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The Specials podcasts focus on projects by artists and
curators who have some kind of connection to the Museum's
programming and the MACBA Collection. Conceived as an
audiovisual project, FONS ÀUDIO is a documentary series in
which artists from the MACBA Collection talk about their
work.
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FONS ÀUDIO #45
Cildo Meireles
Through his work, Cildo Meireles has been helping to redefine conceptual art
since the sixties, broadening its scope to include sensory experience and
interaction with spectators and their bodies. In FONS ÀUDIO #45 Cildo Meireles
talks about the loss of the capacity for seduction in art, about respecting
spectators’ time, about the theory of the non-object, the idea of the micro-hijack
and the notion of implicit order, in relation to his works in the MACBA Collection.

01. Summary
Cildo Meireles has the ability to materialise philosophical ideas through small
gestures and a great economy of means. His processes are simple, owing to his
propensity to not complicate things. In this same spirit of simplicity, he quoted
Carl Andre to define art in the course of an interview with Frederico Morais: ‘A
man climbs a mountain because it’s there. A man makes a work of art because it
isn’t there’.1
In 1970, Kynaston McShine organised an exhibition entitled Information. A year
earlier, Harald Szeeman had curated When Attitudes Become Form at the
Kunsthalle in Bern. Both shows were early surveys of conceptual art, but unlike
the Szeeman exhibition, McShine also presented the work of Latin American
artists including Cildo Meireles. Inserçoes em circuitos ideológicos. Projeto CocaCola [Insertions into Ideological Circuits. Coca-Cola Project,1970], one of the two
projects Meireles conceived for the show, consisted of printing critical political
statements on returnable Coca-Cola bottles and then putting them back into
normal circulation. These slight modifications of existing commercial consumer
products were a strategy for circumventing the censorship imposed by Brazil’s
military dictatorship, beyond the usual mainstream media channels. The project
thus became a counter-information tool that anybody could reproduce and
activate, giving a voice to individuals while at the same time questioning notions
of scale and authorship. When the results of these processes are withdrawn from
the consumer goods circuit and displayed in a museum as artistic objects, the
artist says, they become symbols or relics of the actual work. To reach this level
of abstraction, Meireles drew on the ideas developed in the book Teoria do nãoobjeto (1959) by Ferreira Gullar, one of the key theorists behind the NeoConcrete movement. Meireles considered Projeto Coca-Cola to be a true nonobject: a work in which the meaning lies in the work itself, given that the artist’s
only contribution is to offer a space of freedom that can give others a voice.
Meireles called these types of works based on the oral tradition ‘Fonomenos’.
On the other hand, in the works Zero Centavo (1974-1978), Zero Dollar (19781984) and Zero Cent (1974-1978) Meireles created both the object and the
circuit, assigning the value ‘zero’ to the coins and notes, which could then not be
considered fake. His interest in scale is also reflected in these works, which he
developed out of a need to create a two-dimensional (notes) and threedimensional (coins) synthesis of his 1969 Árvore do dinheiro [Money Tree]. In
this earlier work, a wad of a hundred one-cruzeiro notes on a pedestal was put on
sale for twenty times more than their face value, drawing attention to the huge
differences between cost value and market value that are so common in the art
world. One of the reasons for his interest in money is the fact that it is an
everyday object that is both material and symbol. Meireles used it as a medium
for his works during a time of high inflation, when money was the cheapest
material in Brazil. Although for a long time he was reluctant to be associated with
Conceptual Art, he ended up accepting the label when he realised how much
freedom it offered at the level of materials and ideas, allowing him to create in a
context of inadequate financial and technical conditions.
Meireles says that the seventies were not a very productive decade for him. His
interest in topology led him to work on pieces based on a map of the language.
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Entrevendo [Glimpsing 1970-1994 (2013)], like other works from that time,
started out as a written note that he kept for decades until he had the opportunity
to produce it. In this large-scale work, Meireles seeks to materialise an invisible
element: air. The installation consists of a dimly lit tubular structure made out of
wooden slats, with a heat source and a fan placed at one end. It isolates and
envelops the spectator, whose body becomes part of the assemblage. Before
entering, spectators are given two small pieces of ice – one slightly curved, the
other spiral-shaped, like a materialisation of the column of air from two
perspectives – the first salty and the second sweet, so that spectators can tell
them apart as they slowly melt in their mouths. To paraphrase Suely Rolnik2,
Meireles has the power to keep our bodies awake because he knows that visual
experience restricts knowledge and distances us from our other senses.
Inmensa (Immense 1982) is an installation consisting of tables and chairs of
disparate sizes that fit together in a way that has nothing to do with the usual
arrangement. Meireles plays with the characteristics of minimalism but goes
beyond merely formal aspects, opening up the work to multiple meanings: on
hand hand, it is a fractal structure, based on two mathematical progressions (the
chair is a half-progression, the table a quarter-progression); on the other, the
subversion of of the elements that make up the installation suggest the ideas of
hierarchy and equilibrium, which can be read as a metaphor of capitalism.
Camelo (Hawker, 1998) is inspired by a personal experience and by the desire to
make a work with a million units. As on other occasions, Meireles begins with a
childhood memory that marked him, in this case some hawkers that he saw when
he travelled to Rio de Janeiro with his father: a puppet seller whose magical show
fascinated him and two others who sold collar stays and pins. This encounter led
him to wonder how anybody could survive selling such trifles, and to marvel at
the thought of the existence of big factories dedicated to the production of such
tiny objects. This gave rise to a large edition (a thousand copies) of a work of very
small dimensions, in which a motorised puppet sells collar stays and needles.
Once again, Meireles came up with a play on words to describe a certain works,
calling them “Humiliminimalismos”, which are both tiny or minimal and humble.
Cildo Meireles was the recipient of the Vélazquez Prize for Visual Arts in 2008.
That same year, MACBA, in collaboration with other international institutions,
organised the largest exhibition to date of his large scale installations. It included
Babel, a vast tower made out of old radios tuned to different stations, which can
be seen both as an archaeology of the device and a sociological sensor of the
sound context. His work has been shown in numerous solo exhibitions as well as
at the Sao Paulo Art Biennial, Documenta Kassel and Venice Biennale, and is
included in the collections of major museums such as MoMA, Tate Modern,
Pinacoteca do Estado de Sao Paulo, Centre Georges Pompidou and MNCARS.
Tate.org.uk, 2016. Material language. [online] At: www.tate.org.uk/contextcomment/articles/material-language (Retrieved:12 July 2016). Carl Andre used this statement to
open the catalogue-box that accompanied his first solo exhibition at the Städtisches Museum in
Mönchengladbach in 1968. One copy of this edition is part of the MACBA Collection.
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02. Timeline
01:34 Drawings
06:34 Conceptual art and seduction
12:57 Inserções em circuitos ideológicos. Projeto Coca-Cola, 1970
22:48 Entrevendo 1970-1994, 2013
28:27 Zero centavo (1974-1978), Zero dollar (1974-1984), Zero cent (19741978)
34:11 Inmensa, 1982
36:26 Glove-trotter, 1993
40:30 Camelo, 1998
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03. Related links
Cildo Meireles at Galería Luisa Strina
www.galerialuisastrina.com.br/en/artists/cildo-meireles/
Cildo Meireles at Galleria Continua
www.galleriacontinua.com/artist/142/artpieces
Cildo Meireles at Galerie Lelong
www.galerielelong.com/artist/cildo-meireles
Cildo Meireles exhibition at Tate Modern, London (2008-2009)
www.tate.org.uk/whats-on/tate-modern/exhibition/cildo-meireles/cildo-meirelesexplore-exhibition
Cildo Meireles at Tate
http://www.tate.org.uk/context-comment/video/cildo-meireles
Cildo Meireles interview in Arterial
followarterial.com/category/Artist/
Cildo Meireles at Zonaradio
ubusound.memoryoftheworld.org/happy/Happy-New-Ear_16.mp3
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