
IVENS MACHADO

O Cru Do Mundo
Raw Of The World

Curadoria
Curated By 
Kiki Mazzucchelli

Textos Complementares
Complementary Texts

Set—Out, 2016













































1111209                     This electronic version © 2015 ICAA | MFAH [2/3]



 

WARNING: This document is

protected by copyright. All

rights reserved. Reproduction 

or downloading for personal 

use or inclusion of any portion 

of this document in another 

work intended for commercial 

purpose will require permission 

from  the copyright owner(s).

ADVERTENCIA: Este docu-

mento está protegido bajo la

ley de derechos de autor. Se

reservan todos los derechos.

Su reproducción o descarga 

para uso personal o la inclusión 

de cualquier parte de este 

documento en otra obra con

propósitos comerciales re-

querirá permiso de quien(es)

detenta(n) dichos derechos. 

Please note that the layout  

of certain documents on this 

website may have been modi-

fied for readability purposes.  

In such cases, please refer to 

the first page of the document 

for its original design.

Por favor, tenga en cuenta  

que el diseño de ciertos  

documentos en este sitio  

web pueden haber sido  

modificados para mejorar  

su legibilidad. En estos casos,  

consulte la primera página  

del documento para ver  

el diseño original.

Documents of 20th-century  
Latin American and Latino Art
A DIGITAL ARCHIVE AND PUBLICATIONS PROJECT AT THE MUSEUM OF FINE ARTS, HOUSTON

International Center for the Arts of the Americas    |   The Museum of Fine Arts, Houston

P.O. Box 6826, Houston, TX  77265-6826    |   http://icaadocs.mfah.org

   International Center for the Arts of the Americas at the Museum of Fine Arts, Houston

ICAA Record ID: 1111209
Access Date: 2015-11-19

Bibliographic Citation:
MACHADO, Milton; GILBERT, Geoffrey Lloyd. Outline plan for a text on the work of Ivens
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Synopsis:
The art-making process undertaken by Ivens Machado is outlined here by another artist, Milton
Machado. The purpose of the text was to introduce an exhibition of work by Ivens as part of the
program Ciclo de Escultura, organized by FUNARTE (Fundação Nacional das Artes). The period
covered began with an exhibition at Museu de Arte Moderna do Rio de Janeiro (MAM-Rio) in
1973 and ended with his participation in the Eighteenth São Paulo Biennial (1987). Milton
observes that Ivensʼ work struggles with issues such as “disgust” and “eroticism,” standing in
open opposition to the way the market absorbs artwork. In a direct reference to the artistʼs
sculptures of iron and cement, Milton states: “these are constructions (…) or architecture without
a blueprint, they are ʻdesignsʼ without plans (…), anti-drawings (…).” When talking about Ivensʼ
work Mapa Mundo, Milton considers it “a map of Brazil assembled out of rough cement and
covered with pieces; [in other words,] it is a Brazilian icon that is vulgar and brazen.”
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Synopsis:
The diversity of Ivens Machadoʼs artwork is the central theme in this article by the art critic Paulo
Herkenhoff. The text focuses on the sculptures executed by the artist during the 1980s using
construction materials. Concrete slabs were linked to the areas outside the cities and the “the
favela;” however, these pieces, while precarious, were neither paternalistic nor populist, and they
were certainly not kitsch. To Herkenhoff, based on their cracks and contingencies, sculptures
rendered by Machado were always breaking with pre-established standards. The writer tries to
prove this theory by referring to artwork created many years before by Machado. In Herkenhoffʼs
opinion, the artistʼs work creates a constant tension between the body and the work, as well as
between art and the system.
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Vestir fantasias e desejos 
Melhor andar pelado do que mal vestido
A imagem de si mesmo é irrealizável, exige uma observação distanciada do outro em 
paralelo, uma frustração anunciada que nos forma e excita, vestindo fantasias que pare-
cem identidades. São contrariedades. Abordagens técnicas ou científicas deixam a nu 
um corpo misterioso, implausível; a indumentaria tem significações irreconhecíveis. Um 
cheiro. A biologia como geometria vestem fantasias, transfigurando o desejo, tentam 
suplantar incompletudes sempre deixando de for a uma ponta do cabide. O corpo sem 
dono está solto. Disfunções. 
A sexualidade é da ordem do mental e pouquíssimo sensual, a pulsão que subjaz aos 
comportamentos e formalismos desta reafirma uma verdade arcaica. Está radicalmente 
infiltrada aonde não é manifesta e independe de representação. É.

Wearing fantasies  and desires
Better go naked than badly dressed
The image of oneself is impossible to achieve; it requires detached parallel observation 
of the other – an announced frustration that shapes and excites us, wearing customs that 
seem like identities. Setbacks. Technical or scientific approaches lay bare a mysterious, 
implausible body; garments have unrecognizable meanings. A smell. Biology, like geo-
metry, wear customs, transfiguring desire, trying to overcome incompleteness, always 
leaving one end of the hanger out. The unowned body is on the loose. Dysfunction.
Sexuality is of the mental order and hardly sensuous, and the throb that underlies its 
behaviors and formalisms reaffirms an archaic truth. It is radically infiltrated where it is 
not manifested and independent of representation. It is.

Ivens Machado



Identified objects

These strange sculptures by Ivens Machado are identified objects. The viewer’s initial
sense of strangeness is seized by the danger and tension immediately perceived in the
work.

Ivens Machado is always the same and always the other. The use of different techniques and languages: drawing, 
installation, performance, video art, relief, object, sculpture for new questionings. He is the other in a new production. 
Recurrent problems in deepening, transforming levels. He is the same concentrated self. Today, the other Ivens Macha-
do makes building-construction-sculptures while Ivens Machado, the same, keeps exploring the idea of norm.  

“When I’m making a work it always feels like the beginning, as if I had no memory.”
Denial of memory as cumulative value (Ivens Machado, the other).

The artist exposes his building method. Reinforced concrete. Rebar. Building trade skills. Tricks of the inner-city and 
favela constructions. Tension. This volume/space
is erected into a dwelling of the gaze. The column that finds its balance, the shells that open
up, the matter, unusual – everything captures the eye. The shack that stands upright on the hill. The knack: these piec-
es are surprisingly stable.

“Full sculptural expression is spatial - it is the three-dimensional realization of an idea, either by mass or by space con-
struction. The materials for sculpture are unlimited in their variety of quality, tenseness and aliveness.” 
(Barbara Hepworth).

The order of vernacular architecture: the resources, the knack, matters and materials constitute a repertoire of possibili-
ties. The artist acts as the architect of his work.

Cement
Rebar
Tile
Glass shards
Chicken wire
Everything is construction matter/material
The foreman pre-arranges the sculpture and then seeks its worldly presence:
balance.
Weight in space.

“Matter is the first opponent for the poet of the hand. It contains all the multiplicity of the
hostile world, of a world to be tamed.” (Bachelard)

Iron is structure, support. It is overtly the bone of such masses – bodies. Rebar to
the naked eye.

By creating his spaces/volumes, Ivens refuses to use these materials as an allusion to a kitsch paradise. Never. New 
Wave. Or paternalist elegy of the vernacular. He takes on matter’s plastic sensuousness and his building attitude by 
means of precariousness. Borrowing knowledge. Re-creating into something else. Artist’s art.



Wire nets/escape and entrance control. Veil of the gaze. Mesh. Inversion. Flexible
matter in the work; what was holding back is captured by a cement volume. Prison becomes prisoner.

Masonry. Ivens, gatherer of signs. The builder’s trowel accumulates quantities of
matter in different colors. The sculptor uses space as mortar and produces the sculpture.
Dimension is born just as Cézanne’s brushstroke sets his work in space and matter. Rough-cast plastering. The way of 
wholeness, how each brick builds the house.

“Cézanne’s hardships are those of the first word.” (Merleau-Ponty).

These sculptures have their own color. Mortar, pigment powder, tiles:
impregnation of color into the mortar. It’s not make-up nor wall-painting. Earthy hues.

“Architecture and sculpture are both dealing with the relationship of masses.” (Henry Moore).

Recent sculptures refer to the development of Ivens Machado’s work over the last
twelve years. The artist has forged a path: the question of normalization. His body of work will be better understood 
when historically situated in the context of the period of dictatorship and repression in Brazil. Reading in the time of 
metaphors.

Ceramic tile reliefs (1972-73). These tiles could never be those of Jean-Pierre
Raynaud’s house. The squares form a mesh that the nail, the hook, the drain
interrupt as a maculation of mathematics, as fissures in sterility. The artist drew sheets of ruled paper or used rolls of 
paper printed by line-ruling machines (1974-75), diverting the pen from their course. The artist interferes in space: 
drawing and gesture break the norm, diversion from the line, from the track, from pedagogy. Intervention in time – 
interruption of the infinite parallel lines. Breaking the rhythm of the gaze: intervention on the body of the other.

In the series of drawings of printed lines that get erased/undone, Ivens operates the
deconstruction of the norm, of the traditional conduits of calligraphy that condition the
body for the ideal model (norm). The drawing ‘De Kooning erased by Rauschenberg’ is the deconstruction of history, 
marked by the individual, concrete names. In these drawings, the possible reference to Rauschenberg doesn’t come 
through as a copy of the esthetic model but rather as an ethical pattern of a time. To Ivens, the operation takes place in 
the general and abstract planes. Away from the idea of perspective as artifice, as the pillar of art. Away from the geom-
etry of distances (metric) or of the straight line (projective).

To Ivens, finger and eraser are the instruments of a drawing that refuses the artist’s body as
tamed by Fine Arts pedagogy.

‘Obstáculos/Medidas – Obstacles/Measurements’ (MAM-RJ/1975): city walls of
different heights are rebuilt inside the Museum, in a crescendo of barriers to the body and
to the gaze. The organization of space follows the rule of the enlargement of the ‘No’. Wall –
privacy protection against the presence of the other. Constitution of the secret. Opacity. The
artist jumped over the wall, broke off interdiction, unveiled societal logic in this shadow
zone. Inside MAM-RJ, during visiting hours, behind the wall: symbolic space conquered by
the subject/artist via delinquency, obscenity and scatology - against the norm/castration – in



favor of freedom.

“At the center of [the carceral] city, and as if to hold it in place, there is, not the “centre of power,” not a network of 
forces, but a multiple network of diverse elements -- walls, space, institution, rules, discourse; (…) a strategic distri-
bution of elements of different natures and levels. (Foucault)

Glass shards on wall (1975-79). Aggressive protection of property in Brazilian
cities. Decipherable sign of punishment. The fear of the wound/pain locks out the thief-body.
Ivens makes large cement sculptures studded with sharp glass shards: Brazil’s map,
carpet, boomerang, dildo. The symbolic character of these objects + glass shards = distress.
Witchcraft against witch. The viewer’s body does not deny response. Caution and
concentration. Defense. Survival in the face of the aggressiveness of the norm.

The rule in Ivens’s current works are the laws of physics, nature’s ruling. Life of the
matter, existence of matter in the world. Time/space/balance attaining their poetics via the
norm.

Ivens’s works, in their anxiety, operate the fulcrum, the moment that no longer
comes about only in the physical (mass/volume/weight) or esthetic (formal
harmony) balance. Their field is anxiety, latent in the viewer, generated by impotence
before the imminent imbalance, the trespassed rule. The distress of the gaze lies in the
fantasies and phantoms before the static object that may refuse its condition, awaken from
its immobility, accomplish its fate.

Ivens exposes the norm as occultation and interdiction, prescription and penalty. Power that intervenes as hypoth-
esis on the gaze/body of the spectator. Paradoxically, his art operates in the actual field of non-seeing. Before the 
artwork, the soul becomes the prison of the body (Foucault): it incorporates the norm that tames the body.

“I am not interested in a relationship with art history.” (Ivens Machado).

In his work, the artist is often searching for relations outside the field of art. This is
set in tension through the challenges that Ivens offers the art circuit. Market and Museums
are urged to face uncommon weights and dimensions, the ephemerality of the artwork or the
complexity of its re-installation, hostile or fragile materials. Ivens tests the ability of
dealing with objects in a context where the artist’s time is condemned to be materialized through sensitivity and 
reason. Knowing how to relate to these works is to step through the threshold of the knowledge they propitiate. It’s 
to know art where the short-sighted only sees burdens. 

Ultimately, what are these works by Ivens Machado? Columns seeking their support.
Identified objects. Things that claim their place in space, the attention of the gaze, the
response of the body. They are like landings. Burdens and accumulations.

Paulo Herkenhoff
Translated by Paulo Andrade Lemos
Originally published in Módulo magazine, no 84, Rio de Janeiro, 1985.













Knowing How to Bluff

The diffusion of power in society and the maintenance of domination leave deep marks on the concrete spaces that constitute 
it. The configuration of such spaces, the way in which they are conceived and distributed are inseparable from the exercise of 
power, revealing the rules of the game and the positions of the players in their materiality. Cities, buildings, prisons, stadiums, 
schools, hospitals, etc., follow building regulations to ensure the good performance to which they are destined, they discipline 
space by organizing it according to the viewpoint of domination.

Understanding the political character of space is a fundamental prerequisite for reading of Ivens Machado’s graphic interven-
tions. His drawings, his notebooks, the series of
“Fluidos Corretores/Corrective Fluids”, etc., are not related to space in a passive way –
traditional levy that visual arts have paid: its representation needs a support/space for its
production. Neither do the Interventions aim at discussing, plainly and simply, the support
and the issue of representation, or even their insertion into institutional spaces within the Art
Circuit. The graphic interventions, without ignoring such questions, place themselves
beyond that, treating spatiality under a much broader viewpoint: what’s at stake is the very
revelation of the political character of the normative distribution of spaces.

The ruling line is a constant element in the artist’s Interventions. At a first glance, they
are charged with the familiarity with one of the most basic experiences in our society – schooling.

Ruling lines, graph paper, notebooks are surfaces linked to the learning process of writing, of mathematics, etc. They are spac-
es reserved for training and recording transmitted knowledge. Places where an experience shared by all happens through the 
physical involvement of the act of writing and, for this reason, a deeply intimate place. This may be what causes the feeling of 
strangeness one may have, for the lines are not in their usual place – they are presented in another circuit, although their sense 
of familiarity lead us to expect something else.

Shifting the ruling line into another circuit – the art circuit – is doubtlessly a key feature in these graphic interventions. What 
happens, however, is not the sheer dislocation of a finished product into another context. Ivens’s intervention is broader. Many 
of the lines are hand drawn, others are produced by direct manipulation of the ruling machine, etc. The meaning of such shift 
touches other questions: what is being shifted? How is it being shifted? What is the relationship between the original context 
and the new one?

The lines discipline the paper’s smooth surface, making it ready for its purpose. Their horizontal and parallel arrangement 
indicates that our writing evolves in a certain direction.
The margin on the left side of the page and the larger space at the top show us in which direction we should use it. They 
ultimately prescribe a series of norms that must be followed in order to master writing skills. This mastering is one of the pillars 
of knowledge transmission – role of the scholastic institution. Therefore, mastering the art of writing
implies power relations. Relations that are inscribed, even at the moment when the blank
pages of a notebook suggest the neutrality of their apparent silence. This is precisely what is
shifted by the artist. This is the load brought from the outside into the art circuit. Within the tension created through this 
procedure lies the critical meaning of Ivens’interventions. Tension triggered by the strangeness caused by a shifted object. A 
tension that is made possible through the material identity of the space in question.

Although School and Art occupy distinct institutional spaces, the material support for writing and for the graphic arts is the 
same – paper. The way art has conceived the use of this surface has changed. Even when it managed to liberated itself from 
the strictness of the academic canon – allowing common sense to apprehend modern and contemporary art as undisciplined,
subjective, creative –, what was at stake were new ways of organizing space. Conflicting
ways, of course, but always prescribing the treatment of the surface with precision. Precise ways of turning the silence of the 
support into language – art language. The occupation and the mastering of the space of the paper, even when it starts to be 
understood as a language, is continues to see it as a normative terrain. To strictly guarantee the specificity of art language is 
to guarantee a specific territory of power – material and institutional territory. Marked-out space, differentiated from others, 
integrated to a broader territorial policy that ensures the
efficacy of domination, also at the spatiality level.



The material identity of the two different supports – pedagogic surfaces and graphic/artistic surfaces – functions in Ivens’s 
interventions as a Trojan Horse. Paper renders viable the dislocation of the ruled lines into art’s citadel. It renders viable the 
tension and the confrontation between two power territories through the questioning of their frontiers. Due to this stratagem, it 
reveals the political mechanisms of spatiality. Questioning that disrupts the space scanned by power, using and abusing its own 
rules.

The drawings by Ivens – 1974 – faithfully reproduce, at a first glance, the ruled lines in a notebook. The drawing activity is 
reduced to the monotony of a gesture that organizes space according to writing’s requirements. The sheet is occupied in its 
entirety, in conformity with this logic. Tight mesh displayed with all the possible force of that which it can instrumentalise. All 
of a sudden, we become aware that something has happened. The notebook page does not function as it should. There are, 
for instance, a few severed lines that hang like a virtual trap for writing. On another drawing, disrupted lines were reunited by a 
small knot. To the logic of power of such a space marked out for scripture, the artist imposes another logic. Pages of a note-
book that will never be written on. The entirety of their space is compromised by a dysfunction of one of its parts. Disrupted 
lines break the logic that regulates them. Moreover, they will never bear any writing on them because they have been shifted 
from their usual context, safeguarded by the new statute they possess – the statute of art.

Later on, the artist broadens his interventions. He starts working directly with the line-ruling machine. Again, dysfunction 
appears as a critical element. The machine is improperly used. The result of such procedures becomes the register of interfer-
ences other than the expected functioning of the machine. In 1975, Ivens produces a series of works appropriating the flaws in 
notebooks bought in stationery shops. “Situações encontradas/Encountered situations”, where exception becomes rule – the 
organizational criterion for this appropriation/dislocation. It is worth recalling a relevant part of this series: the simple presenta-
tion of the structures in their quasi-totality. In this segment, the action of the art circuit – consequently the achievement of its 
ideology – is indispensable for the conclusion of the work.

The corrections – “Fluidos corretores/Corrective fluids” – are interventions on stationery materials, non-artistic materials. Ruled 
sheets for notebooks, still uncut, are corrected, rectified, erased by means of corrective agents used in reproduction process-
es, even an eraser was used. Such corrective materials, instruments conceived to fix mishaps, participate in this series with a 
meaning opposed to the one they were destined to. Their intervention annuls, erases, corrects. But corrects what? Errors that 
would not comply with the writing norms? No, what’s being ‘corrected’ is precisely the fundamental layout of a space designed 
for writing. Veiled lines. Lines that signal the impossibility of their utilization, being useless for the achievement of their purpose. 
Materials that were conceived to amend possible accidents in writing are used as elements that establish a new rule – a rule that 
is undesirable for the good functioning of a pedagogic surface.

To bring surfaces that belong to another circuit into the Art institution has a precise meaning. In both of them – pedagogic 
and graphic art surfaces – the line is a constitutive element of the grid, and the sheet of paper is the main material condition 
for their existence. This affinity of features between the two circuits overlaps the shift between disciplines. The strategy in the 
graphic interventions takes advantage of this affinity. By producing ruled lines, notebooks that do not meet their purposes, 
sabotaging the plenitude of the virtual power contained in these surfaces, what is revealed is the political drive of such a space. 
Imparting the statute of Art – by dislocation, by its insertion into the art circuit – to such interventions is to propose an active, 
tense, political relationship with what tradition has designated as the place par excellence of the visual arts – the space, the 
surfaces for inscription of visual signs. Ivens Machado accepts the rules of the game and then disrespects them. He accepts the 
power of such rules to neutralize it by setting up new relations. Relations that place the artist in a dispute, in which the victory of 
the norm is not guaranteed beforehand.

Fernando Cocchiarale
October 1979

Translated by Paulo Andrade Lemos
Originally published in the exhibition catalogue Linha de Corte, Galeria Saramenha, Rio de
Janeiro, 1979.









Cimento, papel e cinza
Laura Erber
19.05.15

Sem título. Ivens Machado, 1970.
—
Conheci Ivens Machado há mais de vinte anos, quando passou a frequentar a casa 
de meus pais. Vinha quinzenalmente discutir trabalhos de escultura e instalações 
que minha mãe desenvolvia na época. Esses encontros duraram cerca de seis anos 
com algumas interrupções. No início eu acompanhava as conversas pelas bordas, 
apenas observando seu efeito no processo e no trabalho realizado. Rapidamente 
me interessei pela atmosfera, pelo tipo de interlocução que se estabelecia ali, e 
passei a participar mais de perto. Havia um modo tranquilo, às vezes álacre, sempre 
agudo de intervir e comentar, sugerir e provocar.

Quando fiz dezoito anos, meu presente de aniversário foi um encontro de supervisão 
com Ivens. Pela primeira vez reuni um grupo de exercícios que me pareciam criti-
cáveis do ponto de vista da arte contemporânea, mas que apontavam em direções 
tão diversas quanto contraditórias. Ivens sublinhou a importância do contato com o 
espectador, do vazio e do excesso como elementos estruturantes daqueles exercí-
cios, e conversamos bastante durante alguns meses sobre esses dois modos de operar. 
Sem me forçar ou induzir a optar entre um ou outro caminho, propôs uma nova série 
de exercícios que me fizeram aprofundar as  duas direções. Os trabalhos eram ainda 
incipientes e talvez ingênuos, o que não impediu Ivens de analisá-los com seriedade 
e com uma generosidade nada complacente, levantando questões que me acompa-
nham até hoje. Minha videoinstalação O livro de silhuetas (2004) foi pensada a partir 
de questões sinalizadas por ele muito antes que eu pudesse percebê-las surgindo. 
Em 2012, enquanto preparava uma individual na Galeria Mercedes Viegas, contei a 
Ivens que a exposição se chamaria Antes que um pensamento se conclua, mas que o 
seu verdadeiro nome era Puxando o fio partido dos anos setenta, pensando em Ivens 
Machado, já que os trabalhos eram todos eles desentranhados de um dos cadernos 
com pautas desviadas que Ivens realizou nos anos setenta. Ele apenas riu um largo riso 
e disse que não era importante, que estava cansado, e que gostava das minhas pautas 
porque não eram apenas partidas, eram descabeladas.

Série Machucados e curados. Ivens Machado, 1980.
—
A sensibilidade estética de Ivens se expressava de modo franco e direto. Indepen-
dentemente do material ou da mídia utilizada, quando reconhecia algo que lhe 
parecia potente, fazia questão de pontuar, de admirar. Fosse o que fosse, certa cur-
vatura de enseada, o dorso de um operário trabalhando, uma escultura povera que 
o havia impressionado. A mesma intensidade dos elogios comparecia na irritação 
com a falta de vigor de muitos artistas contemporâneos. Livre de preconceitos e 
poses, ficava profundamente tocado pela irrupção de um acontecimento estético, 
capacidade que existe virtualmente em cada um de nós, mas que em geral se perde 
por atrofia do sensível.

Ao perdermos Ivens, perdemos também esse precioso e cada vez mais raro modo 
de “ver com olhos livres” a que se referia Oswald de Andrade, e que, no caso dele, 



Ivens, provinha de uma relação vital com a potência das formas e com a beleza 
do informe. Dessa relação advinha sua arte, que em vários momentos lembra, no 
misto de rudeza e graça, certas manifestações pré-históricas.

Sem título. Ivens Machado, 1994.
—
Dito de modo mais vulgar, Ivens “tinha olho”. Parece pouca coisa, mas é algo que 
infelizmente falta a grande parte de nossos jovens artistas e críticos. Basta pensar 
na frouxidão visual de certas pinturas atuais, de artistas que se pretendem herdeiros 
do construtivismo ou do expressionismo abstrato.

Ivens gostava de se apresentar como um grande intuitivo, e o era de fato. Sua 
relação com o artístico não se dava através da informação, da história ou da teoria 
da arte, sua inteligência plástica surgia do contato com a brutalidade de certas 
“formas de ser”, para usar a expressão de Catherine Malabou. Criava no contato 
com a pulsão violenta da forma, com a energia e a beleza nua dos materiais pobres. 
Interessava-se pela possibilidade de manifestá-los no mundo como presença, e 
fazia isso não para denunciar ou imantar a pobreza ou a crueldade do mundo, mas 
para desentranhar, liberar forças que só são visíveis quando adquirem peso e se 
precipitam no tempo e no espaço.

Fluidos Corretores. Ivens Machado, 1978. 
(Coleção Gilberto Chateaubriand / MAM-Rio)
—
O convite de sua individual na Galeria Saramenha, em 1987, vinha com um peque-
no texto do próprio Ivens que falava sobre a dimensão arcaica e improdutiva da 
criação. Situava o trabalho “em um tempo onde o prazer escorre pelas coisas sem 
objetivo”, dizendo-se avesso à posição de reprodutor, e completava: “A paternidade 
não me pré-ocupa, embora reconheça sua existência. Não estou circunscrito pela 
razão ou pela informação e prefiro o fazer difuso e assistemático. Essencialmente o 
trabalho é ‘órfão’ e ‘impotente’, não aspiro a coito definitivo.” 

Embora trabalhasse com materiais rudes e por vezes ásperos e pontiagudos, seus 
objetos nada têm de inacabado, de borrado ou de sujo, também não há neles ne-
nhuma demagogia ou vontade de fazer o material transportar a fórceps alguma 
metáfora social. Seus trabalhos são eloquentes e remetem a algo fundamental mas 
que não sabemos definir plenamente. Nos raros momentos em que a forma é al-
çada à condição de imagem interpretável, como em “Mapa Mudo” (1979), há uma 
crispação crítica que não deixa esgotar as possibilidades de leitura.

Mapa mudo. Ivens Machado, 1979.
—
Por outro lado, essa imagem do artista espontâneo e instintivo acabou por sombrear 
sua sensibilidade crítica e a abertura para apreciação de processos alheios. Nascido 
em Florianópolis, Ivens chegou ao Rio em 1965 como jovem professor de artes. Criou 
uma escolinha para crianças em Laranjeiras nos anos setenta, projeto ao qual se refe-
ria com frequência e que certamente teve impacto sobre suas opções por materiais 
baratos e acessíveis, sobretudo quando olhamos os trabalhos com caixas de papelão 
e folhas de jornal.



Numa apreciação mais aprofundada de sua ação formadora, Ivens será lembrado 
com muita saudade por todos aqueles que o tiveram como interlocutor crítico, e 
me refiro aqui tanto àqueles que se tornaram artistas quanto àqueles que inves-
tiam em pesquisas artísticas sem a pretensão de fazer parte do sistema. Ivens, aliás, 
não fazia diferença entre artistas profissionais e amadores, o que interessava era a 
contundência do que se produzia e a disponibilidade para radicalizar processos e 
procedimentos.

Sem título. Ivens Machado, 2002.
—
Além do arrebatamento das formas que fazia surgir de materiais ordinários, mas 
de complicado manuseio, impressionam também no seu trabalho as alianças sur-
preendentes entre o frágil e o brutal, o peso da matéria e a leveza das formas. 
Trabalhava, com a mesma desenvoltura, tanto com pequenos papéis quanto com 
toras de madeira, vergalhões de ferro e concreto armado. Mesmo suas grandes 
formas escultóricas, em geral produzidas por acúmulo, pressão e encaixe trazem 
uma componente de fragilidade e risco, sem a qual tudo facilmente se reduziria ao 
exercício estilístico do grotesco.                                                   

Absolutamente honesto consigo mesmo e com sua produção, Ivens teve uma vida 
artística mais tortuosa do que merecia. Falava com um misto de arrependimento 
e ironia de suas brigas de juventude com alguns críticos brasileiros. O fato é que, 
apesar da importante projeção nacional e internacional, mais de uma vez Ivens se 
viu obrigado a destruir suas obras. Sobretudo nos últimos anos, queixava-se da 
falta de uma estrutura com a qual pudesse contar para preservar suas esculturas, 
instalações e desenhos. Esse fato por si só tão lamentável também diz algo sobre o 
momento contraditório da arte brasileira. Enquanto proliferam megagalpões, gale-
rias-ostentação, e fala-se euforicamente da internacionalização e do boom artísti-
co, acervos e obras fundamentais vão se degradando, e desaparecerão por falta de 
interesse ou cuidado adequado.

No ambiente atual em que boa parte da arte brasileira se debate entre estranhas 
hierarquias culturais, oscilando entre a frivolidade de um devir-perfumaria e a ilu-
são de felicidade de uma missão sociológica, a figura de Ivens, seu modo de vida e 
sua obra simbolizavam uma resistência genuína. Resistência ao esvaziamento esté-
tico e ao grande jogo das cartas marcadas e das figurinhas repetidas ad infinitum. 
Resistência à coqueteria que sobredetermina a circulação e a visibilidade dos artis-
tas. Suas encrencas, seu desregramento, seu ressentimento, isso tudo, muito mais 
do que a configuração de uma personalidade intensa ou indócil, marcava um lugar 
artístico no mundo e um modo de ser contemporâneo.

Ivens manteve-se absolutamente fiel à sua tormenta, a força, a violência das formas 
que criava, a estridência dos seus materiais prediletos integravam esse modo caótico 
e drástico de viver, de não caber em si e desvairar. Suas obras parecem falar de uma 
ancestralidade que se comunica com a infância, uma plasticidade singela e franca, 
mas que também pode repentinamente reverter para a monstruosidade desespe-
rada de um desejo em forma bruta, que talvez seja o nosso único totem possível.  



Gênesis
Destroços encenam corpos rudes
Agrupando eventos
Persigo estas composições
Espantalhos tranquilizadores
Mundos que não sabem o silêncio
Gritam
Seres ásperos
Tramam e transmutam-se
Pedindo abrigo
Representam gestos insensatos
Guardiães
Imagens protetoras e protegidas
Filhos possíveis
Fragmento
Habitam
E nascem em mim
Alegres

Ivens Machado

Genesis
Wreckages stage rude bodies
Grouping events
I search for these compositions
Reassuring scarecrows
Worlds that don’t know silence
They scream
Rough beings
Weaving and transmuting
Asking for shelter
They represent senseless acts
Guardians
Protecting and protected images
Possible offspring
Fragment
They inhabit
And are born in me
Happy

Ivens Machado


