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GERTY SARUÊ 

There is no doubt that living 
in a metropolis is a thrilling 
experience. Witnessing the 
construction of a big capital in 
the mid 50’s in Brazil, would 
not be different. This was Gerty 
Saruê’s case. She was born in 
Austria, raised in Bolivia, and 
just arrives in São Paulo in 
1954, in full process of industri-
alization. Her contact with this 
new dynamic would certainly 
allow her to be more attentive 
to her particularities, not only 
to the more sensorial aspects 
such as the accelerated pace to 
which everyone was impelled 
to follow or to the chaotic state 
that somehow ordered the 
frenzy, but also to the material 
and visual aspects of this urban 
landscape. The gears and tools, 
the spreadsheets and dia-
grams, the urban plans, the of-
fice supplies, the numbers, and 
the infinite signs: all of them 
could, after all, be codes of a 
new language. Looking through 
Gerty’s perspective, to assimi-
late this metropolis language 
perhaps was as important as 
assimilating the Portuguese 

language, and so why not, 
through her collages, drawings, 
engravings or photographs, to 
develop these languages?
Her compositions, although 
using geometric forms and 
utilitarian objects, are less 
interested in the aseptic ap-
pearance of these elements 
and more in the dirt or in the 
disorder in which they may be 
inserted. No wonder Saruê 
often incorporates in her works 
some textures, stamps or 
hatches that give us the feel-
ing that they are covered by the 
soot of the cars or blurred by 
grease stains. When she makes 
use of earthy tones, she seems 
to want to speak less of bucolic 
nature and more of devastating 
and powerful nature, capable 
of literally corroding industrial 
dynamics. In Untitled, 1967, an 
assemblage of wood, this force 
becomes apparent in the rusted 
pieces that, undergoing such 
oxidation process, carries the 
weight of the obsolescence of a 
world ruled by the logic of pro-
ductivity. Gerty Saruê creates 
graphic rebellions capable of 

destabilizing the understanding 
of current things. The Bureau-
cratic series, which took place 
in the first half of the 1980s, is a 
mirror image of what was in the 
economy: crisis in Latin Ameri-
ca, falling GDP and rising infla-
tion. The confusion generated 
by the economic system was 
similar to the graphic destabili-
zation created by the artist. You 
can not understand why, nor 
what Gerty fills in the forms. 
The use of overlappings, which 
are so frequent in her work, are 
in full contact with these other 
strategies of her work – such as 
the incorporation of discarded 
materials or the re-signification 
of impersonal and unimpres-
sive signs of everyday life – of-
fering to the public some kind 
of dizziness, as if everything 
was out of place. They serve 
almost like reversed fossil re-
cords of a society preoccupied 
with ordering and progressing. 
Wouldn’t they, after all, serve 
as records of the collapse of the 
rational order of the world?

Gerty Saruê 
(Lives and works in São 
Paulo, Brazil)

She has participated in 
several individual and col-
lective exhibitions since the 
mid-1960s, especially those 
held at Centro Cultural São 
Paulo; Museum of Con-
temporary Art, University 
of São Paulo; Pinacoteca 
of the State of São Paulo; 
Museum of Art of Brasilia; 
Latin American Biennial of 
Graphic Arts, Buenos Aires, 
Argentina; 6th San Juan del 
Grabado Latinoamericano 
y del Caribe, Institute of 
Puerto Rican Culture; Mu-
seum of Image and Sound, 
São Paulo; Museum of 
Modern Art, Rio de Janeiro; 
Museum of Modern Art, São 
Paulo; Paço das Artes, São 
Paulo; 8th / 9th / 10th / 11th 
Biennial of São Paulo.
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ANTONIO LIZÁRRAGA 

Equally absorbed in the mid-
twentieth-century urban and 
industrial atmosphere of a city 
like São Paulo, Antonio Lizár-
raga seemed to be dealing 
with his work from a particular 
motivation for system failures. 
Although his aesthetic think-
ing was in line with construc-
tive matrix postulates, such 
as the development of an idea 
by means of a mathematical 
and geometric thought us-
ing a graphic and economic 
language, Lizárraga was not 
intimidated by the hermetic or 
absolute character that such 
postulates could carry. His 
fascination with modern ma-
chinery of monumental scales, 
such as excavators and cranes, 
or the urban designs of great 
avenues, was associated with 
the potential of unforeseen 
events that brought with him: 
accident, error, ruin or col-
lapse. Such interest manifested 
itself in a very subtle way in 
its various fields of activity, 
whether the graphic, three-di-
mensional and pictorial area of 
visual programming or poetry, 
where it produced ambigu-
ous articulations between the 
mechanical and the organic. In 

this sense, the artist seemed to 
test form beyond the demands 
of an impeccable computer 
reasoning. This is the case, for 
example, of Cubes / Untitled, 
1990, when he seems to dissect 
them, by gradually scaffolding 
their surfaces, which eventually 
gives rise to other planes and 
possibilities of equilibrium and 
structure for such a idealized 
three-dimensional object how 
much is the cube.
The idea of limit, then, seems 
to be a good point of support 
to approach Antonio Lizár-
raga’s production. It is pos-
sible to approach it from the 
flexible character of his work, 
which transited between differ-
ent media and languages and 
sought different ways of operat-
ing, as for example, when he 
collaborated with the ‘Literary 
Supplement’ of the newspaper 
O Estado de São Paulo, between 
1959 and 1967, making draw-
ings. Enabling work to circulate 
in the public sphere through 
the newspaper was a way of 
democratizing art access to 
a non-specialist audience, as 
well as designing glass vases 
and fixtures for the decorative 
object industry. It was about 

the limit – or its absence – that 
many of his compositions were 
on paper: what forces were at 
stake among the elements that 
Lizárraga chose to inhabit the 
square space? How did such 
elements relate to the edges, 
or to the diagonals? There was 
a constant exercise of friction 
between drawing / painting as 
design and drawing / painting 
itself. Antonio Lizárraga, in fact, 
took the idea of limit to the last 
consequences, when, at the 
age of sixty, due to a vascular 
accident that paralyzed his 
legs and arms, he continued to 
produce with the aid of assis-
tants. It is from there that the 
dictated drawings emerge, a 
series of works that material-
ized through the action of other 
people who operated from the 
guidelines and commands that 
Lizárraga emitted through the 
voice. Before the dictated draw-
ings, in a first period after the 
accident in which he recovered, 
partially, oral communication, 
the dictated poems emerged. 
Perhaps the best illustration 
of how Lizárraga related to the 
definition – or expansion – of 
the idea of a limit is even given 
by one of them:

Antonio Lizárraga
(1924 - Buenos Aires, Ar-
gentina, 2009 - São Paulo, 
Brazil)

He has participated in seve-
ral individual and collective 
exhibitions since the 1960s, 
especially those held at the 
Museum of Modern Art of 
São Paulo; University Center 
Maria Antonia, São Paulo; 
Museum of Contemporary 
Art, University of São Paulo; 
Paço das Artes, São Pau-
lo; Pinacoteca of the State 
of São Paulo; São Paulo 
Cultural Center; Museum of 
Modern Art of Buenos Aires, 
Argentina; 6th San Juan del 
Grabado Latinoamericano 
y del Caribe, Institute of 
Puerto Rican Culture; 9th / 
10th / 11th / 12th Biennial of 
São Paulo.

“there is a man that builds gazebo
for fish to start liking the sea””


