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Citizenship (and date of naturalization, if appropriate):

Places and dates of former permanent residences:

Study (places and dates): Travel (places and dates):

iuseum of Modern Art of Rio, with London : Dec., 68/Apri

an Serpa : 1954/56 Tiondon : June 69; Los
New York : July 69; London

Prizes, grants, etc.: 695 University of Sussex,
Dec, 69 ; Rio de Janeiro

When did you first begin work as an artist?

sinee my beginning in 1954

If your work is related to experiences (in background, education, travel, etc.) that you
feel are important to its documentation, please explain.

The important thing was the immediate contact with avant-garde Rio groups :

in 1955/57 and Neoconcrete 1959/61; plus the Sdo Paulo Concrete Group
influences.

Place and date work first publicly shown:

iatseum of llodern Art of Rio, July 1955, Grupo Frente Exhibition.

One man shows: Important group shows:

L0 DB JANEIRO : Galeria G4, Environ- RIO DE JANKIRO : Neoconcrete Group ,1960

mental Manifestation 1, June/Aug. 1966 Opinigo 65 : Rios MAM ; @pinido 66,1Al;

LONDON : Whitechapel Gallery Experiment, New Objectivity, Rio's IMAM; outdoors

Febr, /April 1969 . group manifestations, with public par-
ticipation : Collective Parangolé, July
65, May 67 and Apocalipopotesis Aug.68,

all in the iAterro Park in Rio.
LONDON: Bignals Gallery group shows,66.
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INFORMATION

ARTIST'S BIOGRAPHY

Neme (in full): {HuTTO OITICICA
If your professional name is not your full name, please give professional name:
Date of birth (month, day, year): JULY 26 1 1937

Place of birth: RITO DE JANEIRO

Present address(es):
RUA ENGENHEIRO ALIREDO DUARTE 391 - ZC 20 - RIO DE JANETIRO, BRAZITL

Citizenship (and date of naturalization, if appropriate):

Places and dates of former permanent residences:

study (places and dates): Travel (places and dates):
l'useum of Modern Art of Rio, with London : Dec. 68/April &9; Paris :

Ivan Serpa : 1954/56 London : June 69; Los Angeles : July

New York : July 69; London : Aug./Sept.

= |

Prizes, grants, etc.: 69; University of Sussex, Brighton :0et./

O

Dec, 69 3 Rio de dJaneiro : Jan. 70.

When did you first begin work as an artist?

gince my beginning in 1954

If your work is related to experiences (in background, education, travel, etc.) that you
feel are important to its documentation, please explain.

“he important thing was the immediate contact with avant-garde Rio groups :
" Frente, in 1955/57 and Neoconcrete 1959/61; plus the Sao Paulo Concrete Group
zeneral influences.

Place and date work first publicly shown:

iuseum of lodern Art of Rio, July 1955, Grupo Frente Exhibition.

One man shows: Important group shows:

210 DE JANEIRO : Galeria G4, Environ- RIO DE JANEIRO : Neoconcrete Group ,1950
mental Manifestation 1, June/Aug, 1966 Opiniao 65 : Rios MAM ; Opiniao 66,MAll;
TLONDON : Whitechapel Gallery Experiment, New Objectivity, Rio's MAlM; outdoors
sebr./April 1969 . group manifestations, with publie par-

ticipation : Collective Parangolé, July
65, May 67 and Apocalipopotesis Aug.6d,

all in the Aterro Park in Rie.
LONDON: Signals Gallery group shows,66.
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Media in which you have worked (painting, sculpture, photography, films, etc.):
_n'whlng t1ll 1959, when the limits of canvas became moncochromic and 1 jumped

to the 30 .nnce- the first environmental structures were bthen directly linked to

color(=paintj vario media have been used in my works gince then.
Have you worke ”’fields other than the visual arts? o Y
write; poems, lyrics, texts concerning art problems (my experimences)

Nritings, published and unpublished- * ; :
‘atalogue of uhltr“ntpel gxperiment, Whitechapel Gallery,London; "The discovery
-;ﬂlcw sure' tArt&Artists,April 60' to come out : text in ubuuio International
senses pointing towar a new transformation",written POP ;he “tou'W art"
ium in L.A. July 1969; many tCa:u in Lrazilian magazi und periodicals.

Bibliography (include documentary films and TV tapes):

: London BBC, made on Lhe opening of Whitechapel show, February
and was tranamluted on 'ebr'ar} 26, 69 in "Late Night Line ,ﬁ"
vant to suggest here the acqusition of this tape for the show, chaufe
I think it is a guite good document that would 1 2 TATTON
'ITMB: Apocalipopotesis, by Raimundo Amado; copy in Rio ; A
: 2 KineticArt by Guy Grect (Btudio Vista); Sigpals Gallery
aul Keeler and David Medalla 65/66, London); °
JODICALG : several Rio und Sao Paulo suplements, et Studio Int
larch 1969, interview with Guy Brett; Art & Artists, April 1969, a
and one about me by Charles Spencer.

If there 1s any further information that you think might be valuable or interesting, or if
you care to make a general statement, we should apnreciatc it.
: enclosed card (of Sussex University documentary exhibition) f
stayed as an artist in th¢dence from Oct. to Det 969 in the U
lchf' built Barracao lLxperiment 1 : an environment-leisure for the
udents : boxes to "live in", on the main common room in unive
ding photos; it relates a lot to the environment I propose for
01 cxhb.); also in Sussex the "built on the 0013 capes! o s
uiing , with pieces of cloth, "body structures" on IS

oril 1970 hélio oitiecica
Date Signature
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The Museum of Modern Art

11 West 53 Street, New York, N.Y. 10010 Tel. 9566100 Cable: Madernart

PROPOSALS

How will you be represented in the ghow?
I am sending a plan for the construction of the "Barracsao Experiment 2"

that consists on the building of leisure sites, related to dome former
experinents made with '"neastg" and Barracao E¥p. 1 in Sussex University.
SEEFPRA e Somponente mediwn of to i or BELPAST 200K B2 RBSELructed ana
used,

You can say it is a "leisure proposition! using different sort of mate—
rials which are important not as such (the quality of the material) but
in the way it can be used during the exhibition's permanence.

Installation: Are there any speciel instruction on how the plece is to be ghown?

SEE PLAN drawings and explanations,
Definitely I can s8y here that this room I am occupying should be trans—
formed (according to plans) in & leisure placej there should be a speci-

a1 ¥ ine 1+ T thines igsing 1Ty o 3 notifv m
T4%ndeT S8 &Epga&?h%ﬁhr&c“ﬂoﬁ; tHa ‘are' Best Gescetof by *aa]&fagq:]é%aﬁql%ab"g gt /R

send it. Please make sure that the Museum's role in the éxecution of the piece
is made clear.

Insurance value:
1f your piece, or any part of it, must be shipped (or collected from a lender)

please indicate all details here and we will instruct you further. Pleage send
at your own risk any material ¥ou can entrust to the regular mail,

110

=
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How do you want to be represented in the catalogue? A page is the size of this
sheet and each artist will have one page.

T em sending a statement and probably images related to ite T will
make a fac-simile of how the page should come out; ok? this size and

all'?hotographs of the piece in the show?

Photographs of a previous piece?

Other photographs,

By a statement?

In any other way?

Signature

HELIO OITICICA
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Helio @iticica ON THE DI'SCOVERY'OF CRELEISURE

Creleisure arose in my evolution above and after by the direct senses be able to feel, or crefeel, the
the obsession of the image world: above art as the body as something that exists and that can master
exercise of imagetical recreation, above the dis- itself. This is the exigence for 2 transformation of
persion of divertive thinking. The Eden environ- behaviour: how can you aspire for the creleisure
ment wholly created now, is the first synthetic without being changed? OF, aspiring also for the
manifestation of creleisure thought, although rites inew world'? where oppression will be, as time
and myths throughout the ages have been its spon-  runs, diminished towards an end: the end of arbi-
taneous manifestation. Here the spontaneous trary power being set upon human aspirations,
mythical thought tends to identify itself or rather although this power ijs an aspiration wrongly
‘meet’ the directions creative processes have directed because of the absence of creleisure, of
taken: undirections, transdirections or not, the truehuman behaviour that aspires towards an end
unimagetical world blurts into living contexts: of frustration or of being drowned in the world of
stepping from the sand, barefoot, into the water, successive images, mainly the images of domina-
or the leaves or lying down inside the darkspace of tion, the absence of silence. As the cat sits by the
the cage-bed of dream, or into the mythicalopened fire for heat, man looks for lost pleasure: how
area, or creating your own nest: the aspiration for — can we recover our own heat, the heat of creative
the re-turn, for the non-sense leisure, not the leis- living, not the false idea that we should create
ure for the compensation of oppressive hours, not  images, recreate, disperse senses and semen into
the diverted gaiety of established art — what is growing power (power can turn into powder), but
art, as far as it has been transformed into the to transform lifeinto the practice of life, the recov-
eternal masturbation of images, that | don't careif ery of mythical thought, the distrust of rational
they are renewed or not: they eat each other, and behaviour into the area of the credream. Sand is
that is enough. But which world can come out and  blurting out and into, not only the space, the
grow from the cresleep of the Eden, or from the physispace, but into the sleep and the dream. Or
Barrocao to be built, or from the hidden desires of the cream of senses. Can you smell it? Bring your
a changing world? nesting materials, the ones that appeal to you as

The recovery of sensorial desire is an illicit one:  agreeable. | had an idea now: polythene crunched
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Oliticica’s exnibition —bitacerals, spatial reliefs, nuclel, pens
April 6. =

The
Whitechapel) show Oiticica in Eden (left) and aspects

trablez, Tropicalia, B

illustration below left is one of the favela of Mangueira Hill, Rio de
of Tropicalia. (See Private View page 4.)

den - Is at the Whitechapel Art Gallery uncil

Janeiro; the other photographs (specially taken by Lewinski at
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sheets to lie on - or not? Who knows what he
wants; because desires flow and float, in or out the
boat. T

Rogerio Duarte created the concept of probject
and tl‘;éi fits me: projects for possibilities, not the
‘art object’ but the floating feelings that grow and
flow and row, in Apocalipopotesis, in Drogen, in
Hermaphroditen, in the mixture of cannabis and

— o

=

incense smoke, in coke, in the pleasure of eating
straw as a horse does. Yes, my dear ones, | have
here some straw for you; you better leave your
aestheticism at home because there is no place for
it here. Only for the creleisure, if you like. But
your choice is important too, including the choice
not to participate.
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THE CONCURRENCE OF the Caro and Oiticica
exhibitions in London sets up compari-
sons and conjections which raise envelop-
ing questions; not merely the superficial
self-disposing problems of” avantgardia,
but the more historically expansive rela-
tionships of the place and purport of the
art object in Western civilisation, and the
values of all-embracing environmental
experience.

Caro emerges from this duologue as a
traditional Western artist, the maker of
art objects — for our pleasure, edification,
involvement; objects as statements, as
real as if they were in words, expressive of
a point of view, poetic intimations of im-
mortality, of philosophic melancholy, or
optimism, or merely proposing aesthetic
delight in shapes and colours.

The making of objects for others to
possess is expressive of our Western aris-
tocratic-bourgeois, capitalist civilisation.
It has little in common with primitive
forms of social expcricnce (primitive in its
widest sensc), since these, largely for
. (c I sharing, or
impoverishment)are notgiven to property-
possession. [t is not unknown for mem-
bers of primitive groups to make and cher-
ish objects, but that relates to an entirely
different experience of being. Western art
presupposes the concept of the man of
property, both i in the making and the pos-
session ; without it, art, as we now know it,
would hardly exist. Once hieratic religious
or state purposes no longer informed the
making of art objects, conformity to the
materialisic mould of society was an
evolutionary development. Commercial-
ism is still the basis of art - it must be
sold, bought, possessed, become more
valuable, change hands. To a limited ex-
tent art objects of this kind contribute to
environment; as they once related to
religious milieux, to urban-city-states or
nationalistic forms of human organisation
and power, so they play a part in the en-
vironment of capitalism, industrialism,
commercialism, and in that capacity, as
adjuncts of personal wealth and status;
which includes standards of education,
taste and rejection,

The present pattern has existed since
the Renaissance and reveals Western art,

caroe
and

oiticica

which, of course, includes modern
American, as almost totally concerned
with the values and ideals of the post-
religious, humanistic, democratic, liberal
conception of man, in which personal
liberty, privacy, each man an island, are
the dialectical mainplanks. This was not
true of the toral-religious states, pagan or
Christian, before capitalism and com-
mercialism promised universa! well-being
and a new concept of human liberty. Just
as the sophisticated, pre-medieval soci-
cties of Asia, the Near East, Eastern
Europe, regarded art as a collective ex-
pression, so in their own, less self-
conscious ways, the environmental art of
primitive societies, including peasant-
working-class forms, are concerned with
totality-experience and disposable, im-
permanent art forms (costumes, dance,
music, story telling), not the making, ad-
miring, possessing of objects, Where ob-
jects play their part they are, as in primi-
tive groups, fetish symbols, discarded
once they lose their potency (only among
Western sophisticates still cherished as
‘art’). In these societies the environment
(art form if you wish) is basically created
out of human life, literally from the juxta-
position of human bodies in restricted
living areas not yet informed by concep-
tions of privacy and individuality; they
are compounded of flesh-warmth, expres-
sed love; dependent, largely, on the
ancient symbol of a mother-figure, the
embodiment, indeed virtually the source,
of the environment which gives purpose
and meaning to even the most deprived
life. (This train of thought could be
tangentially followed into other aspects of
*working—class’ art, the writings of D. H.
Lawrence, or the ‘back to the womb’
sculptures of Henry Moore; but this is
not the time.)

These sources of communication are
what Oiticica explores and demonstrates
at Whitechapel. There is no question of
making objects ~ to be admired for stylish
relationships, to be possessed as exten-
sions of our personalities or environments,
expressive of our persomal qualities, our
property, our uniqueness, even our spirit-
ual ambitions. Nothing could be more im-
permanent than his Capes (which to use a

The M oF Whedorn Ave: Archives. NY Collection: Serles.Folder:
useum ern rchives, KM IZ: : b (qu
M\@ l%ﬂ ‘ ”

object
and
environment

New-York-ism are merely shmatters); or
the child-like pleasure in sand, coloured
powders, gravel; or the roughly made
structures (Nuclei, Penetrables, in their
absurdly self-conscious catalogue defini-
tions); his insistence on ordinary sensuous
experience - the removing of shoes in
order to feel the sand, the putting on of
gloves, tactile knowledge of materials —
neither made nor transformed by the
artist, though consciously asseémbled to
tell us something of the environment he
wishes us to experience.

The basic feature of Oiticica’s work is
impermanency; he neither brought it to
Whitechapel, nor will he take it away; the
making of it was his experience, trans-
mitted to us. It has much in common with
the impermanence of primitive Jdomestic
forms, as he makes clear in his loving
source reference to the Brazilian favela,
the slum dwellings of Mangueira Hill.
Compare this to the object-making of a
Caro sculpture, the care of its installation
at the Hayward Gallery, where the arrist
felt it necessary to mask ventilators, doors,
door-knobs — as though he coulil control
the final placing of his objects. (This is a
search for environment at variance with
the quest of permanency.) Caro’s work
(no doubt to his surprise) represents the
concept of property-permanence, of social
stability, embodied in the ideals of West-
ern bourgeois liberalism. Qiticica aims
at an impermanence related to a basic
primitive human understanding of life’s
instability and our needs and experience.

(I must, however, report the strength
of the Western concept of the artist even
in Oiticica; when [ visited Whitechapel
during its transformation into ‘a little
patch of London forever Brazil', T asked
for a poster (largely for the information).
He insisted on signing it, thus proposi-
tioning the piece of paper as a desirable
object. It was a little unnerving.)

The term ‘environmental’ art has al-
ready been taken up, pounded and ex-
panded bevond the narrow purpose of
these reflections. We shall be secing
English definitions at the Camden Art
Centre in July - until when it might be
better to hold fire.

CHARLES SPENCER
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The Museum of Modern Art Archives, NY

Rio de Janeiro,
jareh 25th

Pear Pic Ghine,

just received your cable forwarded by Guy Brett from

decided to write back for I have some problems and
know before assuming a definite appointment with you.
1) As the cable says, this exhibition opens on the 30th of June; and
also that I would have tickets two way for two weeks; I would like to
know how long before this opening I should go; I have a compromise with
a film production, for scenography, costumes, elc., and the film starts
shooting on the last welk of lay; so, as you see (I have to be present
during the shooting, but I am erranging to be dismissed two weeks befo-
re it ends, so I can go to New York) , the things to be made for the
show, would be made withoul my presence therey through plans T would
gend beforehand . (?7)
2) I need to know details of what I have exactly to doj of course, the
plans I have already in mind, and 1 could make them ou? end sends; but,
concernine the building (dn site) of them, is the problem; are you coun-
ting on the staff of the [useum or are ¥y ing to hire carpenter,
etc., whoever we would need for it ? I should say They are perfectly
possible , concerning construction, and
I was wondering if there should be someone acqgual
gent, and that would, of course, be LRubens
construction business; he has.done it before (?e a Bienngl) ; provi-
ded of 'course he would be paid something to do it. Flease, think sbout
his and@ write me.
3) About imformations on me, if anything needed; what exhibiti
and whoelSe is-participating, etc.

hanks" for the Elides- Iredeived them back while still'in Sussex.
iy addréss here #s : {ELTO  OITICTICA , R. BHd. ALFREDO DUARTE 391 ,
ZC 20 4 WRIO DE’JANEIRO, BRAZIL :

-aat"t‘_n’é‘;""'aizu'c:i.oui:‘.].'r for your answer, and vintually ucceptlnp your inv
tat;ong'I lokk forward to hear from you

B "-»’mo 4’001 ucfck- best wishes,

Aﬁ aiﬁit‘ e ' ; lelio Oiticica
HELIO OITICICA _
R. ENG. ALFREDO DUAHTE 391- ai

20 - RIO
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The Museum of Modern Art Archives, NY

Rio de Janeiro , May 26th,1970

Dear McShine

I received your letter concerning my assistance on some of the problems
you have, transportation of‘w,rcs, gtc,. I am contacting the artists
abouti it. Are things settled with them 7 I am sure. it is. much ‘betler
for me to take the things; it's really impossible to trust mail here.

1 am sure most of the works are conceptual ones, therefore, easy to take

(probably mostly indications, etc.), and not ab all a bore; I am taking
almost nothing personal when I go.

I am 8lso trying to.get informed about, the proceedings concerning films,
etc., with customs, to avoid last minute surprises.

am sure things'll be ok.

=
=L
™
L

or me it is very important that Raimundo's and Fontoura's films go; the
other_dne is not so important, but it can be information for sure. What
about the BBC film (see my indications) , did you manage to get it 7 It
is the greatest document on ne.

T. also want to know when am I supposed g am working on Fontoura's
new film. .The shooting is going to art i e middle of July, and I
should ‘be back by then. But before g [ have things to do, including
a week in Brasilia for scenario locati «3 50 .1 have to know th
dates wi%h precision., I am expecting i be on the second half

Am I right ?
With best wishes

Sincerely, .

Hélio Oiticica
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INFORMATION
exh, catalogue
NYK MI

helio oiticica
april 1970

i am not here representing brazil; or representing anythingelse : the ideas of
representing-representation-etc. are over; zyonicalia was a Gentative to creat
a synthetic face-brazil : the image taken t0 a dimension "more Than that of
representation" : but i am not interested in that anymore ——>» the achievement
of tropicédlia have been individusl ones; dissolution and distortion have taken
over : brazilian reactionary-brainwashed state of things acts as a reverse
lens towards tropicdlia : conservative principles and ideas are imposed,
disguised as "Gropicalism" (the idea of a new "ism" is already a distortion;
tropicdlia wasn't supposed to be a new "art movement" , but the denial of such
concepts as "art-isms" — it is important to have an activity that cannot
limit itself to "art"!); and to survive brazil : exportation and the take-over
of an universal face that can be the possible brazil, Ghe country that simply
doesn't exist i propose a possibility : for a behavior also : an
open-behavior; life-acts (not a way of 1ifeg; there's no safeguard (idealism)
against life; no supreme object; objects (7?7); maybe; i really don't want to
make formulas : this & that ; actj; it's important that the ideas of environmen
. bParticipation, sensorial experiments,etc., be not limited to objectal
solutions : they should propose a development of life-azcts and not a
representation more (the idea of "art") : new forms of communication; The
propositions for a new unconditioned behavior my work led me to use forms
of accidental leisure as direct elements for this approach to &
from the accidental use of the act (a whole physical, psychical,etc.) of
"lying down" , for instance , internal questions-situations cen arise;
possibilities of relating ¢ unconditioned situations-behavior — of course
these are still introduetory propositions for a muc! wi i the total
communal-cell activity — what happens is that these leisure-form propositions
can concentrate immediately on individual situations : they are universal
(wholly experimental) and this matters a lot concerning brazilian activity
(the country where all free wills seem to be repressed or castrated by one of
the most brainwashed societies of all time): they can be exported and act
intensely with different forces in brazil and other places : they can be

given : They do not exist as an isolated object : they exist as a plan for a
practice : it is what i call-propose as BUBTERRANIA : an open plan that can

be expanded , g 0 O O OW .
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GENERAL SKETCH for the display of mats and TV receptor in the room.

The entrances would be closed with black curtains. Any needed information,
should be placed outside doors. People can leave their shoes, if they want,
alongside the circulating areas around the mats. No need to, The mats have
a heightened part indicated by curves here, so people can lay their heads,
when lying completely down, although many will be sitting, etc.

r jwdd A L |
s SR — :

e

. Al

BCALE : 1 ineh = 1 yard
Flease send further suggestions, if transformations are wanted; for instance

if it can be changed the other way : receptor on the smaller side with
audience longways, etc. The receptor is for internal video~tape (see letter)
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HELIO OITICICA Oct. 16 - Nov. 9 1969

Afras Common Room,
DOCUMENTARY EXHIBITION Arts Building, Stage IIl




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

The Museum of Modern Art Archives, NY

KM TL.D.lbUg

HELIO OITICICA—born 1937, Rio de Janeiro—
avant-garde Brazilian movements from 1955 on—
1959: Neoconcrete and beginning of environmental
experiments: bilaterals (1959—"non-object” theory,
created by Ferreira Gullar), nuclei and penetrables
(1960 on): labyrinths of colour, moving panels, etc.,
for the promenading of the participator—bolides
(1963 on): boxes, glass-recipients, later on devel-
oped to all sorts of sensorial focuses. For the
apprehension through direct touch, vision, smell,
etc., in the most recent, receiving the human body
in its interior: the ““nests’’ where you crate your non-
repressive leisure place: the creleisure—Parangolé
capes, also banners and tents. (196% on): you
dress the cape incorporating a new felt moment—
carry the banner—dwell in the tent—the search for
the mythical replacement in life as a new condition
—environmental manifestations: not as the displace
of an "aesthetic’” thinking, but a complete trans-
formation towards felt-thought, life-behaviour activi-

ties: end of the idea of “work of art’’ urgency to the
propositive one: propose to propose—1966—67:
succession of various synthesis on the proposition
for the Brazilian particular avant-garde upsprings:
New Objectivity, Tropicédlia, Suprasensorial—in Rio,
collective participation in public manifestations
called the Collective Parangolé: July 1965 (Rio’s
MAM), May 67 (Aterro), and Apocalipopotesis in
August 68 (Aterro), the most effective, with the
participation of many artists and complete public
improvisation + music + dance -+ discourses -+
anti-oppressive protests + filming—in London, the
Whitechapel experiment. (February—April 1969):
Eden environment built, together with the recapitula-
tion of former Brazilian ones—development of the
ideas of creleisure and hermaphrodipotesis—68—69:
development of the Barracao plan, for a cell-
behaviour form of creation.
HELIO OITICICA will be in residence until the end of this
term.

Photo by John Goldblatt




