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Nara Roesler is pleased to announce Amelia Toledo’s inaugural solo
exhibition in the United States, at the gallery’s new location in New
York’s Chelsea neighborhood, from February 25 to April 17, 2021.

Amelia Toledo (1926-2017) is a leading figure of Brazilian art in the
twentieth century, with a career spanning over five decades, marked by
distinctive engagements with constructive sculptural experimentations,
that subsequently unfolded into iconic entwinements between art and
nature. Toledo was first introduced to the field of visual arts at the end
of the 1930s as she began frequenting the studio of Brazilian modernist
landmark artist Anita Malfatti (1889-1964), after which she studied
under the guidance of Yoshiya Takaoka (1909-1978) and Waldemar

da Costa (1904-1982).

Throughout her career, Toledo made use of several media and
techniques, including painting, drawing, sculpture, printmaking,
installations, and metalsmith/jewelry design, always focusing on the
use of materials and faktura. Her work was initially aligned with
constructivist research, echoing notions of Neoconcretism and the
characteristic preoccupations of the 1960s, with an interest for public
participation, as well as for the entwinement of art and life. She developed
her multifaceted oeuvre in permanent and mutually enriching interlocution
with other artists of her generation including Mira Schendel, Tomie Ohtake,
Hélio Oiticica and Lygia Pape.

Amelia Toledo allowed herself the freedom to never be part of a group,
and to experiment according to her own moment. In the artist’s words:
‘It’s not even just a question of different processes; each material
constructs itself, proposes itself in the form of certain consequences’.
Her production resonates today more than ever through her
continuous articulation of aesthetics and nature, ecology and form,
stressing both the sophistication of design and the roughness of
matter/materials.

cover Path of Colors from the Dark, 2001



—

Amelia Toledo molding

her own mouth in process for
the exhibition 'Emergéncias’,
MAM, Rio de Janeiro, 1975
photo © Henry Stahl
courtesy of the artist's estate




In the late 1950s, Amelia Toledo undertook
an investigation based on the transition from
plan to volume, drawing inspiration

from the works of Max Bill and Jorge Oteiza.
Plano Volume (1959), the first foray into this
investigation, starts from a simple
procedure: circular cuts on a copper plate
forming a helicoid, and then curved.

Years later, she repeated the method in Om
(1982). In this piece, a steel sheet was cut in
a spiral with a sandpiper and hung from the
ceiling, allowing it to move, while projecting
a shadow against the wall in the shape of the
symbol Om, which is a sacred sound and
spiritual symbol in Indian spirituality.

Plane-Volume I,1959/1999
cut and bent copper sheet
30%x22x12cm [11.8%8.7x4.7in




Om, 1982
flame-cut stainless steel plate
2100cm | 239in




Ultimately, Toledo’s signature achievements
are driven by her focus on nature, implying
her investigations on the concept of
landscape, engaging with stones and shells,
among other natural elements, which she
collected compulsively and included in her
work. Challenged by these materials, Amelia
Toledo pursued her career as both an artist
and an engineer, envisaging the possibility
of an ecological concretism.

—
Periscépio, 1976

mold of shell in polyester resin,
exposed to the action of the sea
with the formation of barnacles
and bryozoa; on concrete column,
covered with acrylic dome
11,6%13,3x1,8cm | 4.5x5.2x0.7 in






In works like Path of Colors from the Dark
(2001), for example, the artist uses stones to
investigate color, brightness, transparency,
and the various shapes of the Earth’s ‘flesh’.
She was able to create compositions in
which pieces collected from the dark depths
of natural settings are placed in various

arrangements, including dialogues with

‘modern’ materials, such as stainless steel.
The rocks were not subject to any
treatment that would change their original
form, but were merely polished to reveal
their internal designs, the delicate veins,
revealing their temporality.

—
Path of Colors from the Dark, 2001
mirrored stainless steel

and green fuchsite

variable dimensions







In the participatory piece titled Singing
Dragons (2007) rock fragments that have
been molded by the movement of the tides
are highlighted by the sound that each of
them make when the spectator interacts with
their surface using a small piece of wood.
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- Singing Dragon, 2007 o = = .
perforated sound stone .
onconcretecolumn . -
121,5X67 x84 cm= s == g
47.8x264%x134in







Singing Dragon, 2007
perforated sound stone
on concrete column
121x67 %27 cm
47.6%26.4%10.6in

Singing Dragon, 2007
perforated sound stone
on concrete column
134 x46x 37 cm
52.8x18.1x14.6in

Singing Dragon, 2007
perforated sound stone
on concrete column

M7 x47 %54 cm
46.1x18.5x21.3in



Singing Dragon, 2007
perforated sound stone
on concrete column
139x35x28 cm
54.7x13.8x11in

Singing Dragon, 2007
perforated sound stone
on concrete column
148,8x56 x31cm
58.6x22x12.2in

Singing Dragon, 2007
perforated sound stone
on concrete column
138x44 x40 cm
54.3x17.3x15.7 in



Another central pillar of Toledo’s work is
color, an interest that is notably manifest in
her paintings, among other works. Paintings
from the series Horizons (1990s-2010s) will
be on view at Nara Roesler New York along
with Campos de Cor [Color Fields], a series
which the artist began in the 1980s and
continued until right before her death in 2017.

Horizon Painting, 1998
acrylic paint on canvas
141,5x158,8%x3,2cm
55.7x62.5%x1.3in



Horizon Painting, 2000
acrylic paint on jute
135,56x135,5% 3,8 cm
53.3x53.3x1.5in




Horizon Painting, 1990s
acrylic paint on jute
80,2x100,2x 3,3 cm
31.6x39.4x1.3in
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Horizon Painting, 1998
acrylic paint on jute
90,2x110,5 x4 cm
35.5x43.5x1.6in







s —

from the series Color Fields, 2000s
acrylic paint on linen
130,3x690,7 x 3,7 cm
51.3x271.9%1.5in






Also on view will be an example of her
striking and colorful Penetrables,
highlighting Toledo’s ‘natural’ approach

to painting, using raw canvases and rough
organic pigments on jute, creating a
physically penetrable mass of color,
revealing the malleable nature of the support,
as well as a repertoire of transparency.

Paths of Color, 1999-2020
38 pieces of painted jute
261x450x450 cm
102.8x177.2x177.2in
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Paths of Color, 2007

exhibition view
29th Bienal de S3o Paulo,
Brazil, 2010



Also from her early works, the exhibition
presents some of the collages that Amelia
Toledo started in 1958, while she was living
in London. An experiment with the
transparency of silk and rice paper, some
of these collages are impregnated with
beeswax granting the pieces a special
thickness, making them almost sculptural.

Collage, 1958-59
silk paper and dyed rice paper
38x28cm|15x11in




Collage, 1958-59

silk paper and dyed rice paper
28,4x37,2cm

1.2x14.6in

Ay

Collage, 1958-59

silk paper and dyed rice paper
35,5x33,2cm
13.68x20.35in

——

e —— T — e

Collage, 1958-59

silk paper and dyed rice paper
33,5x50,5¢cm

13.2x19.91in




Collage, 1958

dyed rice paper and silk paper
impregnated with beeswax
45,5x42,5cm|23.8%18.3in




Collage, 1958 Collage, 1959
dyed rice paper and silk paper dyed rice paper and silk paper
impregnated with beeswax impregnated with beeswax
60,56%x46,5cm [17.9%16.7 in

51x47cm|20.1x18.5in



This experimentation with the medium’s
materiality would lead the artist to create the
Fiapos [Wisps] series in the 1980s, in which
the paper seems to have returned to the
condition of pulp, a formless and tenuous
material that seems invaded by light and
shaped by lightness.

Wisp, undated
linen and cotton pulp paper .
60%x23cm|23.6x9.1in






Wisp, 1984
linen and cotton pulp paper
54x47cm|21.3x18.5in



Wisp, undated
linen and cotton pulp paper
49%x57cm [19.3x22.4in




Yo-yo is another example of the artist's
abilities to articulate different materialities,
whereby Toledo intertwined resin and metal

in the construction of a playful object that
evokes a child's toy.

Yo-yo, 1968/2017

polyester resin and partially
embedded steel spring
213x80cm|@5.1x31.5in



In 1975, the Museu de Arte Moderna do Rio
de Janeiro (MAM Rio) held Emergéncias
(1975), a solo exhibition showcasing Toledo’s
recent works. The artist presented a series of
sculptures molded from the human body,
displaying hands, mouths, ears, and feet,
both in groups, and individually. Since 1973,
Toledo had been conducting research
pointed in that direction. The Walls Have
Ears (1973), is an emblematic work that
embodies her first experimentations with
this language. Instead of plaster, the artist
chose polyester resin. This choice reveals
the artist's interest in new materials, a
fundamental aspect of her entire production.

The Walls Have Ears, 1973
polyester resin molding with pigment
26,9x2,8cm|@2.7x11in



In addition to the sculptures exhibited in
Emergéncias, Toledo also presented a group
of works in newspapers, in which she
covered parts of the surface with prints of
human hands and feet, as well as animal
paws. While indicating the trace of a past
presence, the prints also obliterate and
forbid the reading of the news. The
exhibition as a whole, and through this series
in particular, established a dialogue with the
dark times of the Military Dictatorship in
Brazil. According to curator and critic
Agnaldo Farias ‘In that decade, there were
few works that took on a critical component
as eloquent as this’.

—
Emergencies, 1973
stamp and acrylic paint
on newspaper
58,6x38cm|23x15in
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Panther’s Paw Print, 1975 Panther’s Paw Print, 1975
Emergencies, 1976 print of a panther’s paw stamp print of a panther’s paw stamp
stamp paint on newspaper on newspaper on newspaper
58x38,2cm|22.8%x15in 58x37,7cm|22.8%14.8in

57,56x38cm|22.6%x15in
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Ford nega acordo sec

Radiniote AP

Ford e Kissinger receberam congressistas para debater a nova diplomacia

Jackson agrava crise

JAMES 'IHTI’.‘IH
Da M. Y. Times

WASHINGTON — “Ful Infor-
meda por fonte [idedigna il
clarou o senador Henry Jack
son = de que hi acordos se-
crelos onire o3 Eslados Unldoa
a o Yielnk do Sul, qué compre
endém Importantes deciibes
norte-americanas @ cuja exilsidn-
cla jamals fol admitida®,

Partindo do homem que alln-
giu & melhor colaghe nas pes-
quisas de oplnido publica rea-
lizadas pela Gallup — & o can-
didate preferide para concorrer
a eleigho presidencial pela Par-
lide Democrata, em 1978 (8
A 1rri'nrrull;iu L u:ur 4 ums

| de #xigir & réenuncia de Kissin-

er

E facil compreender o res |
sontimento de Jackson & de ou- |

trog congréaalstat ante as acusa-
¢hes feitas recentementis p2lo
presidents e por Kissinger; se-
gundo ms quais o Congresso, ao
5@ Iecusar a conceder mals
centenas da m lhies de dolares
em ajuda militar a Salgon, es-
{4 renegando .de ceria forma,
o que Jackeon chama d6 “obri-
gaches™ ¢ “compromitsos” ae-
sumidos em relacho a0 gover
vo sul-vielanamita.

Como disse Jackson, de for-
ma adequada, “o Congresso £s-
th sendo acusado de violar com-
promissos e obripaghes  dos
guals nuneca ouvia falar™.

ENTENDIMENTO TACITO

jam secretos. A frase “a que se
chigon aberiamants "nko dive
encerrar qualquer dificuldade,
De falo, o presidente Ford Ji
explicou ao Senado, que nko €ra
pua Intenglio excluir as negoclis-
eoes diplomsiticas confidencials
& respaito de questdes  delica-
das, mas Inslstir para que nada
do que aconteca no decunrso de
tais negociagbes confidenclals
represenie um compromissd for-
mal, a menos que consle do
acordo final, cujo contendo de-
va lornarse publico,

Contudo, Jackson decldiu en-
venenar o debale sem a0 menod
propor — gégunde Klssinger —
a discutslo do assunto, Dore-
thy Fosdick desménte spse ul-
timo poato.

Como reauliado de tudo liso,
enquanio a adminlsiracho, o se-
nado® Mika Maniflald & agtrns

WASHINGTON — A Casa
Branca assegurou ontem =10
nio hi acordos secrelos enire
Eiladoa Unidos & Vieinl do
Sul ¢ gatanliu que as promes
sad feltas pelo  ex-presidents
Richard MNixon em mensagens
confldenclals an  presidente
Van Thiey — “ajuda economi-
ca ¢ mililar l-'l('r‘ua{ln & FEacho
vigoroda conlra violached gra-
vies do acordo de Paris - nkd
diferém “substanclalments" da
Ill,lhl:['_\ publicamente declara-
da.

Trata-se de desmenlido
mal so discurse do  senador
Henry Jackson, gue na lerga
feira denunclon a existencia
de acordoa secrelos enbrs .Wa-
shington, & BSalgon, envolven-
vendo “importanles  decisdes
norte-americanas™,  Onlem, o
sapador consideron “evidenie
ments insatisfatoria™ a expll
cacho fornecida pela Cofa
Branca, por molo do secreld-
rio de Imprensa, Ron Nessén,

Além do desmentida  de
Nesson, o Depresentante repue
blicana John Anderson  allr
mou, depals de entrevisia com
o presidente Gerald Ford: "0
prealdenie nos afSegurou que
nio hd garantlas privadas e
ocultas @0 governs do Vietnd
do Sul, FEspeclficamente, nko
houve compromisso para uma
nova Intervencio militar mor-
te-amoricana, sob nenhuma cir-
cunstancia®™,

Fase § o ponto mals contro-
vertids, O presidente Van Thieu
ém 1072 ¢ 71, mostrava-se res
lutante em assinar os acordos
négociadoa por Henry Kiséin-
ger. Com a denuncia do sena-
dor Jackson, ressurgiram te-
mores d¢ que Nixon, para
eonvencer Thiey a assinar o
acordo de Paris de 1073, teria
fornecido garaniias formals @
secrelas de que oa Eslados
Unidas voltarlam a  intervir
da alguma forma, om o0
de grave agressio nortewiel
namiia.

QUESTAC DE DATAS

As explicagdes de Hon Nes-
sen quanio & to foram
apenas parcialm patisfatde

rias. Sua declaratlio afirma:
“Poram dadas gatantias clara
o publicamenta -pelo  presk
denie Nixon & Republiea do
Vieink #obre 4 ajuda norie-

for- |

nildencials
o pn--i:ll"ﬂlr Nixon @#
presidente Thieu, na o
Em substanc
caghes priv
do que fora
menle. Evl
de 1673 ex
de uma rea
americana
acordo de

'\'t"l nio W
&m q MNixon 15
promisso  di reagle v
mente”, mas ::urlalﬂrumuo
antes do  Congresao

qualquer Intervengio militar
norie-améticana na Indochin

L

por melo da lel aprovada nag

vario de 1973, depols de assl-
nados of acordos de Parls.
Mas s nio fof precisa guan-
to aos compromizsos  assEni-
doa por Nixon, Nessen assegi-
ray claramente que Ford “nko
tem o propdsito, mem a aulo-

ridade™ para mandar tropaa
ou  avibes de bombardeln ao
Vietnk.

0 poria-vez da Casa Rranca
afasiou a possibillidads de pu-
blicacio da {'|I'|'|l"'l-['ll:IIII'Jl"'|lI"|I
privada  Nixon-Thieu “niio
so divulga correspondéncla di-
plomitica™ — mas o senador
Jackson exigiu a divolgacho
da “linguagem especiflea das
comunicagdes enire os  dols
presidentea™,

COMNSELHO

Gerald Ford reunlu ontem o
Conselho Maclonal de Seguran-
ca, para estudar a siiuacio da
Indechina ¢ a redelinigio da
politica exierna. Na paula, a
sugeitio do chefe do Estado-
Malor do FExércilo, genora
Froderick Weyand, gue «8live
recenlemente ¢m Salgon:
da militar de pelb:
milhdes de dilake
da Sul F"mx:rl.vim
rejeiloun a sugestiio
do de sua Inviabifid
Congrésio se recusd
dar 300 milhbon —"
pedir verbas para -ajuda hu-
manithria,

. QUINTA-FEIRA

ANEMA COMERCIO E IND

Rua Serra de Paracalna
(Travess nida do Eslado
Cambu - Sho

I1CA
novas telefones a partlr
13 =P.BX

wl
""H’ Yendasy
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3702981 |

ARCO aumenta seu capit:
para um bilhao de cruzeir

Amsemblila Geral Extraardiniels ds BEAMARCO MINERACAO §.A..
eorrente, on acloniss sproviram o suments de seu oaplisl eoclal d# O
o O] OO0

Fale capilal gepd reallinda gFradslivamends, sm coniominela eofm gs ney
menta 48 Prolels BAMARCD que, come Ji Mol smplamemi, nsilelads, obiss
de mindris da ferre dé balss tesr, do farme & pearmitir & o exportacle oom
produts Allaments valorizsds ne mercads mundlsl. culs sIpOTLACES, e grus
num significative sumento de diviess pers & nosss balamgs comercial

O FROJETO SAMARCO
A BAMARCO MINIMACAD E.A, & ums empress brasllelra 28 MiBécag)
eompoite, badcaments. por 817 de  sdes direlio & wolg perier
i Triadade -~ BAMITRI. & 40F% pertencdnies A MARCONA INTHERENA
O projete SEAMARCO & um dod malored empresadimenlos po camps
mindrio de [erfe qué estds wepde conalruldes #m Lode & mundo. Ele exlgick
de “know-how™, @:dd & avan{ads concepide de muas Ieslalsches Indusirials,
rados alilemas modernos de benefliclamento bisico de mindrie de ferrs de
mings dg Alegria, Mundcipio de Marisns, Estads de Minay Gerals, sssim oo
por iuhulschs, ma sua iramsformecls om “pelleis™ muma das malores ik
projeladas ¢ terminal porlsdrie & serem conslruldes em Ponia de Ubw, M
ne Espiriio Santo. Fara se consegulr o melbor desempenho poasivel. tanis r
coma BA de cperacles Industirials, precurcd a SAMARCO conlralir as Fsls &
firmas ds comrulioria & enpenbBaris isternacionals. Estan firmed, &m assocls
predas brasllelras dy empreltelrod, tomarsm o o s larefs de execular as |
plos de 1077, quamds tedo sguele complexs inustrial deverd emirar em fu

FINANCIAMENTG
¥ Projeto SAMARCO eild orphdo, no momenis, ey USSE 404 000, D00
Inlegrads, lste #, envolvends desds s glaboraclo prévia do mindria de ferre
embarque marllime de pololis e concenlrafes, aguels cifra compreends to
pars ums producls anual de 10000 0650 de toneladaw dp pelolss & concent
smual previsie, b bass des pregos sfmals s seus produics. sard da ordem
Aldm des révarsos proprios provenlestes dp capili] menclonado. @ BA
emprésiimes exlérnos garanlided, da ordemm dp USH 384 0600 00000, lomadog 4
menle favorivels & Jd sprovedos g pulorizados, em principio, pels Bance Ces
O numers dé noves emprédes criades pelod whrlos selores do proje
14 s gpondmicos &m Ema exbetews doa teprildglog dos Estedos de A
e “eeffl myollvg ﬂ sabstanclal mel seilsl Fomdighea de vida & da
hﬂu. T - conar M'rrmﬂ ere decasas residenclals, bpr\

' .;e..--ﬂ!:. EX08 SOCIAIS

FMesta projets. de ss assoclar & urm
g da seus produ minerals abundl

Balango Comélcio Exverm
el 'Dll.ﬁ'n.al.p tecfrolthfles Bt
pela apliciglo dos Processss ind
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amelia toledo
b. sdo paulo, brazil, 1926
d. cotia, brazil, 2017

Amelia Toledo began studying visual arts at the end of the 1930s, as she
began to frequent Anita Malfatti’s studio. During the following decade,
she continued her studies with Yoshiya Takaoka and Waldemar da Costa.

In 1948, she started working as a project designer for the architecture studio

Vilanova Artigas. Her contact with iconic figures of Brazilian Modern Art
encouraged her to develop a multifaceted oeuvre, which entwines diverse
artistic languages such as sculpture, painting and print making. According
to curator Marcus Lontra, ‘the wealth of Amelia’s work comes close to that
of silence: to understand her production, it is first necessary to understand
that the half empty part of a glass is as important as its full counterpart.
We are only able to communicate because of the existence of emptiness,
silence, the breath between two words, between two sentences. Amélia
Toledo invests in and investigates that space, that moment, that passage.’

Starting in the 1970s, the artist’s production abandoned its constructive
grammar—characterized by geometric elements and curves—, turning
instead to organic shapes. Toledo began to collect various materials, such
as shells and stones, which served as sources of inspiration, and on which
she also performed punctual interventions. Quickly, the landscape took
on a fundamental role in her practice as she began to incorporate it in her
works; notably, her steel sculptures play with the environment creating
optical illusions through reflection. In parallel, Toledo’s paintings took

on monochromatic characteristics, revealing her interest for investigating
color and its behavior.

see artist page

selected solo exhibitions

* Amelia Toledo — Lembrei que esqueci, Centro Cultural Banco do Brasil
(CCBB-SP), Sao Paulo, Brazil (2017)

* Amelia Toledo, Pinacoteca do Estado de Sao Paulo, Sao Paulo, Brazil (2009)

* Novo olhar, Museu Oscar Niemeyer, Curitiba, Brazil (2007)

* Entre, a obra esta aberta, Museu de Arte de Santa Catarina (MASC),
Florianépolis, Brazil (2006)

* Viagem ao coragdo da matéria, Instituto Tomie Ohtake, Sdo Paulo,
Brazil (2004)

selected group exhibitions

* Modos de ver o Brasil: Itau Cultural 30 anos, Oca, Sao Paulo, Brazil (2017)

« 10th Bienal do Mercosul, Porto Alegre, Brazil (2015)

* 30x Bienal: Transformagbes na arte brasileira da 12 a 302 edi¢do, Fundagéo
Bienal de Sao Paulo, Sdo Paulo, Brazil (2013)

* Um ponto de ironia, Fundagdo Vera Chaves Barcellos, Viamao, Brazil (2011)

* Brasiliana MASP: Moderna contemporanea, Museu de Arte de Sdo Paulo
(MASP), Séo Paulo, Brazil (2006)

selected collections

» Fundacédo Calouste Gulbenkian, Lisbon, Portugal

« Instituto Itau Cultural, Sdo Paulo, Brazil

* Museu de Arte Moderna de Sao Paulo (MAM-SP), Sao Paulo, Brazil
» Museu de Arte de Sao Paulo (MASP), Sao Paulo, Brazil

» Pinacoteca do Estado de Sao Paulo, Sao Paulo, Brazil


https://nararoesler.art/en/artists/87-amelia-toledo/
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