10 READS

TEN BRAZILIAN

ARTISTS TO MEET

Vibrant, subversive and playful are three words that come up again and again in Brazilian art. This seems as
true today as it did for the Tropicalia generation of the 1960s, who made work to fool around in or dance to,
in defiance of an oppressive dictatorship. From major stars such as Ernesto Neto, Beatriz Milhazes and Rivane

Neuenschwander, to fresh names including Maria Nepomuceno or André Komatsu, these 10 artists are keeping
their country at the centre of the cultural universe.

ANDRE KO MHTSI.T

lhe grungy, lo-f1 sculprures and delicate drawings of André the tiles, [ tried to bring another reading to cast doube an the
Komatsu reveal cites |l. unstable places. They conjure a stereotypacal idea of landscape.”
world where walls rise up, are smashed down o1 ]-.'I'l to crumble, For Komatsu the citv is a place where “our relationship
only to ke buile | '.;_r|1 OICe HOre, | :||;'_::: i1t a battle berween the with architectural and hstorical MEIMOory 15 erased and
powerful and the unruly, between progress, disorder and decay manipulated constantly™, by new building schemes. Its 2 process
Works 1 |'.I.|ii|:-'_ 1 heap of cardboard boxes haloed with !1||| 3] made visible in AK-47. from 2008, a cross section of wall tha
wire, or a breeze-block barrier under which a glossy spill of resembles a slice of layer cake, striped with materials that move
black paint slides, strike a balance between the fierce and the from the base painted white like a galle ry, throueh plain grey
fragile, the prohibitive and the permeable concrete, red brick that becomes mcreasingly porous as if eaten

Komatsu s fast becoming one of Brazils most-{éted AW |'-:= icid or termites. and 1s fimally iced with rubhle
emerging talents, Unhke artists of the older generation, his Full of lines, fences and walls, Komatsu's are reflects
work makes few specific references to his country’s culture, 1 modern city where vou're cither inside or out. Yet it’s
preferring the global language of bricks and concrete over tlso restless from an 1ech o fighe the power, Take Conguista
barogue and carnival. *1 try to work with codes that can be conguistado (2011}, a wall wath a sledgehamimer on one side
read anywhere, he says ind a chisel on the other, like an invitation to smash it down

A rare exception might be Onde o sol nunca se poe 1 Yesterday's troubles might have been covered up, the undesiables
(Where the Sun Never Hides 1), trom 2010, where traditional blocked out, but the possibility of violence or even liberating
coloured nles set in concrete create a rough mosaic landscape, inarchy feels ever present
with brown carth below and blue sky above. "'l was interested in waen geleriavermellio. com. by
using old tiles due to their strong symbaolism, thinking about the
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ADRIANA VAREJRO

The paintings and sculptures that have made Adriana Varejio
amajor name n Brazilian arr over the past 20 vears rework

a dizzying array of colomal culture and arc history. She has
reimagined the blue and white panted azwlefe Portuguese tiles
that decorate everything 1o Brazil, from church frone to train
stations, as vast wall installations, created from painted plaster on
canvas. 5o, too, the cracked surtaces of Song ceramics, resembling
parched earth or skin. In some of her most visceral works, the
erotic exuberance of barogue spills our as 3-1) jewel-like bloody
gﬂ[q JIHlt]'I I."'.Ji“[L':l EL'..ll.'f"'!. i.:|||||l||||:.:_r| |:'|I |1|.'|'|'|'I ‘l’-'lfll'li.'ll_Ll?' []JI_""‘Q. "J.'I'ILI
get in butchers” shops or saunas. Her most recent creations serike
2 brighter, sensual note: gant polyurechane oval plates that riff
on 19th-century Palissy ware, offering up a luscious selection of
seulpred and painted sea hite, including clams concealing relics
foraged from Hao's streets, nude ama divers from Japan and o
weman getting it on with an octopus = an homage to Hokusais
||:|__::L'1h|;|r'|' cria '|'l|"|:'||

What were the first ceramics that interested yon?
“In the late 19805 1 was mterested in Song pottery froom China
-6 very delicate and cracks on the surtace. There's an amazing
colour that goes from green to blue. T began 1o include ¢racks
1]} rl::|' L d L?&-. |.I'| L NeveT 'l.'.'l?l'l‘ii'l..: I|.||'l,_'|.'|_|'l.I "-'l.']l'_l'l i_'l.,"'l'.l[:'l_i_i_". |_":l|_j: ]]_i'n.'l_'
always been wnspired by them.”

Is your work with bloody gore pouring from behind tiled walls
a direct reference to the wiolent history of colonialism?
IITI]L' At ..'I“L""ﬁl:l.r It.".'i."'\-"\.llll"'.-' RN TSN 'l.':l'lll:,"l'll_'l;,'_ I[ "'iI'I'IT'L.._'Ei.tT'II._"i
means something voluptuous, like baroque materiality. ['m
ulking about a history that’s printed in the body. Its more
visceral and savage. I's brugal, but in a way, every culoural
meecing 1s brutal. [ don’t want anvbody to feel 'm talking about
cofomialism’s victims and the dominating Porcuguese. I'm talking
about encounters between different cultures thar are violenc
even when there is an encounter berween two people, man and

woman, 1ts a lictle bit violent,”

by Marepe, Babber inner vabes, wood bl

Jeep Hoawer (20HM
amic, glass hottle of cachaga Bo Fuixdo [Braziline ligiecr]
kmensions varable, © Mare e Cowrereny Daleria Lo Serina

How is the work politically engaged, then?
“lIt says we can change the meaning of history. That history 1sn't
something closed. There are many versions, not only one. You
Calll .3["-."-';“.‘5 “'i:ll:"ll |]:II:' |H|:'|t .”I:I rt‘rll;llﬁ.{' i|| I“ |]'|l!' Lirne e
You've recently been inspired by Portuguese Palissy ware.
What's its appeal?
“The plates are considered a bit kitsch nowadays. They use a lot
l.-|t- H'hﬁtul-l'li.". I]}-\.E,' '|'L'|'|]'I:,""~l:'[||.1'|'|g ul |_'|'|E|_r. i_'_"\-;.I_LrE-_r"L'_T.Il.".._'l.;.: ]I!'l'l".ll,,'r. _l':'l."u p|.|h‘5~
thev're totally useless. It's all about exaggeranon and sensualiog”
How important is it to you to be based in Rio?
Do you still look to the city for references?
“.‘fi"'i. ] ]:i!"r'l.' MNMEYET |.|'l."l'.'||. 'i|'|]1:'~i'¢jl,_' |"':.|.|"' Im my |'||.i.'_ e to ".||.|.I|"|'
['m very provincial thas way, The city has this character of being
open, for instance the open bars, we call borequim, They're tull of
vulgar tiles, and 1 hike the architecture of these places. There are
no doors. People go to drink, warch the football, men are talking
very loud and evervbody's mixed together”
Adriana Varejao: Historias as Margens, until Dec 16; Museu de
Arte Moderna de Sao Pawlo, Brazil fuwww. mam. org.br). For mor

piformation, s W vchorid-mairo., o

MAREPE

A true homeboy, Marepe has conquered the international art
world with his playful, political work that comes not from
Brazils centres of commerce and culture, Rio and Sio Paulo,
bur from his ]11rr]:[$|.1k'{'. Santo Antonio de Jesus. [his small
town in the northeast of Brazil, a few hours’ drive from
::‘;‘l'l].'r;il.l.';ll. i."a l]'l'.' \ﬂ{'}[\]‘['i”;‘f‘ r-li:lr ]]]". Art, "r".-'El.ll']'.' .l'l.’l"i -ir,l.‘.‘;ll 0 1S
social landscape and customs, as well as his own memories
and boyvhood fantasies. In the past 15 years his oeuvre has
mncluded installations based on street stalls or the makeshaft
cardboard dwellings of the homeless, as well as sculprures of
comic-book aliens made from what look like Christmas-tree
baubles and a palm tree decked out with thousands of bags of
multicoloured candytloss,

Being based in Santo Antinio de Jesns has been hagely important
for your work.

“1 see a popular universe in the town, and I try to absorb and
reflect that in my work."

I's an area outside Brazils traditional art centres and it has often
been remarked mpon that you don't speak English, though your work, of course,
has no problems communicating with an international andience. To what extent
do you feel yourself to be an ontsider?

“1 AT AWare 1I|.-|.|. I ATTH l.il'ﬂ:'l'h::ﬂl ir'| |]]L' |I|:H:|:'r1.|1]nr|~|| ATE Clreut,
but I live apart from that. It allows me to distance myself a lictle
from the great centres of the art market, but at the same time |
can still think about other relevant issues, such as crossing the
"ﬂ"i.:l.'f [ L fﬁllfl[i‘.]:“lp“]'i:l.]'}" Art .|.|'||:i F'--:}]1L||:|r |.'|.I|r't'|JT|.'

“Contemporary art 1s very limited in these areas of
northern Brazil. Despite being very connected to my gallery in
S5do Paulo and the local art scene, [ notice a certain distance and
lack, pardcularly with regard to the technical productnion of my
own works, This somchow turns out to shape and influence my
work, as with materials, scale and weight.”

Many of your works return to the dreams of childhood —
candyfloss skies, for instance. Is seeing with a child’s eyes important for
making art, do you think? And how do you tap into that again as an adult?
“To me there 158 no difference between the look of the adult and
child. Here, there 15 only the artist’s eye.”
wnwtir galertaluisastrina.com_br —+
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ERNESTO NETO

His installations are made for touching, sniffing and scampering
abour in barefoor. Walking through one of Ernesto Neto's
environments, built from giant skins of taut stocking nylon,
stretched across skeleton structures, can be like excavating
dinosaur bones, or being in the belly of the whale. Great pods
of pungent spices dangle here and there, resembling cropical
fruit or teats: crevices invite us to chance our hands and rub our
tingers through touchy-feely substances.

There's a posinvely primeval quality to these structures,

which Neto, one of the foremost names 1n Brazihan are, has
erected at major museums and galleries the world over. They
mix up sexual pleasure, sustenance and maternal comfort, raking
us right back to a ame before we learned how to distinguush
between all these feelings. Who wouldn’t want to dive in?

What's your interest in a primeval world or primitive state?
“l have a deep interest in this time — before language, where
we are discovering the world through our feeling, through the
senses, Also, our height 1s different, so there 15 thas relation to
space that we don’t have as adults, Everything 15 made for adules,
s we have to climb up on the sofa and things like that; our
body, it's much more ¢lastic, [ would love to become a two-
vear-old again. Also 1'm very interested in some of the more
primitive life forms, It's in our DNA. My structures talk to
some idea of the body bevond a representation of it, to take our
mind/body inside of us, beyond our skin's limit, and through it,
through our skin.”

Hre there particular spices you always use?
“The main ones would be clove and murmeric. We use them
ground to begin with and these micro grains cross the pores
of the textile, dyeing it and, let’s say, smelling us. The clove as
a colour, it’s not very exciting, dark brown. It i a bass colour,
while the smell is very thin, weble. Turmeric would be the

opposite, a very exciting and treble colour with a bass, low smell.

| also use cumin, pepper, ginger, annatto. .. They would be in
between these two, creating a smell landscape. Beyond it there
are also the memories that the smell evokes, which 15 different
for each one of us,”

The Island Bard (200125 by Ermesio Meto |'u|:\.l:_'\-ru|l'. lenic anel J1|.|'\!..-|I|.'r
o, plastic balls, "l.-r'\-|'ru;\..|'|-;-_ wverall insrlksl dagendonis 26,7

= WG] % 655 kom Dpskallaigen view Beeeinn Menis! Slow iis i vl
Fanwa Bomakdar Gallesy, MNew York, 2012, Pha STt e ] by _!l.'ln
Vomg, Cowressy of the amisr and Tanya Bonakdar Gallery, Tew Yors
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“In the end what most fascinates me might be the
atmospheric space that the smells create and how we move
through this fragrance space. Its not a sweet space, it's more
hypnotic, it fills the air and gets inside of us, feeding our
fantasies and spirit”

One of the most striking things about your work is how it brings
people together.
“We are together in this planet spinning around the sun; we ar
as a sociery alone, No one or any god will come from outside
o take care of us or our F1]:|:'|¢,'L —it's in our hands. For centuries
there was a fear of nature, then a fantasy of controlling nature
Now our ‘control’ 1s generating another wave of fear about
nature. Our society, hopefully, will change to a place where
man and nature will be happy together because happiness is the
essence of life. Owver this drama I land my work ™
i faryabonakdargallery. com

FRABIANO GONPER

The suited, faceless men crowding Fabiano Gonper’s drawings,
sculprures and animanons resemble the kind of simple line
drawings of figures you get in instruction manuals. “They're like
figures in a users gwde,” he agrees. “Their hollowness and che
repetition and patterns reflect the confusion and uncertainties
of the world we all live in."

Depicted en masse, they conjure a bleak parallel
umiverse overrun by hollow men whose only purpose seems
to be fulfil their everyday funcoons. “In many cases, my work is
closely related to thinking of the contemporary world as
dystopian, or else, it points towards a future dystopia in a world
that is increasingly lacking in dreams, beliefs and Utopias that
maotivate the desire for change,” he retlects.

The gestures his figures make — an authoritative arm
raised or an i:lI'EP:!L'il:[H. hand pt‘:mtirlg toy 4 watch — are 2 hectie
taxonomy of the body language of a white-collar world of
business, politics and art. Power relations are apparently what
count in this anonymous dystopia. “The drawings thar [ made
between 20008 and 2010 were based on images of policicians and
n'i'I-T'l,'ll::I!'ﬂ[L‘ L"T:IIE'li{'ﬁ':.'i.'L"'i.. I'l'.!'l"l]'I."ﬁl."'l'l|:'|'|'|E_"I 'III.'lT'I]E""'l]].I.t:II:H:I .I!I'i!. '|'I-|'|'l.l..r_"']'“
he explains. “The connection between powers came up -
the power of politics, the power of art, the power of capital.”

Esicialitira [lana #01 [ 2LEM#) b Falazno I':.lnFr-
Courresy af the arnm



Its a guintessentially urban vision, hardwired to the
relentless rat race, teeming around the gleaming towers or white
cubes where capital flows. Indeed, Gonper's sculprure series
A casa {The House), trom 2003, in which rough hunks ot
concrete punctured by metal rods appear to have been ripped
from the streets, uses the acrual flesh and bones of the city. “It's a
svmbolic work made with debris from a demelished modermst
houwse in my home town,” explains Gonper, who originally
trained as a civil engineer. 1 needed ro work with parts of my
home town, pieces of a house and elements trom construction
plants to settle accounts with my past taining and my history.”

As Gonper points out, his [dentikat figures from
I:l'IL' ['I::l'l"l_'ll.ll!'l.""i I'IT- F‘l:'l"n.l-'l;_"[' hEI'L'l:._' I:,'Il'l"l.'"i.f'l-ljﬁ 'irl'li"hi_'er t-l!'lr .'|]'|':|.'I:'!l'|'_|I,,"'I
anywhere: “To a certain extent, some of my works
came from issues raised by the political reality 1n Brazil.
Mevertheless, what radically moves me and pervades my work is
:]IL' ".lll"_rl.'l. |i.'||'|.' Capel il’.'[li'l' 11E-1|'||i.' '|'||I1]".'5‘|.|H..|.| ir1 |h.i.";. 'l."-'-i'l‘:l']I.‘i..:-.|

winis baragaleria.com

LAURA BELEM

[hings are often on the verge 1n Laura Belem’ work, like the
wooden boat that might be rising from or sinking into the
polden sand of her installanon Evading-Place (2009), or the
cloud of purple and blue kites she installed, just our of reach,
peyond a glass cetling tor Beneath the 5ky (2012). There’s a
polgnancy, even a melancholy, that she suggests 15 part and
E1.IFI'.L'! I.I‘I- 'ﬁ-']lL"TI." f'l-lll.‘ LOTTECS [-r'i'lﬂl.: I.-l:l:l HT;]E"]].LI[I |.'|||.-|1.|.]|'i." L]]l.."]'l'."."l iR
ambiguity in everything, from our music, food, folk raditions
and language to hterature. Tom Jobim and Vimicius de Moraes’s
tamous samba, A Felicidade |Happiness|, tells about the close
relationship and intrinsic temporality of happiness and sadness.
samba’s lively, but it often addresses the transience of things.”

Il'll'.‘ \L'_'E'Ii'l"\.L"; ‘I'HI-‘[!H.' ]'lil.:"i-l ['[.'Tt.”]'ll'}' r-L"{'l YTy I\?\_:ll'll'\:‘l.' in
Belém’s best-known work 1n Britain, The Temple of a Thousand
Bells, installed in Liverpool Cathedral’s Oratory for the city’s
2010 bienmal. Above the statue of a rumpet-wielding angel and
white fluted columns, 1,000 fragile glass bells glimmered trom
the L'L'J]in; like :-uu:-i[wrn‘]ml -d:rv:‘rp:- of water. Meanwhile. I'I.Il:l]ll‘ilii_f
chimes echoed around the space = a soundtrack created with
Fernando Roocha, a composer from Belem'’s hometown of Belo
Honzonte, in central Brazil — as the myth of the temple was
narrated: built on an 1sland that sank beneath the waves, the
|l.'rt||.'||i.' L']I'l]l.rilllil."l,,i ik ";.l'illl.:l'l' 'l."'.']](:l "'.i.'l'llgll'l! [hl:' a{iLY IS {51- irs |!'u":|l|1:|i-t:]
wells, apparently sull ringing from the depths. 1 was interested
in how the story uses presence and absence, and also how

A Grandie Dlodad The Big Wave (2 1) 5y Laum Helem
Fain neard. avlon sirm and |-|!_.|-|.|-:_._ Hilx 201 x JHiem
Nimptdpl by Edoviard Praapom; wark vew ot L ibera Luisa Serima, Sdo Fawlo

there are different versions around the world, in Japan, India
and northwestern France, and it doesn’t belong to a parucular
culture,” she explains.

Yer her work can be as watty as it s poignant. In
her early Pampulha project from 2002, she draped the phallic
modernist columns in Belo Horizonte's Musceu de Arte da
Pampulha in sexy red fabric and had 19405 songs and gamblers’
memories emanating from roulette wheels. Looking back to
the building’s original use as a casino, designed by DBrazils most
famous architect Oscar Miemeyer, Belém's scarlet-clad concrete
recalled its glamorous former occupants while upending the
classically macho modernist architecture with a bat of cross-
dressing. For Belém, “The subversion lies in trying to replace
qualities hke weight, mass and volume from modern architecture
with lightness, delicacy and ephemerahty”
wune galerialuisastrina.com. br

BEATRIZ MILHAZES

A riot of dancing shapes in hot colours fills Beatriz Milhazes’
JLETHFLNTRTES Howers, '-.-:,.JLI.i_I._:'_."]L'."n.. stripes, voluptuous circles and
spirals. They plunge you into a world of carnival, baroque decor,
hand-painted streer signs, loud 1960s fabric prints and Matisse’s
vivacious collages. The surfaces aren’t perfect. Created by
painting onta plastic and then printing and overlaying images,
they look weathered, fading to reveal the shapes beneath shapes.
In their lacy palimpsests you can see each painting’s creation
over time and get the sense that 1t’s sull ageing,

The past two decades have seen Milhazes emerge
as one of Brazil’s leading artists, And with work this bold
and brilliant, it's no surprise she 1s an increasingly coveted
collaborator for the fashion ]:l:u'i-'., oo, lauded l‘l‘:.-' the likes of
Christian Lacroix and Cartier. b

Blards (20111 by Bearrir Milhanes 'Z:n".ip_r dermensiom: LS50 x 1000m
Prvate collecring, © Mamiee] Agpilas. & _|"|'; e_Schemma, ]'Ll

TEN MEGAIINE 95



10 READS

You've used fabrics in your early work and are friends with
Christian Lacroix, while your paintings have inspired Jason Wo Does fashion
interest you and what is it about Lacroix's approach that is appealing? Do
you think designers relate to something in particular in the work that's
different from what you see yourself?
“In parr, | eould say that design has always interested me as a
reference for my work, and Christian Lacroix has been a strong
one. Also a great meeting. He 1s part of fashion history and what
he does always interests me. Fashion designers in general like my
work and sometimes use it as a reference. It works like that

[ look at tashion design, and fashion designers look at mv work.”
2 & ok at my work.

Tou've recently collaborated with Cartier to create artworks from
gems. What was the appeal of working with jewellery? Was this a bit like
entering Aladdin's cave?

“More or less like thar. It was an amazing and unique
experience. To develop a mobile aquarium’ from a maguette

[ l..ii.‘lj j]:l !H}' hL'Li.LJ:iI::I 11l ]{il:'l L] []'II.' ..H'LLI:..J.] |_'|]I:_"-|"_'I.," "-.’.."i'[h HI_}JL‘I ;J_]]Ii
diamonds gave me a huge experience of learning and discovery.”

While you've absorbed many different influences and inspirations,
from Frank Stella to Mexican soap opera, you've said that ever since you
became a paimter, you've wanted to work with elements of your own culture.
“It comes from my interest in the Brazilian modernism
My mother 15 an art historian and [ Ercw up l'n.l:u:ni.u:_rh to all
the concepts of our art history. Tarsila do Amaral has been my
strongest influence from the Brazilian modernism. Matisse on
the European side.”

What has been inspiring you in Rio lately?

“Ta choose three things, the strong presence of nature,
the carmival parade, the beach. Rio is a city that you just need
to be there and enjoy.”

What 15 your favourite place to escape to?

“If I want a very different kaind of nature, its the desert. More
recently I realised that I love deserts.”

i P oy FERRA X ill.!‘..'h' |r.| h"':.lln'H PRI
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MARIA NEPOMUCENO

From the kind of ropes and beads ordinarily used for straw
sunhats, hammocks or baskets Maria Nepomuceno weaves
dazzling ﬂ-:u]p'run*». In her hands, things that have been part ol
Brazil’s indigenous culture since tme immemorial mutate ine
':-1'|J'IH'|.'|1]I1:~_',' akin to the rithlk:l:l!._r SEeILs, F-,_'t';1]~=. and cocoons of its
ancient landscape.

As she says, “The work can throw us into an infinite
hield of associations, I‘}r1z.~{'1p;1];‘_-.-' with nature — '|'-].'1J:|I;:;. flowers,
fruits, animals, tentacles, human beings, the circulatory system,
mouths, eyeballs, hmbs, landscapes, volcanoes, lakes, rivers,
planets, the cosmos.”

Fat straw ropes lie entangled like tentacles or intestines,
crupting mnto round discs of brilhianc reds, vellows and blues, like
lily leaves of suction pads. Woven containers that are more like
the mouths of volcanoes than baskets contain voloured bemds
resembling berries or pearls, You could be walking in the Jungle
or exploring mner space. Hammocks, which are among her
favourite forms, hang from ceilings, like pods for incubating a
whole new alien world.

“The hammock is the most important object in
indigenous culture,” she explains, “For me 1t symbolises a
great ancestral womb where many Latin Americans, including
myself, were originally generated. Indians sleep and give birch
m h.ammm‘.éu: Carry them with them as temporary homes whet
they travel, and when they die, they are buried wrapped in thes
same hammocks.”

Mepomuceno is part of a younger generation of
Brazilian artists who were first broughrt to attention by the
established artist trio Marcio Botner, Laura Lima and Ernesto
MNeto, via A Gentil Carioca, their downtown Rio de Janeire
gallery. Rao, she says, 1s key to her work, and not just for its
collision of nature and culture, matched by her woven flora
and fauna. “In Rio, forests, beaches and mountains are located
m the middle of the a"lt?.'." she 'i.".‘{[':-J.:l]t'I.‘S-. “Street carnival 1s also
an influence, starting from the marterial used in the sculptures,
principally the necklace beads thae I buy at stores selling carnival
materials. It's a big party that celebrates life, the power of
transtormation and the flux of energy.”

Maria Nepomuceno: Tempo para Respiras, until Mar 17; Turner
Confemporary, Margate (wwnetirnerconteniporary. org). For more

information, Visil W, victorLa-miro. com

RIVANE NEUENSCHWANDER

It's casy to see why Rivane Neuenschwander is one of Brazil's
leading younger artists. Her work is full of games and SUrprises,
delighting with the humblest means. In a twist on the street
parade, she has set ants marching off with sugar-coared
confetti and gor fish to rewrite love stories in ever-changing
combinations by dragging banners bearing words behind them.
Ie's not just animals that participate in her slippery
tales either. Gallery goers might be invited to write wishes
on ribbons, or find themselves stuck o adhesive wallpaper or
working with a forensics sketch artist to re-create the face of
their first love, As with her maps nibbled by ants or left out in
the rain to be spattered and scored, there is always a tension
berween human order and nature’s chaos, pitting the systems
we use to categorise the world against Iife's unpredicrable crash,
bang and wallop.



Why do ammals and nature make good collaberaters?
“Words carried by fish and ants, or punctuation marks eaten
by a parrot, seem to show a contradiction berween man and
nature, but the absurdity of a word within the realm of animals
rather draws our attention to lite’s different structures. Working
with the wind, ants or snails, [ search for a certain controntation
or collaboration of chance and conrtrol. In the end, it is the
fish that write a love letter with the movement of their bodies,
I:|1:|'~'~u3.',h the EXPreLs0n af their looks and the indifference in
regards to our language, not even mentioning the unintentional
l.'|"'::l"."||'||§'_ |Il|- ||'I'." '-.'-.-IH'Il'-. |_]I|.'":.' LATTY L[] [l'll;_'lr [:1]!“_&._“

Your earher works were specifically focused on Brazilian culture —
1 Wish Your Wish (2003), for instance. Was this becaunse you particalarly wanted
to engage with your comntry's culture and history?
“1 spent most of my lite in Brazil, and it is part of my person
and consequently my work. Some of my works reference it
directly. I'm interested in the popular means of communicaton
through painted banners in the street, Brazilian vernacular
furniture and in folk traditions, such as the ribbons of the
Bontim church in Salvador, votuve pantings or simply carnival.
Then there are the works that feed off the experience of daily
hte in Brazil, off my memories and affection, like the fear of
walking in the street at night or the euphoria provoked by the
|'Il.':l"."|'J||'Ila: _E.IEL"'? ]1l."J|-i:lH.' ] LFEII'I.'ILI.'EI.I. Talnstorim, or f-l."'l‘l'l'l'aé: ".-'LI]'IE'."'I'.J'I'!I]I.:'
i the light of social vielence”

What has been inspiring or interesting you lately in Brazil?
.IJt] :,.-'_'i:“l.'l'ill:. |. ]'J.I.'-':' |."r_‘:‘EI |.J:I||l§.|'|'|!"r ii':ll::llli II:]I’F]I:"'I'!‘\-, tl]l‘." 11l."ﬂ'|]]|.|l:'l||
of boundaries, borders and distance. In the city, | have been
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construction sites or property. They're usually very creative and
not necessarily functional. In rural areas, [ follow the annual
i':l":.'-l\.l.'.l‘il.'l:l fires, which ALY l‘?u‘.}'ﬂnd any control and ignore all
phyvsical obstacles. | am currently also studving indigenous
astronomy, looking at the constellations thar are absolutely
integrated into nature and founded on the culoural and spiritual
values of the various Brazihan-Indian tribes.”
e stephenfricdman .com
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TONICO LEMOS AUAD

The work of Tonico Lemos Auvad rarcly stays around for very
long. Owver the past decade, it has included delicate drawings,
scratched into the plump vellow exteriors of bananas, which
are soon absorbed into black freckles that gradually take over
the skins as the fruit ripens and then decays. He has sculpted
bunnies and foxes from carpet fluft, ephemeral creatures that
would literally blow away it you breathed on them. In one
sculpture, what looks like a gilded designer vase turns out to be
made from glicter and grapes.

All the playful materials have a more serious edge.

As Auad says, “In some works, death 15 more imminent.

I'heir physicalicty is not meant to last in the original shape
and form. The transformation into something else might be
more important.” One of his most recent works, Reflecred
Archaeology (20011), 15 a kind of giant scratch card: a wall ot
silver that gallery goers are invited to scratch away, revealing
what’s underneath. It’s a process fraught with the “excitement
and disappointment” that goes with the leap of faith made
playing the lottery.

For those excavatung the wall with coins and keys,
however, the buried treasure is hardly a letdown: a huge image
of the Cirio de Nazaré procession of pilgrims that takes place in
the artist’s hometown, Belém. “Thousands of pilgrims gather in
the streets and rivers of the city, following an image of a sant,
Mossa Senhora de Nazaré,” he explains. "A gigantic rope guides
the crowd, who r.'-l;!.f_s::l‘_,' ry o get hold ot it. In the end 1ts cut
into pieces, which serve as a strong symbol of faith.”

ough based in London for many years, the Brazihan-
born artist often references his country’s religious rituals and
tolklore. At the last Folkestone Triennial, he ser a white chalk
Madonna sculpture in the harbour, her material soon eroding,
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in red brick. *I'm intrigued by the encounter between symbuols
of religious faith and pagan beliefs,” he says of the culmure he
grew up with. "People will be heavily attached to Catholic
beliefs together with Candomble, originally from Africa, plus all
sorts of wellbeing rituals and various superstitions.”

Such magic talismans have intriguing parallels with art,
of course: ohjects thue bave meanings as agile and changeable
as Auad’s materials. ll
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Figa [200115 by Tonico Lemas Auad, Bock installanen. Image frem
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