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6
Apéndice

6.1.

“Josef Albers”, por Jean Arp
JOSEF ALBERS
The beautiful pictures of our ugly age should be seen and read with the eyes of a
child.
The pictures of Albers are not only a treat for the eye but they also convey
meaning.
They grow in profundity as they are looked at with eyes uncorrupted, and grasped
penetratingly.
They are like the wood into which one calls and from which it echoes as you are
called.
Like nature they are a mirror.
Each of his pictures has a heart.
They never break into bits, crumble, turn into dust.
They are not castigated lashes.
They have a clear and great content:
Here | stand.
I am resting.
I am in this world and on earth.
I do not hurry away.
I won’t have anyone harass and exasperate me.
I am not a frantic machine.
I am not faint-hearted.
I can wait.
| do not drive myself from the picture into the incommensurate.
I do not drive myself into bottomless depth.
Many of my friends and their pictures do not longer want to be here.
Neither friend nor picture have any longer existence.
They want to go to the devil.
How one longs in their presence for a n Albers.
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The world that Albers creates carries in its heart

The inner weight of the fulfilled man.

To be blessed we have to have faith.

This holds also for art and above all for the art of our time.

Who would have forseen that our earth would be so led by our brain
To unbelief, to noise, to mechanical frenzy, to carefully recorded
Raggedness, to teleguided disbelief.

Jean Arp, Ascona, 1957. Traduzido do alem&o por Anni Albers.!

6.2.

Alguns escritos de Josef Albers sobre a cor
6.2.1. Sobre a minha “Homenagem ao Quadrado’?
Vendo varios destes quadros lado a lado,

torna-se claro que cada quadro

€ uma instrumentacdo em si mesmo.

Isto significa que eles sdo todos de diferentes palhetas
e portanto, de diferentes climas por assim dizer.

A escolha das cores, bem como sua ordem, é feita
com o objetivo de alcancgar uma inter-agdo-

influenciando-se e alterando-se cada uma, numa direcdo e na outra.

Assim, o carater e 0 sentimento variam de quadro para quadro,
sem nenhuma “caligrafia” adicional

ou a chamada textura.

Apesar de que a ordem baésica, simétrica e quase concéntrica

dos quadrados, permanece a mesma em todos 0s quadros

1 WEBER, Nicholas Fox. Josef Albers: A Retrospective (cat). New York: Guggenheim
Museum, 1988, p.8.

2 THE INTERNATIONAL COUNCIL OF THE MUSEUM OF MODERN ART. Josef Albers:
Homenagem ao Quadrado (catalogo da exposi¢éo no Rio de Janeiro). New York: The
Museum of Modern Art , 1964.
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-em proporcao e localizagdo-
éstes mesmos grupos de quadrados ou quadrados isolados,

juntam-se e separam-se de muitos modos.

Consequentemente, éles se movem para diante e para tras, para dentro e para fora,
crescem para cima e para baixo, para perto e para longe,
bem como aumentam e diminuem.

Tudo isto, para proclamar a autonomia da cor como meio de organizacéo plastica.

6.2.2. A Cor em meus quadros [sic]®

Elas sdo justapostas para a obtencdo de inUmeros e variaveis efeitos visuais. Elas
se desafiam e se ecoam, estdo em apdio ou oposi¢do umas as outras. Os contatos,
respectivamente fronteiras, entre elas podem variar apresentando toques leves ou
fortes, podem significar um empurrdo ou puxao alem de um choque, mas também
envolvendo, interceptando, penetrando.

Apesar de uma aplicagdo uniforme e quase sempre opaca, as cores aparecerao por
cima ou por baixo de cada uma, na frente ou atrés, ou lado a lado no mesmo
plano. Elas correspondem em harmonia bem como em desarmonia, ao que
acontece entre 0s grupos e os elementos isolados.

Tal acdo, reacdo, inter-acdo —ou interdependéncia- € procurada para tornar patente
a forma pela qual as cores influenciam e mudam umas as outras: que a mesma cor,
por exemplo —com diferentes fundos e cores adjacentes- parece diferente. Mas
também, que cores diferentes podem ser tratadas de forma a parecerem iguais. E
para provar que 3 cores podem ser tomadas por 4, e igualmente 3 cores por 2 e
também 4 por 2.

Tais ilusdes de cor provam gque quase nunca vemos uma cor sem relaciona-la com
as outras e portanto sem que ela tenha sofrido alteracdo; que a cor muda
continuamente em funcéo de: mudancgas de luz, mudancas de forma e localizacdo
e em funcdo de uma variavel que indica a quantidade (extensédo real) ou o nimero

(recorréncia). Também sdo igualmente importantes as mudancas da percepgéo,

3 THE INTERNATIONAL COUNCIL OF THE MUSEUM OF MODERN ART. Josef Albers:
Homenagem ao Quadrado (catalogo da exposi¢éo no Rio de Janeiro). New York: The
Museum of Modern Art , 1964.
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que dependem de mudanca do estado de espirito e conseqiientemente da
receptividade.

Todos éstes fatores apontam para uma discrepancia estimulante entre a realidade
fisica e o efeito psiquico da cor.

Mas além da relacéo e influéncia, gostaria de ver minhas cores continuarem a ser,
tanto quanto possivel —uma “face”-suas proprias “faces”- como foi conseguido de
forma dnica, e ceio eu, conscientemente, nos murais de Pompéia —admitindo a
coexisténcia destas polaridades como sendo dependentes e independentes —sendo
divisiveis e indivisiveis.

Freqientemente, em relacdo a quadros, da-se mais atencdo a estrutura periférica e
fisica dos meios de colorido do que a estrutura interna, funcional, da acéo da cor
descrita acima. Seguem-se alguns detalhes de manipulacdo técnica dos corantes,
que em meus quadros sdo geralmente tintas a 6leo e muito raramente tintas a base
de caseina.

Comparada ao uso da tinta na pintura atual, aqui a técnica conserva-se dentro das
linhas da simplicidade, ou melhor, tdo pouco complexa quanto possivel.

Num fundo do branco mais branco encontrado —metade ou menos absorvente, e
acumulado em camadas- no lado aspero de painéis de masonite ndo temperada- a
tinta € aplicada com uma espatula, diretamente do tubo ao painel e da forma mais
uniforme e menos espessa possivel numa primeira camada. Conseqiientemente,
ndo ha pintura por baixo ou sobreposta, ou modelagem de envernizamento e
portanto ndo existe textura adicional —como é chamada.

Como regra geral, também ndo ha mistura adicional, nem com outras cores nem
com outros elementos de pintura. Somente algumas misturas —até agora somente
com branco- foram inevitaveis: para tons de vermelho, como vermelho pélido e
cor de rosa, e para matizes fortes de azul, impossiveis de serem obtidos em tubos.
Como resultado, esta forma de pintura apresenta uma incrustagdo (intarsia) de
ténues peliculas de tinta primaria —peliculas de tinta ndo dispostas em camadas,
laminadas ou misturadas quando molhadas ou mais ou menos sécas.

Tais peliculas ténues e primarias irdo secar-se, isto €, oxidar-se, claro esta, que, de
maneira uniforme, alcancando-se assim —sem complicac¢des fisicas ou quimicas-

uma saudavel e duradoura superficie de tinta de luminosidade sempre crescente.


DBD
PUC-Rio - Certificação Digital Nº 0710596/CA


PUC-RIo - Certificagdo Digital N° 0710596/CA

294

6.2.3. “City”, 1928:*

Glass, opaque, 28 x 55 cm, colors: red and black over a white core.

The glass picture “City” is a wall painting as well as a glass painting, consisting
of one undivided piece of glass. It is a wall painting, because it is made of opaque
glass which is neither transparent or translucent. We, therefore, do not look
through it as is the case with stained glass but, because of its reflecting light, we
look at it —on or in front of a wall, thus replacing a window in the opening of a

wall.

It is made of one individual panel of glass —and, therefore, is not pieced together

like leaded stained glass windows or mosaics.

The picture (1928) was executed in orange-red flashed glass which was first
treated by sand-blasting and thereupon was partially covered with black color —

color for stained glass painting which only becomes lasting in the kiln.

As for the flashed glass, the flashed front color (in this case red) is not painted on
and then baked in, but is melted on by blowing the glass a second time. As a result
a hair thin layer of color covers (flashes) a thicker core. In the case of stained
glass, the latter usually consists of clear window glass. In opaque wall paintings,
however, the flashed color usually covers a core of milk glass which is of the
purest white —a white that is non-existant when looking through stained glass

windows.

The white, however, is visible only after the covering flashed glass has been
removed. In this case, this was done by sand-blasting (using a compressed air
blower) instead of biting with liquid acid. While acids produce a smoother

surface, sand-blasting creates sharper edges and above all sharper corners.

Before sand-blasting the whole glass area is hermetically sealed with specially
prepared stenciling paper or with a smooth rubber membrane to protect the

remaining flashed glass.

4 ALBERS, Josef. The Papers of Josef Albers, 1910-1976, Box 43, folder 6- statement on City.
translated from: Jahresbericht 1960 of Zuercher Kunstgesellshaft. The Anni and Josef Albers
Foundation. Orange, Connecticut.
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In the case of “City”, the stenciling paper which was glued on, was cut in straight
lines from edgeto edge: the height was equally divided into 29 horizontals, the
width was divided into 20 verticals of varing width, but measured with the

horizontal unit.

Despite this rectangular, frontal and, therefore, distinctly flat subdivision, there is

a feeling of a many-sided spaciousness.

This spaciousness is created above all through the constant change between
separating and joining —whithin divided and undivided surfaces in red, white,
black.

Furthermore, through a bundling the strips into groups of various widths —and
thus visually of different weight.

And thirdly, through varying placing the groups within those vertical columns —

which makes us “read” them as near and far.

This constant change between equal and unequal causes overlappings and
penetrations wich thus lead us up and down, over and back, until we see three

dimensions and therefore volumes.

More important still, they make us perceive the strong accent red-black-white as
many colors. Apart from straight and mixed reds there even appear gradations
within white and black. And the three colors, although in reality opaque, are

perceived as being —transparent”

Josef Albers.

6.2.4. “White”

WHITE

White is the sum of light,

The combination of all colors.
That makes it rich and strong.
Although considered “colorless”

It is a color of distinction.
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Among all tones, nuances,

White best reflects both light and color.

Because it is considerate,

Therefore most influential.

In the abstract it is regarded clean
And even cool;

It has no smell, it has no taste.

We think of white as something simple,
Untouched, immaculate

And understand it as a symbol

Of innocence.

Yet in reality we almost never

See real white;

Because it always mirrors its surroundings.

Indoors, we see it only shaded;

Outdoors it traces sky and earth

And mixes so with blue and other colors.

Pure white without reflections
-as separated in an apparatus-

Appears unpleasant, bare.

White paint is used much more
Than any other pigment,
It is the one most necessary,

It is a paint most helpful.

Most colors need the aid of white,
As a base, in mixture, or from contrast,
To brighten or to tint them.

Therefore, the painter’s largest tube
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Is white.

The painter knows that white connects
All kinds of hues and values;
He knows how difficult it is

To work whithout much white.

White is a mesure for plasticity and distance,
It points at volume, space,

It graduate the shadows.

Watch white emerging from the tube

And see it has more amplitude

Than all the many paints.

White is dynamic —it represents activity;
It can be static also —means then composure.

Therefore, it is most versatile.

Describing white, we need superlatives,
This proves it is essencial.

Remembering the most exciting landscape,
We think of earth and mountains,

Of trees and houses covered high with white.

I like to see and have much white;
To use it often and more often.

It is the color of relationship, and substance.
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