


CARIMBINHOS

LITTLE RUBBER

STAMPS

This publication documents a brief, al-

though powerful moment that concealed

and still maintains sort of a double surprise.

The first surprise was the one of those who

followed the trajectory of José Claudio

since the beginning of the 1950s, which was

Clarissa
Diniz

Esta publicacdo documenta um breve, porém potente, momento
que guardou e continua a manter uma espécie de dupla surpre-
sa. O primeiro dos espantos, aquele de quem acompanhava a
trajetdria que desde meados dos anos 1950 José Claudio vinha
desenvolvendo, amplamente dedicada ao desenho: o pasmo

de perceber que, a partir dos Carimbos, o artista “contraditoria-
mente” passou — quase que exclusivamente — a pintar. O segun-
do sobressalto, situado décadas depois, é daqueles que nunca
souberam que ele um dia n3o pintou, e que mesmo que pudes-
sem imaginar que teria desenhado, improvavelmente vislumbra-
riam anos de experimentaces em torno do gesto de carimbar.
E, portanto, precisamente nesse ponto cego da trajetéria de José
Claudio que se situa esta exposicdo, trazendo a publico os seus
Carimbos as vésperas de completarem 50 anos de sua criagio.

Suas ocasionais aparicdes anteriores — uma exposicao na
Associacao dos Amigos do Museu de Arte Moderna de Sao

Paulo (1968), algumas publicacfes da década de 1970 e as poucas
participacSes em mostras coletivas — terminaram por prorrogar,
até os dias de hoje, um acesso de fato significativo a esse precio-
so momento de sua obra. Preservado nas mapotecas de raros
amigos, colecionadores e institui¢ées, o conjunto surpreende por
sua amplitude e complexidade: entre 1968 e 1972, 0 artista deve

largely dedicated to drawing: the astonish-
ment of realizing that after the Carimbos
[Rubber Stamps] the artist contradictorily
pegins to paint - almost exclusively. The
gecond surprise, decades later, is the stupe-
faction of those who didn't know that he
once did not paint, and even if it was possi-
ple to consider he could have drawn, it was
yery improbable to imagine his years of im-
provisation with rubber stamps. It is, there-
fore, precisely in this blind spot of the tra-
jectory of José Claudio that this exhibition
is situated, bringing his Carimbos to public
His occasional previous appearances — an
exhibition in the Membership Program of
the Museu de Arte Moderna de Sdo Paulo
(1968), some publications in the 1970s and
a few participations in collective shows -
contributed to postpone until nowadays a
truly considerable access to this precious

view nearly 50 years after its creation.
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ter produzido ao menos duas centenas de trabalhos que esgar-

caram e tensionaram o carater reiterativo do carimbo numa
volupia de diferencas e singularidades de todo tipo.

Em que pesem as décadas que nos separam da origem dos ca-
rimbos e o furor da histéria que nos impulsiona a imaginar esses
trabalhos como parte das experimentacdes que, desde fins dos
anos 1940, vinham revolucionando a poesia e as artes visuais no
Brasil, & preciso pontuar que, como revela José Claudio, os carim-
bos “aconteceram sem nenhuma ideia deliberada de vanguarda
ou experimentalismo™. Foram, antes, uma saida criativa a um
problema de ordem técnica: nos anos 1960, como desenhista da
Superintendéncia de Desenvolvimento do Nordeste (Sudene),

o artista precisou encontrar uma solucio rapida para reprodu-
zir grandes areas de vegetacio em plantas cartograficas. Assim,
enquanto “matutava, [olhou] a borracha em cima da mesa e veio
aideia de, em lugar de ir riscando, recortar uns simbolos na
borracha e sair carimbando o mais depressa possivel™. Como
nos conta José Claudio, na ocasido, o que determinou a urgéncia
foi a vinda, ao Recife, do embaixador de Israel a quem a Sudene
apresentaria as agoes empreendidas pelo Projeto de Irrigacdo de
Morada Nova (Cear4), uma iniciativa sediada no Ed. Concoérdia,
em Recife, e coordenada pelo Dr. Isaias Vasconcelos de Andrade:

moment of his art practice. Preserved in
the archives of a very few friends, collectors
and institutions, it forms an unexpected set
of works due to its large scope and com-
plexity: between the years 1968 and 1972,
the artist may have produced at least 200
works that expanded and put in tension
the reiterative character of stamping in a
voluptuousness of differences and singu-
Despite the decades that separate us from
the origin of rubber stamp art and the fury
of history that propels us to imagine these
works as a part of the experimentation
that revolutionised visual arts and poetry
in Brazil since the end of the 1940s, it is nec-
essary to point up, as José Claudio reveals,
that the rubber stamps “happened without
any deliberate intention of being avant-
garde or experimentalist™ They were rather
a creative solution for a technical problem:

larities of all kinds.

in the 1960s, while working for Sudene

1. José Claudio, no
texto “Quer mesmo
saber?”, publicado no
catélogo Pernambuco
Experimental pelo
Museu de Arte do Rio -
MAR, 2014.

2. José Claudio, ’
em carta a Walter
Zanini. Olinda, 10

de agosto de 1968.
Acervo do Museu de
Arte Contemporénea
da USP.

find a quick solution to reproduce large ar-
eas of vegetation in cartographic maps. So,

(Superintendency for Development of the
Northeast) as a draftsman, the artist had to

while he “mulled over it, [he looked] at the

1. José Claudio, in the
text Do you really want
to know?, published in
the catalog Experimental
Pernambuco (Museu de
Arte do Rio ~ MAR, 2014).

2. José Claudio, in a letter
to Walter Zanini. Olinda.
10 de agosto de 1968

The Contemporary Art
Museum of the Federal
University of Sao Paulo
Collection,

eraser on the table and an idea came to him,
instead of doing all the drawing, to cut some
symbols on the surface of the eraser and
use it to atamp as fast as pogsible™ As José

iiidin tells us, what was determinant for




9, lims& Claudio, statement
i e =uthor, 2017,

of Israels embassador in Recife, to whom

Sudene would present the actions carried

out by the Irrigation Project Morada Nova

(Ceard), in the Ed. Concérdia, in Recife, and

coordinated by Dr. Isajas Vasconcelos de

3. José Claudio em
depoimento a autora
(2017).

4.Idem.

Andrade: “I cut the rubbers myself with the
scalpel which we used to scratch drawings

The rubber stamp technique - old known

on tracing paper™?, he remembers.

by José Claudio, who carved his initials on

“Eu mesmo recortei os carimbos com o bisturi que usavamos

para raspar desenho no papel vegetal’, relembra.

A técnica do carimbo - velha conhecida de José Claudio, que
na infancia talhava suas iniciais nas borrachas da escola como
forma de marcar os livros de sua propriedade —, ti0 comum
ao universo burocratico, nio se restringiu, contudo, & Sudene:
‘o mapa ficou pronto, mas eu continuei em casa brincando
com os carimbinhos por puro deleite™. O que se segue sio
anos de experimentacio nos quais José Claudio desdobra seu
desenho de entdo em trabalhos que exploram, a partir do ca-
rimbo, aspectos tio diversos quanto os signos linguisticos ou
as possibilidades graficas de superficies quaisquer, prensadas
sobre o papel.

Desde meados dos anos 1950, José Claudio vinha se dedicando
a grandes desenhos pretos, compostos pela sobreposicio de
linhas a nanquim, cuja trama ia compondo intensidades e rit-
mos: “Na raiz desses desenhos pretos estio os bicos-de-pena de
Arnaldo Pedroso D'Horta. H4 muito [década de 1950] deixara
de praticar a pintura simplesmente por ndo ter um lugar para
pintar, por ser mais dispendioso preparar telas, comprar tintas

e pincéis, vocé pode dizer “por comodismo”. (...) Em Sdo Paulo

T

experimentation in which José Claudio de-
rhythms: “These black drawings are influ-

erasers at school as a way of marking his
books during the childhood -, so common
in the bureaucratic environment, didn't re-
strict itself, although, to Sudene: “the map
was ready, but I kept playing around with
the little rubber stamps at home, out of
pure delight™. What follows are years of
parts from his drawings to develop works
that explore, through rubber stamps, as-
pects as diversified as linguistic signs or
the graphic possibilities of a given surface
Since mid of the 1950s, José Claudio dedi-
cated himself to big black drawings, which
resulted of the superposition of ink lines,
and composed a mesh of intensities and
enced by Arnaldo Pedroso d'Hortas quill
drawings. He had long [1950s] since given

pressed against paper.
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fiz uma exposicdo [1956] de desenhos no Clubinho, Clube dos
Artistas e Amigos da Arte, usando essas tramas dos bicos-
de-pena de Arnaldo Pedroso D'Horta (-.) em figuras, gente,
bicho, bichos inventados como fazia Marcelo Grassmann, mas
algo lembrando folclore nordestino quem sabe inspirados em
literatura de cordel™s. Ainda que permeados por algum antro-
pomorfismo ou evocadores de dimensio narrativa, esses dese-
nhos negros eram, em sua maioria, exercicios eminentemente
ndo figurativos, uma espécie de jorro expressivo daquele
artista que, ainda t30 jovem, acabara de sair do Atelié Coletivo
(1952-1957), no qual estivera sob a orientacdo de Abelardo da
Hora e de uma agenda comunista que evitava desvios de seu
foco social especifico: “‘Naquela época quase toda intelectuali-
dade era comunista ou simpatizante. [Para o Atelié Coletivo,]
arte tinha que ser compreensivel ao grande publico e nio
bara uma minoria privilegiada. Nada de experimentalismo”.
Nesse sentido, quando José Claudio saju em viagem em 1955,
passando pela Bahia, Sdo Paulo e Roma, ele atravessou uma

5. José Claudio, no

grande transformacio politica que traria implicagbes estéticag  texto Quer mesmo

saber?”, publicado no

fundamentais: “Procurei esquecer de mim para aprender, res- ;i?égﬁ;’ii’;‘;’;ﬁ“m & José Cléualo, i the
= » s e 2 2 5 5 text Do you really want
pirar o clima de globalizacéo das bienais. (..) Havia um grupo Eaasic s doRio, to kniow? Published in
: o oot 10 ¢ ¢ the catalog Pernambuco

de ex-comunistas que pregavam a total liberdade artistica, 6. Idem. Experimental (Museu de

Arte do Rio -~ MAR, 2014).

6.Idem.
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-

up painting, simply because he didn't have
the space to paint and preparing canvases
and buying paints and brushes was ex-
ence”. Fair enough. In Sfo Paulo, I staged
an exhibition of drawings at the Little Club
on the folklore of the Northeast, perhaps
erature™. Even if surrounded by some an-
narrative dimension, these black drawings
were mostly eminently non-figurative ex-
ercises, a kind of expressive gush of that
artist who despite being so young had just
came out of the Atelié Coletivo [Collective
Studio] (1952-1957), where he was under the
guidance of Abelardo da Hora and a com-
munist agenda that avoided any deviation
from its specific social focus: “At that time,
almost every intellectual was a communist
Or a communist-sympathizer. [For the Atelia
Coletivo] art had to be accessible to the
masses, not the preserve of a privileged elite.
Experimental art was out’, In this sense
when José Claudio went on a travel in
11955, passing through Bahia, Sdo Paulo and
Rome, he went through a big political trans-
formation that would have fundamental
aesthetic implications: I tried to forget my

inspired somewhat by cordel popular lit-
thropomorphism or evocating some

pensive ~ you could say ‘out of conveni-
(Artists and Art Lovers Club) using Arnaldo
Pedroso d'Hortas quill strokes, figures
people, animals, imaginary beasts, such as
those of Marcelo Grassmann, but drawing




mate of the biennales, (..) There was a group
of former communists who advocated total
artistic freedom, including Livio Abramo
and the Pernambuco critic Méario Pedrosa,
who were both friends of Arnaldo [Pedroso
d'Horta]. Many of them were Trotskyites, a
term that wasn't tarred there with the same
This is how José Claudio, under the orien-

taint of treachery as it was in Recife™.

7.Idem.
8.Idem.

9.Idem.

tation of his friend Arnaldo, came to the

como Livio Abramo e o critico pernambucano Mario Pedrosa,

amigos de Arnaldo [Pedroso D'Horta]. Muitos eram trotskistas,
palavra que circulava no ambiente sem a conotacio de “traido-
res” como no Recife™.

Assim é que José Claudio, sob os cuidados de seu amigo Arnaldo,
chegou aos grandes desenhos pretos que fundaram um territé-
rio grafico ampliado a partir dos carimbos, em 1968. Acumulacio
("aqueles desenhos pretos procuravam chegar a sensacdo quase
tatil da pasta espessa da pintura a 6leo™), planaridade e des-
centramento - esta ultima, ainda hoje, uma caracteristica de
suas pinturas — ji eram questdes de sua producéo grafica quan-
do o artista chegou a Superintendéncia de Desenvolvimento

do Nordeste para desenhar mapas, consolidando uma visada
aérea sobre a superficie do desenho que, além de ser derivada

de seu abandono total do cavalete, era também “influéncia dos
desenhos de aerofotogrametria que fazia na Sudene™. Quando,
portanto, ele subtraia os carimbinhos do contexto dos mapas
para experimenta-los em casa, José Claudio imediatamente re-
produzia, com eles, a mesma légica de ocupacio planar da folha,
0 que seria logo desdobrado para outras dire¢oes, adentrando o
territério do que genericamente se chamou de ‘poesia visual'.

1,

the rubber stamps, in 1968. Accumulation
tography work that I [He] did for Sudene™.

big black drawings that founded a viusal
territory that would expand itself with
(“those dark drawings seem to have sought
to achieve the almost tactile sensation of
the oil paint as a thick paste.”™), planarity
and decentring — the latter, until nowadays,
a characteristic of his paintings — were al-
ready issues in his visual production when
the artist arrived at Sudene to draw maps,
consolidating an aerial view on the sur-
face of the drawing, that besides resulting
of his complete refusal of the easel paint-
ing, was also “influenced by the aerial pho-
Therefore, when José Claudio takes the lit-
tle rubber stamps out of the context of the
maps to experiment them at home, he im-
mediately reproduces the same logic of pla-
nar occupation of the paper, which would
soon lead him to other directions, entering
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