part of the one million people that circulate
in the area on a daily basis… There was no lack of public: around all of the bases,
dozens of people watched everything that was happening around them with
interest. But the participation was very small. What there was only happened after
a great deal of effort on the part of one of those responsible for the theater base
and the six people that he was able to gather together in order to improvise a play
were the children who usually cross the central area of the city asking for
money.10
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According to this article, the event was only partially successful in its goal of engaging
the general public, who watched, but for the most part did not participate. Among the
observers were many who minced no words in expressing their disfavor with the project,
saying “why don’t they get a job?” and “today the crazies have been set loose.” On the
other hand, one housewife said that “It is good that there are still people who are able to
have fun and be happy, in spite of all the problems around us.”11 In addition to noting the
mixed opinions of the public in regard to the event, this article also mentioned that it was
poorly organized. At the moment when a group of people inside an enormous dragon
made of cloth (reminiscent of the dragon used in Chinese New Year’s celebrations) [Fig.
4.3] came out, marking the start of the event, many of the bases were still being installed,
a process that in some cases did not finish until three hours later. Another article
suggested that the “regulars,” the fire-eaters, bible salesmen, and vendors of “healing
herbs from the Amazon” with whom the artists shared the space of the Praça da Sé for a
day were actually much more experienced and adept at attracting the attention of
passersby.12
Perhaps the artists’ goal of using public space to create alternatives to the cultural
mainstream was more apparent in the level of planning and negotiating that had occurred
behind the scenes. The Evento Fim de Década was one of the few urban interventions in
which the artists took the trouble of requesting both permission to use the Praça da Sé and
funding to purchase the materials used to make the bases. On Sept. 27, the artists sent a
letter to Municipal Secretary of Culture Mário Chamie that included a supply list.
Apparently, the artists sent copies of their requests to the newspaper Folha de São Paulo,
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which published them in an article entitled “Artistas pedem de tudo a Mário Chamie”
(Artists request everything from Mário Chamie). The text included a statement from the
artists describing their motivations for wanting to work in public space rather than within
the safety and sponsorship of an institution:
The owners of artistic means of circulation do not want to have anything to do
with us. They label our production as marginal because it does not fit within the
narrow confines that they control. Occasionally, they offer us access to these
circuits, but always in exchange for that which is most precious to us, the
independence of our creation. They want to transform our activities into a packet
of soap, or a pair of shoes, in other words, into merchandise. Our works need to
circulate in order to live, but it is necessary to kill them so that they can
circulate.13
Although this quotation emphasizes the seriousness of the artists regarding their desire
for complete artistic autonomy, the rest of the article trivialized these concerns, noting
that the requests to the Secretary of Culture included, “300 meters of black cloth, 60
brushes of various sizes, 20 plastic buckets, 1 staple gun, 5 rolls of black paper, 500
colored balloons, 1 full tank of gas, 5 rolls of string, etc.”14 Chamie replied that he found
the artists’ request “agreeable” and had asked them for a detailed proposal. He also added
that if it was not possible for them to get permission to use the Praça da Sé for their event,
that he would help them find another appropriate location.
Chamie’s statement appears to have glossed over a number of problems in regard
to both the event itself and an apparent crisis in Brazilian cultural production in general.
An article in the journal O Trabalho (Labor) described the situation in the following way:
Art and culture in Brazil are at an impasse. The art market, systems of financing
[cultural] production, and the official circuit of distribution are bankrupt,
dissolute, and the main obstacles to the development of artistic activity. This is
how some groups and artists view the cultural situation in the country and for the
past three months they have been meeting in search of solutions.15
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In a brief interview section in the second half of the article, the members of Viajou Sem
Passaporte explained that one of the main goals of the Evento Fim de Década was to ask
questions about the relationship between artist, work, and public. This questioning
occurred in part through the participants’ insistence on the Secretary of Culture’s
financial sponsorship of the event. The artists felt that the government should take
responsibility for promoting the arts, which, they argued, benefited society as a whole.16
One way of interpreting this statement is that the artists involved in the Evento Fim de
Década were asking the government to make up for the wrongs of the past, for the
persecution, torture, and forced exile of artists associated with the left in particular. In
this regard, it was a sort of test to find out what the limits of abertura really were.
An exchange of letters between the event participants and Chamie provides some
sense of the jockeying back and forth, with the artists trying through whatever means
possible to attract Chamie’s attention. Although the artists requested funding from the
Secretary of Culture and were granted it, for several weeks nothing happened, giving the
impression of an empty promise. The artists then requested a barrage of letters of support
from local representatives and political organizations [Fig. 4.9]; Chamie responded to
some of these, noting that his office was working with the young artists and had pledged
the financial support of $68,000 cruzeiros. However, as late as Dec.3, only ten days
before the event, the artists wrote an angry letter to Chamie, requesting the money one
last time and saying that if funding was not provided, the chances were excellent that the
event would not take place. Apparently he came through at the eleventh hour, for
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consequent documents proclaim, playing off of the title of the article in Folha de São
Paulo, “Artists asked everything of Chamie… and got it!”17
The critical response to the Evento Fim de Década repeated an idea that has
become something of a cliché in regard to public art, namely that it was not successful
because the general public did not understand it. This was the same explanation used in
almost all of the press regarding the interventions of 3Nós3, as well as in the articles
documenting the abstract sculptures installed in the Praça da Sé. One of the ideas that I
would like to propose in regard to the artistic production of the independents is an
expanded understanding of the audience for the interventions, one that includes local
authorities such as Chamie, other youth, people reading the newspaper, and the members
of the groups themselves, in addition to people on the street. For this reason, the
“success” of the work did not necessarily depend on whether or not people viewing the
work in the street completely uneducated in the visual arts understood it.
In this regard, Paul Willis’s concept of the grounded aesthetic, discussed in the
book Common Culture: Symbolic Work at Play in the Everyday Cultures of the Young
provides a crucial insight into the similarities between the urban interventions and the
leisure activities of youth and subcultural groups. Willis describes grounded aesthetics as
“the specifically creative and dynamic moments of a whole process of cultural life.”18
The term does not refer to objects, but rather to activities of significance to individuals
and their immediate circle of friends. The concept of the grounded aesthetic allows Willis
to argue that a number of activities that do not fall into the traditional category of “art”
actually involve a great deal of creativity. While I used Paul Willis in Chapter Two to
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explain the lack of connection between elite cultural production and the creative activities
of youth, here I am using his idea of the grounded aesthetic to undermine images of youth
as passive consumers, as well as to provide an expanded understanding of how the
creative activities of youth relate to their audience.
The implications of the grounded aesthetic are that, far from simply absorbing
messages received from advertising and other forms of popular culture, young people
actually engage and even transform them, creating their own personalized meanings, as
well as their own artistic responses to television and pop music. These can range from
highly personalized interpretations of television programs to recording cassette tapes of
music heard on the radio to organizing backyard parties as a less expensive alternative to
going to clubs. The idea of the grounded aesthetic dramatically opens the field of what
qualifies as creative or artistic production and considers such activities with the same
level of seriousness as “high” art, while also opening up the possibility that, in many
cases people make art for multiple reasons, including their own enjoyment.
WHO WERE THE INDEPENDENTS?
An article in the journal Arte em Revista (Art in Review) explains that the
independents were a loose conglomeration of artistically-minded youth generally
associated with the School of Communications and Arts (Escola de Comunicações e
Artes, or ECA) at the University of São Paulo (USP).19 Although the artists involved in
the Evento Fim de Década made frequent references to their desire for artistic
independence, the term “independent” as applied to the artistic production of the abertura
period did not become a part of general usage and debate until the First Brazilian
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Independent Art Encounter, a festival that lasted approximately two weeks from the
twenty-fifth of January (the anniversary of the founding of São Paulo) until the eighth of
February, 1981. It involved theater, dance, poetry readings, film screenings, art
exhibitions and “similar events” performed by mostly unknown artists, many of them
university students. The event served on one level to satisfy the curiosity of these
students in regard to what their colleagues in other states were doing; people as far away
as the state of Goiás came to participate. The members of 3Nós3 were listed in the
program, Hudinilson Jr. and Rafael França as individuals and the group as a whole for its
interventions.20 A journalist described the overall tone of the festival in the following
way:
They invaded the Rua Dr. Vila Nova with their worn-out clothing and long hair
that recalled the agitated years of the Sixties. Armed with guitars, they took the
stairs of the Pixinguinha Theater building and the doorways of nearby bars to sing
their songs. They manned booths inside of Sesc to exhibit their books and records,
relieved by the chance to escape the exhausting work of selling them door to door,
at least for a few days. They pass the entire day watching plays, Brazilian films,
music concerts. They reserve a few hours each day for debates… each time less
surprised by the fact that nothing seems further away than arriving at a definition
of independent art—precisely the reason for having such a festival.21
Although the artists involved apparently never arrived at a proper definition of what the
term “independent” referred to exactly, the question generated some debate in a flurry of
newspaper articles published at the same time. “Independent from what?” asked
journalist Ricardo Porto de Almeida, concluding that the term applied to artists who, to
varying extents depending on the field in which they worked, relied upon themselves for
the production and distribution of their work.22 Journalist Sandra Carvalho argued that
the term “independent” was little more than a replacement for the term “avant-garde”
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which had become overused and out of style. She quoted the artist Wesley Duke Lee,
who claimed that since no art market truly existed in Brazil, artists could not be
independent from it. According to Carvalho, the independents were “youths who did not
adhere to routine, people full of energy and spirit, yet totally misinformed” while Lee
suggested that “they live in a permanent state of shock.”23 All of these statements
expressed something of the transitory state in which the independents found themselves,
implying that the movement would not last long.
In 1984, issue number eight of the São Paulo-based art journal Arte em Revista
focused on the subject of “os independentes,” discussing various manifestations of the
phenomenon, including artist groups, graffiti art, “arte na rua,” theater, music, and film,
and was the only fine art journal to do so. As explained in the introduction to this issue,
the term referred somewhat generically to a movement that otherwise lacked a name or,
some might argue, a cohesive identity. The independents formed part of a much larger
avant-garde tradition in Brazil that included Cinema Novo, the New Objectivity, and “os
marginais.”24 What distinguished the independents from these earlier movements was
their desire to find alternatives to mainstream markets, whether in literature, visual arts,
film, or music:
The novelty of this generation… relates to the means of production and
distribution of their work (in those cases where it is possible to speak in this way):
the exchange of the graphic elegance of the large publishing houses for
mimeograph or the rediscovery of letterpress; conventional spaces of display for
sheds and garages; the sophistication of multinational recording studios for the
rental of unused studio time or the reuse of semi-obsolete equipment, the
sophistication of photographic developing labs for modest installations in the
corner of a backyard. This new outbreak of marginalism seeks to align these
alternative forms of production with formulas that are artisanal, improvised, or
244

deprived, paradoxically combined with high degrees of technical urgency in some
cases, in search of a longing for self-sufficiency.25
This issue of Arte em Revista included the work of 3Nós3 and situated it within a larger
context that not only included projects by other artist groups, but also graffiti art, theater,
film, music, and literature of the same period, providing one of the first, and perhaps the
only study of the independent movement of any depth.
In 1975, several scholars at the Center for Contemporary Cultural Studies at the
University of Birmingham offered the term “youth subcultures” as a way of
understanding the relationships between various manifestations of youth cultures and
their relationships to their parent and dominant cultures. They argued that
Some youth sub-cultures are regular and persistent features of the ‘parent’ classculture… But some sub-cultures appear only at particular historical moments:
they become visible, are identified and labeled (either by themselves or by
others): they command the stage of public attention for a time: then they fade,
disappear, or are so widely diffused that they lose their distinctiveness.26
This quotation perfectly describes the situation of the independents as a subculture that
commanded the stage of Brazilian urban culture for a brief moment of three or four years,
then faded away as the members of the subculture began pursuing careers, getting
married, and having children. Inextricably linked to their parent culture, middle-class
urban Brazilians, the independents still found ways to distinguish themselves both from
their parents and their ideological predecessors, the Tropicalistas and leftists of the
previous decade. While their long hair and hippie clothing suggested that the
independents were reviving the counterculture of the 1960s leftists, the playfulness and
nonsensical quality of many of the independents’ activities implied an intentional
rejection of the extreme idealism of the movements of the 1960s.
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In a paradoxical way, the military government contributed indirectly and
unintentionally to the growth of the independent movement focused in São Paulo in the
late 1970s and early 1980s by closing the on-campus student housing at the University of
São Paulo, known by the acronym CRUSP. The authorities believed that, even after the
almost complete obliteration of UNE, JOC, and other infamous leftist student
organizations, that the university remained a hotbed of communism. They thought that
closing the dormitories would end the meetings of leftist student groups they believed to
be taking place there. The students dispersed into the surrounding neighborhoods of
Pinheiros, Vila Madalena, and Butantã, areas previously inhabited by manual laborers.
This part of São Paulo soon possessed the highest concentration of artists and musicians
in all of Brazil, becoming the epicenter of the independent movement in São Paulo.27
The independent music scene during this period focused around a tiny theater by
the name of Lira Paulistana, located on the Praça Benedito Calixto in Pinheiros.28 This
was the brainchild of Wilson Souto, Jr., a musician and former engineering student, and
friend and businessman Waldir Galeano, who was only briefly involved with the theater.
Souto rented the basement of a furniture store, a tiny space that only held about 200
people comfortably (280 if squeezed in like sardines) and began holding concerts and
plays at night. The location held a particular appeal for local bands because, although the
audience was small and the stage equipment rudimentary, shows at larger venues were
subject to approval from censors and there just simply were not that many places for
people to go to listen to music. At that time, the neighborhoods of Pinheiros and Vila
Madelena did not possess anything near the club scene that they do today.29
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Souto, often referred to in sources by the nickname “Gordo,” had noticed that
there was a group of people that none of the few local artistic and music venues were not
adequately serving: these people always showed up in large numbers at the special
promotional events that took place at MASP and the Museu do Imagem e do Som
(Museum of Image and Sound, MIS), but did not contribute significantly to the “normal
circuit” of theater, cinema, and popular music concerts. This group comprised people
who were either university students or who had just graduated, who paid attention to
political events, but were “withdrawn” from television and seemed to be anxious for
some type of cultural programming that would appeal to them. They also had a relatively
low purchasing power, as revealed through their style of clothing, which was “quite a bit
removed from dominant standards of dress.”30
According to Kehl, the independents were “the generation that left home, not to
study in another city, or to enter a clandestine armed struggle, but rather to simply live in
a different way, rejecting any consumerist attitude, adhering to a certain aesthetic and
avoiding (at least that was what we attempted) to work in anything that contributed to the
strengthening of capitalism.”31 Kehl mentions that many youth of this generation
abandoned the comfort of their parents’ homes to live without cars, telephones, or
television sets. They formed a subculture that continued many of the ideals of the first
generation of hippies from the 1960s, “believing it was possible to make a living from
crafts, yoga, and marijuana.”32 Their communal style of living incorporated aspects of
sexual liberation (sexual relations with multiple partners, often within the collective) and
communal division of labor.33
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Much advertising was not reaching this group, since they had rejected many
forms of mainstream media and had limited resources in any case, so Souto advertised by
distributing flyers and putting up posters around town. The types of bands that played at
the Lira Paulistana likewise adhered to this “independent” aesthetic through their music,
which transgressed the popular canon and therefore had previously been restricted to a
limited circuit of university-centered festivals and other venues.34 Eventually, the theater
would become the epicenter of the independent music scene and branch out into several
other ventures, including graphic design and the production of a newspaper that
advertised local entertainment and lasted eleven issues.35
MULTIMEDIA INTERVENTIONS BY OTHER ARTIST GROUPS
Mário Ramiro began his 2004 article in the art journal Parachute by situating
3Nós3 within a larger context of urban interventions that many other collaborative groups
performed at the same time, providing a source of inspiration for the work of 3Nós3:
Any careful study of the cultural phenomenon of urban interventions in Brazil
in the period from the late 1970s to the early 1980s would have to be
contextualized within a much larger set of projects that took place in the same
period, projects that used the spaces of large cities as an expressive medium.
Happenings organized in parking lots, presentations of theater groups at bus
terminals, printed poems thrown from the tops of buildings, ‘kidnappings’ of
public monuments from the municipal reserves and their reinstallation in the city:
these are just a few of the events which, particularly in the city of São Paulo,
would come to characterize the cultural atmosphere from which the urban
intervention groups emerged as an organized cultural movement.36
Although Ramiro did not have the space to explore any of these events in any detail,
clearly he viewed them in terms of how they established a context for the interventions of
3Nós3. In fact, many early urban interventionist events profoundly influenced Ramiro’s
very choice to work in this format. Analysis of these early interventions reveals the fact
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that local artists and current events influenced the development of 3Nós3 as much, if not
more so, than international artistic trends.
When asked about early influences on the urban interventions of 3Nós3, Ramiro
replied that one of the events that had had the largest impact on his career was the
happening Mitos Vadios (Idle Myths), which took place at a rented parking lot on the Rua
Augusta 2918, on November 12, 1978 [Fig. 4.11-17). At that point in time, Ramiro had
recently arrived from the town of Taubaté, located in the interior of the state of São
Paulo, to attend art school at the University of São Paulo. His idea until that moment had
been that he would study painting, but then he saw Mitos Vadios and his entire concept of
art changed.37 The title of the event suggested a critique of the First Latin American
Biennial, which, with the theme of “Myths and Magic,” had received harsh criticism from
art critics such as Juan Acha and Marta Traba.38 However, very little about the actual
artistic performances in Mitos Vadios suggested a critique of either the idea of myths or
of the Latin American Biennial.39 Instead, the artists who had been invited engaged in a
project of open-ended creativity inspired by the actions of other artists around them.
The organizer of Mitos Vadios, local performance artist Ivald Granato, invited
many artists who today are among the best-known in the field of contemporary Brazilian
art, including Hélio Oiticica, Antonio Dias, Artur Barrio, Rubens Gerchmann, Regina
Vater, Ana Maria Maiolino, and many others. Each artist had a specific project that he or
she performed that had little or no connection to any of the other projects, other than the
total, uninhibited expression of creativity. Granato’s original idea had been to dress as
businessman Ciccillo Matarazzo (founder of the São Paulo Biennial and Museum of
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Modern Art of São Paulo) and arrive by helicopter, however, local authorities deemed
such a landing unsafe and Granato instead arrived on foot, dressed in a pinstriped suit and
bowler hat. People in the crowd applauded at Granato’s entrance and shouted statements
such as “Ciccillo, save art!” and “Ciccillo, put my son’s painting in the Biennial!”40 Hélio
Oiticica arrived dressed as a self-proclaimed “ambassadress of the Rolling Stones” in a
long-haired wig, Speedo-style swimsuit, pink jacket, Stones t-shirt, and glittery gold
platform heels. He danced to the Rolling Stones song “Miss You” and, according to art
critic Jacob Klintowitz, made faces with his tongue sticking out, (“I think it was a parody
of the erotic” the art critic explained) and, “with the help of his hands, shook his genitals
for the public.41
Other works played off of the idea of myths and idleness in different ways. The
printmaker Ubirajara Ribeiro made reproductions of five famous works of art with targets
superimposed over them, the implication being that the audience could then destroy them
by throwing darts at them. The video artist José Roberto Aguilar pretended to be a
samurai and attacked a series of dolls with names like “Cultural Omission,” “Good
Taste,” and “Colonized Criticism” with a Japanese spear. Júlio Plaza distributed small
sheets of paper with slogans written on them that attacked art, artistic circuits, and art
critics. Ana Maria Maiolino hung rolls of colored toilet paper from an empty wall, along
with newspapers, paper used to wrap loaves of bread, and tree leaves in an “acid
commentary alluding to the hygienic habits of humanity.” She also placed a sack of beans
and a sack of rice on a table, labeling them as “monuments to hunger.” Olney Kruse sent
a work of art that had been removed from an exhibition at the Paço das Artes in 1970. It
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consisted of a dead body covered in newspapers, with small bowls of rice and beans
placed next to it as a form of offering.42
Viajou Sem Passaporte, who were often cited in the press as “unknown artists,”
performed a series of interactions that became one of the most experimental aspects of
the entire event. Their initial idea was quite simple: draw a circle in chalk on the
pavement and then place an object, a plastic bag, something else, in the middle of the
circle for three minutes and interact with it. The work quickly evolved, however, as the
actors/artists improvised increasingly elaborate scenarios for the objects placed inside the
circle. The result, according to Viajou member Raghy, was incredible, as the other artists
joined in, the event transformed itself and turned into an exercise of adults playing and
practicing their creativity. “You know, playing and pretending is something that children
usually do and not adults. We lose the ability to play as we get older. But why shouldn’t
adults play? We began to develop an idea that all people are creative, regardless of their
age or artistic training.”43
Perhaps because most of the participants were artists with already wellestablished reputations in the local arts scene, Mitos Vadios did not generate the same
type of critical response that the Evento Fim de Década had. Many of the articles that
discussed the event were published before it actually took place and appeared to have
used press releases as their main source of information. While Jacob Klintowitz had
provided his opinion of some of the individual projects that comprised Mitos Vadios, he
did not question the validity of the event itself. An article by Marcelo Kahns was one of
the few to include some sense of the point of view of some of the “hundreds” of people
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passing by, who commented that there seemed to be something missing, many of them
remembered the 1960s, and they expected more from the artists involved. Kahns on the
other hand, expressed the more idealistic notion that
What is needed are many ‘Mitos Vadios’, in every neighborhood, in every empty
lot in this city. The alienation of …those who live in the city should come to an
end, and, moreover, through nothing better than happenings like that of last
Sunday, where people meet each other, look each other in the face, dance and
have fun, each one in his own way.”44
In spite of the numerous anti-institutional, anti-art world statements expressed in many of
the individual projects, the end result was an expression of freedom, and in 1978, before
the government had officially declared abertura and declared amnesty for exiled artists
and intellectuals. Mitos Vadios was the first artistic happening to occur in public space in
approximately ten years and for that reason alone, it generated a largely positive
response, even though in many ways it was probably no more successful than the Evento
Fim de Década.
Members of the artist groups Viajou Sem Passaporte and Manga Rosa cited
another early intervention, the “Rouba da Escultura” (Robbery of the Sculpture) as one of
the most important and influential that they could remember [Fig. 4.18-19].45 In 1968, a
group of Spanish exiles had commissioned artist/architect Flávio de Carvalho to produce
a sculpture in commemoration of the anti-Fascist poet Federico García Lorca, which was
installed in the Praça das Guianas in São Paulo in October of that year. Only a few
months later, a right-wing paramilitary group, the Comando de Caças aos Comunistas
(CCC, Anti-Communist Commando) destroyed the sculpture and the leftover fragments
were placed in storage for ten years.46 In July of 1979, a group of students affiliated with
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FAU, the Faculdade de Arquitetura e Urbanismo (Department of Architecture and
Urbanism) at the University of São Paulo used false documents to enter the storage area,
then “stole” the fragments of the sculpture and reassembled them in the empty space
underneath the most important art museum in the city, MASP, the São Paulo Museum of
Art. Those involved with the robbery of the sculpture included members of the collective
Atelier Mãe Janaina and editors of the student-produced journal Cine Olho (Cine-Eye),
which included the now-famous film director Fernando Meirelles.47 The day selected for
the “unveiling” of the sculpture was the Domingo Feliz (Sunday of Happiness), an event
that the Department of Sports and Leisure of the City of São Paulo had sponsored. For a
period of five hours, the Avenida Paulista was closed and approximately thirty thousand
people enjoyed various amusements, including chess games, bicycle rides in the street
without traffic, music, demonstrations of martial arts, and a trampoline for children to
jump on.48
The Robbery of the Sculpture infuriated MASP director Pietro Maria Bardi, who
minced no words in expressing his dislike for the sculpture itself, which he referred to as
“that crooked thing.”49 Bardi explained that for him, the intervention was an act of piracy,
as if someone had broken into his own house and vandalized his garden. He added that
his feelings had nothing to do with Flávio de Carvalho himself, whose work he had
exhibited at MASP in the early 1950s and who had been a friend of his for about twentyfive years, nor with García Lorca, whose work he admired. Rather, he considered the
sculpture itself to be a joke, in keeping with the spirit of Carvalho’s interventions in
which he wore a miniskirt in public, or angered the members of a Catholic religious
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procession by wearing a hat and walking the opposite direction. Bardi argued that the
work “resembled a cage” and that “it does not say anything, neither about García Lorca
nor about Flávio de Carvalho.”50 Mayor Olavo Setúbal, who had been present at MASP
for the celebration of the “Sunday of Happiness” on the day when the robbery of the
sculpture had been made public, expressed the opposite opinion, that he liked the
sculpture, that García Lorca was one of his favorite writers, and that the space underneath
MASP was the perfect location for the work of art.51 Bardi countered that he was waiting
for a response from Setúbal in regard to where a more appropriate home for the sculpture
would be.52
The members of Cine Olho argued that, in acting the way that he did, they felt
that Mayor Setúbal was playing the role of the politician and appropriating the group’s
sense of rebelliousness. But they still thought it was “cool” and were happy for the added
publicity and exposure that the event had brought to their work: “We like it when people
see our films and talk about them. We like it when people read our magazine. We are in
favor of all forms of opinion, as long as they want to have a discussion without imposing
models.”53 In regard to Bardi, the group argued that the museum director recalled “those
who want to import an aesthetic-ideological model on everyone… A man like him is
nostalgic for classical architecture, of a numeric and perfect order, pure Aryanism, a
mirror of Beauty.”54 The group went on to speculate that Bardi thought of them and the
sculpture as the others, and as imperfect monsters. Their words revealed the degree to
which the members of Cine Olho had overlapped political debates onto questions of
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aesthetics, viewing Bardi’s opinion of Carvalho’s sculpture not simply as a matter of
personal taste, but also as a struggle between international and local artistic trends.55
The examples of Mitos Vadios and The Robbery of the Sculpture reveal the power
of collective projects as a form of artistic expression during the late 1970s. The need for
artists to form their own reactions against military rule, primarily through simple acts of
assembling in public space without the pretense of a parade or some other event
predetermined by the government was a major driving force behind these happenings.
They also reveal the extent to which the artists involved looked to events of local
importance as their main source of inspiration. As former Manga Rosa member Jorge
Bassani reminded me, São Paulo has for many decades maintained a certain tension
between an art world that is visible in an international context, through the Biennial,
MASP, and other institutions and artists, and another that has a more local significance.
While Mitos Vadios and The Robbery of the Sculpture certainly involved characters of
international repute, they did so on a level that only made sense within a local context.
COLLABORATIONS WITH OTHER GROUPS
3Nós3 frequently took part in the common practice among the independents of
collaboration with other artist groups, including Viajou Sem Passaporte, Manga Rosa,
Gextu, and the Argentine group Taller de Investigaciones Teatrales. The Evento Fim de
Década is one of the best examples of such collaboration, but almost all of the later,
large-scale interventions that 3Nós3 performed using sheets of plastic cellophane
involved varying degrees of assistance from members of other groups. This gave them
the ability to complete projects that would have been impossible without the help of more
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people. By banding together in larger numbers, members of artist groups hoped to
increase their influence and draw more attention to their projects. Over time, a lack of
adequate funding hampered these larger organizations and led to their rapid
disintegration, but the idea of students joining together to create works that they could not
do alone remained one of their most powerful aspects.
Starting with their intervention Interdição (Interdiction), which took place in
August 1979, the members of 3Nós3 began working with sheets of colored plastic
cellophane that they draped around architectonic features throughout the city. Interdição
involved simply extending a sheet of colored plastic across one of the busiest streets in
São Paulo and did not require much in the way of outside help. In contrast, the largerscale interventions that followed involved months of planning for works that typically
remained installed for only a few hours at a time. They were far more logistically
complex and began to incorporate the help of as many outside people as the members of
3Nós3 could find, generally other artists and members of artist groups, including
members of Viajou Sem Passaporte.
Examples of these interventions included Intervenção VI, in which the artists
wove a sheet of colored plastic in and out of the two holes of the Paulista Buraco, an
underpass that linked two of the busiest streets in the city and Arco 10, in which the
artists hung a sheet of yellow plastic in an arc over the Avenida Sumaré.56 3Nós3 member
Hudinilson Jr. meticulously typed down the names of those who had helped with various
interventions, both in a long list of acknowledgments and in schedules that he wrote up as
a way of both organizing the intervention in logistical terms and documenting it. He
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produced lists of tasks that needed to be completed, as well as locations and times for
people to position themselves. Mário Ramiro explained to me that the lists were
Hudinilson’s way of making sense of the interventions and that they revealed a
particularly meticulous side to his personality in regard to the documentation of the
interventions.57
In 1981, the members of 3Nós3 collaborated with the artist group Manga Rosa on
the billboard art project “Ao Ar Livre.” Manga Rosa persuaded the company Central de
Outdoors to sponsor a billboard on the Rua da Consolação, a major street in the city [Fig.
21-2].58 For periods of two weeks at a time, an artist or group could create an original
artistic design for a billboard. Former Manga Rosa member Jorge Bassani explained to
me that it was not difficult to secure the company’s sponsorship for the billboard since at
that time, as now, public advertising held a highly negative association with visual
pollution in São Paulo, an image problem that Central de Outdoors was more than eager
to combat by sponsoring the work of young artists. This exhibition seems to have been
the inspiration for the “Arte na Rua” (art in the street) series of billboard exhibitions
sponsored by the Museum of Contemporary Art at the University of São Paulo; although
Manga Rosa submitted a design to the first exhibition in the series, revealing the
framework of a billboard usually viewed from behind, this idea was rejected.59 While the
members of Manga Rosa contributed an homage to Tropicália poet Torquato Neto and
his command to “occupy space,” the members of 3Nós3 created a billboard intervention
in which they blocked off three panels of advertising with a sheet of red plastic. The
individual members also made billboards: Ramiro’s was an abstract design, while
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Hudinilson’s featured two male mannequins attempting a sort of frustrated
communication, a theme he would return to later in the 1982 exhibition “Areas e
comentários.”
RESEMBLANCE TO STREET FAIRS AND DEMONSTRATIONS
Brazilianist scholar Charles Perrone argues that a desire for direct access to a
reading public motivated many of activities in relation to the poesia marginal movement
in Rio and São Paulo:
Frustrated by lack of access to publishers and/or taken with the idea of selfproduction, young poets in Rio de Janeiro and São Paulo (and soon after in other
urban centers) took matters into their own hands. Rather than enter standard
commercial schemes, they published their own works, individually or in groups,
availing themselves of all manner of printing and reproduction to create an
independent non-to mini-to small press circuit… Many young authors considered
actual personal contact with potential readers to be part of the communicative
process; thus they would sell (or hand out) their titles in public, at cafés, schools,
theaters, declamations preceding shows of popular music (especially rock) or
performance happenings. In this way, a new reading public was created among
urban middle-class youth.60
During the late 1970s, many independent artist groups began performing interventions
that directly referenced popular forms of collective expression such as street fairs and
demonstrations. On one level, these interventions referenced the hippie fairs of the late
1960s, which had become almost non-existent due to authorities routinely rounding up
the people involved and arresting them, not because of their involvement with leftist
groups, but rather because of the general sense of anarchy and countercultural rebellion
that their activities generated.61 For this reason, as mentioned earlier in this dissertation,
urban interventions were an important form of repossession of public space during
abertura.
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Within this context, freedom of expression and direct access to an audience
attained a new sense of political urgency; as Perrone argues, “Young citizens, prevented
from participating in national affairs by the repressive circumstances of military
dictatorship… sought release in the introspection of poetry, which was more an act of
resistance than literature.”62 While Perrone here is referring to the actual process of
writing poetry, the distribution of poems also attained a similar tone of political activism.
This point is particularly important in regard to issues of audience, for while the young
artists may have claimed to be seeking greater access to a reading public, the response, if
any, often expressed a lack of understanding or even annoyance. Thus the artists’ goal of
raw free expression and resistance to mainstream circuits of publishing and circulation, as
viewed by others within their circle, was perhaps the most important.
The poetry group Sanguinovo (New Blood), which consisted of about eighteen
members and in 1979 and 1980, organized the First and Second Poetry Marches, events
that went even further in uniting the concepts of artistic happening and political
demonstration. During the first march, which took place on a Monday night in June,
approximately two hundred people left from the Bar Redondo, located at the corner of the
Avenida Ipiranga and Rua Consolação, and marched toward the neighborhood of Bexiga,
a traditionally Italian neighborhood apparently full of elderly people who expressed their
displeasure at the chanting group by hurling the contents of their chamber pots out the
window at the marchers below. The group members carried verses of poems written on
poster board and stopped at four locations along the way where they attached the poems
to signposts, creating a sort of pilgrimage of poetry. The march ended at the Café do
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Bexiga, where there was music, screenings of films, a presentation of poetry, and the sale
of a book of poems by the Grupo 4a-Feira (Wednesday Group).63
Just over a year later, Sanguinovo repeated the event with a Second Poetry March,
which took place on September 19th of 1980. This time the march was more focused on
the historic center of the city, beginning at the largo São Francisco and following a
number of different streets until they reached the Teatro Municipal, where poetry
readings and a concert took place. The march took place during rush hour, stopping
traffic in the center of the city, and attracting the attention of mounted policemen, who
threatened to attack those participating in the march. The group members distributed
pamphlets with messages written on them such as “Amnesty for Pleasure” and “Paradise
Now.” They explained that their goal was to interfere in the urban apathy of the city,
open spaces and win over hearts, and stimulate the “articipation” of the general public.64
The members of Sanguinovo explained their reasons for working in a group and
performing poetry marches in the following way: “In a group, we at least have a chance.
No one pays any attention to us, and the big publishers only publish the work of famous
writers, in order to earn an immediate profit.”65
In December 1980, the group Poetasia, which consisted of five former university
students in their early twenties, performed another poetry intervention when they climbed
to the top of the Edificio Italia, the tallest building in São Paulo, and dropped forty
thousand sheets of poetry, creating a “rain of poetry” on the streets below. The poems
came from the group’s book A Quinta Estação, which the group members had decided to
publish with their own funds since they had been told that poetry books did not sell.66
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The activities of poetry groups created a thematic connection between political
demonstrations, literary production, and artistic interventions. The parades of Sanguinovo
mimicked the protests of striking students and metalworkers; the members of the poetry
group would write phrases and lines of poems on their banners that referenced the
slogans of other demonstrators, with a call to bring art back to the experience of everyday
life, rather than demands for workers’ rights, or the end to the military regime. At the
same time, the parallels between literary production, in the form of self-published poems
and journals, and the interventions became more evident, with the “Rain of Poetry”
functioning in a mostly symbolic manner to open up new modes of access to broader
audiences that went around the traditional circuits of established publishing houses.
One of the earliest exhibitions loosely based on the idea of street fairs and music
festivals was “Procopiarte”, organized by art critic Paulo Klein. It took place at the
Procópio Ferreira Theater on the Rua Augusta in September of 1979, forming an
important precursor to other independent exhibitions, most notably the First Brazilian
Independent Art Encounter, which Klein also co-organized in 1981. The event began at
midnight on the Friday night of September 28th and continued into Saturday morning for
a total of twelve hours, during which the Rua Augusta was closed and many people
stretched out on the floor and slept in the hallways of the theater. More than two thousand
people showed up, crowding the area surrounding the theater and filling nearby bars.67
One article mentioned that 3Nós3 had been present and had closed the Rua Augusta with
sheets of plastic, while the members of Viajou Sem Passaporte spray painted letters on
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the asphalt, an action that recalled the spray painting of works of art that had occurred at
the Second Youth Salon of Contemporary Art in Santo André.68
One article described Procopiarte as a “Woodstock that arrived in Brazil ten years
late and managed to avoid the open air.”69 However, in marked contrast to the hundreds
of thousands of hippies who crowded the dairy farm in upstate New York and created a
sense of drug-induced euphoria during Woodstock, Procopiarte attracted approximately
two thousand people who attempted to crowd into a cramped theater, creating a sense of
agitation and impatience. The audience, with an average age of about sixteen, comprised
youth of various social classes and political persuasions, adding to the tension. One of the
performers, Alceu Valença, entered the stage in an attempt to calm them down, but the
crowd began swearing and one person spit in Valença’s face, who then became visibly
angry and accused the spitter of being a DOPS agent, in other words, a member of the
police force involved in interrogating and torturing suspects. “My father works for the
DOPS” replied someone in the crowd, upset at the comment.70 The incident revealed the
high level of tension present in what was intended to be a joyous artistic celebration of
abertura.
One of the main goals of Procopiarte was to unite artists from many different
fields, including visual arts, theater, poetry, and music, as a way of counteracting the
“dispersal” of the arts that had occurred throughout the decade of the 1970s in the wake
of Institutional Act 5. According to Altair Lima, “The decade of the seventies saw a total
dissolution of its artistic movements. Cultural producers continued to create, but they
remained divided...” and for this reason, the organizers decided to bring together the
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creative potential of a diverse group of artists for one night.71 Another article described
the situation differently, as the reactivation of the counterculture of the 1960s.
Mentioning that the office of Secretary of Culture had recently been established in São
Paulo, the author of the article responded that “the type of culture secretariado
[supported by the secretary] was almost always rejected by the discernment of the elite.
So that the culture would not become neurotic with this constant rejection, they resolved
to ‘proletariatize’ it.”72 But whether one viewed the exhibition/ event as celebratory or
reactionary, it was still a public manifestation on the part of a group of artists attempting
to take control over their own artistic production and make up for a decade of lost time.
A series of articles from Hudinilson’s archive documents the increasingly political
overtones that even street fairs themselves acquired within the context of abertura [Fig.
4.20]. On February tenth of 1980, the Sociedade União Comunitária da Zona Oeste
(Society for Community Union of the Western Zone) organized an artisanal fair that took
place on sections of the Rua Fradique Coutinho in the neighborhood of Vila Madalena.
The street was temporarily closed off to create a pedestrian zone filled with booths selling
jewelry, clothing, toys, ceramics, books, and a variety of other objects, many of them
handmade. It was modeled after the fair that has taken place on Sundays at the Praça da
República for many years and may have been the inspiration for the fair that now occurs
on Saturdays in the Praça Benedito Calixto, in the adjacent neighborhood of Pinheiros.
This first Vila Madalena fair attracted thirty-five thousand people, but was not very
commercially successful; one vendor complained of having only sold one book that day.
However, there was talk of having the fair take place every Sunday, and of expanding to
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include live music and demonstrations of karate, dance, and theater in addition to booths
selling crafts and other items.73
The second fair, which took place on April 13th, attracted a crowd estimated at
one hundred and twenty thousand, over three times as many people as the first. Although
the event occurred peacefully and without incident, its organizer, Guillermo Fowler, said
that residents in the area had complained about the noise that the fair generated. Really
what they objected to was the transformation of a once-quiet neighborhood into a center
of artistic and student activity, viewing the fair as emblematic of this change. Right
before it was scheduled to take place, the third fair was abruptly halted, due to lack of
proper licensing to hold an event in public space, according to the authorities. According
to this argument, the organizers of the fair were allowed to hold it in a closed building,
but did not have authorization to close city streets for such an event. The business Bazar
13 offered its parking lot for the third fair, which occurred in mid-May and attracted only
ten thousand visitors, mostly due to lack of space. The atmosphere at this fair was
“disappointed” and there was talk that the fair would not live to see a fourth
manifestation, since the original idea had been to allow “hippies” and anyone else to
display and sell their wares without regulation.74
The “censorship” of the fair took on increasingly political overtones, with
journalist Mauro Chaves arguing that it was typical of what had happened to the arts in
Brazil during the sixteen years of military rule: “When it was not being arbitrarily
forbidden, it was made to confine itself to the strict limits of governmental ‘licensing.’”75
According to Chaves, artists who wanted to participate in the fair were not only required
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to obtain a license, but also to register their names, somewhat ominously implying that
this information could be used against them in the future. The fair apparently represented
such a threat because it so completely countered “official” visions of what constituted art
and culture and also suggested the capacity of the general population to organize itself,
albeit for a fair and not a political demonstration.76 The phenomenon of the emergence of
street fairs at the same time as the interventions seems to suggest a structure of feeling
interested in reappropriating city streets for the goals of leisure, enjoyment, and casual
creative expression not necessarily linked to political activism. It was a moment when
people wanted to have a good time in public, since it had been at least a decade since
anything of the sort had occurred.
THE SEVENTIES: RESTING IN THE SHADOW OF THE SIXTIES (?)
From the point of view of history, the generation of the seventies would remain
in the shadow of the sixties. But those who lived through the first stages of the
struggle for so-called abertura know that there was a rich experience within the
rebirth of the student movement, in São Paulo, after 1974.77
One of the main premises of the journal Arte em Revista (Art in Review) was that
one could only understand the trends of the 1970s by first understanding the artistic
production of the 1960s. This journal, which was published by the Centro de Estudos de
Arte Contemporânea (Center for the Study of Contemporary Art at USP, CEAC) lasted a
total of eight issues, with the first two focusing exclusively on the 1960s.78 The editor’s
statement in the first issue of Arte em Revista explains that the journal reproduced
previously published documents, analytical texts, and manifestoes that had become
difficult to find, as a way of reconsidering the history of Brazilian art.79 The first issue
actually devoted relatively little attention to the visual arts, with only a brief reproduction
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of the newspaper Rex Time, while the rest of the issue included four articles on film, two
on literature, three on theater, and one on the Centro Popular de Cultura, or CPC. This
issue set the tone for those to come, by including many different forms of artistic
expression, thus revealing the parallels between them, in addition to focusing on a
national Brazilian art developed in response to local political concerns and in dialogue
with other forms of cultural expression within Brazil.
According to Edelcio Mostaço, discussions regarding the relationship between
Brazilian artistic production and the growing culture industry are fairly recent, dating
back only to the movements of the 1960s, such as neo-concretism, poema-processo, and
others that redefined the limits of art in a society defined increasingly by mass
consumption.80 One of the most influential of these movements was the Centro Popular
de Cultura (Popular Centers of Culture, CPC), initially based in Rio, which developed in
1962 from the interests of a group of intellectuals within the National Student Union
(UNE) who wished to create a revolutionary popular art. The core of the group consisted
of dramatist Eduvaldo Viana Filho, film director Leon Hirszman, and sociologist Carlos
Estevam Martins, but also included such cultural giants as poet Ferreira Gullar, who
founded the Neoconcrete movement in the visual arts in the late 1950s, and Glauber
Rocha, the most influential film director of the Cinema Novo movement.81 Members of
the CPC performed plays in front of factories and in working class neighborhoods,
recorded popular music albums including O povo canta (The People Sing), published a
collection of poems entitled Violão da rua (Street Guitar), and produced several films,
including Cinco vezes favela (Five Times Favela).82 The CPC also sought to extend its
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influence into universities and, with the help of UNE, to eventually establish chapters at
all of the major universities in Brazil. However the rise of the military government and
subsequent burning of UNE headquarters forced the organization to cease its activities in
1964.
At the heart of the CPC’s project was the idea that art and popular culture could
function as vehicles “for raising consciousness and resisting the alienating effects of
cultural imperialism.”83 Members of the CPC scorned what they referred to as “the
people’s art” (folk art) and popular art (pop music, telenovelas) as ludic and escapist
forms of entertainment in favor of the “popular revolutionary art” that leftist intellectuals
created with the goal of generating class consciousness among the masses. Leaving aside
the paternalistic and condescending aspects of this model, the connection of aesthetics
with political ideology in pursuit of a larger public beyond the confines of the cultural
elite would prove to be a powerful influence on the independents of the 1970s. Instead of
using art to preach communist doctrine to the masses, the independents created
performative works using the idea of the political demonstration itself as a point of
departure. By the late 1970s, opposition to the military regime had grown to the point that
student movements no longer found themselves in the minority; in this regard, the urban
interventions of the independents expressed sentiments that truly deserved to be called
popular.
With their espousal of alternative lifestyles involving yoga, drugs, communes, etc.
the hippies of the late 1960s also powerfully influenced the independents, who in many
ways constituted a continuation of the movement that had been interrupted by the most
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oppressive years of the military regime, from 1969 to 1974. Although their interests
intersected in many different regards, the hippies distinguished themselves from both the
leftist and student movements, such as the CPC, and the Tropicália movement in popular
music and visual arts with their decidedly apolitical position in regard to the military
regime: “To speak in terms that border on caricature, the dropout [hippie] was not
concerned with changing the political regime, but rather in existing within it, smoking his
joint and listening to the Rolling Stones.”84 While the hippies emerged as a sort of strange
novelty or a new way of dressing, after 1969 they would evolve into a force that openly
opposed the military regime through the idea of craziness, in contrast to the government
as the very embodiment of rationality.85
The student protest movement remained largely dormant for the first half of the
1970s, until the death of journalism professor Vladimir Herzog in September of 1975
mobilized students against the military dictatorship in a way that had not occurred since
the declaration of Institutional Act 5 in 1968 [Fig. 4.24]. Herzog was a professor in
USP’s School of Communication and Arts (Escola das Comunicações e Artes, commonly
known as ECA) as well as a reporter for TV Cultura, a little-watched channel thought to
have communist sympathies that became obvious when it aired a brief documentary on
the death of Vietnamese leader Ho Chi Minh. He was a soft-spoken man more interested
in culture than in politics, but at the same time, a well-known member of the Communist
Party, whose arrest and eventual death would serve several political interests, all “filled
with hate.”86 Herzog did not resist arrest, and was taken to jail, where he was tortured
with electric shocks. Although the authorities said that he had committed suicide by
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hanging himself from the bars of his cell window, general consensus, later matched by
eyewitness accounts, was that he had died under torture.87
Although Herzog had been Jewish, an informal ceremony was held for him in the
Cathedral da Sé mostly as a form of protest, since the Catholic Church had emerged as
the only institution with enough authority to successfully oppose the military regime.
Several thousand people attended this service, making it into more of a demonstration.
During the event, an announcement went out for a demonstration at the University of São
Paulo. This demonstration, originally consisting of twelve hundred students, resulted in
the closure of the university for a semester and the spread of unrest to approximately
thirty thousand people, many of them at other schools, including the Fundação Gétulio
Vargas and the Pontífica Universidade Católica (PUC) [Fig. 4.25]. These were the first
student demonstrations since 1968, and they took the military regime completely by
surprise.88
At the center of the demonstrations was a small group of Trotskyist students,
calling themselves the October Group. In São Paulo, there were about seven members
(thirty nationwide), all students in ECA, all approximately twenty years of age. They
represented a new type of communist militant:
They detested the mythology that had dominated the historical and political
heritage of the left. For them, João Goulart was a figure from the past, the Soviet
Union a dictatorship that had ordered tanks against Czechoslovakia; Che Guevara
and the armed struggle were types of adventurism… They rejected the icons that
represented thirty years of the Party’s hegemony in Brazilian culture. Portinari
was a bad painter. Jorge Amado, a banal writer. They preferred rock to samba, and
the engaged poetry of the CPC to the lyrics of Mário Faustino.89
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According to Elio Gaspari, these students filled the gap left by the leftist student
organizations that had opposed the military government until 1968, augmenting their
political power by combining with other student political groups. Their first
demonstration occurred in April 1975 when they called for the director of ECA, whose
teaching was notoriously outdated, to step down. This relatively small protest initiated a
wave of demonstrations that would eventually bring an end to the military regime.90
The apparently sudden emergence of a student group that had renounced any ties
to the PCB (as they erroneously thought of the left as a monolithic entity) surprised
authorities, while other students were shocked that anything productive had come out of
ECA. “The students studying political science and history always thought of themselves
as the activists. They thought that the students at ECA were just a bunch of pot smokers
who would never amount to anything” recalled Beto Melo, former member of Viajou
Sem Passaporte. Although the members of 3Nós3 never claimed an affiliation with any
specific political organization, at least two of the members of Viajou had been affiliated
with the Trotskyist student group Liberdade e Luta (a.k.a. “Libelu”) at the University of
São Paulo. During the early seventies, when almost all traces of leftist student
organizations appeared to have been stamped out, Libelu carried on in far smaller
numbers and with a healthy disregard for the leadership of the past.91
Part of Libelu, because it also had its moralistic aspect, did not just diverge
politically from the Stalinists and Maoists, or even from the nascent social
democracy, who were the voices of the student movement, it also diverged
radically from the way of life of the traditional Left.... What did we do? We
frequented the Riviera, the Ponto 4 (afterward the Bar da Terra, the first advance
post of Vila Madalena).... we played lots of Stones at parties, where there was
always plenty of beer, we read Adorno, Walter Benjamin, Barthes, Foucault,
Bataille, Cortázar, Bandeira and Murilo Mendes.... we spent Carnaval in Bahia,
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concerts of Gil and Caetano were obligatory, we attended the classes of Davi
Arrigucci Jr. also, our hearts beat for the surrealists, our ‘mistress’ was Marilena
Chaui, we annulled our votes, were readers of Paulo Francis, our standard of
journalism was Le Monde and we got drunk when, finally, Corinthians was
champion.92
This quotation describes a movement that synthesized the best of the hippie and leftist
movements, resulting in students who espoused a hipper vein of leftist philosophy,
listened to the music of the Tropicalistas (Gilberto Gil and Caetano Veloso), but also
hung out at both the coolest bars in São Paulo as well as the traditional hippie gathering
places (Carnaval in Bahia). Libelu flew under the radar of the military regime, which was
looking out for something more like UNE and the student movements of the sixties.
In addition, the demonstrations that took place at ECA seem to have created a
unique atmosphere for the development of collective artist groups. Almost all of the artist
groups active in São Paulo during the late 1970s included members who were students at
ECA, with the groups Manga Rosa, whose integral members, Jorge Bassani and Chico
Zorzete went to school in the São Paulo suburb of Mogi das Cruzes, and TIT (Taller de
Investigaciones Teatrales), whose members were all from Argentina, being two
exceptions. However, for the most part, these young artists seem not to have taken the
inspiration for their work as much from their classroom studies of visual arts, but rather
from the political upheaval of daily life. Raghy suggested that underneath the ludic and
apparently nonsensical surface of the theatrical interventions of Viajou Sem Passaporte
lay a great deal of organization, the legacy of the former Trotskyists in the group who
incorporated the discipline of their regular political meetings into their artistic work.
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VIAJOU SEM PASSAPORTE
During an interview, Mário Ramiro explained to me that the interventions of the
theatrical group Viajou Sem Passaporte had influenced him greatly in becoming an
interventionist artist himself, particularly his viewing of the happening Mitos Vadios.
Viajou Sem Passaporte [Fig. 4.28-31] was the theatrical counterpart to 3Nós3; the
members met through classes at ECA, collaborated with 3Nós3 on several occasions, and
devised interventions that pushed the concept of theatricality to its outer limits, both
through seemingly nonsensical acts as well as through actions that actively engaged with
traditional definitions of the theater. As Raghy explained
We did not even consider ourselves to be an artist group, but rather a group that
worked with the idea of creativity. And creativity, in our opinion, independent
from art, independent from all of the traditional artistic codes: cinema, theater,
etc. What interested us was finding the limit between what was art and what was
not art.93
Although individual members of the group had previously worked with each other on a
number of projects, Viajou began in May of 1978 when they responded to an
announcement for a project sponsored by the government agency Serviço Nacional de
Teatro that offered a budget of forty-eight thousand cruzeiros and the use of the Eugênio
Kusnet Theater for groups interested in developing experimental proposals. One of the
group’s ideas was to develop an approach to theater that did not involve any sort of script
or text, but rather involved the creative use of the body “with the fundamental objective
of opening up the possibility of creating freely without external barriers.”94
Part of the ideological formation of Viajou came from the involvement of at least
two members in the leftist student group Libelu. However, they eventually dropped out,
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arguing that the members took themselves far too seriously, to the point that they had
almost replaced the traditional PCB (Partida Comunista Brasileira) in terms of their
sanctimoniousness.95 At the same time, the discipline to meet regularly, discuss ideas,
and see them through to the end had been directly inspired by involvement with these
student movements. Although the interventions appeared nonsensical and improvised on
the spot, they actually resulted from weeks, and in some cases even months of planning
for a work of art that remained installed for a matter of a few hours. In addition, these
projects frequently responded to the Marxist-influenced theater that had developed in
Brazil during the 1960s, which itself critiqued the passive, limited interaction between
actor and audience that existed in traditional theater performed on a proscenium stage.
While Viajou shared a common interest in breaking down traditional artistic structures,
its members also developed an increasing irreverence for some of the ideals and
figureheads of the movement that had grown to possess a practically unassailable status.
One such figure was the dramatist Augusto Boal.
It is difficult to imagine that the members of Viajou would have conceived of
their own theatrical experimentations without Boal’s previous work as an example,
however, they viewed him not as their intellectual father, but rather as a somewhat absurd
figure who created a form of theatrical experimentation that consistently placed himself
at the center of his own exercises, rather like a ringmaster in charge of the circus. Boal’s
technique involved asking actors to perform a series of exercises in which he would
direct people’s actions to reach a predetermined outcome. In contrast, the members of
Viajou detested Boal’s need to constantly control and be at the center of whatever
273

exercise was taking place and worked to develop a form of theater that incorporated the
element of chance to a far greater degree.96
Boal was best known for his “Theater of the Oppressed,” an idea based on the
Pedagogy of the Oppressed, a technique that the educator Paulo Freire had developed to
teach adults how to read, not by forcing them to read simplistic texts aimed at children,
but rather by teaching them about their own social status and state of oppression.97 This
type of theater consisted partially of a series of exercises that contributed to a greater
awareness of the body and its use in personal expression, while others were more
narrative situations meant to illustrate and illuminate processes of oppression.98
Another concept that Boal developed was that of “Invisible Theater”, or scenarios
performed in everyday life without the “audience” even being aware of a performance as
such. A classic example occurs as follows. An actor enters a relatively expensive
restaurant and orders a meal. When the waiter brings his bill, the actor states that he does
not have enough money to pay the bill, but offers to work instead, at some menial task,
until he has made up the price of the food with his work. After asking the waiter how
much various employees at the restaurant get paid, the actor realizes that it would take
more than a day of labor to pay for the meal that he consumed in a few minutes. He
wonders about this out loud to the waiter, and everyone in the restaurant, if they have not
already taken note of the situation, begins to listen and discuss among themselves the
exploitation of workers at the restaurant. Many times the fellow diners take up a
collection for the actor, who at no point reveals himself to be acting. The whole situation
teaches the “audience” about disparities between the social classes, such as the fact that
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workers in many restaurants earn so little that they cannot afford to eat where they work,
eliminating any distance between audience and actor, or between theater and real life.99
In contrast to Boal’s theatrical intervention inside of a restaurant, the members of
Viajou Sem Passaporte incorporated the idea of performing situations in everyday life,
but completely eliminated the narrative and didactic aspects, opting instead for seemingly
“nonsensical” actions that would be almost imperceptible to the general public and that
certainly would not read as theater in the traditional sense. In one such work, “Trajectory
of the Tree,” (March 1979) they picked a tree in front of the Municipal Library in
downtown São Paulo and, one at a time, they approached it and walked in a circle around
it. They were not sure if anyone had noticed what they were doing until they overheard a
person at a nearby café say, “Hmmm… That is the third time I have seen someone walk
in a circle around that tree.”100
In another intervention, “Trajectory of the Overcoat,” (May 1979) one member of
the group entered a city bus wearing an overcoat on a hot day. When another member got
on the bus, the first would take off the coat and give it to that person; this process
repeated itself until everyone had performed the action. They then passed the overcoat to
a random person on the bus to see how long the intervention would continue.101 After the
last of the group members had left, the people riding the bus who had been observing the
intervention continued it. Finally, one man took the coat and exited the bus; although
contact information was pinned inside the coat’s lining, the man never returned it. One
member of the group acted as an observer, watching how the other people on the bus
reacted. In this regard, the audience’s reactions became an important aspect of these more
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theatrical interventions, in contrast to the urban interventions of 3Nós3, in which the
direct interaction with the city was more important and newspaper articles functioned as a
way of tracking reception.
The goal of Viajou’s actions was to intervene in the normalcy of everyday life,
provoking a small dislocation in the repetition of daily actions, but without a great deal of
fanfare and drama that would reveal the fact that they were doing “theater.” Eventually,
the members of Viajou turned to interventions that took place inside the theater itself.
Raghy explained that during the military regime, the theater had become a highly
contested political space where right-wing paramilitary groups would attend
performances organized by groups known for their leftist connections, attacking both
audience and actors in the middle of the play. For instance, on one occasion, the
paramilitary organization Comando de Caça aos Comunistas (CCC) invaded the theater
and attacked the actors, kidnapping the main actor and actress during a later performance
and threatening to kill them because of the play’s subversive and immoral nature.102
During an intervention of the play, “Who’s Afraid of Italia Fausto,” the members
all entered the stage, pretending to play basketball, and then exited at the same time, with
no explanation. They had decided to interfere with this particular play because of its
pretensions of incorporating elements of experimentation and improvisation, which they
wished to test. In the middle of “The Surrealist Cow,” the group members entered the
area where the audience was sitting and, one by one, collapsed in the aisles as if they had
died. Raghy explained, “We were very attracted to the title of this play, which claimed to
be surrealist, but had nothing to do with surrealism, and maybe only a little to do with
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cattle.”103 These interventions caused a great deal of anger and frustration among the
actors performing the play each night and at times among the audience members, with
actors recognizing members of Viajou and threatening to have their union cards revoked.
Inspired by Dada and Surrealism, the members of Viajou Sem Passaporte
consistently undermined any attempts to appropriate their efforts. As group member
Carlos Alberto Gordon explained, “Our objective is to invent [and] subvert the
established order of art, questioning the assumptions of its language. Any person can
make art… The separation between producers and consumers of art is authoritarian in its
roots.”104 As a result of the group’s theatrical interventions, theaters began to approach
Viajou with requests for them to intentionally intervene during plays. The group was
hired to intervene at the International Festival of Theater and paid forty thousand
cruzeiros. The members decided instead to perform a “counter-intervention,” arriving at
the theater and doing absolutely nothing. As group member Beto Melo explained, “We
stopped doing invasions of theaters because everyone wanted us to intervene during
specific plays and our role is exactly that of not conforming to expectations.”105
A small poster [Fig. 4.35] announced Viajou Sem Passaporte’s new project, the
Centro de Livre Expressão (Center for Free Expression), or CLÉ for short, a title that
intentionally referenced the French word for key:
Attention psychotics, electricians, and unemployed: now you will have a
place to meet. With the presence of more than six persons representing more than
one group was founded the Centro de Livre Expressão—CLÉ.
[This organization] is attempting to form groups with the most bizarre
objectives in the vast field of creativity. Each group should have a proposal of
investigation. The results will be discussed, exchanged, divulged. Some projects
are already functioning (see below). You can join one of them. Or form others.
Contact Viajou Sem Passaporte [for more information].106
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The proposals for various projects listed evoked a sense of the surreal or absurd: under
the caption “Limits of the Body” some suggestions included: “Walk without feet. Climb
stairs on your back. Sit with your belly” while Operation Bait offered the following
suggestion: “Announce the arrival of Cassius Clay [a.k.a. Muhammad Ali] at 2:00 PM on
Saturday at Congonhas Airport. He will be on crutches. Or other large and small lies.”
The members of Viajou Sem Passaporte actually performed a version of Operation Bait
with their work entitled “Engodo Godard” (Godard Bait). They posted announcements
falsely advertising a visit to the University of São Paulo campus by famous French film
director Jean-Luc Godard, who of course never arrived. “On that day, various
intellectuals, pretentiously immune to the mythological relation, were there to adore their
idol, like a bunch of idiots,” according to Beto Melo’s description of what happened.107
Perhaps the most notorious project of CLÉ was the billboard entitled “From Two
to Four” [Fig.4.36] that was displayed on the Rua Consolação as part of the Manga Rosa
project “Ao Ar Livre.” The billboard was simply white, with the words “From two to
four” printed backwards in the center. A chair was mounted next to the words, and a
person sat on the chair, as promised, from two to four each day, “rain or shine.”108 An
article documenting this project explained that three groups, Viajou Sem Passaporte,
3Nós3, and the Taller de Investigaciones Teatrales formed the core of CLÉ and that the
organization’s projects emphasized artistic experimentation on city streets. Viajou
member Raghy explained to me that the idea of CLÉ was to bring together larger
numbers of people, with the idea that a larger group could make projects of greater
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impact than a small group. However, the activities of CLÉ were cut short by a lack of
funding to actually carry out most of the projects that group members proposed.
Out of all of the artist groups working in São Paulo during the late 1970s and
early 1980s, 3Nós3 collaborated most frequently with Viajou Sem Passaporte. Since the
members of 3Nós3 asked for the help of Viajou Sem Passaporte on large-scale
interventions such as Intervenção VI and Arco 10, they returned the favor by helping the
members of Viajou with projects such as the Evento Fim de Década. One newspaper
article even mentioned that 3Nós3 participated in an international theater festival. When I
asked Mário Ramiro about this, he said that 3Nós3 had participated by making signs that
said, “Be careful, Viajou Sem Passaporte is here” in reference to the group’s notorious
interventions in the theater.109 While the many documents that Hudinilson produced for
3Nós3 noted the assistance of other people in detail, the group members still considered
the interventions as projects of 3Nós3 and vice versa, suggesting a sense of fluidity in
regard to the identities of the individual groups. The formation of CLÉ is also evidence of
the ease with which members of different artist groups collaborated.
OPPOSITION TO TRADITIONAL ARTISTIC CIRCUITS: ALTERNATIVE PUBLICATIONS
Ai que saudades tenho
da MIMEÓGRAFO GENERATION
daqueles papéis sem estilo
daqueles poetas mediócres
daqueles poemas higiênicos
que o tempo encadernou.

Ah what nostalgia I have
for the MIMEOGRAPH
GENERATION
for those papers without style
for those mediocre poets
for those hygienic poems
that time has bound.110

The production of “independent” publications is one of the aspects, along with
interventionist art and a collaborative working style that distinguishes the artistic
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production of the abertura period. All of the major artist groups that I spoke with had in
their archives at least one publication, at times many, that they had published themselves.
While Manga Rosa had produced two poetry journals and the “catalog” for the Primeiro
Encontro de Arte Brasileira Independente, Viajou Sem Passaporte published one issue of
the journal Wyk, the group Olhar Eletrónico published several issues of the journal Cine
Olho, and 3Nós3 made a catalog for the intervention Intervenção VI and a collection of
photocopied postcards for the intervention Conneção.
Many literary and artistic genres influenced this type of production, ranging from
fanzines to Poema-Processo, Mail Art (or Arte Postal), marginal poetry, alternative
publications, Cinema Udigrudi, and last but not least, theatrical happenings and artistic
interventions in urban space. Cartoonist and communications professor Henrique
Magalhaes argues that these genres in various ways all expressed their discontent with
the military regime and refers to them loosely as “Geração Mimeógrafo” or “Generation
Mimeograph” in reference to one of their preferred method of reproduction.111 According
to marginal poet Nicolas Behr,
Generation Mimeograph is, before anything else, an attitude. We made up part of
the short cut generation, we went for the deviation and we made fun of the entire
editorial scheme mounted in relation to the book. When a mimeograph book was
edited, the author had the conditions to keep his work alive. A book that was
always open, always without end.112
The photocopied book or independent publication embodied a particularly irreverent
spirit that both mocked everything that traditional publishing represented and made it
possible for the artist to become the publisher of his or her own ideas. The books
themselves emphasized their decidedly amateur, unfinished nature, suggesting more the
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appearance of a mock-up or draft of a more polished work yet to come than a finished
publication. As Charles Perrone explains, “Self-production by poets is nothing new in
Brazilian literature… What distinguished the samizdat of poesia marginal were the
strikingly low levels of acceptability and the personal involvement of the makers at each
stage.”113
The literary movement of Poesia marginal, or marginal poetry strongly paralleled
independent manifestations in the visual arts and cinema. Poet Glauco Mattoso explained
the implications of the word “marginal” in his book O que é poesia marginal (What is
marginal poetry), first published in 1981. “Marginal” could refer to the position of the
work in relation to the literary mainstream, production of works unknown to the general
public using means such as mimeograph, photocopy, etc. in a manner similar to fanzines,
or the style of the work itself, generally characterized as experimental, in opposition to
traditional poetry and incorporating slang or the language of political pamphlets.114
Carlos Alberto Messeder Pereira analyzed these various aspects of marginality in greater
detail, noting that so many books were printed using mimeograph because it was the only
way for them to be produced at all, since there was no possibility of these works ever
being seriously considered by mainstream publishers, who thought of the works as
amateurish and low quality. As Pereira explained,
In order for this production to arrive at the publisher (which does not necessarily
mean that it would be accepted) it was fundamental that there be, on the part of
the author, the willingness to be edited. This required that this same author
present his product—whether it be one poem or a book of poems—as ‘literary’
material and, moreover, editable by editors interested in the publication of
‘literary material.’ It seems to me that the large part of this ‘marginal poetry’
does not have… this well-established literary connotation.115
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According to Pereira, the marginal poets were shut out of the mainstream primarily due
to their unwillingness to compromise their artistic vision to an editor, suggesting that
even if the style of marginal poems was amateurish, it was intentionally and defiantly so.
Pereira suggested that there was an inextricable link between the style of poesia marginal
and the methods of production and circulation. The authors of poems and books of poetry
tended to also do their own sales and distribution, giving or selling poems to friends and
acquaintances and traveling a fixed circuit of bars and restaurants in order to sell works to
the patrons.116 This method of distribution established an alternative audience for poetry,
a sort of anti-establishment network, similar to the alternative methods of circulation that
visual artists proposed at this time.
By publishing their own books and journals, artist groups could express whatever
message they wanted, without having to worry about being censored or edited, an
appealing prospect for groups with more radical messages. For instance, the single
edition of the journal Wyk, a publication of Viajou Sem Passaporte, aggressively
manifested both the visual style and spirit of the independent movement [Fig. 4.33-4]. In
the first and only issue, Carlos Alberto Gordon identified what he believed to be several
connected phenomena, including graffiti art, poem-demonstrations, the Evento Fim de
Década, the sculpture Garatuja, the robbery of the sculpture Homage to García Lorca,
and the urban interventions, just to name a few examples. Gordon linked these cultural
events occurring primarily in the city of São Paulo to larger discussions regarding the
women’s and civil rights movements and experimentation with drugs.117 He explained his
hope that Wyk would become a channel, one which had been established through the
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struggles of Viajou and other groups who resisted “the easy and permanent invitation to
either brutality or mental catatonia.”118
The publications of 3Nós3 have a somewhat complicated relationship to those of
geração mimeógrafo for their most striking aspect is that their polished and professional
appearance, particularly in comparison to the publications that other groups produced. In
fact, the Municipal Secretary of Culture published the booklets for the Evento Fim de
Década and Interversão VI, and a local photocopy shop printed the Conneção postcards.
The posters of 3Nós3 made use of the independent aesthetic to a much greater degree,
using hand-cut collage, photocopying, and hand-drawn letters to achieve their unique
appearance [Fig. 4.37]. One poster advertising a “night of wrapping” (noite do embrulho)
is an especially noteworthy example [Fig. 4.38]. It advertises the launch of books
produced by Viajou Sem Passaporte and 3Nós3, as well as an edition of Cine Olho at the
Kairós bookstore. It therefore almost perfectly embodies the spirit of the independent
movement: a homemade poster, advertising the launching of homemade publications of
three artist groups at a bookstore founded by former members of Libelu as a place of
alternative cultural circulation.119
CONCLUSION
The independents formed a unique generation in the contemporary history of
Brazil: they came of age during the Brazilian Economic Miracle of the early 1970s and
therefore could attend the university without having to worry much about supporting
themselves financially. This situation gave them the free time to devise newer and more
outrageous ideas for artistic interventions. But it was also unstable and destined to end.
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The group 3Nós3 ended when member Rafael França received a Fulbright fellowship and
moved to Chicago, where he lived until his death in 1991. Mário Ramiro maintained that
the group dynamic was not the same after França left and that while he and Hudinilson
did receive offers to reenact interventions for specific events, they always turned them
down because they felt it would undermine the artistic integrity of their work. Former
Manga Rosa member Francisco Zorzete related the end of his life as a “crazy artist” to
the birth of his daughter and the realization of his enormous responsibility as a father.
Viajou Sem Passaporte member Raghy said more or less the same thing: “We all got
married, had families, and found real jobs.” In other words, these artists ended the period
of their youth and became adults. However, Raghy added that the members of Viajou
never considered the group to be officially broken up and that the possibility of
performing more interventions was always left open. He said to me at the end of our
interview, “You know, it is quite possible that everything I have been telling you until
now has been a lie. That is your job as a historian: to distinguish truth from fiction… We
in Viajou had the idea that we would create myths about our work and spread them
around, until the original story gradually disappeared and only the myth remained.”
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For more on the role of the Livraria Kairós as a manifestation of the independent
scene, see Flamarion Maués, “O momento oportuno: Kairós, uma editora de oposição,”
História 25, no. 2 (2006): 115-146.
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CONCLUSION: ENDINGS AND BEGINNINGS
This conclusion explores a reality that I have recently had to confront: the fact
that I cannot work on my dissertation indefinitely, but must at some point bring things to
a close. Originally, I intended it to be a fifth chapter that would address the end of 3Nós3
as a group and the emergence of the members’ careers as individual artists. However, the
need to finish in a timely fashion and the quantity of research that remains to be done on
this subject has meant that what I have at the moment is more like a sketch of the ground
that I believe this section will some day cover in more detail as a book. So at this point, I
will conclude by briefly covering several subjects related to the end of 3Nós3. First of all,
I will discuss the interventions and exhibitions that brought the group’s activities to a
close, in addition to outlining the direction that the individual members’ careers took. A
circuit of curators and artists influenced the members of 3Nós3 in regard to their interest
in emergent technologies as a source of artistic inspiration. This group included Walter
Zanini, Júlio Plaza, and Regina Silveira among others, who supported the use of
technology considered cutting-edge at the time in the creation of works of art. While a
limited number of museums supported these experimental art forms and curatorial
premises, the movement, loosely referred to as “art and technology,” never gained much
momentum during the 1980s, being superseded by the Neoexpressionist painting of the
early 1980s. However, new tendencies in the art world have emerged recently that could
start to make the work of 3Nós3 relevant once again within the context of the present
day.
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THE END OF 3NÓS3
By the year 1982, many things had changed for 3Nós3, according to an article that
appeared in the arts magazine Visão (vision) [Fig. 5.1]. The group, who just three years
before had found themselves blackballed from the artistic mainstream, had an exhibition
at the Pinacoteca do Estado in which they extended a sheet of red cellophane across the
museum’s façade. Their activities concluded officially with the event “3Nós3 acabou”
(3Nós3 comes to an end) [Figs. 5.4, 5.5] which was part of “Fourteen Nights of
Performance” at SESC Pompéia in July of 1982 and featured the participation of other
artists including Viajou Sem Passaporte, Nina Moraes, Leon Ferrari, and others. The
word “intervention” in reference to works of art, which had seemed strange in 1979, had
become accepted and even commonplace by 1982. And, according to the author of the
article, while the artistic validity of 3Nós3 had been questioned at the beginning of their
activities, “today few people would dare say that the works of 3Nós3 and others like them
is mere pandemonium.”1
The last official urban intervention of 3Nós3 was 23 de maio, which took place in
1982 [Figs. 5.2, 5.3]. As the title suggests, it incorporated the avenida of the same name,
which was one of the many public works projects undertaken during the 1970s.
According to Mário Ramiro, this was one of the easiest interventions in logistical terms,
since there was little or no fear of interruption from the police, and involved a simple
installation that took place in broad daylight and consisted of simply rolling four sheets of
red plastic out onto the grassy areas flanking the street. By the time that 3Nós performed
this intervention, their work seems to have lost much of the subversive quality with
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which it began. With 23 de maio, the intervention came to an end, not at the hands of
authorities, but rather at the hands of the poor, who rolled up the red plastic and took it
away to use as tarps, or in displays of objects sold on the street. With its documentation
on the local news and in articles that celebrated the intervention as a trend linked to the
emergence of graffiti art, this intervention revealed the almost complete transformation
that 3Nós3 had experienced in relation to the general public and authorities, from a group
of youth vaguely associated with street criminals and other undesirable elements to local
celebrities of a sort. However, just at the moment that 3Nós3 had attained the height of its
success and popularity as a group, it came to an end with group member Rafael França’s
announcement that he had received a Fulbright and would be moving to Chicago.
Although the three artists did all exhibit together on several occasions in the years that
followed, it was as individual artists and not as members of a group.
The last project that possessed even a superficial semblance of collaboration
between the members of 3Nós3 was the exhibition “Areas e comentarios” which took
place at the Paço das Artes in April of 1982 and also included the involvement of their
friends and colleagues Cid Galvão and Florian Raiss. Although the photographs used in
the announcements and poster portrayed the five artists as members of the same group
[Fig. 5.6], the premise of the exhibition was to provide a space to which each artist would
contribute some form of individual “commentary.” Hudinilson Jr. created an installation
that he entitled “Posição Amorosa” (loving position) that involved two male mannequins
painted white and positioned at diagonals to one another. In front of each was a camera
that connected to a television set. Although the television sets showed images of the
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mannequins’ faces, they were looking in different directions, emphasizing a sense of
isolation and disconnect between them that functioned as a metaphor for personal
relationships. Mário Ramiro’s project used steel cables to connect the ceiling, floor and
walls of his space and Rafael França created a series of six panels of cut and painted
cardboard that made references to the perspectival studies of Italian artists of the
fourteenth and fifteenth centuries.2 “Areas e comentarios” revealed the diverging
directions in which the three members of 3Nós3 were rapidly moving in their artistic
careers.
Another exhibition in which all three members of 3Nós3 participated as
individuals was “Artemicro” which França co-curated with Regina Silveira and took
place at the Museu do Imagem e do Som (Museum of Image and Sound) in May of 1982.
This exhibition featured works of art from thirty-two artists, including França, who had
their work transferred to microfiche, lining the images up in series of ten, like the pages
of a book. “They were first miniaturized, an event in which the microfilming literally
transformed the different procedures used to create the originals into one same material,
only to recover their size and presence when placed in specific viewers at the exhibition
sites.”3 “Artemicro” explored issues of reproduction and seriality, as well as creating a
sort of parody of the museum through the creation of an imaginary museum on the
microfiche that could be enlarged at will.4 It was also one of the earliest exhibitions that
revealed an interest in emergent media in the work of the members of 3Nós3 as
individuals.
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As the activities of 3Nós3 came to an end, the three members began to experiment
increasingly with new forms of communications media in their individual careers. While
in the present day, discussion of the intersection of art and technology calls to mind the
use of the internet and sophisticated computer programs, during the early 1980s genres of
art emerged in Brazil that involved experimentation with emergent technology such as
photocopiers, fax machines, videotext, and early video art. This was part of a larger trend
of exploring the intersection between art and forms of communication that included new
media as well as billboards, artist books and even graffiti art.
THE XEROX ART CONNECTION
In many ways, the point of entry for all three members of 3Nós3 into the world of
art and technology occurred through Xerox art. From the 1970s into the early 1980s,
Xerox art grew in importance as a truly democratic artistic genre, both a form of
printmaking in which an original did not exist and an art that people from all walks of life
could afford. Hudinilson Jr. was one of the artists at the forefront of this movement,
teaching courses in Xerox art, curating exhibitions, and creating his most infamous work
of art in which he photographed himself making photocopies of his own nude body,
which then became works of art in their own right. Mário Ramiro was also involved in
Xerox art early in his career, although he would quickly turn to other new media as
sources of inspiration for his work. Rafael França would use Xerox and other forms of
printmaking to explore the idea of seriality, creating artist books full of multiple
photocopied images that would later inspire his first explorations in video.5
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The Pernambucan artist Paulo Bruscky was one of the first in Brazil to begin
working with Xerox art, starting as early as 1971. In a statement given to IDART,
Percival Tirapelli said that he made his first works of Xerox art in 1973, explaining that
he did not begin working in the medium because it was trendy, but rather because was
affordable. Lithograph and offset were for him, expensive printmaking media in which to
work.6 Many artists commented on the speed with which works of art could be
reproduced using a photocopier, observing that this became very practical for them when
they were preparing for an exhibition. They observed that with Xerox art, the loss of the
aura of the work of art described by Walter Benjamin was achieved to an even greater
degree than ever before, and that the work of Xerox art held a great deal of potential to
create a truly democratic art form. From this idea developed the concept that the ideal
work of Xerox art did not involve an original. According to Fabio Magalhaes,
The creation of the image, through the use of Xerox, is linked to the possibility
of the artist being able to manipulate the machine. From there a specific language
is born. The artistic use of Xerox can result in the absence of a matrix, the absence
of an original. Some place objects, or even parts of the body—on the surface of
the machine, moving them so that the first image results in a ‘unique copy.’ There
is no relation with the first original that can be recuperated in innumerable copies.
In other cases, there is an original that can be reproduced afterward. 7
Paulo Bruscky argued that all of his work had been co-authored with the machine and
that ideally, Xerox art should not involve simply reproducing something, but also
interfering with it, creating distortions and other effects. Many early Xerox artworks
involved repeated reproductions that attempted to create as many “generations” as
possible until the image became completely distorted and illegible. The elimination of
halftones achieved with some photocopiers, considered a flaw under normal
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circumstances, was actually a look that Xerox artists strove to achieve intentionally.
Eventually, two main approaches to Xerox art developed, one involving the creation of
images without an original, in the manner described above, and another involving
photocopying almost any kind of document conceivable, creating a sort of “aesthetic of
bureaucracy.” The technology of photocopying became a crucial aspect of both Arte
Postal (mail art) and artist books, which surged in popularity at about the same time as
Xerox art.
According to Mário Ramiro, some of the first artistic experiments that he and
Rafael França conducted began around the year 1978, when the two discovered a Xerox
machine in a building next door to the ECA (Escola de Comunicações e Artes/ School of
Communication and Arts) building at USP. While the photocopier’s original function
involved making copies of rather mundane documents: minutes of meetings,
correspondence, and so on, Ramiro and França transformed the machine into an “imagemaking laboratory,” using it for a number of works that the university unknowingly
subsidized. Because they were always seen using the photocopier, no one questioned
whether or not the two artists actually had permission to use it and so they proceeded to
make their copies without paying for them and without anyone being the wiser. Ramiro
commented that this use of the photocopier transformed the normally “dull and
academic” building into a place of artistic experimentation.8 In this regard, the Xerox art
experiments were not unlike the “ARTE” intervention that 3Nós3 would perform on a
government office building in Porto Alegre years later. So although the group 3Nós3 had
not yet been formed and the urban interventions had not yet occurred, the idea of
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“intervening” in or “détourning” the normal, mundane use of a photocopier established a
thematic similarity between these early works and the later urban interventions.
The unique properties of the images that the photocopier produced influenced the
form of the Xerox artworks that Ramiro and França created. The machine could
reproduce not only documents, but also three-dimensional objects to a certain extent, so
the artists made photocopies of their bodies, first their hands and later their faces. The
admonitions of various people that the artists would eventually go blind from viewing the
photocopier’s flash one too many times prompted them to tempt fate even more, pressing
their faces against the copier’s glass bed. Hudinilson would eventually extend this idea
with his series of homo- and autoerotic photocopies of his own nude body. França made
cardboard cutouts of geometric shapes as a sort of Xerox art perspective study. His
previous interest in printmaking and involvement with the Aster collective caused him to
think of photocopies as another way to produce artistic prints, similar to woodblock,
engraving, or lithograph.9
HUDINILSON’S XEROX ART AND THE BIRTH OF NARCISSUS
In a statement given in 1984, Hudinilson explained that his first interest in Xerox
Art occurred as part of the very beginnings of 3Nós3: he participated in the experiments
with the ECA photocopying machine along with Ramiro and França. Hudinilson
developed a fervor for Xerox art unmatched by either Ramiro or França, soon getting the
idea to photocopy his own body for an exhibition at the Pinacoteca do Estado, and
writing to the Xerox company to ask for access to machines that he used for courses on
Xerox art, as well as his own work. Just as “one needs to paint twenty-four hours a day to
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know what painting is,” he developed a similar understanding of the photocopying
machine from an artistic point of view. “This is the only thing for which I am sometimes
a bit of a dictator: I almost tear the heads off of people explaining that this is something
different, it is not a pencil, nor a canvas. It is really difficult, because the information that
people already have interferes.”10
Hudinilson focused increasingly on the photocopy as a work of art in its own
right, or as a point of departure for collage. He also created books full of photocopies in
which he included anything that could be considered important or informative in any
way. For instance, one of my main sources of information both on Xerox art and on
Hudinilson’s career was a book of photocopies almost two inches thick that I found in the
library of the Museum of Contemporary Art at USP and had photocopied in its entirety.
The book contained photocopies of identification cards, diplomas from all of the schools
he had attended, going all the way back to elementary school, newspaper articles on his
work, entire exhibition catalogs, and syllabi of his Xerox art courses. I suspected that the
truly impressive size of his archive at both the São Paulo Biennial and the Museum of
Contemporary Art had resulted from Hudinilson’s simply mailing mass quantities of
articles and information to these archives, as a way of establishing his own importance as
an artist. In these instances, the line between document and work of art became blurry to
the point that one could even argue that the act of mailing documents to the archives was
an act of performance art in itself.11
The theme of Narcissus has dominated Hudinilson’s work in all of its forms,
ranging from photocopies of his own nude body to the inclusion of his identification
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cards and diplomas in his artist books. In the work for which he is best known,
Hudinilson photographed himself in a type of coitus with the photocopier [Fig. 5.7]. Both
the image itself and the photocopies produced from the series entitled “Exercise of
Seeing Myself,” are aspects of this work. For the 1983 “Arte na Rua” (Art in the Street)
exhibition of billboards co-sponsored by MAC-USP and the advertising company Central
de Outdoors, he submitted an image of his penis from this series. He explained to me that
he had grown tired of the emphasis, which bordered on obsession in Brazil, on the erotic
female body in public advertising and had decided to celebrate his own male body
instead.12 The billboard was eventually censored with a black band that appeared to
attract more attention to the image, resulting in a great deal of infamy for Hudinilson. The
theme of Narcissus has also manifested itself in Hudinilson’s work through a fascination
with ancient Greek sculpture (with an awareness and appreciation of the homoerotic
nature of much of this art) and nearly any type of sculpture that celebrates ideal male
beauty, referring back to Hudinilson’s own body that at one time was also youthful and
ideal. Images of the Narcissus flower and clothing dipped in paint are other variations on
this theme in his work. Another subject that I would like to research in greater depth is
the influence of the work of graffiti artist Alex Vallauri on Hudinilson’s own interest in
graffiti art. I repeatedly encountered information on graffiti art during my search for
information on 3Nós3, however, during the writing process I decided not to include this
material because there was so much of it that tended overwhelmingly to focus on the
latter half of the 1980s and beyond, well after the point where I could establish a
connection with 3Nós3.
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While homosexuality became an important theme to both Hudinilson and Rafael
França in their work as individual artists, for the most part they did not explore this
aspect of their personal identities very much during their time with 3Nós3. However, I
believe that it is possible to see the theme of Narcissus in the images that 3Nós3 made of
themselves. In these photos, the members of 3Nós3 carefully and consciously model their
images after publicity photographs and album covers of popular musicians of the time.
These photos are works of art in their own right and represent an aspect of the activities
of 3Nós3 separate from the interventions [Figs. 5.8-5.10]. The topic of self portraiture in
the work of 3Nós3 was one that I did not have a chance to explore in this dissertation, as I
was planning to discuss the posters, calendar, and other announcements as types of mail
art that would be part of my emergent media chapter. However, I intend to discuss it in
detail in the book.
RAFAEL FRANÇA AND VIDEO ART
Rafael França had taken courses in printmaking at the Atelier Livre, an art studio
sponsored by the city government of Porto Alegre. However, one of his main goals in
coming to São Paulo was to learn about newer forms of art and printing techniques. In
addition to his courses at USP, he also began working at the ASTER art studio on the Rua
Cardoso de Almeida, under the direction of fellow gaúcha Regina Silveira, who, along
with Júlio Plaza, Donato Ferrari, and Walter Zanini had founded the studio in 1979.
França was one of the few students selected to be a monitor and allowed free use of the
studio in exchange for helping supervise studio art classes. Silveira noticed that the
personal traits of França’s work included an interest in the subtle differences between
307

images done in series, and an interest in geometry and perspective, which he explored
equally in his work done with the offset proof press at ASTER as well as in his
photocopying experiments at USP. Inspired by Júlio Plaza’s emphasis on the artist book
in his own scholarship and artistic work, França worked his prints into several artist
books that functioned as precursors to his later work in video. Silveira speculated that
França’s interest in video occurred by accident when the members of ASTER were
forced to rent out one of their rooms to a group of video artists. In a similar way, his work
as a graphic artist came to an end rather abruptly in 1981 when ASTER closed and his
favorite printing press was taken away.13
According to Walter Zanini, the practice of video art in Brazil during the 1970s
was “without any exaggeration, an act of heroism in view of the limitation of equipment,
institutional coldness, and the opposition of conservative critics.”14 Brazilian video art
scholar Arlindo Machado describes this stage of video art, which began working in video
art in 1975, as the pioneer generation. It included artists such as Anna Bella Geiger,
Antonio Dias, José Roberto Aguilar, and Fernando Cocciarale, who already had
established careers as artists working in other media and who used video as a way to
record their performances. As Machado argues, “At times it was difficult to understand
video art works outside of the overall context of the author’s work. There was as yet no
attempt made to explore the possibilities of a language actually inherent to video, except
in one isolated case or another, at times even in an accidental manner.”15
Machado has argued that França occupied an ambiguous position in relation to the
pioneer generation, since he was a gaúcho (a person from the state of Rio Grande do Sul)
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who had made most of his work while living in Chicago. While França belonged to what
the independent, or second generation of video artists, he also avoided this label,
maintaining a critical view of both the role of television, which he saw as being quite
different from video, and the independents, who had created a circuit of video festivals
that in França’s view were less concerned with creative production and more with
uncovering new talent. In Chicago, França contracted AIDS, and his battles with the
disease became the predominant theme of his later work until he passed away in 1991.
One of my long-term interests is in finding these old videos and possibly having them
converted to DVD. Although some of them were included in a video made in 1996
commemorating França’s career, I was told that the videos in his personal archive at
MAC were too fragile to be played on machines anymore, which was a great
disappointment to me. However, Regina Silveira later told me that França had copies of
his videos saved in the archives at the Chicago Art Institute, knowing that Brazilian
museums would not have the facilities to preserve them properly. I would like to find
these videos, which include some footage of 3Nós3 installing interventions.
TELECOMMUNICATIONS AND OTHER INVISIBLE FORCES IN THE ART OF MÁRIO RAMIRO
While Rafael França and Hudinilson worked almost exclusively on an individual
basis after leaving 3Nós3, he idea of participation in artistic collectives has continued to
inform Mário Ramiro’s work throughout his career. During the 1990s, while living in
Germany, he was a member of an artist group called Autopsi, and after returning to
Brazil he supervised the work of younger artists in an exhibition of media art sponsored
by Motorola and participated in an artistic collaborative named os Hostilzinhos, which
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performed interventions in São Paulo and participated in the Havana Biennial in March
2005 before disbanding later that year. Ramiro has been particularly interested in the
connections between technology, invisible forces, and spirituality. His final project for
his master’s thesis, completed in Germany, involved a series of images taken using
Schlieren photography, which depicts changes in temperature as different colors,
including the heat radiating from human bodies. He has also made a machine that can
magnetically levitate small objects, a heat sculpture, and numerous projects that involve
the transmission of radio waves or other invisible energy.
Ramiro also created works of art using videotext, a sort of precursor to the
internet that used phone lines, allowed users to send messages to one another, and
included sites with information very similar to web pages. He described these works as
“small series of images showing the dematerialization of objects” that he exhibited at the
Museum of Image and Sound in São Paulo in 1982. He complicated this concept with his
project Clones, in which he transmitted a simple image of a horizontal red bar through
videotext, television, and radio, creating “an intermedia network in which three different
telecommunications systems were integrated into one through conceptual unity and
simultaneous transmissions.”16 Art historian Simone Osthoff explains that “Fax Art was
another means of mediating distances, conflating the experiences of Mail Art with that of
Xerox Art while enabling new performances from afar.”17 This description fits one of
Mário Ramiro’s first collaborations with the artist Eduardo Kac, in which he faxed a
series of eyes, noses, mouths, and hair to Kac, who then created a face out of the
elements and faxed it back to Ramiro. This work, entitled “Retrato Suposto/ Rosto Roto
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(Presumed Portrait/ Foul Face) also took place live on a community-access television
channel in São Paulo in 1988, adding another layer of temporality and technology to the
work. Ramiro explained that the goal of this work was not to create a finished work of
art, but rather to perform an esthetic experiment that subverted the usually passive use of
such media.
According to Osthoff, Eduardo Kac was one of the artists affiliated with Geração
80 in Rio, who, unlike his colleagues working in Neoexpressionist painting, took much
longer to receive any sort of critical acclaim, or even the recognition that his work was
art. In 1980, Kac founded the “Poesia pornô” movement, which involved group
performance works in public places in Rio de Janeiro until 1982. Osthoff argues that the
significance of the group’s name relates to the context of authoritarian Brazil, describing
the machismo and homophobia rampant in Brazilian society, and in particular during the
years of military rule. The group’s performances involved humor and play and
“transformed misogynist and homophobic labels into sexually liberating expressions…”18
Kac himself describes how his motivation to start Poesia pornô developed from his sense
that the marginal poetry movement had used itself up and become too institutional by the
end of the 1970s. His idea for the name was to bring together two concepts, pornography
and poetry, that “normally would not be seen together in the same phrase” with the
intention of liberating the meanings of both words and “suggesting a productive
permeability between them.”19 Kac explains that the poems were not meant to be read in
silence at home, but rather to be shouted out in public, and to “eliminate barriers between
pornography and eroticism, poetry and politics, art and life.”20
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Kac’s first forays into computer art were also in the form of poetry, motivated by
his desire to explore new artistic media and forms of poetic expression. From 1983 to
1993, he created “holopoems” or poems made from holographs, in which words would
change into other words, letters floated in space, and time flowed back and forth in nonlinear ways. Kac considered these works to be four dimensional poems that extended the
space of the poem on the flat page into time and three-dimensional space. Kac also
created poems using videotext that were animated, with letters appearing in succession to
form words.21 Like the work of Júlio Plaza, these computerized poems revealed the
continued influence of concrete poetry in Brazilian art. In 1982, Plaza created a work
entitled luz azul, with versions both as a video and an electronic billboard, projecting the
words “azul” (blue) and “aluz” (alight) alternately, shifting and reversing the letters of the
two words to create different meanings and changing the colors of both the letters and the
background onto which they were projected: “Combined with shifts in color or contrast,
even a few letters begin to represent more than they would when fixed on the page.”22
ART AGAINST THE MAINSTREAM: EXHIBITIONS AT MAC-USP
While the development of the artistic careers of the members of 3Nós3 is
something that would have seemed at best highly unlikely at the time of the creation of
the intervention X-Galeria, it is important to keep in mind that this professionalization
occurred within a highly focused circuit of institutions and intellectuals who often openly
opposed the mainstream art world.23 Curator and art historian Daisy Peccinini observed
that a great deal of art associated with experimentation in new media was created outside
of the commercial circuit of art galleries. However, institutions “without a direct
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connection to the market” such as the Museum of Contemporary Art at the University of
São Paulo (MAC) and the Pinacoteca do Estado, did become extremely important patrons
of new media. She explains that many artists involved in new media created their own
alternative circuits of communication and information, the Mail Art movement being a
prime example. These circuits also tended for the most part to exclude mainstream art
critics, since, as Peccinini observed, the artists themselves tended to write about their
work themselves.24 This eliminated the mediating function of the art critic in explaining
and providing opinions on works of art to a general audience. One of the best examples
of this type of writing is the work of Eduardo Kac, who published articles on artistic
experiments with technology in a number of different newspapers and journals. Another
important artist and writer who became one of the main theoreticians of art and
technology was Júlio Plaza. One exception to this rule was the work of Walter Zanini,
who as director of MAC wrote numerous articles on art and technology that he published
in newspapers and exhibition catalogs.
The artistic exploration of emergent media such as Xerox, mail art, artist books,
and video developed throughout the decade of the 1970s through a series of highly
experimental exhibitions that occurred at the Museu de Arte Contemporânea at the
University of São Paulo (MAC-USP) under the directorship of Walter Zanini. Several
exhibitions that took place during the late 1960s and early 1970s influenced the
development of art and technology. The 1969 São Paulo Biennial, today known primarily
for the fact that many artists boycotted it in protest of the rising censorship and
imprisonment of artists by the Brazilian military regime, included a “timid” section
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entitled “Arte/ Technologia” and the 1971 Biennial included a section entitled, “Arte,
Ciência, Vida, Tecnologia.” The exhibitions “Prospectiva ’74” and “Poéticas Visuais” in
1977 were important vehicles for the promotion of art that incorporated various forms of
communications media such as Xerox and mail art. According to Zanini conceptual
artistic practices provided a basis for the growing interest in creating works of art through
technology and media:
The quasi-monopoly of habitual artisanal practices broke, in the same way that
the influences of anthropology, sociology and psychology were adopted and
diffused. The first ecological artists appeared. Communication exploded in the
form of actions, multiple supports, and channels: symposia, publications, reading
of texts, photographs, happenings, the closed circuit of radio, sound qualities (the
use of musical work to interact with the environment), works of land art, and arte
povera, with the use of ephemeral or perishable materials, the presence of live
animals and plants, etc.25
The exhibitions that took place at MAC-USP were extremely influential in their
promotion of alternative artistic circuits. According to Zanini,
The Museum of the University of São Paulo—MAC-USP—became the
concentration focus of alternative art in the city. Exhibitions of the new
generations were held there; the space was opened for installations and
performances, impulse was given to multimedia and intermedia expressions;
Mail Art was promoted and the work for the development of video art in the
country was organized.26
During Zanini’s tenure as director, the Museum of Contemporary Art emerged as one of
the main institutions in São Paulo devoted to promoting contemporary art. The
exhibitions organized between the years of 1974-1977 in particular established an
international model, with their reliance on works of art sent through the mail from artists
around the world. The radical and subversive nature of these exhibitions largely went
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unnoticed, because, as Zanini explained, “…critics never ascended the ramp [of the
museum] and when they did, they did not understand [what they saw].”27
Júlio Plaza was born in Madrid in 1938 was known primarily for his work as a
visual artist, instructor, and curator in São Paulo, where he lived for approximately thirty
years, from 1973 until his death in 2004. He was married to artist Regina Silveira and the
two worked as art instructors at both the University of São Paulo and the Fundação
Armando Alvares Penteado (FAAP). Approximately twenty years older than the artists
involved with the independent movement, Plaza in many ways was much more
outspoken in his condemnation of mainstream artistic trends and espoused a particularly
radical and experimental form of art in which communications media and technology
played a major role. In an interview with Walter Zanini, he explained that he did not
consider himself to be an artist of the “market” and had long abandoned the idea of
creating “artworks” to be bought and sold. Instead, he viewed his role as that of a
researcher on art and his works as proposing “new problems to solve.” “There are artists
who create works of art for the public, or the market… and artists who create a public for
their work.”28 Plaza stated that he saw the problem in a very simple way, as that of taking
artistic messages as structures of communication; for him, traditional artistic media was
“destined for decoration and the auctions” while new media offered many opportunities
to provoke the artist’s creativity. The abandonment of the art object was for him an event
that divided all art into that which came before the 1970s and that which came afterward,
with any mention of painting or sculpture after this point being, in his words, “a
Byzantine and academic discussion.”29
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Many of Plaza’s arguments regarding new media emerged in his observations of
independently produced books of poetry, which were the subject matter of the exhibition
“Poucos e Raros” that took place at the Biblioteca Mário de Andrade and was organized
by the group Art and Poetry. Plaza argued that it was important to consider the
integration of the book as a “support” for its subject matter and the subject matter itself.
In other words, one should consider the artistic medium of a work as playing an active,
not passive, role in the creation of that work’s meaning. He also considered the influence
of the system: “In production within the ‘system,’ the book goes out to the public within
a pre-established circuit: creation, production, distribution and commercialization, are all
synchronized and used as support for mass communications media.”30 According to
Plaza, the animation of alternative circuits actually revealed the politics of cultural
production in the way that such publications sidestepped conventional and established
circuits in favor of others “less dumbed down by the artistic ideology of power.”31
As early as 1974, Plaza had articulated an interest in the use of art for
communication and information, as opposed to the role of art as commodity in the
exhibition “Prospectiva ’74,” which he co-curated at the Museum of Contemporary Art,
University of São Paulo, along with museum director Walter Zanini. Plaza’s text for the
exhibition catalog reads like a manifesto promoting the idea of art as information:
PROSPECTIVA ’74 exists as a process and not an institution.
PROSPECTIVA ’74 puts in evidence the semiotic aspect vs. the esthetical aspect
of the actual artistic production.
PROSPECTIVA ’74 offers numerous propositions that contribute in a strong and
objective manner to put in evidence the IDEA in art, lost when art was seen
merely as an objectual consummation.
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PROSPECTIVA ’74 codifies an attitude or a thinking of prospection, showed
qualitatively and quantitatively in today’s world by the performance of artists not
integrated in the conventional consummation circuits.
PROSPECTIVA ’74 is a show in which the artists are joined by a common vision
of reality: CONTINUITY vs. CATEGORIES.
PROSPECTIVA ’74 associates hundreds of works from artists who work and
[re]search with MULTIMEDIA procedures.
PROSPECTIVA ’74 was possible only due to a communication between artists of
many countries who have shown their cooperation and their initiative only
possible when there is the idea of INFORMATION and not the idea of
merchandise.
PROSPECTIVA ’74 demonstrates the work in progress of these artists.32
Central to the concepts of art as process, concept, and information that Plaza articulated
in the statement above was the predominance of Mail Art, or Arte Postal, as the main
artistic genre through which many of these ideas were manifested. Several of the
exhibitions that Plaza curated at MAC would repeat the format established in
“Prospectiva”: international in scope, emphasizing mail art projects that themselves often
expressed an interest in language.
According to Uruguayan artist Luis Camnitzer, the hostile political climate in
Latin America during the late 1960s to the early 1980s created the ideal conditions for the
popularization of mail art. “The new network created a ‘parallel, alternative and
marginal’ distribution circuit, which didn’t really threaten the dictators, but certainly did
attack them.”33 Several international exhibitions of mail art occurring in Brazil, Uruguay,
and Argentina during the mid-1970s revealed the movement’s growing importance, but
also attracted increased attention from censors, as well as additional followers. The two
mail art exhibitions that Paulo Bruscky organized in Recife were closed down only
minutes before they had opened to the public. Mail art became the preferred form of
communication between artists in exile and those at home, or a way for those who found
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themselves confined within authoritarian regimes to have some form of contact with the
outside world. Camnitzer described the physical appearance of most works of mail art as
“a cross between miniposters and concrete poetry reduced to mail art size.” Xerox art
allowed mail artists to create complicated layouts and reproduce them at a minimal cost,
in a way foreshadowing the use of computer programs such as Photoshop. Different types
of works explored the unique qualities of mail art to varying degrees. While some would
incorporate stamps and envelopes as an extension of the work of art, others simply
consisted of works of art reduced to the size of postcards.
The forays of 3Nós3 into the world of mail art are a subject that I would like to
research further. I only started to become aware of the extent of the group’s involvement
in the genre toward the end of my research process, as I was taking notes for what I
hoped would become my fifth chapter. The sixteenth São Paulo Biennial, one of two
biennials that Walter Zanini curated, contained a “nucleus” or section devoted
exclusively to mail art. 3Nós3 as a group and the members as individuals all submitted
works to this exhibition. The participation of 3Nós3 in several international exhibitions of
mail art involved a tactic that was commonplace at the time of bypassing mainstream
processes of exclusion by showing whatever works a particular institution happened to
receive from various artists. The small, inexpensive, easily transportable works of mail
art were the perfect foil to the resurgence of painting that provided an entrance for many
Brazilian artists onto the international scene, but at the expense of quality and content, as
many art critics would argue.
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THE RISE OF GERAÇÃO 80
On my second research trip, Mário Ramiro showed me a group of articles whose
significance it would take me another three years to appreciate. I was at his house looking
through one of his many boxes of materials on 3Nós3 when he pulled out a much more
recent magazine, the contemporary art journal Bravo, and turned to a group of articles on
artists from the 1980s. He told me, with some frustration, that the articles were yet
another example of how 3Nós3 had vanished completely from any discussion of the time
period. “Look,” he said, “This article actually argues that the conceptual artistic practices
of the 1970s were a form of authoritarianism. I cannot believe it.” Since at that point, I
was still struggling to improve my Portuguese and get my bearings in relation to my
research, the significance of what Mário was telling me was not yet obvious. Only after I
had written my introduction, starting with the anecdote of Hudinilson’s anger at not being
mentioned in the article about an intervention on the Monumento as Bandeiras did I think
back to Mário being upset about the exact same situation, the absence of 3Nós3 from
current art historical discussions. After doing a little research of my own, I found further
evidence of this phenomenon, observing that the almost complete absence of the
independents contrasted with the domination of the Geração 80 (80s Generation, in fact,
the same generation), and decided that it would be worth analyzing.
During the mid-1980s, a new movement quickly overshadowed the more
experimental and anti-institutional movements that had preceded it. It was known as the
80s Generation, after an exhibition that had taken place at the Parque Lage in Rio de
Janeiro entitled, “Como vai você, Geração 80?” (How are you doing, 80s generation?).34
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The art, which developed a reputation as consisting primarily of bright, gestural
paintings, fit easily into the context of Neoexpressionism and marked a movement away
from the conceptualism of the 1970s.35 In São Paulo, artists associated with the privately
funded school FAAP (Fundação Armando Alves Penteado) such as Leonilson, Leda
Catunda, and Iran do Espirito Santo came to overshadow those who had been involved in
artist groups and the independent movement, even though many of these artists had
exhibited together in the same exhibitions and knew each other. While the artists of
FAAP and the 80s Generation created artistic objects that could easily be incorporated
into an international circuit of exhibitions, the urban interventions were ephemeral
performances inextricably linked to their local contexts. For many years, there seemed to
be no way to make sense of them, either in a local or international context. Art critics
would argue that FAAP had produced a number of successful artists, while ECA
“strangely has never born much fruit.”36 However, in the past five or so years, a new
generation of interventionist artist groups has begun producing work, opening up
possibilities for viewing the work of groups such as 3Nós3, Viajou Sem Passaporte and
Manga Rosa with a new understanding of their significance.
The exhibition “Como vai você, Geração 80?” (How’s it going, 80s Generation?),
which occurred in Rio in 1984, “is considered the event that baptized and legitimized the
new Brazilian [artistic] production” of the 1980s, marking a movement away from
conceptual artistic practices and toward a return to painting.37 At first glance, it appeared
to embody the same spirit as that of the independent movement: it took place in an
experimental art school, the Parque Lage, and united the work of young artists from both
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Rio and São Paulo, ranging in age from twenty to thirty-seven, including Eduardo Kac,
who was a friend of the members of 3Nós3 and would later on collaborate with Mário
Ramiro on several projects.38 Art critics argued that the artists of the “Geração 80”
depicted the spirit of independence and desire to return to democracy of the “Diretas já”
movement of the age with their brightly colored, individualistic paintings. While many of
the artists involved in this exhibition were of the same generation as the members of
3Nós3, they had pursued a very different direction in their art, one that led them to the
internationalism of Neoexpressionism.
In an essay in the exhibition catalog for “Como vai você, Geração 80?” (actually a
special edition of the art and architecture journal Módulo) art critic Frederico Morais
dramatically overemphasized the rebellious spirit of the artists featured in the exhibition.
Morais mentioned that in an earlier essay, he had described the new movement as “Rock
[music] painting” comparing it to a grotesquely misshapen woman: “They say it is bad
painting, [but] I believe she is beautiful. They say she is ugly, outrageous—I believe she
is incredibly sensual. She has six toes, one eye and is missing a leg. I love her.”39 He also
made analogies between the new painting and the “Diretas já!” [direct elections now!]
movement taking place at the time, arguing that,
The return to the streets was more than a political act, it was a desire that the
people expressed to assemble, cry out, sing, to be touched, to create, together, a
new culture—popular, spontaneous, based on improvisation, in happiness, a nonhierarchical, without class distinctions or color, beyond the ghettoes. A desire to
exchange solitude for solidarity. This is the new fact generated by Diretas já, the
carnivalization of politics and of culture itself, a reaction to every form of
authoritarianism, whether political or cultural. Duchamp said that ‘seriousness is a
very dangerous thing.’ …This is why a serious man is dangerous, with an inherent
potential to become a tyrant. Diretas já, Geração 80, the response is the same: the
struggle against all forms of authoritarianism.40
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Through this passage, Morais aligned the new style of Brazilian painting with the
emergent movement supporting a return to democracy in a particularly lighthearted and
optimistic way. By arguing that the both the diretas já movement and the new painting
were against “all forms of seriousness,” Morais set up an argument that would be used
later on to compare Geração 80 to the conceptual practices of the 1970s, transforming the
art of the 1970s with its strong anti-authoritarian tendencies, itself into a form of
authoritarianism due to its excessive seriousness. For instance, Rodrigo Andrade argued
that the conceptualism of the 1960s and 70s had resulted in a “strongly prohibitive
character” that would not permit painting because of its function as a capitalist fetish.
“The painting of the 1980s, however, exalted the possibility that anything is possible.”41
This statement inverts the more prevalent notion that conceptualist practices involved a
certain freedom of expression, at least in political terms.
Artist and art critic Ricardo Basbaum argued that the type of criticism that Morais
practiced resulted in a broad, unfocused characterization of the work of an entire group of
artists, which in many cases was actually quite diverse, within the singular category of
painting defined in opposition to conceptual practices. Basbaum maintained that the goal
of this type of writing was to position the exhibition “Como vai você, Geração 80” as the
beginning of a new direction in Brazilian painting, “crowning a series of pioneering
exhibitions” that “places Rio once again on its natural course, the vanguard” without
acknowledging the fact that Geraçao 80 actually represented the penetration of
international artistic trends into the local context of art produced in Rio and São Paulo.42
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Regardless of how one felt about the return to painting, it still overshadowed the
more experimental art and technology movement in the mainstream art world. In 1985,
Sheila Leirner curated the 18th São Paulo Biennial, choosing international
Neoexpressionism

over

more

experimental

works

incorporating

art

and

telecommunications. This represented a move away from the projects favored by Walter
Zanini, who had curated the previous two biennials and supported much more
experimental works of art. The centerpiece of Leirner’s curatorial efforts was a project
that she referred to as “The Large Canvas,” that consisted of a grouping of
Neoexpressionist paintings hung along a corridor in a row, making them resemble a sort
of graffiti mural/ painting hybrid. Mário Ramiro argues that
Meant to promote the format as an international trend, this arrangement
unwittingly exposed the pictorial sameness imposed by dealers on both sides of
the Atlantic. Many projects involving art and telecommunications that were
presented to the São Paulo Bienal were refused by the curator. This certainly
represented the loss of a historic opportunity for the Bienal de São Paulo to
showcase original and independent Brazilian media work, rather than warmedover versions of European styles. Leirner’s lack of vision and support for new
media art, particularly Brazilian electronic art, broke the continuity of a more
radical and innovative project initiated by Walter Zanini in the Sixteenth
Biennial.43
Although Leirner’s rejection of experimental technologies in the São Paulo Biennial
occurred in the most important exhibition in Brazil, it did not result in the end of media
art, only its relegation to obscurity for another decade or so. In the years since I began my
dissertation research, media art has only grown increasingly popular, while urban
interventions have seen a complete resurgence within a contemporary context.

323

CONCLUSION: THE RETURN TO URBAN INTERVENTIONS
One of the most exciting recent developments in contemporary art has been a
return to ideas and discussions similar to those that occurred in the late 1970s,
particularly in the form of a renewed interest in artist collectives and urban interventionist
art. Many of these works reveal sensibilities that are very similar to those of the urban
interventions created nearly thrity years ago, with their exploration of themes related to
public art, urban space, and the subversion of authoritarian sentiments. Although I keep
hearning of more and more manifestations of this type of art, I would like to mention just
a few examples here.
The 2004 exhibition “Espaço Aberto/ Espaço Fechado: Sites for Modern
Sculpture in Brazil” included the work not only of 3Nós3, but also of an artist by the
name of Eduardo Srur, whom I mentioned in the introduction as the artist who placed an
anchor on the sculpture Monumento às Bandeiras. Srur began putting ink bombs in
strategic locations on billboards throughout São Paulo [Figs. 5.11, 5.12] and with the help
of Fernando Huck recording the experience on video:
Over a period of two years, I appropriated the large, outdoor advertising
images that invade our daily lives and intervened with ink bombs. In the
beginning, the actions were accomplished during the day without being recorded.
Later, the attempts became documented ‘strategic attacks’ and more than 30
interventions were made and have served as material for the video.
The dynamics of this three-minute video lie in the use of advertising
language in a game of irony and eroticism which was made through my
subversive actions.
‘Attack’ is not only a criticism against advertising speculations, but also
an aesthetic interference, since the colours and images previously chosen to create
a kind of ‘action painting’ in urban spaces. ‘Attack’ is an answer to the media’s
bombardment.44

324

Similar to the interventions of the late 1970s and early 1980s, Attack intervenes in the
messages displayed on billboards and comments on the continued phenomenon of visual
pollution in São Paulo, causing one to wonder how the recent passing of the “Cidade
Limpa” (clean city) law prohibiting excessive advertising in public space will affect the
production of interventionist art.
In June of 2004, the artist group Contra Filé participated in an exhibition entitled
“Zona de Ação” in which they were arbitrarily assigned a section of São Paulo for which
to produce an urban intervention: “This rule, determined by the project, presented itself
before Contra Filé as a paradox: the need, artificially created, of immersing in an
unknown zone in order to create an art intervention, supposedly relevant to the place.
This paradox has become, then, the starting point for the group’s work.45 The project that
the group developed in response, entitled “Project for the de-turnstilization of life itself”
which culminated in the Monument to the Invisible Turnstile, a turnstile mounted on a
pedestal in the Largo do Arouche where a sculptural bust of the writer Guilherme de
Almeida had formerly been located. While city officials quickly removed the
“monument” in a matter of days, its memory lived on when it generated controversy as an
essay question for the Fuvest, the exam required to enter the University of São Paulo:
Everything indicates, therefore, that the group responsible for this programme
believes that there is an excess of control, of various types, exerted over the
bodies and minds of people, submitting them to constant limitations and
constraints. In view of the group’s motivations, do you consider that the
programme by them developed [sic.] is justified?46
Debate ensued, with a reporter from the Folha de São Paulo accusing the USP
examination board of reanimating the spirit of 1968. The controversy resulted in a protest
325

against the excessive fees required to take the Fuvest; protesters set a turnstile on fire in
the Fuvest headquarters.
The organizers of the 2004 exhibition “The Interventionists: Art in the Social
Sphere” explain that “New programs dedicated to teaching interventionist forms of art
have appeared on college curricula, while an increasing number of young people are
exploring such things as tactical media, collective art-making, radical fashions, and
public reclamation projects.”47 They also tell the story of Steven Kurtz, one of the
participants in the exhibition, who after calling paramedics to assist his ailing wife found
himself under investigation because of the laboratory equipment found in his house when
paramedics arrived. The FBI held Kurtz under suspicion and kept his passport and other
possessions even after they discovered that his wife had died of a heart attack and the
materials in his house could be found in any college classroom. The recent resurgence of
popularity in interventionist art suggests a possibility for the inclusion of 3Nós3 into the
history of art. However, it also implies that the factors motivating this change today are
highly similar to those that influenced the development of interventionist art thirty years
ago.
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4.19: Flávio de Carvalho, Homage to García Lorca, Praça das Guianas, São Paulo
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4.20: One of many articles in Hudinilson’s archive documenting the struggle for
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4.21-2: Billboard projects by Manga Rosa (top) and 3Nós3 (bottom) for “Ao Ar Livre”
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4.23: Festival in the Praça Benedito Calixto in the neighborhood of Pinheiros organized
by Lira Paulistana
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4.24: Religious service/ protest against the death of journalist Vladimir Herzog, Praça da
Sé, 1975
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Paulo, 1977
423
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424

4.28-9: Viajou Sem Passaporte, “Trajectory of the Bandage” theatrical intervention
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427
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429
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4.37: Poster advertising print exhibition in the São Bento metro station, March 1978. The
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431

4.38: Poster advertising a multi-group event at the Livraria Kairos
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5.1: Article from Visão discussing the end of 3Nós3, June 1982

433
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5.4, 5.5: Images from the exhibition “3Nós3 acabou,” July 1982
435
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5.7: Hudinilson Jr. Exercise of Seeing Myself, Xerox art performance, 1983
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5.9: Photo of 3Nós3 mimicking a rock band publicity photo
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5.11, 5.12: Eduardo Srur and Fernando Huck, Attack, São Paulo, 2004
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APPENDIX

SELECT EXHIBITIONS OF 3NÓS3, INCLUDING THOSE IN WHICH ALL THREE GROUP
MEMBERS PARTICIPATED AS INDIVIDUALS

Untitled exhibition in São Bento metro station, March 1979
“Os Quatro Criadores do Após-Calypso,” April 1979
“Arte na Rua: Alguns Resultados,” Pinacoteca do Estado, June 1979
“Procopiarte,” Teatro Procópio Ferreira, September 1979
“IV Salão Nacional Universitário de Artes Plásticas,” Universidade Federal de Santa
Catarina, Oct. 1979
“Laçamento Embrulho,” Livraria Kairós, Feb. 1980
“Interversões Urbanas, A Fotografia como Documento,” Museu Lasar Segall, March
1980
“2º Poucos e Raros,” Biblioteca Mário de Andrade, March-April 1980
“VI Bienal do Livro,” Biennial Pavilion, Aug. 1980
“1º Encontro de Arte Brasileira Independente,” Jan-Feb. 1981
“XVI São Paulo Biennial,” Oct.-Dec. 1981
“3Nós3/ 3 anos,” Pinacoteca do Estado de São Paulo, 1982
“14 noites de performance,” Teatro SESC Pompéia, July 12-25, 1982
“Áreas e comentários,” Paço das Artes, 1982
“Artemicro,” Museu do Imagem e do Som, 1982
“Arte Novos Meios/ Multimeios,” FAAP, 1985
“Espaço Aberto/ Espaço Fechado: Sites for Sculpture in Modern Brazil,” Henry Moore
Institute, Leeds, England, 2004
“Collective Creativity/ Kollektive Kreativität,” Kassel, Germany, 2004
INTERVENTIONS OF 3NÓS3
Ensacamento
X-Galeria
Tríptico
Interdição
“A categoria básica da comunicação”
ARTE
Matarazzo, a.k.a. Suprematismo
Intervenção VI
Conneção
B ’81
Arco 10
23 de maio

April 1979
July 1979
August 1979
September 1979
November 1979
January 1980
May 1980
July 1980
April 1981
October 1981
December 1981
April 1982
441

GLOSSARY

Caxias: one who always follows the rules and is authoritarian in manner
Exposição: exhibition
Jeito: literally “way” in Portuguese, also refers to a particularly Brazilian approach to
getting what one wants
Malandro: rogue, trickster
Paulista: adjective referring to the state of São Paulo. Also often used to refer to people
from São Paulo, particularly in opposition to people from Rio (cariocas).
Paulistano: inhabitant of São Paulo
Praça: town square
Rua: street
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