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Hudinilson urbano Jr. was an extraordinary 
figure in the cultural and artistic milieu 
of São paulo. He studied art at Fundação 
Armando Alvares penteado (FAAp) 
in São paulo but was quickly forced to 
leave when his father discovered that 
he was studying art, not industrial design. 
He then worked for a local television 
station and as a postal worker. Delivering 
mail inspired him to become a participant 
in several mail-art networks (art sent 
through the postal service), fostering 
international communication between 
artists in the late 1970s and early 1980s, 
during the height of repression under 
Brazil’s military regimes. After becoming 
known for his innovative graffiti (and for 
pioneering the use of stencils in an urban 
context, along with artists such as Alex 
Vallauri), he formed the collective 3nós3 
with Mario ramiro and rafael França 
in 1979. 

For the next four years this intrepid 
group carried out conceptual public 
interventions such as bagging a number 
of monuments throughout the city; 
stretching oversize banners across 
entire avenues, thereby clogging traffic; 
or obstructing the doors of twenty-nine 
exclusive commercial galleries in 
São paulo with tape. to document these 
and other interventions, 3nós3 notified 
television and radio stations, hence 
devising prototypes for what would 
later come to be known as media art. 
Hudinilson Jr. was also one of the first 
artists to make Xerox art, photocopying 
nude body parts to create viscerally 
intimate images.

His work was included in major exhibitions, 
such as the 1st Havana Biennial (1984), 
the 18th São paulo Biennial (1985), and 
the 3rd Bienal de Mercosul (2001), yet it 
was his Cadernos de referência (reference 
notebooks) that caught the attention of 
those who became aware of his oeuvre 
in recent years. Since the early 1980s, 
Hudinilson Jr. compulsively collected 
and compiled everything that crossed 
his path, including private items such 
as letters, photographs, and phone 
numbers of associates, and publicly 
accessible documents such as newspapers, 
business cards, invitations to exhibitions, 
and male erotic magazines. eagerly 
appropriating material and collaging it 
into annual diaries or other bound books, 
such as wallpaper sample catalogues, 
he often worked on several notebooks at 
once, and updated or reworked notebooks 
from previous years. 

the notebooks read like Warburgian 
atlases of the artist’s own personal 
universe: leafing through the pages, 
distinct analogies develop between 
the depiction of rhinoceroses, panthers, 
Greek statues, architecture, athletes, 
actors, singers, dancers, artworks given 
to him by friends, his own annotations, 
and myriad male figures posing for the 
camera. the homoerotic and queer 
discourse to which he was drawn inevitably 
spilled over into his own sculptural works.

With his varied output, Hudinilson Jr. 
went beyond the conventional limits 
of cultural life in Brazil. Sadly, when 
he passed away last August, he was 
anticipating the realization of his first solo 
exhibition in Brazil and the publication 
of a monograph. the full scope of his 
legacy is still being determined, but his 
work will surely emerge as a touchstone 
of Brazilian conceptual art.

Hudinilson urbano Jr.
Tobi Maier

tobi Maier is a curator and 
writer based in São paulo.

Opposite:
Documentation of the 
performance “Narcisse” 
Exercício de Me Ver II 
(“Narcissus” exercise 
of Seeing Myself II), 1982
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this page:
Le Pape (the pope), 1983

Opposite, top: 
 “Narcisse” Exercício 
de Me Ver (“Narcissus” 
exercise of Seeing Myself), 
1980

Opposite, bottom: 
Detalhe do Detalhe II 
(Detail of the Detail II), 
1982
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pages 88–89:
 “Narcisse” Exercício 
de Me Ver (“Narcissus” 
exercise of Seeing Myself), 
1980

Left:
Caderno de referência 
(reference notebook), 
ca. 1980
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Sem título (untitled), 
1980/2009
All works courtesy Galeria 
Jaqueline Martins, São Paulo
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