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MARGEM

Sou filho de tipograto. Eu lido com _lipos desde
crianga. Isto me levou a uma cerla saturagao da Letra.

Em 56, num importante depoimento dos concretistas’

a Revista O Cruzeiro eu digo que poesia se faz sem
palavras. Isso é muito chocante. O Décio, o Gullar, me
condenavam porque achavam que a poesia tem compro-
misso com a palavra, “"Solida” néo & mais um livro tipo-
grafico, a propria "AVE" ja ndo é mais um livio so
com letras. Nao me interessa sé quebrar verso e a pala-
vra, me interessava 0 nao uso da palavra, 0 ndo uso
c¢o compromisso com a palavra. Porque se vamos fazer
um novo codigo que é a semidtica da poesia, da posi¢ao
da palavra no suporte papel, nao podemos ficar presos
a outro codigo, porque o alfabeto é tao arbitrario que
nao permite a superposi¢do. Ao criarmos outro tipo de
cédigo podemos superpor camadas de codigo. Este era
o sentido do Intensivismo: trabalhar com camadas de
significados. Quando propunhamos o indicador de leitura,
que eram os graficos no intensivismo, nos percebemos
que a grande questao atual no poema seria a visualidade
nascer simultaneamente a inscrigao do poema. Nio es-
crever mas o Inscrever do poema.

WLADIMIR DIAS PINO

Hoje eu sobreponho ndo mais & iz
vismo mas os graficos, as dire¢ées «
diferencia o poema da pintura ¢ a
¢ao da leitura. O quadro é em um todo
e toda leitura de um poema é ordina 1 ordinali-
dade, o que nao existe na pintura. | i digo
que meus quadros s&o poemas.. & que
se sobrepoe informagdes geométrica eketro-
nica e nao mais mecanica. Mas ct € possivel ao
cérebro ler isso? Por exemplo, um s te capta em
uma semana informagdes que um homem levaria 200
anos para ler. Essa leitura é feita estatisticamente, em
blocos, fragmentadamente.

A'hobgrafia. 0 computador sao meios, apenas meios
como e a arte correio. Nao geram uma arte especifica.
O_qufe eu quero é fazer um poema que possua uma
maquina especifica para ser lido e nao fazer um poema
para uma maguina existente ler. Pois se fizer isto estou
supoqunando 0 poema ac poderio dos donos dessas
maquinas, estou alimentando estas maquinas servilmen-

te. E 0 papel do poeta é justamente quebrar esse lado
servil para com as magquinas.

‘0 ntensi-
O que
12 dire-

_O movimento do poema processo é justamente para'
voce ler sistemas, vocé ler sistemas e ndo estruturas,
Porque quando vocé muda a Arena pelo PDS vocé eslé\.‘

Por outra mais quando vocé
ocialismo vocé esta mudando

ou sistemas vocé esta propondo mudan
S6 o processo é revolucionario, a estr

-
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Eu sou o produto falante e a0 mesmo tempo eu
Sou o consciente dele (poema, obra). Esse é o grande
papel‘do artista: ser o consciente do seu trabalho. Por
1SS0 € que eu levo um susto quando um artista mata

? trabalho dele com um titulo... ele nao estava conscien-
€. As vezes o trabalho estd na frente do individuo,

geralmente esta. Ey fago um exercicio imenso para estar
rente com o meu trabalho.

entrevista em janeiro de 87 por Evan-
dro Salles, Carla Guahiard e Marcio Rolo
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Poema/processo
In the Northeast

(on interview wit

h Fellves filva by Cristina Freire)

Natal, Rio Grande do Norte, July 24, 2013

Cririine Freire: | would like you to tell me about your activities over the last fifty years.
How clid your artistic practice start, what were your interests, how did you connect with
the network of mail art and how did you develop your own poetry work?

CF. When were you born?

Falver filva: | am self-taught and have been working in the field of printmaking since my
childhood. | always had a strong relationship with paper, so my work constantly uses
paper as its support. There was a period in the 1960s when | took a correspondence
course in drawing. During this period Natal had no university, there were only courses in
medicine and law, and | was not interested in that.

£f. | was born in 1943 in Paraiba and came to Natal when | was 10 years old. Working
as a child, always with that curiosity... I've always liked pictures. | started reading comics,
it was normal at the time, and then | started reading books, at the beginning, of course,
without any (critical) criteria. | always liked detective stories and felt a c.ieswe to learn to
so | took this correspondence course between 1962 and 1964. | liked art, but was

o | belonged to a group that called itself Juventude

always working with printmaking;
Operdria Catdlica (JOC) (Young Christian Workers). There we created a JOC film club,

the Tiré Cineclube, which was the second film club here in Natal. At that age I loved lilm.
Through this film club | came in contact with people who had a more robust I|brcl.1ryi tcor;
mine, and | started reading other book; and other authors. One of them, as | alway:
i i n Poe.
e detedlws Stz:lleti \;v:jvf (rjrf_z/a\:iz:'ll? here. My first exhibition was in 1966. There was a
Tr:;ntheeﬁ?ndrade de Albuguerque square. The .shouf was suppc:)sed to be; up fc|>r
a month, but it was the time of the military dictatorship, mid 1966, so it was up for only

d was then closed down. The gallery was in front of a church, and a well-known
ity xhibition was stimulating students erotically... It was the

; wn, others would follow...

sk sxhin TSl e ths;c\::ﬁec:::j:agcc;d in concrete poetry, mainly through the work

in ]96.7 s %r:;_gom) Moacy was part of this group of young intellectuals, and
of Moacy Cirne (I . véry strong influence on our work. We made three short (ten
e bl hm:'et films on 16mm. We had no color super 8 film stock. In the 1960s
minutes] Elock S8R 100000 and 120000 inhabitants, so the city was smaill.
Mol o s bEtWee?ed to Rio de Janeiro, brought back a magazine of concrete
Moacy, who o~ften U:VZ ot to know Décio Pignatari, Haroldo and Augusto de Campos,
postry, Invengdo. &7 W gdo We were starting to have a somewhat avant-garde, or
the work of Ronctld.O‘ o t of Natal has a very interesting feature, which is that we
deegiE e he beginning of colonization, Natal, as it is a port, has

eV SR ity. Since t
are survivors of mode t the same time the people of Rio Grande do Norte,

: ws. But

s received much ne o : ‘

ey heast in general. are very traditional people. il ¢ pima

axtho e te poetry we got to know the work of Wiademir Dias-Pino, which trig=
After concre

Jorocesso movement here, and we organized the opening of a ?'m-"’-'l"'
gered the i(');tin::!z‘ Rio de Janeiro and Natal on December 1 in 1967. It was very w
taneous exhibl :

gallery

journalist proclaimed that my €




CF: How do you see the differ

planned. We were experiencing d peri'od of dictatorship and great <.ZClre —
We were a bit afraid, but luckily nothing ever hoplpened to u:s, while the gro,
faced repression, and made a rasga-rasga [a public book tearing] there, We tri
some demonstrations here, but ... Anyway, at that momfent we knew of S
theories and had some information on the avant-garde cinema of the periog
influences fused in our understanding of poema/processo.

Cessgry_
P in Rig
d to gq
© Maryist
and these

>
ence between poema/processo and concrete poetry:

What interested you most in poema/processo?

Ff. | was interested because | considered concrete poetry to be a dead end, |t Was
closed in on itself, while in poema/processo, the process leaves a margin for the input
of the reader, who is stimulated to make a version of the poem. This idea of the version
is a great element of poema/processo. In reality, though, the idea is not unique to
poema/processo, but has existed time immemorial. If you think about it, literatyre some-
how stems from the idea of copying. The Bible, for example, was, | would not say pla-
giarized, but repeatedly told and retold during history. Joyce’s Ulysses is g retelling of
Homer's Odyssey. The works of Shakespeare are reinventions, ninety percent of them is
a reinvention of already existing texts. So they are versions. Likewise poema/processo
allows the reader, who happens to also be a producer, to make his own contribution, to
become a poet as well. This is the difference between concrete poetry and poema/
processo. However, as | see it, this does not mean that concrete postry has no meaning
or value. Rather, poema/processo comes as a continuation of some aspects of concrete
poetry. | personally met Décio Pignatari, Boris Schneiderman cand Haroldo de Campos;
they are people that | have the greatest admiration for. In Rio de Janeiro Wiademir
Dias-Pino and Alvaro de S& had a clash with the Campos brothers. | don't know if you
were aware of it, but this thing was evident between Rio de Janeiro and S&o Paulo; there
was a rift. However this was not the case here in Natal, where we had an independent
group. Poema/processo has no leaders, it is a free thing, and each one participates
without guidelines. You just follow the aesthetic line of the movement.

CF: How was your first contact with poema/processo?

FJ: My work at that time was a poem called "Ponto” (“Point”). This poem would later be
reproduced in many books and magazines; even abroad, in Julien Blaine’s magazine
Bock)s in France and in different anthologies, and dlso in Spain and in some books of
Alvaro de S&. We observed that the concrete poetry groups kept to the big cities, €9

-

|

origina

MAIL-ART

|

from S&o Paulo to Minas Gerais, from M
z.onte to Rio de Janeiro, from Rio de Jan
-nor. So we said, let's include poema/pro
Ing artists. We started publishing our wo

inas Gerais to Belo Horizonte, from Belo Hori-
eiro to New York. This left a gap in Brazil's inte-
Cesso in our correspondence with other emerg-
_ rkin single sheets, to differentiate from the book.
First of inti ' W
ey G!t:eca;se the prlnt1.ng cost of a book was much higher than that of ten pages.
gatnered ten pages in an envelope and sent it to an institution. And as we cor-

s i B G
sponded -W|th.ci|fferent Institutions the poemar/processo movement was spreading
around the interior of Brazil,

CF: And so your magazines were published in envelopes?

Bls These were several envelopes, and we even created a publication called Projeto in
collaborative correspondence between Rio de Janeiro and Natal. This publication does
not have a regular continuity, #1,23,4 etc. Each person creates his own design, his own

issue, by assembiling things. Projeto 70 is a tribute to my 70 years of age, that's why it's
called Project 70,

CF: But Projeto 70 is still in the making?

FI: Yes, it continues, Project 70 is not yet finished ...

Cf. To think about collective publication was something very common back then.
Collaborative magazines, assembling magazines ...

Ff: Exactly. At that moment there was no Xerox yet, everything was still produced typo-
graphically. | myself worked in typography, and as much as | could | also made my
aesthetic work using typographical means. There was no offset; it was proper letterpress.

CF: What's the difference?

CF. And how did your work in typography connect to visu

work?

Ff: It's just that typography uses the type and offset is not going straight to the point.
Typography used the cliché, which was made of wood with a zinc plate on top with the
image you wanted to reproduce. It was common in the newspapers of the period - only

when offset appeared everything changed.

al thinking in your own aesthetic

eriginal

Al ART
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CF:. Andinre

There were no intellectuals in my family; my son is the first
university professor. But | had this curiosity, intuition and the cfesire to partic
enjoyed seeing my work reproduced. | always thought that it J_OOked beautify|, | rem

ber thot when | was a boy | looked at books and felt the de_swe to make sych, beq o
artworks, published artworks. And | grew up and managed, in a certain way, to douitIfljl

One, bein
Pate, | QIWQ

£/ By curiosity.

ics?
lation to the poema/processo, what were the dynamics:

£/: We worked collectively until 1972, when we decided to make a tacticq| stop. The iy
was to make an assessment and analyze the status quo of poemG/processq thfg
had achieved and how it would continue. In fact it continued, as each of ys continueg t|t
work on his own, in a free way, more individually. | continued working and - to
correspond with other artists like Paulo Bruscky from the 1970s onwards, Many Meetin :
were organized in Jodo Pessoa. Also in the 1970s, | had a group here in Natq| dedicqgt-
ed to mail art. And in 1974 we started, at the invitation of Clemente Padin, to senq cards
for an international exhibition that he was organizing in Uruguay. And there were other
connections with artists: Joaquim Branco and his brother from Minas Gerais, Unhandei-
jara Lisboa in Paraiba, Daniel Santiago, Leonard Frank Duch in Recife ... And the group
from of Rio, Wlademir Dias-Pino, Alvaro de S4&, Neide cie S& was always sending letters CE: Which international artists
to us. | have a huge amount of letters from them. | o

CF: And the work was done in

CF. So your mail art network was connected to poema/processo?

F/: It was the poema/processo network that migrated into mail art. And through the mail
art network | began to work more internationally, with people far away, though | never
left Natal. Mail art is a very anarchic and free thing, without concepts of good or bad.
And poema/processo already advocated this freedom.

CF: What else do you see in this connection with the network?

CF: Did you have contact with

F/: I think it's about exchange. My involvement with mail art began with poema/processo.
| already corresponded before the advent of mail art and got to know many artists
through poema/processo. Mail art as such would only appear later.

CF: And did you participate in exhibitions? Cf: Did you know Julic Plaza?

;!: Ve‘s, | would venture to say that I'm the guy in Natal who exhibited the most. Not only
ere in Natal, but also outside. | spent about 20 or 30 years corresponding with people

from everywhere, and during one

ear | ici i A :
enormous  number of - y Participated in 20 exhibitions or more, | did an

: S.
.Dunng the 1970s intercommunica

Medeiros, Carlos Humberto Dantas, Ang

We organized meetings. There was q g

Daniel Santiago and Leonard Frank Du
in Jodo Pesso

deciding wha

tion already existed here in Natal: myself, Jota

there were others that we ended up influencing.

roup in Jodo Pessoq, there was Paulo Bruscky,

Ewerd e ch in Recife, and ther'e were still others. We met

ek gazine called gaveta. During the meetings we were
publish, and we produced a series of 20 issues.

your printmaking workshop?

F/: We did gaveta in Recife. | created the newspaper A Margem in the printmaking
workshop. | began in 1986 and published it over the course of 15 years to promote mail
art and the arts in general. In this publication | featured works from many different
places, various countries and also published works from my archive. And of course when
someone would send a letter, it was also published. There is someone in the US who has
almost the entire collection of this material.

did you have contact with?

F/: There was Jon Hendricks in New York, Clemente Padin in Uruguay, Julian Blaine in
France, with whom | corresponded for many years, Angelika Schmidt in Germany, Robert
Rehfeldt, who is quoted in this book (Silva refers to Poéticas do Processo Arte Conceitual
no Museu, 1999) and Ruth Rehfeldt, Robert's wife. | corresponded with many people and
| still have all that material. Anna Banana in Cleveland, USA. In the United States a very
large number of people were doing mail art. Cavellini, from Italy, sent me almost all of
his books ... There is this idea of interference; we send a work, it's interfered with and

returns ... We kept on doing this for a long time.

Walter Zanini?

Ef: Yes, | have a letter from him when he organized a presentation on mail art. | have

the catalog here. This was at the time of the Bienal de S&o Paulo with Julio Plaza.

F£: No, no, it was all by mail Personally | only met Ao des 56, ekl icae s )

Pignatari ... They were the ones who came here.

UM PLANETA] ™t O MAR

QUADRINHOS




years there has been a resurgence of interest

CF. And you have noticed that in recent
around the 1960s and 1970s?

there is a group of researchers from Rio de Janeiro, Brasil Visugf, cofnin
to do a film shoot. I've found some material for them on qgn litar
ganized in 1978, entitled Olho Mdagico (Magic Eye).

g back
Nation.

F/: Exactly,
here next week

al exhibition | or
CF. Can you tell me moré about this exhibition?

£5. The Olho Mégico was d postcard with a black circle in the center. And encloseq there
was an invitation for you to interfere with the card and then return to sender. And people

did that. It was excellent!

CF: And you mounted this exhibition somewhere?

£/- | mounted it in Natal (1978) and in Recife during the winter festival (1979). Then we
installed it in Jodo Pessoa in 1980 and finally here in Natal again during 1982, And also
in Mossord. | have the exhibition here ...

CF- And in Natal where did you set up it up?

FS: First, through a personal friend at the journdlist's cooperative, which was leftist. The
exhibition had that spirit of insurrection. When | did the second installment of the show,
during the winter festival, Regina Vater was there, and Helio Oiticica, too. In the 2000s

®)
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Vater then organ;

¥4 of es -
show nC|Ude(gj 56 :‘:iqt:”e;nglt:onFBrcrz:han Visual Poetics at the University of Austin, The
r ot ets. Fro i
ticipants, so you see how much was h:piznf:;Gnde do Norte alone there were 8 par-

CF. What were you reading at the time?

Ff: 1 always read q lot. The most int
demir Dias-Pino, but | also greatly
of Drummond, but | respect him. | |i

eresting poet connected to poema/processo is Wla-

admire JoGo Cabral de Melo Neto. I'm not a big fan
ke Manuel Bandeira, and here in N :

el B , and here in Natal there's a poet

ey th?}rtglel‘f;(erncncies. who v_vos an early 1930s modernist. Edgar Allan Poe is anoth-

ke, and | also enjoy the sonnets of Shakespeare. 'm a fan and admirer

of J i
J -oyce,.and} really like Kafka, Dostoyevsky ... | also admire the works by the Brazilians
oGo Guimardes Rosa and Graciliano Ramos

CF: And how do you see the work of the Natal anthropologist Camara Cascudo in
relation to Brazilian culture?

Ff: | think it's essential to study the tradition, but then when you take on the tradition you
also risk forgetting that we are in progress. 100 years from now, who will be talking
about what is happening today in 2013? This is the problem of Camara Cascudo (1898-
1986), and the problem of tradition. Here in Rio Grande do Norte literature is very tied
to tradition. There are a lot of studies on genealogy, for instance. We suffer a lot from
this here. My concern is to think about what | see today, in this time I'm living in. And |
see mordlity, politics, politics of ignorance, the reactionary nature of the Brazilian people.
| think that a lot of politicians are now using artists to connect to folklore. They romanticize
folklore, which impedes research and the production of new knowledge. The effect is a
blockage. Because when you are teaching a Festa Junina (June festival) group you are
producing culture, but you'e also producing a subculture. You are not discovering the
language of that culture. | seek to discover languages, new languages to produce a
pattern for someone to pursue something. This is what interests me a lot, the pursuit of

new languages.

CF: You must have had a lot of trouble in developing these ideas, here in this arid territory.

£/: Yes, here it's winter! It's difficult and | suffer, especially because I'm a guy from a lower
class. I'm a worker. There is no way to enter the cultural elite. | keep doing my stuff with-
out involving myself too much... So much so that | do not like to get involved with the
open funding calls. Because we do the work but the government gets all the glcrrlmour.
And the intellectuals don't dare to protest. You know why, be‘cause.they c?ll have projects
paid by the government: “this guy is paying for my record, this guy is Pc:ymg f.or. my book,
my presentction, | can't speak about this business, | have to keep quiet"... This is why the

intellectuals don't make a statement.

; i te your own
CF: | can see that you have started archiving your work. Is this a way to create y

narrative, your own history, a way of self—historicization?

o Coen Brothers' movie Burn After Reading
g is a reference to Russian Futurism. In Kh-
e Word as Such” it is stated that true poets
s: after reading, tear it up”. When | saw the film | found it a
n outer space and then the camera goes down, down,
alking around. And | thought: | will do something like that!

ff. Exactly. And this book ... Watching th :
(2008) gave me an idea. Burn After Readin

lebnikov and Krucheny
“should write on their bool‘a :
cool ideq, because it begins |

d ends filming a guy W :
ac‘)t:nrgfnfeet on the ground using the language of comics.
i

kh's 1913 pamphlet “Th

i i lot.
CF: History in comics is something that you like @ ‘ | l
e a comic. | just dontt like the storyboard in linear comics; | like

even mad

£/: Yes, and |
| as a language:

comics more

367
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CF. And how do you find your images:

Translal

368

£/: Sometimes | g0 down the street anj see a magazine, and it inspires me, €5
Et’s; in a movie... the ideas appeadr in. et Welys. 30 Wais Particularly
now contain the language of comic books and the Ic_mgucge of cinemq
try. Its @ mixture of languages, of elements that | enjoy, actors or fiims th

Metimes
MY books
and Visug|

poe! At admire

*

tion from Portuguese: Tobi Maier

Falves Silva, 1967-1974

R Falves filva poem
Odécio Galvgo

To inform and stimulate procedures is what should interest the poem. This word-of-order,
In the Falves Silva poem [Ponto’, 1968], the elements (seven squares, five circles, a
rectangie and two empty internal spaces), in whole or in particular, are structured by
crecting irnages positioned in a dynamic geometric figuration of signs, whose field of

: not presented as conditioned. The direction is free and may be triggering

oths 5, if the reader so desires, providing new language to be worked on.
Gecimetries are concretizing, searching or conducting situations of consequences
and alterations of spaces and volumes. Conductions inherent to the process/poem and

the prospected forms. The visualization enables the exercise and the study of the reting,
the rupture of other open structures. The black and the white are interspersed, alternate
volumes, shrinking or augmenting, in a space of different optics. The rectangle, square
and circle function as vital, pulsating basic elements. Falves Silva opts for a vertical
graphical presentation and, accordingly, starts to move spaces: the rectangle contains
the quadrants and these black circles!

The constructivity of Falves Silva includes aesthetic concerns expressed in the
achievements of the avant-garde in visual art - that run throughout the twentieth cen-
tury, provoking new trends and research into form: De Stijl (1915), by Mondrian and Van
Doesburg; Suprematism (1915), by Kazimir Malevich; Grupo Frente (1953), with Ivan Serpa,
Abraham Palatnik, Aloisio Carvéo and in particular by the geometrism of Lygia Clark and
Franz Weissman; the concrete phase and the following, Wlademir Dias-Pino's poema/

processo.?

Falves Silva's poem analyzed above has been published in different. versi.on§. i
without the menioned rectangle. The version with the rectangle was ;?rlnt?ci. in Alvaro de
S&'s book Vanguarda: produto de comunicagdo (1977, p. 53) [cf. p-217 in thIIS issue olfl 'OEI]t-
Wlademir Dias-Pino, conceptualizing the creative gradations of forms, writes: ntefigen

memory; geometrized".

*
Translation from Portuguese: OEl
nOTES s
ing equivalence: = the

. In the implementation of visual communica- lexical kfyellc:ﬁ]!r[l:ef?::lr?{':nf mzn.
tion, whether realized in the form of the poster ;quaT;,Z—Germa'n artist Gerhard Merz re-‘zafp.lc;:?d
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