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The Museu de Arte Contemporânea da Universidade 
de São Paulo (MAC USP) was a nucleus for radical 
artistic experimentation during the 1970s.1 This was 
a charged period in Brazil’s history, as the military 
dictatorship, in place since 1964, intensified its 
repressive efforts, ratifying censorship and 
persecution, even torture. An exodus of artists, 
critics, and other intellectuals ensued after the 
enactment of Institutional Act 5 in 1968 and the rise 
to power of Emílio Garrastazu Médici in 19692—and 
censorship of the work of those who remained in the 
country led, in large part, to the international boycott 
of the São Paulo Biennial of 1969, a boycott which, to 
varying degrees, remained in place until 1981, when 
the country was well into the abertura (opening) 
period.3 As a result, little critical attention was paid 
then, and thereafter, to the artists still based in Brazil 
throughout the 1970s, or to the pivotal activities of 
alternative and emergent spaces such as the MAC 
USP.  
 
Recent studies have begun the crucial task of re-
evaluating this period in Brazil.4 And a closer look at 
two watershed exhibitions organized by the MAC 
USP—Prospectiva 74 (Prospective 74, 1974) and 
Poéticas Visuais (Visual Poetics, 1977)—further 
reveals how and why this museum became a vital 
node of international collaboration and exchange, 
connecting neo-avant-garde artists across the globe 
through exhibitions dedicated to practices that 
cannibalized newly available technologies of mass 
media such as video, photocopy, and offset, thermal 
and heliographic printing. Iterations of the same 
central concept, Prospectiva 74 and Poéticas Visuais 
both showcased over one hundred two-dimensional 
works sent by post to the MAC USP by artists based 
largely in the Americas and in Western and Eastern 
Europe. Certainly, Prospectiva 74 and Poéticas 

 Visuais are illustrations of how the roster of 
exhibitions organized through 1978 by then-director 
Walter Zanini registered the forceful, transnational 
horizon of the conceptual turn. Yet the two 
exhibitions also offer a distinct perspective into the 
potential that many artists saw in print 
experimentation as a vanguardist maneuver, capable 
of further collapsing art into life. They too showcase 
the rhizomatic potency of art practices that hinged 
on mass print technologies—and of repetition and 
dispersion as modes of social resistance. 
 
The MAC USP was inaugurated in 1963, the result of 
a schism between Ciccillo Matarazzo and the 
administrative staff of the Museu de Arte Moderna 
de São Paulo (MAM SP), an institution Matarazzo 
had founded in 1948. After years of Matarazzo 
pressuring the MAM SP to focus its efforts on 
organizing and promoting the São Paulo Biennial—
his newer and much larger initiative—relations 
between senior staff of the MAM SP and Matarazzo 
reached a breaking point in 1962, when he 
announced he would close the MAM SP and donate 
its entire holdings, as well as the rest of his and his 
wife Yolanda Penteado’s personal collections, to 
create a new museum: the MAC USP. The MAC USP, 
to be led by the paulista art historian Walter Zanini, 
soon opened its doors on the third floor of the São 
Paulo Biennial’s pavilion in Ibirapuera Park. Over 
the next three years, Zanini shaped the MAC USP’s 
exhibition program to showcase Brazilian modernist 
works in its inherited collection. He also created 
annual exhibitions to showcase current works in 
drawing and printmaking by young artists across 
Brazil, the alternating Jovem Desenho Nacional 
(Young National Drawing) and Jovem Gravura 
Nacional (Young National Printmaking). However, 
in 1967 the two were combined into the annual 
Jovem Arte Contemporânea (Young Contemporary 
Art) as a first step toward abandoning the ossifying 
model of the national salon and of traditional 
disciplinary divisions.  
 
Whereas the 1971 Jovem Arte Contemporânea was 
the first to include ephemeral and collectively 
authored works, it was the 1972 edition which 
marked the decisive turning point for the MAC USP: 
for it did away with a jury and prizes and held an 
open call for proposals from national and 
international artists, raffling eighty-four designated 
spaces throughout the museum for the selected 
artists to develop their works. The notion of proposal 
here is critical, as this was the first time that the MAC 
USP specifically insisted on process-based, 
ephemeral, and installation art.5 The exhibition was 
thus reconfigured from a static display of objects into 
an ongoing event over a period of fourteen days. In 
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fact, in a potent gesture of openness and collectivity 
the museum remained open to the public, beginning 
with the raffle and proceeding with the selected 120 
artists taking over (and often swapping) their allotted 
spaces, allowing audiences to freely observe, 
participate and collaborate in the works.  
 
The 1972 Jovem Arte Contemporânea was a decisive 
shift for the MAC USP under Zanini; and over the 
course of the next six years, the museum became a 
laboratory space and haven for open, radical 
experimentation, a vision he deemed should be the 
objective of all contemporary art museums, as he 
proclaimed in a lecture from 1969:  
 

In the case of a contemporary art museum, 
the tasks at hand are of a prospective sense: 
it should be a permanent research center 
([following] Le Corbusier)… it is not simply a 
collecting institution, but an agent of 
transformation. It may be a co-author, 
alongside the artist, in creating new modes 
of communication. Recalling Pierre Restany, 
[the contemporary museum is] the 
headquarters of events in an era defined by 
‘stylistic experimentations geared toward an 
art of synthesis, integrated into society’. As 
for the viewer, the art museum of the 
twentieth century will no longer fulfill its 
functions (scientific, cultural, educational) 
should he limit himself to passive 
contemplation habits.6 

 
Yet a key question remains: amidst repression and 
censorship, how could the MAC USP afford such 
creative liberties? With precarious funding from the 
university, the MAC USP was, financially, a marginal 
institution in São Paulo. In fact, the MAC USP did 
not enjoy the patronage that other institutions in São 
Paulo enjoyed—Matarazzo devoted his resources and 
efforts to the Biennial, whereas the Museu de Arte de 
São Paulo [MASP], as Zanini remarked in 2008, 
remained under the auspices of industry leaders with 
favorable ties to the regime, which resulted in 
considerable state support of this museum.7 It was 
also crucially marginal in its location: on the back of 
the Biennial pavilion, in Ibirapuera Park, miles away 
from the campus of the Universidade de São Paulo, 
and far from the routine profiling and raids of 
academic activities on part of the military police. Yet 
the MAC USP’s marginality also resulted from the 
resistance of local critics to its increasingly 
experimental programming. Zanini later quipped 
that, “it would be difficult to reconstruct the MAC of 
the 1970s from the newspaper archives, since critics 
didn’t go up the ramp (the museum’s only entrance 
was through a ramp on the back of the pavilion) and 
when they did, they didn’t understand.”8 And while 
this was somewhat of an exaggeration—many 

exhibition dossiers in the MAC USP archives brim 
with clippings—it does point to the fact that this lack 
of understanding ultimately proved to be vital: if 
conservative critics could not understand the 
experimental practices exhibited at the MAC USP, 
less so the regime’s monitors.  
 
Only in this context could an exhibition take place 
that was devoted to two-dimensional works sent by 
post from across the globe, in many cases from 
countries also in the grip of repressive regimes. In 
the months leading to the opening of Prospectiva 74, 
an outpouring of collages, postcards, artist books, 
and collaborative magazines—all reproduced on 
humble sheets of paper and cardstock through 
inexpensive means like offset and photocopy—
streamed in from abroad but also from very near: 
indeed, São Paulo was already home to a dynamic 
artistic scene devoted to print experimentation, with 
artists appropriating the technologies first imported 
by the military regime itself. The “Brazilian miracle” 
of exceptional economic growth, which began in 
1968, had made São Paulo, the country’s financial 
nerve center, abundant in terms of private access to 
mass printing technologies. Yet there was the 
underside to the “miraculous” façade: these were, 
after all, the anos de chumbo, the “leaden years,” 
when repression and censorship had reached a 
crescendo, and print media had become particularly 
treacherous terrain. Officials closely monitored 
intellectuals and seized books and publications 
deemed subversive; they also issued a long string of 
decrees to regulate media outlets and ban all 
criticism of censorship, whether spoken, written or 
televised.9 In turn, several São Paulo-based artists, 
including Regina Silveira, Carmela Gross, Rafael 
França, Hudinilson Jr., and the Argentines António 
Lizárraga and León Ferrari, seized these very means 
of control, “incorrectly” using print technologies in 
works that enacted social as well as artistic critique. 
Hence, the development of this artistic scene in São 
Paulo was no mere backdrop for an exhibition such 
as Prospectiva 74—it was its catalyst. Zanini’s co-
organizer for the exhibition belonged to this very 
artistic scene: the Spaniard Julio Plaza, then married 
to Regina Silveira, who had organized in 1972 one of 
the first ever mail art exhibitions, Creación, 
Creation, Criação, at the University of Puerto Rico’s 
Mayagüez campus.10 Creación, Creation, Criação 
became the blueprint for the curatorial approach to 
Prospectiva 74. But most importantly, it held the 
kernel for the growing network of exchange 
evidenced in Prospectiva 74, as it had featured works 
by the International Artist Cooperation, by artists 
associated with Fluxus such as Dan Graham and 
Dietrich Albrecht, and by other international artists 
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such as Luis Camnitzer, Liliana Porter, Klaus Groh, 
and Hervé Fischer.11 
 
In its prospective spirit, Prospectiva 74 aimed to 
explore the multiplicity of emerging practices with a 
conceptual bent, with particular emphasis on “the 
exploration of the various channels of technological 
communication” that “represents the fundamental 
characteristic of art during the 70s, its lucid and 
coherent integration with the other prospective 
directions of today’s society.”12 Starting from Plaza’s 
contacts from Creación, Creation, Criação and 
expanding to others Zanini had met during his 
travels in preceding years, the two sent letters to 
artists across Brazil, the United States, and Canada, 
as well as countries in Western and Eastern Europe, 
inviting them to participate through  
 

all kind [sic] of manifestation [sic] and 
experimentation [sic] within ‘multimedia’. 
Photography, xerox, documents, 
publications, postcards, S8, 16mm, off-set, 
newspapers [….] Poems, words, concepts, 
maps, documents, postcards, designs, 
photos, publications, works, ideas, 
productions, etc. etc.13  

 
Moreover, to further open this platform to artists 
beyond the curators’ own direct networks, they 
included two invitations and sign-up forms with each 
letter, for the addressee to circulate at his or her 
discretion. The exhibition opened in August 1974 
with works by 150 artists from a sweeping 
geographical web, with representation from 
Uruguay, Argentina, Mexico and Canada; from the 
eastern European countries of Hungary, Poland, and 
the former Czechoslovakia and Yugoslavia; from all 
countries in Western Europe; as well as from 
Finland, Denmark, Israel, Japan.14 Prospectiva 74 
included the work of many who are now standard 
entries in narratives of neo-avant-garde print 
experimentation, particularly in the category of mail 
art: Ulises Carrión, Felipe Ehrenberg, Clemente 
Padín, Eduardo Antonio Vigo, and Wolf Vostell, 
among several others.15 And on view were many 
approaches to print media: from mail art postcards, 
to posters, zines, and artist books. In the face of this 
multiplicity, the critic Roberto Pontual declared, 
 

Because this spectrum [of artists] and 
juxtaposition are of such a broad range, 
visiting this exhibition is a must [….] It gives 
us a direct update on what have been the 
effects of technology in art during the early 
half of the 1970s. It is important to note here 
that almost all of the artists face a 
technological gigantism in terms of David to 
Goliath, using a tactic that seizes the means 

provided by this new deity to oppose it 
viscerally, in small but deep thrusts.16 

 
The sheer number of participating artists in 
Prospectiva 74 manifested the growing impetus, on 
part of artists internationally, to cannibalize 
technological gigantism as a way to merge art and 
life—but how to translate this renewed vanguardist 
ethos into an exhibition? 
 
Indeed, the works themselves inflected the exhibition 
format of Prospectiva 74. Zanini and Plaza tacked 
each work onto the walls at eye level, their folds and 
curves allowed to hang freely without the constraints 
of a frame or glass, in a loose layout that 
foregrounded the plurality of approaches to print 
experimentation represented in the exhibition (fig. 
1). The archival images evidence how the viewer was 
encouraged to handle the works, to touch them as 
they hung from the wall, or look through them at 
leisure at a large communal table (fig. 2). At one end 
of the exhibition, a freestanding wall held the 
hundreds of envelopes once containing the works, 
surrounded by photocopies of the exhibition logo and 
the definition of “prospective”—“to look ahead or 
afar” (fig. 3). More than a gesture of transparency, 
this curatorial strategy further instilled a sense of 
communality and immediacy, and ultimately 
emphasized the exhibition’s radical departure: these 
weren’t precious, singular works protected in crates, 
but intimate dispatches, from near and far, encased 
in cheap parcels. They were invitations to exchange 
and collaborate—rhizomatic connections that, 
sheathed in the mundane and bureaucratic guise of 
postal mail, dodged the morass of censorship 
enforced by the Brazilian regime.  
 

 
 
Fig.1 Prospectiva 74, 1974. Arquivo Museu de Arte 
Contemporânea da Universidade de São Paulo. 

 
Over the next three years, Zanini and Plaza 
continued corresponding with the artists in 
Prospectiva 74 and expanding its network, either 
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through mail communication or through initiatives 
like the 1976 exhibitions Multi-Media II—which 
featured the work of São Paulo artists experimenting 
with mass print media alongside the work of Peter 
Vogel and Klaus Groh—and Década de 70, a group 
exhibition organized by the Centro de Arte y 
Comunicación in Buenos Aires. Following the same 
format as Prospectiva 74, the 1977 Poéticas Visuais 
evidenced this larger network of contacts, featuring 
works by 201 artists from across the globe, including 
an increased number of participants from the United 
States and Japan. Zanini noted in the exhibition 
catalog: 
 

MAC’s interchange with artists from the vast 
area of alternative communication in the 
world has grown without any loss of 
momentum over  a number of years, 
constituting an experience that has few 
similar or close examples in the whole 
hemisphere…17  

 
Indeed, this scope of connections made the MAC 
USP a singular presence amidst the artistic scenes of 
1970s Latin America.  
 

 
 
Fig.2 Prospectiva 74, 1974. Arquivo Museu de Arte 
Contemporânea da Universidade de São Paulo. 
 

Once again the works were removed from their 
envelopes, unfolded and tacked onto the wall without 
a frame (fig. 4). The large communal table similarly 
allowed visitors to look through zines and artist 
books. Yet Poéticas Visuais introduced elements 
absent from Prospectiva 74: for one, there was a 
small television set showing a rotating selection of 
video works by artists based in São Paulo and Rio de 
Janeiro, the result of the MAC USP’s increased 
efforts to promote video art (fig. 5).18 The 
dominance of print experimentation, however, was 
decisive. And in this regard, the exhibition’s 
introduction of a photocopier was most remarkable. 
As Zanini proclaimed in the catalog, “[the exhibition] 
will have one unusual aspect. The public will be able 

to obtain xerox copies of the majority  of the 
documents exhibited, thereby also making it  a 
portable exhibition.”19 Lest their display on the wall 
or table threaten to bestow an aura on these 
reproduced works, viewers could reproduce them 
again, disseminating them further and outside the 
confines of the museum. In other words, the works 
once again inflected the exhibition apparatus, 
turning it into a conduit for the works’ anti-elitist 
maneuvers. 
 

 
 
Fig.3 Prospectiva 74, 1974. Arquivo Museu de Arte 
Contemporânea da Universidade de São Paulo. 
 

 
 
Fig. 4 Poéticas Visuais, 1977. Arquivo Museu de Arte 
Contemporânea da Universidade de São Paulo. 
 

Both Prospectiva 74 and Poéticas Visuais adeptly 
took the pulse of international neo-avant-garde 
experimentation with print media. And to return to 
these two exhibitions is to dwell on what established 
histories of conceptualism have largely left behind: 
that the repertoire of the conceptual turn did, in fact, 
include practices that foregrounded the art object, 
albeit by radically redefining it. Made with 
technologies of mass print media, these works 
existed, simultaneously, in multiples. They were also 
reproducible, repeatable, itinerant, and ultimately 
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uncontainable. This radical anti-institutional stance 
was therefore not only purposefully irreconcilable 
with legitimized and marketable artistic practices; it 
was also a lifeline for those in the midst of charged 
sociopolitical contexts. Moreover, from clandestinity 
and marginality came great expressive freedom for 
these artists. But the conditions of MAC USP’s own 
marginality also made it possible to publicly bring 
together so many of such works, which otherwise 
were sent from artist to artist directly and privately. 
 

 
 
Fig.5 Poéticas Visuais, 1977. Arquivo Museu de Arte 
Contemporânea da Universidade de São Paulo. 

 
The works included in Prospectiva 74 and Poéticas 
Visuais played with the guise of the document, 
trafficking in the familiarity of the commonplace but 
in many cases also decrying the incursion of 
censorship and repression into even the most 
mundane aspects of daily life. In the catalog for 
Poéticas Visuais Plaza enthusiastically declared, 
“especially over the past decade, a type of samizdat20 
phenomenon running along parallel and alternative 
lines to the traditional systems of art, has come into 
existence  as an anartistic movement.”21 Anartistic: 
Plaza’s neologism, combining “anarchist” and 
“artistic,” cogently encapsulates the vanguardist 
ethos of the works exhibited in Prospectiva 74 and 
Poéticas Visuais, as well as their deliberate visual 
and material chaos. And this absence of order came 
hand in hand with the way in which these works 
compelled the exhibition apparatus to collapse 
disciplinary boundaries, to dispel with distinctions 
between emerging and established artists, and to 
ignore geopolitical demarcations of “centers” and 
“peripheries.” These works also pose to us one more 
methodological challenge: for they urge us, 
ultimately, to recast the exhibition, from a work’s 
finality to a component in its unfolding. 
 
 
 

Notes 
                                                 
1 A version of this paper was delivered at the Getty 
Foundation’s “Connecting Art Histories Initiative: 
Exhibiting and Narrating Latin American / Latino Art,” 
held at the Universidad Torcuato Di Tella in Buenos Aires 
in June 2014. 
 
2 Commonly referred to as AI-5, this constitutional 
amendment suspended all legislative bodies indefinitely, 
authorized the president to order by decree, and 
sanctioned the persecution of political dissenters. For the 
complete act (in Portuguese) see Brazil’s Planalto Web 
Archive, accessed February 19, 2016, 
http://www.planalto.gov.br/ccivil_03/AIT/ait-05-68.htm. 
 
3 After the regime shut down the 1969 exhibition at the 
Museu de Arte Moderna in Rio de Janeiro of the Brazilian 
delegation to the Paris Biennial, several artists inside and 
outside Brazil proposed to boycott the upcoming São Paulo 
Biennial, an effort galvanized, on one side, by a meeting led 
by the French critic Pierre Restany at the Musée d’Art 
Moderne in Paris on June 16, 1969, where the document 
“Non a la Biennale de São Paulo” first circulated and soon 
gathered hundreds of signatures from artists across Europe 
and the United States in support. In Brazil, the critic Mário 
Pedrosa, then president of the Associação Brasileira do 
Críticos de Arte (ABCA), published a text in Correio da 
Manhã on July 10, 1969 declaring the boycott of members 
of ABCA of all events sponsored by the state—including the 
Biennial. See “Non a La Biennale de São Paulo: Dossier” 
1969, Julio Le Parc Archive, Paris/ICAA Documents 
Archive, 
http://icaadocs.mfah.org/icaadocs/THEARCHIVE/FullRe
cord/tabid/88/doc/774628/language/en-US/Default.aspx; 
“Non a La Biennale de São Paulo, 1969 Jun. 16, París, 
[Francia]” June 16, 1969, Julio Le Parc Archive, 
Paris/ICAA Documents Archive, 
http://icaadocs.mfah.org/icaadocs/THEARCHIVE/FullRe
cord/tabid/88/doc/774569/language/en-US/Default.aspx. 
4 Cristina Freire (ed.), Walter Zanini, escrituras críticas, 
São Paulo, Museu de Arte Contemporânea da Universidade 
de São Paulo, 2013; Elena Shtromberg, Art Systems: Brazil 
and the 1970s, University of Texas Press, 2016; and 
Claudia Calirman, Brazilian Art Under Dictatorship: 
Antonio Manuel, Artur Barrio, and Cildo Meireles, Duke 
University Press, 2012. 
 
5 “The MAC will seek to position the VI JAC within 
contemporary artistic trends, which transfer the emphasis 
of the object produced to the process itself: ephemeral art, 
sensorial and conceptual art, environmental art, and other 
creative options that today turn their attention to the 
dynamic processes of artistic activity.” Museu de Arte 
Contemporânea da Universidade de São Paulo, 
“Regulamento VI JAC” 1972, VI Jovem Arte 
Contemporânea 0101/002, Arquivo MAC USP, São Paulo. 
Unless otherwise noted, all translations are by the author. 
 
6 Walter Zanini, “Introversão, extroversão do Museu de 
Arte Contemporânea,” text presented at the IV Colóquio da 
Associação dos Museus de Arte do Brasil, Museu de Arte da 
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Prefeitura de Belo Horizonte, November 1969, reprinted in 
Cristina Freire (ed), op. cit., pp.112-14. 
 
7 “The MAM [-SP] was not being able to go forward, the 
MASP had more support. It was born thanks to very 
politically influential people who found a favorable 
situation with governments at the time.” Zanini in an 
interview with Cristina Freire, Ibídem, p. 26. 
 
8 Walter Zanini cited in Cristina Freire, Poéticas Do 
Processo: Arte Conceitual No Museu, São Paulo, SP, MAC, 
Universidade de São Paulo, Iluminuras, 1999, p. 24. 
 
9 Elena Shtromberg, “Newspapers,” in Elena Shtromberg 
op. cit, pp., 44-45. 
 
10 Silveira and Plaza lived in Puerto Rico between 1969 and 
1973, having been recruited by their close friend Ángel 
Crespo to teach at the newly established art school of the 
University of Puerto Rico’s Mayagüez campus. There, 
Silveira decisively turned to printmaking; Plaza to artist 
books, or as he called them, “livrobjetos” or “book-objects”; 
and both developed a keen interest in incorporating new 
technologies and communications theories in their creative 
process. This interest was apparent in their teaching: in the 
fall of 1970, they co-taught a course on “Art and 
Technology.” “Letter to Walter Zanini from Regina 
Silveira,” May 31, 1970, 0079-006, Arquivo MAC USP, São 
Paulo. 
 
11 Julio Plaza and University of Puerto Rico (Mayaguez), 
Creacion = Creation = Creation = Creazione = Criação = 
Schopsfunc = Stvaralastvo = Tbopyistbo = Tworczosc: 
Exhibition at the University of Puerto Rico Mayaguez 
Campus October 16 to November 3 1972, Puerto Rico, 
University of Puerto Rico, 1972. 
 
12 Walter Zanini, “Introduction,” in Prospectiva ’74, Sao 
Paulo, Museu de Arte Contemporanea da Universidade de 
São Paulo, 1974.Translation by Plaza and Zanini. 
13 “Letter to Christos Dikeakos from Walter Zanini and 
Julio Plaza,” March 21, 1974, 017 - 1, Arquivo MAC USP, 
São Paulo. Translation by Plaza and Zanini. 
 
14 It is important to note that although the MAC USP had 
already been exhibiting foreign artists, these were in 
discrete exhibitions (for instance, Arquitetura Polonesa 
[Polish Arquitecture], Nova Grâfica Alemã [New German 
Graphic Arts], 3 Artistas Portugueses [3 Portuguese 
Artists], et al.) Prospectiva 74 was the first exhibition to 
pose an open call for international participation. 
 
15 Although he did not participate in the exhibition, Fluxus 
artist Dick Higgins visited Prospectiva 74. See “Registro de 
Visita” 1974, 017 - 5, Arquivo MAC USP, São Paulo. 
Higgins would, however, later participate in Poéticas 
Visuais. 
 
16 Roberto Pontual, “‘Entre O Atras E O Adiante,’” Jornal 
Do Brasil, August 28, 1974, 017 - 6, Arquivo MAC USP, São 
Paulo. 
 

                                                                                
17 Walter Zanini and Julio Plaza, Poéticas visuais: 29 de 
setembro a 30 de outubro de 1977. (São Paulo: Museu de 
Arte Contemporânea da Universidade de São Paulo, 1977). 
Translation by Plaza and Zanini. 
 
18 Earlier that year, the MAC USP hosted 7 Artistas do 
Vídeo [7 Video Artists], featuring the work of Rio-based 
artists Anna Bella Geiger, Fernando Cochiaralle, Ivens 
Machado, Letícia Parente, Miriam Danowski, Paulo 
Herkenhoff and Sônia Andrade. A month after Poéticas 
Visuais, the museum opened the collective exhibition 
Videopost, organized by Colombian artist Jonier Marín. In 
December of that year, it also organized Videomac, for 
which it commissioned Carmela Gross, Flávio Pons, 
Gabriel Borba, Gastão de Magalhães, Ivens Machado, Júlio 
Plaza, Letícia Parente, Regina Silveira and Sônia Andrade 
to each create a work with a 5’ video reel. 
 
19 Walter Zanini and Julio Plaza, op. cit., p. 5. Translation 
by Plaza and Zanini. Emphasis mine. 
 
20 Samizdat refers to the clandestine copying 
and distribution of literature banned by the state, 
especially in the communist countries of eastern Europe. 
 
21 Walter Zanini and Julio Plaza, op. cit., p. 6. 
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