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#11 the experiments that I were 1n a hostile conv\?/;‘,D

Efore I went to mgland but they
were really effectlve.l%irst. Haim exhibitlon 1n a e;e. lerx M
9 ALALA "
igadgis was not gk o professional place, but hat was good since
dad

oF do o~
I could do anything tha-tjf wanted.dI 49 environmental

e abmY

0 4 It - —'
experiment beca > Ao e enx.rcunents a Pen
:/'}a "3
W&U‘—ﬂp in my studio. .débéomt &L then and,‘bund& new (%,
Ladd
kit gwerefng‘é- sepﬁ'rate b

errem—— RN M that Z‘g 1
a Wwhae
thinss but seweismbmg that could be bullt in the future Vel

: e, & RO PR * : el exhibition B

&-—a‘—-

2K a.«w'-‘-',
in Lhe—Chlica, bxt I never thought ",E‘ about ezhibltiﬁ individual

WNKS
Pttt , 1N fac’c I always KOEHEHY refused to participate

—— e w‘am‘m

in Bi ales —g@zmg® W detached pleces :;

ZadeeESL.in Rlo I made this migR that was not really very complete
—re
but it was my first experiment With ceenese X the neo-concrete
things which I did #Ebelsin '59 & '60 which had already an
(A&
environmental senge but it was really a group exhibition and I didn't
have many chances .... but in this one in'66 I had already most of

the things, I mean, labrynths which I called neculi and pentrables
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adl;olides which are the things with earth and pigments sndeall.lbase
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like a ctmgt. something that has

veltﬁ'lty in itself, b
me The first bolides were boxes
which I painted very strong colors

\I]x o
Srer—T—brouz?” When I made the bolldes,ﬁb they were not sepRrate

pieces like soulpture;_ but I weemmist that they could be in g whole

envirmenenyf, they could be difforcniondess For instancz the labrynths

?‘“d be things in which you could penetrate with your body, and s
e L
the bolides egid be things that you could touch simbiresibaibiealiagh
vy
ialis-laeeii ond s the penetratables wgRd be ¥RE-<f cabins or rooms,
I have ideas of rooms which would not have any remalns of nega‘tive
space, eressiimes . I mean everything would=b® would have a signification

_amme as 8 kind of a thing that would exist . fhey would not exist

%smething that you already know. It would be a new experience.
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42 So wew wanted to go from an involvement with the hands, the whole
body to an involvement with the entire space.
y' ﬁ p* MQO

Y -
e A . aikdle T pmade
w I worked &4 n a’. levels

\\\a T fat + vivoanieau + | Arocll WAy
g2l thatdies in Bio in the gallery Iewes=—bedding-jotrerbowsr— ‘
oy T e ‘l“-‘,

Gifore, 4¢ doesn't exist anymore 4t was a kind of garage whichA_

transformed into a gallery . It was not very commercial otherwise
m CRWLJ- M ]

they would never have invited 1% In fact I don't even know why they

vited me. They weren't very well informed.

i

I e ] A
m '™ 4o

@Scme rich p@lxsiness people ;

A AAn) W%’a‘#

promote thelr place because after wards they e A A place to sell

h ]
cars. They wented to mgke the place known for sme'ﬂb’. it was a
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"I'l!-ll_'as-a question of prestige. They were not very nice people,
_~ Very commerclal, but the gallery itself wasn't meant to be

commerjcial, they never thought to make money because the few

ibltions that they had there were of experimental things.
And aﬁ/but then I always had group exhibiti'pns which I couldn't
make environments like the Troplcana thing I made in the beginning
of '67 in the Museum of Modern Art in Rio ﬁhich was an enoﬁi/vnous
place and they had just this bare space for this group show which
was called the New Objectivity an?gere theye were lots of

i M

experiments, 41: was meant to be a-Fimd—of experimental show

although Tt hadé some very congervative work (AN WVLPLL‘(

S iy danti—yorTETT US B0t T I NET—sen,
—wAng ¢ A\ ~2
_’aanhe garage show ewirim—tirhy-slrew=ies mnuch more/an exhibition

although I tried to make it as envbrommental as possible, ¥T WED
T

ilhal—neiserieiet iy OT et 4
Lce Tmose TRk rfn s
9 T used lebjrinthswhich Imade in 160, 61 & 63 and T had the

[t
bolides, most of them and fPgrwell (e YUy they welrplaced

in relatgion to each other but I did not use anything in the show
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like sand although‘ I considered it.

DBty T e T e

’ I used the floor itself, the cement. The bolides and the labryinths

related to the floor. It was very much like a garage.

W or that

w
,nwp"' w0 o““""‘d

ARV P T

OEe problems were too great. Tiadrmmpmeedseire=The firgt sand teswes
NApart= T N

fate 95 )
gt I made was 1in 67 The T la in themuseum e e
a

~"

remt—everybiaing-as. 10 archA whisimans=nes ... I wasn't § very

satisfied with the result ‘J*hough#— it was more a'Sswes environmnet

then the first exhibition, a ckad—of—the-materials Lhepsodd
- éd T
Fhe bolides had things to touch and to sit inside, L& was much more

g

a visual thing, E was very dry) as 1If I presenting possibilitgies
for environments. As a matffer of fact the museum one was much more
natural compared to the other one. In the museum the whole area was

covered with sand ar‘.srowlng plants and birds. Originally I wented

indey’

to use live things to make an imstde garden and then there was this

=

S
la th waich I called ‘l‘ropicalAa. LA & kind of labgrinth M which

zyy\entexy\ a In this thing I wented te—bske-

M\M/
alt—the Things n»en--bh-e-most vlsual s which was the labrynth
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There were natural smells, umbeechmolopiomt , 'Fhere werefthings| hanging
ot Pt
that you could touch‘with pigment and hay inside and some grass that
fhed a poetn
smellgiBut then you go into a completely dark area with stripps .

There was always a sensation where you didn't know where you were

and then you were stepﬁng on sand and then suddenly on something elseJ
\

N Aghe e~
a hard surfaee/! ’ changed‘-the reflation with the space itself‘TY}en
at amet @ chan
"the end there was a #ePe®f TV set turned on-uulln-o-:\»f you could
O Wae Whar L wms M,

sit down MWW—W

oot CHET™
W& _hy d1d you-—usemr—tebewnhadem?

wmﬁa &-e TV was fewlle a  very speclal thing, I just wanted
to relate to a very objective , as if it were a known object indide
all the kind of experimental things which I pro]é’ose I mean unconditioned

things and I thought the relation that was created with this ol g fet

you weren't conditloned to in rathe normal sense, you'd notice

things that you hadn't before when \f you usually see TV, It
acquired a kind of formal sense .It was an image problem for me. Image

in the way that the relations created before with all the environment

They were natural relations)very open, MW
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For instance when you were ste%ng in sand and went to a hard surface
you dont exactly objé&iﬁy this experience, you Jjust feel that some
change has been made, but you don't say I was doing this, I was ...

unless you think afterwards about the things themselves. But There on

--the Tt’ it was Jjust the o‘osite, But the relations there\are not the

same Ilema-bib-dtfideondi-to.explalo thls

E—Slrousrb—tirerrT—TTER 1 Wantel to~ .. I didn't just want to display
Py NAaan ¢

but there I just wanted to create a passage between the conditioned

s0 e

environment which was the museum ikself into this intentionally natural

situation/where you would not say Well, now I am going to see someg

thing which 1s displayed here for me but you would just go in and sa’
(
4 itts sand\land so on and all the elements, you exactly doh't objectify
this ’ as an object, I mean the sand ltself, there were apgranged in
the environment in the way that they would be connected 1in the
natursl garden so when you go there you are as if iy you are outdoors
. v

in a way but at the seme time ‘ you are nd outdgors so you are ¢ mch

F e 44
more apt .. the relationshilp 1s

Fhere is g’very subtle dirferencej; makes you more aware of the

natursl element, and the perception.
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In Whitechapel I had a very str?gg feeling of this because I spent

a long while inside the gallery which I transformed completely into

an environment and I went outdoors into the street. The street w

- V%) adijp A
Semweel nuohk-more formal, we-sompsimimo much more bullt er—fem—me,

than the inside of the gallery . I just didn't want to do tﬂe i
sensorial elements, the act of being in a place and feeling things .
and participatiz;zg. I didn't want them to Be detached and 1solated.»_
I didn't want them to be detached objects as visual elements. ‘

Much environemntal work that you can go into i1s still attached to

an oke=vrsTmml outmoded visual senGe. Wt I wanted to wrommimm
ab Whaikg thopnts

Whiteghaped=was create an environment;.' which completely absorked the
N

o~ d hava arnob
spectator @ breddom the distance between‘ the environ*yﬂt i
a

nlbe-pechroew, I am not interested in object art. I wanted to

nT
di%glve the o0ld idea oa objects e, I dldn't want the

environment to be an object’ bex! it can be in many instances,

The motion to go into the environment is attracting but you can

really not isolate 1t as an object . It's intentlonally naturalistic,
It was a kind of super-naturallsm, in a way. I wanted to exclude the

element of arbitrariness. The work at the Modern 1s an extension

of my work like this for the last ten years., It relates “to things
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that I have already done than to things that I want to do in the
: That ) hawt oo dtvtin g
future. I wanted to inform about al]h the ten years., It 1ls very
~

difficult for me to transmit ideas without doing thingse ‘ny

e UE MOy gyt
chancelis importent, I-#h-.luh.‘ After the Whitechapel exhibition,

I made up my mind H¥XXK¥X never to do anything more in museums and
“Aesie
galleries gmd I still think that#§, but this case was ? speclal emse
me it t t t . It doesn't
point to the future for my work. I am really interested in ‘Agking
a whole thinge 4t's a community reallLZ bub- I don't like timb word

b2
verrm-ach'//because it cemrh=ve t@0 many connotations. But I was

30 ‘Gilvx. )
really thinking of bullding an outdoor %J-l&i'tg which would be gs a (Mq/
cityy everr—theugh it could be very small but XXWENEXKWAK -a—whole
thing where al e idea of an environment iiESei-ked—jwefeme that

was limited to specific experiments would be transformed to a way
of life KX I really don't know how the thing would wprk out.

A Sk of
80T think the Modern piece was axsin#owf;:i‘:gon—on all the past
thing$ that I made as environments.(/The idea I always had about

environments would be the negation of sculpturel want to change the

yhode. conceptaai—tes of ar'b% QLW@
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S Let's start with your participation in the Information show &

at the Museum of Modern Art, and how you found that experience.

0 In Rio all the experiments that I made were in a hostile context.
I made very few things in Rio before I went to England, but they
were really effective. First, I had an exhibition in a gallery
which was not at all a professional place, but that was good since
I could do anything that I wented. I do a kind of environmental
experiment because for a year I had been doing some enviromments
that I had bullt up in my studio, dismounting them and bullding new

ones because I really had the idea that the works were not seperate
things but something that could be built in the future which I dld

1 not exactly lmow. Of course, the idea of an exhibition would
always be the most IXLHEWMAXX possible thing that could come out

in the future, but I never thought just about exhibition individual
pleces of art. In fact, I always XKNMMZEMX refused to participate

in Biamnales where I would have to have showm detached pleces so

I thought in Rio I made this thing that was not really very complete
but it was my first experiment with ....... besides the neo-concrete
things which I did before in '59 & '60 which had already an
environmental sence but it was really a group exhibition and I didn't
have masny chances .... but in this one in'66 I had already most of

the things, I mean, labrynths which I called necull amd pentrables
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ah bolides which are the things with earth and pigments and all these
kinds of things

LB What does the word bollde mean actnally?
0nnmakmdotballofﬂrebcuusexhadtheidoawhmlstmod
mking bolides

IB a kind of deamond?

0 No, bolide a kind of ball like a conmet, something that has

velosity in itself but the tdea when I started using bolides eee

1t was very much light in jtself. The first bolides were boxes

which I peinted very strong colors as if I didn't to leave a restidu
Then I thought when I made the polides that they were not seperate
pleces like sculpture but I thought that they could be in a whole
envirmement, they could be different orders For instance the labrynths
would be things in which you could penetrate with your body and ah

the bolides would be things that you could touch at the sitght of ¥
your hand and ah the penetratables would be kxind of cabins or rooms
Immmofromuhichmldnabmmmm of negaltive
space or things. I-mmﬂthluumldhvmldmaaw“tin
unnaklndvrathmthutvmmm . they would not exist

a something that you already know. Tt would be a new experience.
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LB So you wanted to go from an involvement with the hands, the whole
body to to an involvement with the entire space.

0 Yesh, so I worked at the same time a om all levels while I made
things, because, for instance if I got one plece, one bolide and

put iy somewhere else 1t acts as a kind of detached although I thin k
it can inforn in the way it is made in the result itself but I was

not very interested in doing this and I was always waiting for a chance
to do the whole thing which after werds now I think it should come out
in a kind of 1life thing this I cen explain afterwards.

WS Tell us about the first environment that you did.

0 Well, that wes in Rio in the gallery I was telling you about,
Gifore, It doesn't exist anymore it wes a kind of garage which was
trensformed into a gallery . It was not very commercial otherwise
they would never have invited me. In fact I don't even know why they
invited me. They weren't very well informed.

LB Who ran it
omsucrtﬂapcaplcmmmsmophlthmmmmu
Mm:pmmmmmmq;mzom

cars. Mwmu-mmwmhmfwlmm. it was a
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It was a question of prestige. They were not very nice people,
Very commercial, but the gallery itself wasn't meant to be
commericial, they never thought to make money because the few
exhlibitions that they hag there were of experimental things.

And ah but then I always had grirup exhibitons which I couldn't
make environments like the Troplcena thing I made in the beginning
of '67 in the Museum of Modern Art in Rio ehich was an enourmous
place and they had Just this bare space for this group show which
was called the New Objectivity and where theye were lots of
experiments, it was meant to be a kind of experimental show
although it had some very coneervative work,

WS Why don't you tell us about the garage show.

0 In the garage show I think this show was mnuch more sn exhibition -
although I tried to make 1t as envbrammental as possible. It was
in a way.

LB What materials did you use?

0 I used laberinths which I made in 160, 61 & 62 amd I had the
bolides, most of them and the well just the way they were placed

in relatoion to each other but I did not use enything in the show
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1like send althought I considered 1t.

LB What dis you manage to use?

O I used the floor itself, the cement. The bolldes and the labryinths
related to the fleor. It was very much like a garage.

WS Does that mean that your weren't thinking environmentaly or that
the problems were too great.

O the problems were too great. This was in 66 The first sand thing
that I made was in 67 The Tropleallia in the museum that had sand

and everything was in March 67 whieh was not ... I wasn't b very
satisfied with the result Althought it was more a space environmnet
than the first exhibition, a kind of the materials themself

the bolides had things to touch end to sit inside, it was much more

a visual thing, it wes very dry as if I was presenting possibiliteles
for environments. As a mater of fact the museum one was much more
natursl compared to the other one. In the museum the whole area was
covered with send anf growing plants end birds. Originally I wanted
to use live things to make an inside garden and then there was this
labrynth which I called Tropicalla, its a kind of labarinth in which
mam&tommmndlmmnm.mxm‘um

.

almmmfmm.-mvumwm-hmmmu
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There were natural smells, untechnological , there were things hanging

that you could touch with pigment and hay inside and some grass that
smelledBut then you go into a completely dark area with stripps

There was always a sensation where you didn't know where you were

and then you were steping on sand and then suddenly on something else.
a hard surface. It changes the realation with the space itself Then
intthe end there was a kind of TV set turned on where u you could

sit domn Side Two end there the TV was on an a usual statlon and
there was a chalr,

WS Why did you use a television?

0 Why? Well the TV was for me a very special thing, I Just wanted

to relate to a very objective , as if it were a Imowm object indide

all the kind of experimental things which I prosose I mean unconditioned
things and I thought the relation that was created with this TV xet

you weren't conditioned to in in the nomal sense, you'd notice

things that you hadn't before when us you usually see TV. It
acquired a kind of formal sense .It was an image problem for me. Image
in the way that the relatioms created before with all the environment

They were natural relations very open, I mean, there were things thy
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T
For instance when you were steping in sand and went to a hard surface

you dont exactly objectify this experience, you just feel that some
change has been made, but you don't say I was doing this, I was ...
unless you think afterwards about the things themselves. But There on
the T¢ 1t was just the oposite. But the relations there are not the
seme It's a bit diffiecult to explain thils

WS What kinesthetic aspects of Troplcana interested you?

0 Now I have another point of view, but I should be falthful to what

I thought then. Then I wanted to .. I didn't just want to display

... but there I just wanted to create a passage between the conditioned
environment which was the museum ipself into this intentionally natural
situstion where you would not say Well, now I am going to see somet
thing which is displayed here for me but you would just go in and sa

y it's sand end so on and all the elements, you exactly doh't objectify
this 1 as an object, I mean the sand itself, there were agranged in
the environment in the way that they would be connected in the

natural garden so when you go there you are as if u you are outdoors
in a way but at the same time t you are no outddors so you are n mch
more apt .. the relationship is much more di typlcal to a beach

there 1s avery subtle difference it makes you more aware of the

natural element, and the perception.
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In Whitechapel I had a very striong feeling of thls because I spent
a long while inside the gallery which I transformed completely into
an enviromment end I went outdoors inte the street. The street
sounded much more formal, as something much more built on for me,
than the inside of the gallery . I Just didn't want to do the
sensorial elements, the act of being in a place and feeling things
and partieipationg. I didn't went them to Be detached end isolated.
T didn't want them to be debached objects as visual elements.

Much environemntal work that you cen go into is still attached to

an old visual outmoded visual sence. What I wanted to do at
Whitechapel wes create an environment which completely absorbed the
spectator to break down the distance between the environemnt and

» the spectroor, I am not interested in object art. I wanted to
disolve the old idea of objects in art. I didn't want the
environment to be an object because it can be in meny instances.
The motion to go into the emnvironment 1s attracting but you can
really not isolate 1t as an object . It's intentionally naturalistie.
It was a Xind of super-naturalism, in a way. I wanted to exclude the
element of arbitrariness. The work at the Modern 1s an extension

of my work like this for the last ten years. It relates to things
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that I have already dome than to things that I want to do in the
future, I wanted to inform about all the ten years. It is very
difficult for me to transmit ideas without doing things, any
chance is important, I think, After the Whitechapel exhibitiom,

I made up my mind NEKXKEX never to do anything more in museums and
galleries amd I still think thati¥, but this case was a speclal case
for me. For me it a infommation on that thing for me. It doesn't
point to the fubture for my work. I am really interested in amking
a whole thing, it's a community really but I don't like that word
very much bacause 1t cen have tto meny comnotations. But I was
really thinking of building an outdoor thing which would be as a
clty, even though it could be very small but XXNEMEXENHEK a whole
thing where all the idea of an enviromment that I had before that
was limited to specific experiments would be transformed to a way
of 1life ¥ I really don't know how the thing would wprk out

so I think the Medern plece was en information on all the past
thing that I made as enviromments. The idea I always had about
environments would be the negation of sculpturel want to change the

whole conceptual idea of art.
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I wanted to start some work that would be like a nuculus that would
grow that's why I always used Brakan which are houses that are built
in Rlo in the mountains in the slums. They really strat like that.
Someone starts bullding a spece tent and things spreed . It even
encrediable even as archltecture because there is no division
ne conceptual division between the different rooms like the kitchen
or living room or even individual houses. There is no exact
division. And Iwnted to get something like that in my work for
several years. But this is a life situation that you v cannot
exactly duplicate. I would propose this thing for people who would
be willing o do it, it would grow as a general thing. When I
started to make lebrinths, I had a very conceptual approcach but
1 eventuslly came to things that are related to everyday like rather
then completely abstract things. I am reslly too skeptical for
abstract things. I only really believe in things when they take
body although I hate any jdea of objects of art and that 1s a
contradiction in a way. Al uy environemntal works lleke the omes in
Bngland end the one at the modem are just experiments for something
which would be samething much more total. They are not things that

would surface in themselves but they would be seeds oI a nNew ...
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I'm making things here snd there to see what relations they can
ereate, what provacsations they cen arose in the people that see

them, They do relate to architecture in that they are small

plans of what an architect wants to do in the future. But this
future thing is something th t develops very much in the future

of life and of my own sitkation. For me I want to make this work

in Rio. Things grow very esily there and you don't have to think

of making so much, Another thing would be the disponribility ef
people which 1is very great in Rip. But at the seme time it's
impossible because of the political things situationd. The

soclal repression. I think all my work would be in a kind of a midway.
as if it were a long plan for something that dldn't yet come te life,
Most artists are always interested in showing his work evexywhere, I
am not interested in showing any work, I think artists should not
show work; this is a very boreing thing. I am very interested in
making experiments in different contexts. alive experieamnts with
people ormaybe it would be a search for e new kind of communication.
I don't know. All my work was done as a marginal thing. It was an
essential thing, it took most of my life but I always had to do

other things to get money. Today it is very easy to speak of
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art that had to do with enviromments bub 10 years age 1t was

almost unheard of. Of course, I was in Rlo which is worse that
anywhere else, but nobody was interested in them end it was
impossible to exblbit them. Whereas today it is much easler because
people are already informed about those things and they are really
so I think that this is something that grows in tine And the
communial thing will grow like a eity. Por instance, when I arrived
in Rio several momths ego, I didn't think that I could do enything
put now I'm not so pessisimistie. To realize this project, private
eapitol would have to be found, I Just went to make something that
would be relsted to everyday liife and notH something detached as

an experiments. This work would be a living thing and a way of
1iving. It should be on a perminent basis. I feel very strong
roots in Rio because I can relate very well. I can relate very
well to low classes or Very intellectual ones but 1 don't relate
well to the middle class because they're all completely brainwashed.
Some years ago we did things outddoors in the parks with the body
capes. The first cepes I nade were dome before hand and people
would just use them or stay with them, but then I started gettiing

mmmmm;;mhmmmﬂpmxrm capes on thelr
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body so that it has an sbstraction of the body, For thecapes
were made out of cloth and plastics and other things like sponges.
and these created an enviromment for you body. But then I thought
let see how it goes making the capes with the publie, n how they
would react in doing something where they dom't have to encorperate
something that 1s slready made; they Just meke samething with thelir
bodies., And they exchange between each other. Different things that
they made. Tt would be a way of XYNKEIINEXKNEXOINEY degetting
beyon# making structures or amking enviropments. We did this in
the park and it was easy because people were well disposed to it.
But todey I would never dare to do this in Rio, Because people are
sp predijust and afbald to do anthing because of all the repressiom
Also the poloce might stop such a thing and the press would divert
the 1des into something else play it up es entertailmment. The cape
works teach you things about your body that people in repressive
societies went hidden, Althought thils work did not have any
specific political intemt, 1t like other works can be seen to have
one. Todyay in a sense any thing you do has a political content.
mtlswtngnmeeuum'metMMpdm

intervention. There is o police state of mentality . When 1 want
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to go out of my house I have to dilsguise myself with my long hair.
Nobody is going to put me in Jall because of that but the reaction
of people is so strong against long halr that T have to ware a hat
and hid my halr under 1t. So part of my work is to let people
know about this atate of repression in Rio, Otherwise I would
be making a entertainment for the represslon and there is no reason
for me to do anything it 1s better not to do eanything In Rio they
have a so called "Death Squar" that eliminates people. This is
the symptom of the soeial disease in Brazil., This Death Squad
kills even petty criminals; if someone 1s stealing too much, they
kill him. The DS 1s a racist thing -~ a way tglthh:ngg:er classes,
Rlo is under s mllitary right-wing dictatorship. The president ...
is a pupit in the hends of the upper classes. A fachist nationslism
is growing. The prosperious right-wingers all depend on American
capitalism but they want to gebt the Americans out of the comtry
as fasP as possible., . And now all the left wing groups are cut
down are underground. Terrirism had growun The Braziliem econemy is
controled by the Americens. If there 1s ever a Brezilisn revelution
1t will be similiar to the Cuban reveolution. The way revel

will come is from discent in the military clusses and the church,
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A large number of priests are very revolutlonary. And they have
great influence. Religion is only good if 1t serves for the future
revolution. New there is Treally some internal clash in the military
areas which may grow in the future, and this could be very important.
But I don't think a revolution can come very soon even though the
present sitpation in Rrazil 1s desperate.
WS How van your work pley a role in amking things better in Brazil.
0 I really domn't lmow I think thet snything that cen inform about a
new way of r experiementing eny owrrent of new ideass any alive thing
ean be important becsuse Brazil is one of the most 111 informed
combtries in the world todsy.
LB Waht Influence ¢o the universitles have.
0 The umiversities ere completely castritated, completely controlled.
Any student considered subversive 1f forbidden to go to the univs.

make you

W8 Does all this political and soclal injustice want to give up art
and devote yourself to helping the people, trying to changing the soclal
sitnation?
O Yes. Put I don't feel that I am prepared yet politielally. I think
if I act politiecally it would be with the things I say and do in my

oun fleld. The only way to act politicelly in In the normal things

n detme™ T am o wewriwal Pwem B Taek ¥ oam aob eemoes s
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Helio Oiticica Interview July 1, 1970

Before I went to England, I made a few environments which

were really effective., They were %ll accomplished in a
in 1966

hostile environment. The first/was in a kind of garage in
Gifore which had been turned into a gallery. It wasn't a
very commercially-oriented place, otherwise I would never
have been invited to exhiblt there. In fact, I don't even
know why I was invited. It was run by some rich business
people who weren't very well-informed, I think they were
using 1t for promotlon purposes because they later transformed
it into a place to sell cars. They wanted to make the place
known for something. It was a question of prestige. They
didn't attempt to make money from the gallery because all

the exhibitions they had there were of experimental work,

But that was good because I could do anything I wanted there.
I decided to do an experimental environment. I had already
been making individual environments in my studlo for about g
year, but I had dismantled and rebuilt them with the idea of
meking a single large environment{ for an exhibition., I
never wanted to exhibit individual works exclusively. In
fact, I have always refused to participate in Blennales which

required showing distinct pleces.

I had done some neo-concrete things from 1959-1962 which

had an environmental direction, but the garage plece was
reglly my first environment, even though it wasn't very
complete, The elements I used were labyrinths, which I
called nuclei, penetrables, and bolides. Bexlde literally
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means "ball of fire," something like a comet which travels
at its own velocity.and generates its own light. My first
bolides were boxes painted infery strong colors., They were
not intended as separate pleces of sculpture, but as parts

to be incorporated into a whole environment.

I was trying to create different levels of involvement. For
instance, the labyrinths were spaces that could be entered
with the whole body; the penetrables were cablns or rooms
(inside the labyrinths or separate?) and the bolides were
things that could be touched. I wanted the rooms not just
to act as a negative space, but to provide a new experience.
In the garage show the labyrinths and the bolides related to
each other and to the cement floor. It did feel very much
like a garage, but the problems of turning into a real

environment were too great.

In March 1967 there was a group exhlibition called The

New Objectivity at the Museum of Modern Art in Rlo, which
is an enormous space., For this show I made my first
environment with sand, called the Tropicalla. I wasn't
very satisfied with 1t, although it was more complete

than the first one.which was very dry, as i1f 1t were merely

suggesting possibilities for environments., The work in

New Objectivity was much more naturel. The whole area was

covered with sand and growing plants and birds. Originally
I had wented to use live things to make an indoor garden.
There were hanging things that you could touch, things with
plgment and hay inside and some fresh-smelling grass and
other natural smells. Then you entered a completely blacked
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out area. You would step on sand and then unexpectedly on
something else such as a hard surface, which changed your
relationship to the space itself. At the end of the labyrinth
there was a television set turned on and a chair so that you

watch whatever was on.

The use of the TV set was rather special. By placing a well=-
known object among natural elements I thought an unusual
relationship would be set up. You wouldn't be conditioned to
television in the normal way and you'd notice things you don't
usually see. The TV acquired a kind of formal sense.

I didn't just want to display certain elements, but to create
agigii;:a between a conditioned environment, the museum itself,
and an intentionally natural situation. One's experience of
sand would be very different in a museum from what it would be

say, on a beach,

At my exhlblitlon in Whitechapel I felt the importance of context
very strongly. I transformed the whole gallery into an
environment., The street outside seemed very formal in contrast.
Much environmental work is still attached to an outmoded visual
sense, At the Whitechapel Gallery I wanted to create an
environment which would completely absorb the spectator and
break down the distance between him and his environment., I
wanted to dissolve the old idea of art objects. It was a kind
of supernaturalism, in a way--I wanted to exclude any element

of arbitrariness.

My piece at the Museum of Modern Art 1s an extension of the
work I have been doing for the last ten years. It relates more
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paxelosn

I wented to start some work that would be like a nucwkss- that would
ez cos

grow that's why I always used Beeken which are houses that are built

in Rio in the mountains in the slums., They really sWt like that.

Someone starts bullding a space tent and things spread . It‘l Seven

&ore;di‘ble even as architecture because there is no division )

no conceptual division between the different rooms like the kitchen

or living room or even individual houses. There 1s no exact

division. And Iwnted to get something like that in my work for

several years. But this 1s a life situation that you L 4 cann?t

exactly duplicate. I would propose this thing for people who would

be willing to do 1t, it would grow as a general thing., When I

started to make lat;%‘inths. I had a very conceptual approcach but

H
X eventually came to things that are related to e:ve:n:'yda:"r lddie” rather

than completely abstract things. I am really too skeptical for

abstract things. I only really believe in things when they take

body elthough I hate any 1ldea of objects of art and that 1s a

contradiction in a way. Al my environemntal works /h’ke the ones in

Bngland and the one at the Pjodern are Just experiments for soostdne
¢ -

o
pe much more total,\ They are not things that

would surface in themselves but they would be seeds for a New ...
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I'm making things here and there to see what relations they can
create, what provacations they can ar«%e in the people that see

them. They do relate to architecture in that they are small

plens of what an architect wants to do in the future. But this

future thing 1s something th@t develops very much in the future

of life and/\of my own sithation., ReFme I want to make this work
o

in Rio. Things grow very :sily there and you don't have to think

of making so much. Another thing would be the disponpiblility of

people which is very greet in Rip. But at the same time it's

impossible because of the political th@tuationd. The

b SR
social repression., I think all my work would be in a kind of a mldway.
[,\_ti,Snlé
as if 1t were a long plan for something that éidmit yet come to life.
Most artists are always interested in showing .hd:;jork everywhere, I

am not interested in showing any work. I think artists should not

show work; this 1s a very box%ng thing. I am very interested in

making experiments in different contexts. ﬁive experlemnts with

people ofaybe it would be a search for a new kind of communication.

hao Ao
I don't know. All my work wee done as a marginal thing. It was an
PN 4
essential thing‘ it took most of my lire, but I always had to do
malo-
other things toa” money. Today it is very easy to speak of
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art that had to do with environments but 10 years agf it was
-
almost unheard of. Of course, I was in Rlo which is worse thaﬂ
GV 1rrrin 13

anywhere else, but nobody was interested in ﬂ\? and it was
impossible to exblbit them. Whereas today it 1s much easler because
people are already informed about those things end they are Teetly—

0o 1%t hat this @thing that gro And the
oommun%l thing will grow like a city. For instance, when I arrived
in Rlo several months ago, I didn't think that I could do esnything
but now I'm not so pessi”,mistlc...’ro realize this project, private

=

capitP{L would have to be found. I Just went to make something that
would be related to everyday liife and notK something detached as
an experiments. This work would be a 1i¥ing thing and a way of

Q. R |
1iving. It should be on a pem,\n?pt ba.sis.?? I feel very strong

roots in Rio because I can relate very well, I can relate very

te Uy éi to
clgsses or #ﬁg’y— intellectuald enes?/but &

well to kﬁ

_uell-—-t:/the middle class because they're all completely brainwashed.

qq:;ne years ago we did things outd’oors in the parks with the body

ople
would just use them or stay Jnh them, but then I started getting

materlials where people could build up thelr own cepes on their
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%em
body so that 1t hag an gbstrection of the body, ~FoF the/oapes

were made out of cloth and plastic?/and other things llke sponges.

o,{z)(«v—j MO
_and these Created a{l /\environment for you body. But them I thought

let see how 1t goes making the cepes with the public, g how they

o
would react z doing something whwre they don't have to *ncorpﬁrate

something that 1s already made; they just meke something with their

bodies. And they exchange between each otherf/é.fferent things that

they made. It would be a way of ’ *getting
beyon making structures or mpking environments. We did this in
the park and it was easy because people were well disposed to it,
But today I would never dare to do this in Rlo, Because people are
pﬂ')wdiwﬁ\
s@ preetiust and afbaid to do anthing because of all the repression.
Also the pol \ce might stop such a thing and the press would divert
the idea into something else/ play it up as entertalnment. The cape
works teach you things about your body that people in repressive
societips want hidden., Althought this work did not have any
specific political intent, 1t like other works can be seen to have
one. Tod"ay in a sense any_thing you do has a political content.

Whet is happening now in Rlo is much worse than direct police

intervention. There is a police state of mentality . When I want
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L.(?_ca’-v}@-—&/
to go out of my house I have to disguise myself withrmy long halr,
Nobody is going to put me in jall because of that but the reaction
utn
of people 1is so strong sgainst long halr that I have to wese a hat
and hi ¥y halr under it. So part of my work is to let people
know about this ';tate of repression in Rio. Otherwise I would
O~
be making " entertalnment for the repression and there is no reason
for me to do anything it 1s better not to do anything In Rio they
have a so called "Death Squad'" that eliminates people. This is
the symptom of the social disease in Brazil. This Death Squad
kills even petty criminalsg II‘ someone 1ls stealing too much, they
eliminate

kill him,., The DS 1is a racist thing - a way toAthe lower classes.
Rio is under a military right-wing dictatorship. The president ...

anc;w{’

pur
is amﬁin the hands of the upper classes., A fmohist nationalism

is growing. The prosper%s right-wingers all depend on American

capitalism but they want to get the Americans out of the country

a8 fast as possible. . And now all the left wing groups are—cut—
doun are—underground. Terrirism had grown The Brazilism econemy is
controled by the Americans. If there 1s ever a Brazilian revglutim
1t will be similiar to the Cuban reveglution. The way molw'“":“\

whll come is from disgent in the military classes and the church.
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A large number of priests are very revolutionary. And they have
great influence. Religion is only good if it serves for the future
revolution. Now there is really some internal clash in the military
areas which may grow in the future, and this could be very important.
But I don't think a revolution can come very soon even though the

present sitpation in Brazil 1s desperate.

WS How van your work play a role in amking thinge—better—in Brazil,

w: think that anything that can inform about a

new way of’ experiementins any current of new ideas any alive thing

can be important because Brazil is one of the most illeinformed

countries in the world today.

flu h iversitie ?
5.

0 The universities are completely castr/l\tated). completely controlled.

Any student considered subversive 1f forbidden to go to the unlvs,

Wb
meke -
m‘ﬁis political and soclal mjusticeﬁwsnt to glve up art

I
and devote yewsseif to helping the people, trying to changing the social
situation?
o2y Dut I don't feel that I am prepared yet polltiofa{lly. I think

if I act politically it would be with the things I say and do in my

L]
own field. The only way to act politically if in the normal things .
-
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