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0237 3D Drawing

Lanaquarelle paper and black matte acryl
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Roland Gebhar
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Zinc #1¢
76x380x5cm
2017
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0018 Wall Plate:

i Aluminun

46 ¥x30x 2 in

118.11 x 76.20 x 5.08
2017
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Roland Gebhar

Untitled 1 (Plate€)
steel 6 plates
19.5x 20 x 4.5 inct
49.5x50.8x11.4
2005,
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Roland Gebhardt
Untitled 2 (PlateA)
steel 6 plates,
19.5 x 20 x 4.5 inches
49.5x50.8x 11.4cm
2005
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ROLAND GEBHAR(lrinameUSA)

Born in Paramaribo (1939, Suriname/NL). Lives and works in NY. Educated in Surinamd, Switze
Germany. Master of Fine Arts. Art Academy of Hamburg, 1964. Roland Gebhardt is a sculptor whose
work has been shown around the world and is already included in several prominent collections. Best
its monolithic sculptures at @seexploring the concept of linear emptyness, some ruscate large
environmental sculptures (Wave Hill and Storm King in New York). He was released with the group of
artists as Donald Judd, Carl Andre, Richard Serra, Brice Marden amg] atastyooih in-80 years
including 'The Minimal Tradition’, at Aldricht Museum. In 2008, he launoihedigh@errltiThe One
Tribe" in Art & Technology Center 3LD in New York and did sculptural masks in "Dancing Sculptur
Since 2013 lewnducted experiments on Storm King Art Center and at Institute Chautauqua unveiling
relationships built at the intersection of identity, abstract sculpture and landscape. In 2014, he
"Trophies" unique collaboration between sculptar@andamusic that explores issues of identity and
transformation of the living (Erie Art Museum in Erie, Pennsylvania). Very active in community activit
to the preservation of city planning and architecture in New York. For many year® degatedigmy
participated in projects in the United States, Europe and Japan, creating line of sculptural furniture.
abandoned his authoral artistic production, but did not exhibit it for almost four decades. In recent
developed ages of thredimensional drawings on paper and striking sculptures in corten steel in the tra
of minimalism and conceptual sculpture.

A Visual Mallarmé in the Tropics
Bi agio DO6A
University of Brasilia/CNPq
Brazil's National Council of Scientific and Technological Development

| like to feel my tongue as it rubs up against
The tongue of Luis de Camdes.
| like to be and being
| want to dedicate myself
To create confusions in prosody
And profusion in parodies
That shortens the pain
And steal colors from chameleons
(...) What does it want?
What can
This tongue?
(Caetano Vel oso,

Naming, classifying:
here begins our problem, that of cultural taxonomies.
(Christian Metz, Semiotic Essays)

In the beginning, there was chaos. And this chaos, a shapeless and confusing mass, represents the

uni ver seods natur e, di ffused ger ms of det ached t hi
Metamorphoses introduction. The chaos is the beginningof Ovi di andéds refl ection on
(men, animals, objects), a chaosmos in which the writing takes it turn as a creative element, developing new
thoughts and cognitive dynamics. Al mandradebés poeti c | anquauthentic poetrys u a
synthesis) is located i at the same time i in a chaotic and cosmic place.

Almandrade isone ofthe poets-ar t i sts t hat emerged in the 706s, a
discursive strategies of conceptual art, postal artandthe Neo-Concr et eds experiences.
participation was realized in a distant and isolated Bahia, apart from the S&o Paulo-Rio de Janeiro axis, they
were the center of the national culture in those years.

I't was det er mi nan tistid researcithenappnosimatiath e0dhe New«Concr et eds mo
The movement became more suggestive and curious from the moment that he joined it if we consider that

the Neoo-Concretes had never really had an out gtiste acdne.n g
The Neo-Concretes from S«o Paulo criticized hi m, wi t h
performance could not be minimalized to symbolic consequences and sentimental effects. Otherwise,

Al mandrade recovermottihcenadlodyiandofg otehse ofire, even being
artistic fuzz.

The neoconcretist artists, such as Hélio Oiticica and Lygia Pape, with whom Almandrade was directly
connected, sustained the idea t loraadfadenseledalgid objectudlityd n 6
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For them, the artist object is not mere geometry but, in fact, it is sensible, expressive and subjective. The
artistic object can be touched, manipulated, such as to become, from the moment it was touched and
manipulated, incorporated by the observer. Then, being able to see the artist as a new authentic creator (and
not only a mere producer of serial artistic objects) makes it possible to eliminate that technocratic impression
present in the concrete art, mostly seen as a cerebral activity.

For Alimandrade, the artist must stand and produce as an engaged and compromised figure. Thus, being the
real Acontemporaryo artist, he or she must al ways |
moments that Brazil faced in the lack of freedom until nowadays, facing the political and cultural reality of the
country.Therefore, Almandrade is heir to the Concrete Poesy tradition that became the Poem/Process, from

which he took the visual to a total radicalization, releasing the words from the poem, until he got a non-verbal
plasticity. Then, therewwndsonlgcdiedentsalgihzedsi de mag
blank space of the paper.

With Almandrade we are ahead of a strange cognitive dynamic, because the ambiguity in which he presents
visual texts and tensions, the silence in the speech and the language that an image carries within itself, they
manifest the impossibility of complete knowledge. What is the language? What is an image? What is the
writing? The totality that comes from the inquirer writing within the depths of Nothing, from the Alphabet of
Not hing, anchors and bonds itself in the fithreshol c

In Almandrade the observer finally lives an experience and a feeling that reveal themselves as disturbers of
the Unspeakable. Can | speak without seeing? Can | see without speaking? The expressive language
boundaries in Almandrade threshold the moment of death. Not that we speak of gory death, nor of disgrace

or existence. Everything is about boundaries in Al mandr ac
and, yet, unholy religion, where the spoken and the non-spoken intersect until they reach the apex of the
textual-visual articulations. The artistd s | a n g uremanee ofpghe wvisuality (which | would not like to call it

as a painting, because it is not) is seductive. It denounces, though the bias of the words, of the images, of
the onomatopoeic sounds of the letters, the intimate transformation of rational thoughts of the subjectin other
dimensions of the human logos: what is behind of the sound, or the letter, or of the image? Is there any purity

behind, within or outsidet hat | donét perceive or rescue?
l ndeed, there is somethingpofscahi lodfi sthibe i Bir atzhiel iaaens ta
adjective fAichildisho not in its sweetened meaning,

observer to a cheartbfdn impenetrablgdarknessd, aa si J o s e p hinlisdamoua d s
novel, the Heart of Darkness. Almandrade speaks in another language, almost as a larval dialect i a dialect
of the stone and of the thing, a dialect of the word and the image. To see his visual poetry makes the demand
of recovering an original language, a language of the origin, of the beginning, of the inauguration of everything
T the language of B e r e sa® Ridroldd de Campos would say - (re)born, making it possible that a language
return to its simplicity of recognition and reality to learn again the essence of the dynamic flow of the things.

There is a very intense visual poem from the baiano artist in which it seems to appear from an inexplicable
horizon the word Al anguagppoem, tpershap svefrryosrihintggd | A0
mysteriously Aswall owedod the dat e) , named ALIi ngua
materialization of the Verb. Hereon, | would like to evoke the magical words from Haroldo de Campos:
fMallarmé i sempre Mallarmé! i foi ainda o pioneiro e continua o mestred (Mallarmé i always Mallarmé! i
was yet the pioneer and still is the master). With effect, the famously quoted and parodied (from Marcel
Broodthaers, in primis) UA coup de d®s | amad s( h&%d)o conmplasdionpeivcdian s a r
poem, constellation-poem, the poem about a poem, can be considered as a corelative objective of the
masterpiece of Al mandr ade, The Bd,0kbdaihmg istimundhrigs hiatk

from its own occidental idea of bookd®.

Mal |l ar m®6s poem fAarises from the struggle against
procedMelarmmépr ophetical lylipadsi tpoa fimoa fragmented
by Jacques Lacan, every human e xXpAsMallaeng oebett@rgas Malarnség a i

read by Haroldo de Campos would say, Almandrade withdraws the image its future mobility.

Paul Val ®ry cal | euh spdeadclé idéographigaed fan elengraphic show). Al mandr ad
production is another ideographnchabowi e€Egenwhheh

1 Haroldo de Campo# arte no horizonte do provav&ao Paulo: Perspectiva, 1977, p. 17.

2l F N2t R2 RS /FYLR2a OAGE alftfFNYSET R2 Syaliz2 a[S A JNSSA A yRONUEYS y (i 2
GANBNE RANBOG Shidenf . 18dzy S Y20Af Al Sé X

3 lbidem p. 19.

4lbidem p. 152.

5 Lacanapud Camposibidem p. 152.

6 lbidem p. 68.
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affectionately ludic, is an ideography. But not in
the gameo, t oto-dayh whick is hehirel alldttee yfamiliar and playful gestures. It is not a mere
coincidence that an installation made in 1979 was ¢
of soccer, to which is a metaphor of Brazil. That would be a small thing for one of the greatest Brazilian name

in the visual poetry. Thi nki ng t he game i s t oHdmbLudeksoi. n Thehamamidu i =
el ement, cultureds consubstantial. I play, therefo
visual poetry consists in this dramatic questioning.

*kk

The word spawns geometric. It imbricates, outlines itself as a pure drawing. It looks like calligraphy. But we
are in the occidental side of the world. In these latitudes, geometry is much more worth than calligraphy, a
pure line, much more than an ideogram. So, aware of this search for purity, Almandrade intuits that line,
color, word, sound (if there is), must be reconducted as a poem to, at last, transform themselves into poem.
They are objects still in gestation. Only in a second moment they will be shapeshifted to a visual and harmonic
composition. Yes, because there is still a recondite harmony inside and beyond the separated and
fragmentated traces that some piece of art present.

Al mandradeds work is Ilike a pali mpsestfwhete¢heyeoriginater d
from, but they do not know where to go. Destiny of inanimate objects. Destiny of poetry (not only the visual

ones). Mal | arm® said that fdApoetry i s’ BlitanpeetryEs debn-Paw Sadre a n
wouldadd)t he word is a thing, an object, a paflopéalpdlawrasi d
foro (fl ower is the word flowarpteasnlbks GaAbtabdeéee.

In the visual production of Almandrade, everything (sign, color,li ne, geometry) i stbrgaga

*k*k

How does the ptbtcegé gbedsPdda make it clear, consi
from others, taken from the single Brazilian concrete experience. In a brief lyric that Haroldo de Campos
dedicated to Benedito Nunes, the poet from the Galaxies observes that, to avoid the danger of an eventual
deprivation of other cultures (being them Orientals or Latin-Americans), it is necessary an exemplary exercise

of literary criticism. QuotingHe i degger , to Haroldo fAto make poetry
usi ng Hei de gQjchtendusd demken ldraaugchen einander). Therefore, the poetry and thought, the
criticism and the local, itself or of third parties, always open themselves to the synchronic and universal.

Di al ogui n g-thimkerd, ke Hepacli tand Al Ghazali, and with poet-thinkers like Dante, Goethe,
Leopardi, the poetry of the thought, in its creation or in its anew process of translation, complements itself
throught he cont empl ation of poetry, hi storic and crit
example of Haroldo compensate the aesthetics of the materialized exterior and synchronizes it with fraternity,
kharis, being the recognition of the Other, indispensable for the definition of the 1.

AISTHESIS, KHARIS : I K |

Koan (heidegerian)

for benedito nunes

if heidegger looked

at the ideogram

whilst his disciple listened

japanese

(just as pound looked at ming sollua

Like the cubist eye of gaudier-brzeska

After listening to fenollosa)

he would have seen a cherry cherrytree koto ba

das ding dingt

in an unnameable place

of the word

iki

Al ma n d radiglientasterpiece, in an oscillation between poetry and thought, the criticism to the local and
of the other, opens himself as synchronic and universal. Because the idea-thing is synchronic and universal,
therefore, that line refers to that idea, that fdas ding dingto . T h ehing dbtecis when culture is in

decomposition, when the movements from the symbolic imaginary of poetry and art is impoverished by the
noise of its own misery of the world.

The idea-t hi ng could be expressed by the word fAstructu
meaning, which reduces the el ement to a functional
di al ogues with the oaompadmegmt tkhnaw iadas afsBwemes. |t i s
not be possible to leave from chaos. Augusto de Campos proposes the prismatic of the idea in poetry and in

visual arts, admitting that this was firstly theorized by Mallarmé:

7lbidem p. 141.
8 All the authors are mentioned in the book of Haroldo de Camjoiesn
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Mallarm®is the inventor of the process of the poetic organization which means that the word art appears to

us as comparable, aesthetically, to the musical val
Webern, and, through the filtration of this, legated to the young electronic composers, to preside the sonorous
universes of a Boulez or a Stockhausen®.

I remember a delicate and poBrigemaringgoetf rymofl8@&Il | avihm
somet hing that we coul d uddn amricregptted oansd & riian tieploleedd ¢
h®l as! Et | 6 a i°% Howevet, mothieg, ds the podt saysywal prévent that the heart submerge in

the sea. I't i s possible to answer tcoo mehse fBoorne dcohne vsh

In this attempt to overcome from the stagnated and devitalized shapes, Almandrade proposes an intimate
art in its immaculate interior, a castle where purification occurs as a miraculous act. The space transforms
itself as an agent that structures the meaning and transforms the poetry in something visual, due to this new
idea of self-support. Thus, the graphic representation is a spiritual necessity, a requirement to harvest from
what the Orientals had intuited from their own culture; that is, that the union between image and text, the free
verses and the geographic space in the page that suggest the rupture with the centralization of the reading
in its single axis, amplifying meaningful possibilities to the visual piece.

Itis probablet hat , by signifying Al mandrade as AA Visual \
might fall in a trap as suspected by Christian Metz and that we quote in epigraph, thus, it is our problem to
effectively start naming, classifying, giving space to cultural taxonomies. But a taxonomy is a natural defence

to the universal appeal, to the central recognition, to the game which is to put lines and words in match,
colour and senses, geometry and sounds.

Some decades ago, Haroldo de Campos proposed aii nt er |l anguageo game, whi ¢
American production out of the peripheral axis. The process, programmed by the author of Galaxies,
mobilized itself to a search of a nexus in translation 7 as an operation of knowledge of the alterity i and a
multilingual creation i in a sense of universalizing the national art (naturally, the Brazilian art, in this case).
Harol do de Campos stated: dAwriting, today, in Latin
rewriting and re-mastigathng 6 ( 200 4, p . 255) . We could replace th
Without wanting to point an auto-referential process, nationalist or ideological, the masterpiece of

Al mandrade answers and corr espond salgicteelinglrimstivds framdhe i ¢ a
past. It i s, ot her wi se, to give voice to one of t
civilization. Is it utopian? Almandrade is a dreamer who wants to win the chaos.

| believe that, in Brazil, wthOswal d de Andradeb6és Anthropophagy, in t|
the necessity of thinking the national as a dial ogi
is a thought of a critical devouring of the legacy of a universal culture ( €) according to t he
fibad savageo, devourer of white people, anthropophe:a
but to a transculturalizati on, or better, t o rtiomt r &
(as said by Nietsche), either capable of appropriation as of expropriation, the non-hierarchy of
deconstruction'.

It is in this perspective that Haroldo declares a necessity of a utopia as a programmatic model of the artistic
vanguards. The term vanguard must not be read as a synonym to rupture or anti-tradition, but as an aspiration
or tension to reorganize, perhaps idealistically, a national thought within the anthropophagic standpoint.
Almandrade, as well, anthropophagites the artist experience overseas.In a poetic world of the artist, Text and
Book, Art and Shape, mutually speak within themselves and produce senses. Indeed, they blend themselves,
due to the cultural proliferation of the geographic tropics. Place and poetry become the pillars, imaginary

tropi cs, where fdAeverything is significat? aAkemaredcdraaic
masterpiece rejects the simplification of the naivety of its reading that does not overcome the national limits
and that promotes, onthe contrar y, an al terity recognition of <cultu

intellectual prosperity.

9 Augusto de Campos, Décio Pignatari e Haroldo de Carifadrmé. Séo Paulo: Perspectiva, 1991, p. 177.

WipidenE LI nnd ¢KS (NI yatldAz2y LINRLR&ASR 6& (KS /I YLRAIEGMPNBIKSNE A& ac¢
11 Campos, Haroldde. Metalinguagem e outras meta$éao Paulo: Perspectiva, 2004, p.-235.

12 Claude Lévstrauss, apud Paz, Octavignos em rotacadsao Paulo: Perspectiva, 1996, p. 296
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Almandrade
Everything is nothi
Acrylic on canve
19.68 x 15.74 in (ea«
Diptycli9.68 x 31.49 |
1982-2017
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Almandrad
Untitled
Carpetwood and scre
50x40cm
1983
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Almandrade

A bit of greel
Acrylic on canve
50 x 50 cnr
19882016
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Almandrade

Untitled (Visual Poem
Acrylic on canve

10.6 x 13.7 i
19831994
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Almandrade

Untitled (Visual Poem \
Acrylic on canve
13.7x10.6 i

19831993
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Materathics of desir

Relef oncardboard and acry
30 x 20 cnr

19791987
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Almandrad
Untitlec
Objet
20x30cm
1978
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Almandrad
Untitlec

Drawing, ink on paj
35 x 50cn

1978 2015
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Almandrad

After the forbidde
Drawing, ink on pay
35 x50 cn
1977-2013
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