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On Raul Cordero’s
Paintings: Three Times

A Building that Connects the Bottom (Shadow) with the Tap
{Antenna) af the Stretcher it is Painted on
Raul Cordero, oil on canvas, 2008

A title ahways marks the beginning. It comes first; it heads every
reading or look although it may have been the latest to arrive. What
| use a5 an ex ergo is the title of a painting and it was not chosen at
random. What it states seems lo be just whal the panting shows:
a building connecting its lower edge (the shadow) with the higher
{the antenna) of the stretcher in which it is. More than naming, it
seems to be describing the action of unifying both ends right in the
morment in which this unification takes place. It covers distances,
which would be tantamount to say thal it erases them, that it
merges them: that from bottomn fo top, from the lowest or despest
part to the highest part of the canvas, the longest span in a vertical
surface (183 x 122 cm). What lies between the contents and the
limits containing it: the shadow devouring the contours of the
figure and the margins of figuration; and the antenna, a fine line
that at the same fime cuts them and exceeds them. What exists
between the title {its foot or at its fool) and the piece itself,

The painting expands and contracts before our eyes as if
threatening to spill. It is the effect of the treble tautology in the
relationship between title and work (the text is inscribed on the
canvas) and of their game of scales. In the altempt at reaffirming
graphically what is expressed in words "a building that connects
the bottom {shadow) with the top {antenna) of the stretcher it is
painted on,” it is erected in red on the top of the chamfer as an
accessory, almost decorative, linguistic column because it never
touches the ends of the stretcher, Barely noticeable at the distance
that the full appreciation the size of the canvas demands, what it
reads requires exercising our memory. The same is the case the
other way round. The proximity reading requires only allows the
figure to be observed in detail. A 200m in effect creates the double
sensation of strangeness of having enterad into the framework or
of overflowing its contents, Something similar happens with the
horizontal *wersion,” but in this case the legend is cut short in the
privileged area of the line of sight, as if the union it announces
would remain incomplete. Emerging now on the left side, the
statement breaks out: “a building that connects the left edge.”
“With the right edge of the stretcher it is painted on™ continues
below, separated in height until it disappears into the right margin,
In both cases, only the virtual bridge created by the eyes makes
the prescribed merger passible, a bridge preceding the building in
the linking mirage between the margins of the painting.

What was included as an addendum in those 2002 works was
not the title, but some nofes. In the margin, or marginally, these
annotations imitated the logic of the architectonic project made for
{in) painting. Texts and technical sketches combined as a strategy
for the authentication of pictorial illusionism and as an attempt
to make up for its lack, for the actual impossibility of connecting
and being connected with what is oulside the painting. The
materials used added to this, in this case oil on Fabriano paper.
The effect was reversible and hovered over both visual expressions,
dislocating them, *Two (Opened) Bridges that Don’t Get to Connect
Anything,” the last in a group of three pieces that did connect,
discredited the bridge's functionality, now open within parenthesis
and between the ends of the paper. In painting, however, the link
between its ends did take place, although it was hardly perceptible.
The opposition figure/background made the unity that the latter
achigved go unnoticed because of the disproportionate opening
of the framing.

A chain of traps to the historically biased eyes of the spectator is
laid in these pleces. Built on a tautclogical structure insisting in
reiterating what is apparently evident, everything in them - from
what i5 extrinsic or incidental (title, frame, framing, color, text,
notes) to what is intrinsic (forms) — ssams 1o stale whal painting,
by its own nature, denies, but we belisve possible, however.

Painting in colors always makes me bum more calories than
painting in black and white. Painting exactly the same thing fwo
times = helf o rood, mirrored — was o useful way to explore it

Expenditures Series “Color piece No. 2

Raul Cordere, 2007, oil on canvas (diptych) and video

Comments like the one above, contained in the video, clarify the
purpose of Expanditures. The pieces collected under this title have
in commeon the mediation of physical exertion implied in the act
of painting. Once again repetition, the same pictorial motive, but

with a difference: color, for example. In "Color Piece Mo. 2,
Raul made two paintings reflecting the same scene, cne of them
without colors. With the aid of an electronic device, he quantified
the energy required in each case and confirmed that in the
case of the black and while painting, it had been less. Then he
repeated the exercise but with variations: scale {"Size Piece Mo,
1"}, adding elements to the composition (“"Composition Piece
Mo. 2"}, reproducing it exactly (*“Repetition Piece No. 1"} They
were all based in a number of reiterations that guaranteed the
minimum for a demonstration, The series is here a method for
comparison maore than the distinctive pointer of a set, Each of
the paintings is the embodiment of his research on painting
and about painting in which aesthetic research has been
replaced by pictorial expeniment.

if in the two former moments of Expenditures, the matif lost is
symbolic relevance by tuming into an examination instrumeant
and a pretext for the exercise of painting, this third presentation
also works 85 a decoy for the indoctrinated eyes of the audience,
Classic genres were chosen this time: landscapes, seascapes, still
lives, all of them genres that contemporary art has made almost
impracticable for expression. In view of his anachronism, the first
reaction of the audience is to reject what it is being offered “here
and now,” but then it begins. fo revaluate it from a conceptual
perspective, This is the moment of redoubled ireny: in spite of the
excellent finish of the painting, the act of reception is displaced to
the intellectual analysis of its theoretical background.

But the displacement of experience is further reinforced.
When artistic qualities tumn Into demonstration variables, they
paradexically become, together with the results of the production,
the only sign of uniqueness in the pleces. The experimental
exercise of repetition and ditference is the one giving each of
them their quality as examples, sven whean their existence is
impossible to dissociate from the series to which they belong. A
reducible originality, we could say, because it does not stem from
exceplional traits of the painting. but is rather reduced to the
traits describing its differance,

The paintings have a mark of their own: an inscription on the canvas
sel in digital typology summarizing them as objects and determining
their existence by the physical expenditure invested in making them:
50 x 38 cm Kcal: 36 Fat: 50%; 75 x 56 cm Kcal: 53 Fat: 45%;
100 x 75 cm Keal: 82 Fal: 45 % (®Size piece Mo. 17).

These last data, coming from the former, are used as a basis to
evaluate the pieces, not the qualitative value stemming frem
an aesthetic experience that is never perfectly accomplished,
but the quantifiable value, which is its price. Total cost is
calculated from a rate assigning a fixed amount to the minimum
expense unit: 1Kcl = 40 suros,

lrony becomes cynlcism based in 3 combined critic of everything
legisiated in painting, whether the categories attributed by
traditional aesthetics or the relevance imposed by the artistic
system legitimizing it and conditioning the audience. A scathing
ingenuity that of the artist, who has been able to lay down the basis
of his freadom an the very assumptions that should normally Bmit
it. It is mot mere chance that the contents of this series detve further
into the surface marked out by each of its pieces to meet in the
ungraspable space of its execution. This is what explains the video
that accompanies the pieces. Registering the process is not only
an evidence of the implementation of the experiment, but the most
irrefutable document of the experience. It also tries to present what
is unpresentable, although it can only be done halfway: the act of
painting, just painting. The rest, what is untranslatable, is here the
center. The rest, what is seen and what the audience is induced to
sea, is secondary, 1 is conceptual bait put out by the artist that will
allow him the joy of painting. It is there, it & in him himself, where
pure enjoyment has ended up.

Obtained by Transition series “Untitled”
Raul Cordero, 2004. oil on canvas

Indescribable pieces, at least not without relevant confusion. Or
unnamable (“Lintitied"). The pieces in the series Obtained by
Transition may be considered spactral. Nothing in them is totally clear,
entiraly defined. Like ghosts, images, one upon the othes, become
fransiucent and merge by superimposing forms and colors, making
8 homogeneous amalgam of the figure and the background, making
composition indistinguishable and the order that is possible in painting
unintelligible, Mothing here seems susceptible of interpretation,
reading or ranslation in the level of discourss. I is as if we had bean
gbandoned o the absolute realm of visualization.

What this work means, the first of all those belonging to Obtained. ..,
seems to be something lacking importance. What you ask vourself,
in any case, is how has this painting without a topic, representing
nothing, without a text, has been arrived at, which 5 as good as
saying without a significant organization, without significance. It Is
futile then to talk about what is inside the painting. It would be better
Iz see what ks about it, its surmoundings. As if the transparencies
inside it, in a permanent transilion, sent us outside and the other
way round.

What s here shown to us has been taken from another field, the
glectronic space of video, 3 means the artist has regularly used to
put it face to face with painting. Recordings with. various contents
are simultaneously reproduced in the computer and then halted. This
moment, which will always be a moment of coincidences, decides the
resulting image, More of less manipulated, it will later be translated
to the canvas.

Captured in the moment of its occurrence, as a pause of what is
ephemeral in the most eloguent instant of its transience: the
tade merging a disappearance with a new appearance, this final
combination is not a double, a replacement or a representation of a
real or ideal thing, It is rather a multiple because of its provenance,
viden, and of the superposition of diverse dimensions and effects.
This may have been the point of departure of a procedure with ils
plattorm in the Expenditures series. The loss of the symbalic impartance
of the pictorial motil now transforms into the de-signification of the
painting’s contents. When entirely detaching from its origin, the
maodel, which had been postponed by a first moment of transposition
(illustratsons from a book on architecturs in A Building...”; photograph
in “Composition Piece Mo, 2"), becomes insignificant. This is also
valid for some of the paintings that came after Obtained.. ., like those
in Optional Title Series or others more recent like “Mambo de la
conguista®™ (Conguest Mambo, 2008). In them, the composition is
still the result of digital combinations and what varies is the nature of
the fragments, now heterogenecus.
Even when works from art history are
included, the vaned treatments thay
undergo in the computer make them
almost entirely break away from their
ofiginal experience. Also  because
many times these references have
been chosen not as lextual guotes,
that is, nat as allusions that must refer
to the original so as to establish an
intertextual dialogue. What matters in
these appropriations is especially their
pictorial value,

That is the case of one of the most
recurrent motifs in Cordero’s works: the
landscape “The Alley at Middelhamis™
(1668] by Dutch painter Meyndert
Hobemma. To start with, Cordero does
not use |t as a whole, but anly the datall marking its unlguensss: that
road lined with palms the author never saw and tried to recreate in
canvas following the description sailors of his times used to make
of them. A challenge to the academic limits imposed to painting
in those times and to the actual scene. Since it is a clipping, it is
an abstraction. Although we may recognize it individually, in 2ach
case, and in group, because of its repetition, treated in various ways
in dimensions, color, silhouette or transparency, their link with the
original is so innumerably deferred that it has turned into an almost
pure motif.

A similar result is achieved with the rest of the images. Their origin
is not always artistically legitimate. Raul has no elitist preferences
in spite of the refinement of his art. In the cases where the origin of
the visual fragment is unauthorized or has no author, no “signature,”
the author will be practically erased from the very moment of its
appropriation. The superimposition of digital treatments and the
visual combination with other details make them even more different
and end up by displacing, rather than deferring, the urgency of the

search for sense. These paintings deny the significant order of
reading; they are reluctant to be considered as texts, because art is
not rigorously logical or strictly discursive. Nothing more eloguent
in this sense than the “pointillist”™ statements at times included.
Maore than written, they are painted on the canvas. They are nol
constructed with the fluid strokes of writing, but with the effont
of the eyes that must join colored dots, like in & quiz. Statements
that are not fixed, as loosely tied to meaning as to the canvas itself.
Because even when we can recognize a given contents in them,
whether they are sentences or given names (“Still my life,” “Baby
Loren,” “Lazaro Vargas”), they have no link whatscever with the
imagas thay are suppased to complamant.

These are texts that have been found, or rather texts that the artist
finds without meaning to. They strike him through capricious
associations and are added to the surface for no other reason than
their baing there. This, together with their material quality, color,
location, the neuralgic areas of the painting where only loase dots
used to be, replaces the significant nature of pictorial quality.
Where do these works begin? Outside the painting or inside it? The
process seems to be established in the digital realm. It is there that
it sadiments, that it settles, no matter how contradictory it may
searn. But this, however, Is not its origin, What is indisputable is
that these compositions emerge through what computers allow or
make it possible to do.

I have always had the temptation of saying that these paintings by
Raul are digital. What is more, that he is perhaps the only artist
actually doing digital painting in Cuba, | have refrained from it up
to mow because, without the context of a lengthy line of argument,
this statement might be reduced to the point of saying what it does
not intend to say This statement becomes true only to the extent
that digital aids homogenize the dissimilar natures of his maotifs,
contnbute to their new composibion and, In the process, pollute the
entire result, Because what we see, what the canvas shows us, &
still painting.

This return to the canvas is the true origin of the work. A symbolic
return, since it has never been abandoned. Many times | have heard:
"I add images, | place layers of effects one on top of the other, | do
away with some, until the whole thing looks like a painting.” That
“looks like" implies that it functions as such, whatever it contains or
shows: a farm pure in its impurity, complete in its fragmentation that
15 then transiated to the canvas or the paper with the techniques
accumulated by painting in its evolution.

The contamination of painting and model is reversible. The
unstable nature of the electronlc image |s inscribed in the effects of
transparency. But also in the texture of the surface it tries to create
with oil, polyester and other materials compatible with the digilal
quality of the composition.
The same thing happens the
other way round, bacause
of the power painting has
of making etemal what is
ephemeral, of making durable
what is transient, of inscribing
in time the fleetingness of an
instant that is now multipbe. It
endows electronic images with
what seemed never would
be theirs: the potential of
memory. This refurn, | insist,
is only a rhetorical element
of this discourse intending to
return to artists the orgin of
what has always belonged to
them: the pleasure of painting,
The pleasure that makes them use their intelligence to search
thecretical arguments to challenge the institution and refax in the
realization of a2 work that does not depend of it, that annuls it, that
splits it in its prasent structure while guestioning and mocking it. A
waork allowing an obsessive gloating with its obiect and developing
in the intimacy of their study. But that also suppases a challange for
contemnporary audiences unfamiliar with the medium and too busy
to stop in the rhythm of reception it imposes.

A painting that takes pleasure in itself, that establishes itself as ils
own center and sujet. And it does it, contradictorily, by coming in
and out of its realm with ease, that Is, without limitation. Coming in
and out of Its margins, those which have been prescribed, to find its
sense neither inside nor cutside of itself, but in the transition that
merges its framework with the infinite and diverse outside.

Maityn Machada



Tres veces en torno a la

pintura de Raul Cordero’

por Mailyn Machado

A Building that Connects the Bottom (Shadow) with the Top
{Antenna) of the Stretcher [t is Painted on
Rail Cordero, dleo sobre lienzo, 2008

Un titulo marca siempre el comienzo, Es lo primero, lo que
encabeza toda lectura o mirada aun cuando haya sido lo
ultime en llegar. El que anticipo como exergo intitula un
cuadro y no fue elegido al azar. Lo que enuncia es similar,
en apariencia, a lo que lo gue se exhibe en pintura: un
edificio que conecta el borde inferior (sombra) y el su-
perior (antena) del marco en el que estd pintado. Mas
gue nombrar, parece descrbir la accian de unificar ambos
extremos en el momento en que se efectia |a unificacion,
Salva distancias, que es lo mismo que decir, 1as barra, las
funde. La que va del bottom al top, de la parte mas baja
o profunda a la mas alta del lienzo, la luz mas larga de
una superficie vertical (183 x 122 cm). La que hay entre
&l contenido y los limites que lo contienen: la sombra que
devara los contornos de la figura v los margenes de la
figuracién; y la antena, linea fina que los corta, al tiempo
que los supera. La que existe entre el titulo (pie o al pie de
la obra} y la obra misma.

La pintura se expande y constrife ante nuestros ojos como
si amenazara con derramarse. Efecto de [a tautologia de
la relacion titulo-obra que se triplica (el texto se inscribe
sobire la tela) y del jusgo de escalas entre ambos. En el
intento de reafirmar graficamente lo que enuncia, “un
edificio que conecta el borde inferior (sombra) con el
superior (antena) del cuadro en el que esta pintada®, se
erige en rojo a lo alto del chaflan como columna lingiistica
accesoria, casi decorativa, porque nunca llega a tocar los
remates del marco. Apenas perceptible en la distancia
que imponen las dimensiones del lienzo para su total

Optional title serfes

a) PERFECT LOVERS LIKE PIECE N {TRIBUTE TO EG.T)

b} FODTAGE BOLAS EN FONDO ROMD / FOOTAGE CASA: DIP TO COLOR'
C) CASA ROJA

2008, Oil on canvas, 60 £ B0 cm

Tres veces se hablard aqui en torno a una pintura que se resiste
a ser enmarcada, a discursos lineales o a cualquier otro tipo de
restricciones: ni las propias del medio, ni las legisladas para
¢|la desde la institucion, ni las de su propio dominic

apreciacion, o que éste dice se convierte en un ejercicio
de memoria. Lo mismo a la inversa. El acercamiento que
exige la lectura dnicamente permite cbservar en detalle la
figura. Un efecto zoom in que preduce la sensacion doble
de extranamiento de haber entrado dentro del marco o del
deshorde de su contenido,

Algo similar sucede en la “version™ horizontal, sélo que en
#sta leyenda se trunca en |a zona privilegiada de |a visual
como si dejara incompleta la unidn que anuncia. Surgido
aqui del extremo izquierdo, el enunciado se desata: “a
building that connects the left edge”. “With the right edge
of the stretcher it is painted on”, continlia por debajo,
separado también en altura, hasta perderse en el limite
derecho. En ambos casos la fusidn preescrita sélo es
posible por el puente virtual que traza fa mirada. Puente
que antecediera al edificio en el espejismo de enlace entre
las orillas de la pintura.

Lo que se anadia como suplemento en aquellas obras
del 2002 no era el titulo, sino notas. Al margen o
marginales, estas acotaciones imitaban la logica del
proyecto arquitecténico hecho para (en) pintura. Textos
Y esguemas técnicos se combinaban como estrategia de
autentificacion del ilusionismo pictdrico ¥ coma intenta
de suplir su falta, la imposibilidad real de conectar y
conectarse con lo que esta fuera de cuadro. A esto se
sumaban los materiales, oil on Fabriano paper. El efecto
gra reversible, se cemia, dislocandolas, sobre ambas
manifestaciones plisticas. “Two (Opened) Bridges that
don "t get to Connect Anything”, Gitima de un grupo de tres
piezas que si canectaban, desacreditaba la funcionalidad
del puente, ahora abierto entre paréntesis y entre las
extremidades del papel. En pintura, en cambio, la figazdn
entre sus margenes si se consumaba, aungue de forma
apenas perceptible, La oposicion figuraffondo hacia pasar
desapercibida la unidad que este Gltimo conseguia por la
apertura desmesurada del encuadre,

Una cadena sucesiva de trampas se tiende en estas obras
a la mirada historicamente predispuesta del espectador.
Construidas scbre una estructura tautolégica, que insiste
en reiterar lo que en apariencia es evidente, todo en ellas,
desde lp extrinseco o accesorio (Htulo, marco, encuadre,
color, texto inscrita en la imagen, notas) a lo intrinseco
{formas), parece afirmar lo que, por naturaleza, la pintura
niega. ¥, sin embargo, nos parece posible,

UNTITLED
(AFTER HOBBEMA: BABY LOREMN)
2008, 08 gngd polyester resin on camas. 102 x 128 cm

MAMBO DE LA CONGQUISTA

2008. O and polyester resin on canvas, 193 x 14B ecm
(contains a fragment of Meynder Hobbema's The Alley
at Middelhamis)

Painting in colors always makes me burn more calories than painting

in hlack and white. Painting exactly the same thing two times =half a road,
mirrored- was a useful way to explore it. Expendifures Series

“Color piece No. 2"

Ral Cordero, 2007, dleo sobre lenzo (diptico) y video

Comentarios como éste, contenidos en video, clarifican la finalidad de Expenditures. Las piezas que se redinen bajo este
titulo tienen en comudn la medicidn del desgaste fisico que conlleva el acto de pintar. Una vez mas la repeticidn, el mismo
motive pictdrico, més una diferencia, por ejemplo, el color. En “Color Piece No. 27 Rall realiza dos cuadros con la misma
escena reflejada, a uno de los cuales le ha sustraido el color. Con I ayuda de un suplemento electrénico, cuantifica el gasto
de energia invertido en cada caso y comprueba que en aguel ejecutado en blanco y negro ha sido menor.

El mismo ejercicio se efecta con diversas variaciones: escala (*Size piece No. 17), agregado de elementes en la composicion
(“Composition piece No. 2°), la repeticion exacta (“Repetition piece No. 17). Todos ellos sustentados en un ndmero de
reiteraciones que garantiza el minimo para una demostracidn, La serie funciona aqui mas que como signo distintive de un
conjunto, como método comparativo. Cada cuadro es el ejemplo corporeizado de una investigacion en y sobre pintura, en
la que la experiencia estética ha sido suplantada por el experimento pictérico.

5i en los dos momentos anteriores de Expenditures (anos), el motivo perdia su relevancia simbdlica al convertirse en
instrumento del examen y en pretexto para el ejercicio de pintar, en esta tercera edicidn sirve ademas de sefuelo a la mirada
adoctrinada del plablico. Los elegidos son en esta ocasion géneros clasicos: paisajes, marinas, naturalezas muertas, aquellos
que el arte contemporanec ha vuelto casi impracticables para la manifestacion. En vistas a su anacronismo, la primera
reaccidn de la audiencia es el rechazo de lo que se le ofrece “aqui y ahora”, para luego comenzar a revalonizarlo desde una
perspactiva conceptual. He ahi el instante de ironia redoblada: a pesar del excelente acabado de la pintura, el acto de su
recepcién gueda desplazado al analisis intelectual de su trasfondo tedrico.

Pero el disloque de la experiencia se refuerza ain mas, Al transformarse las cualidades artisticas en variables demostrativas,
estas se instituyen, paraddjicamente, junto a los resultados de la produccion, como el dnico sello de la singularidad de las
piezas. El ejercicio experimental de la repeticion y |a diferencia es ol que otorga a cada una de ellas su calidad ejemplar, adn
cuando estén atadas de forma indisociable a la serie que integran. Una onginalidad reductible, pudiéramos decir, porque no
se deduce de los rasgos excepcionales del cuadro, mas bien se reduce a los caracteres gue describen su diferencia.

Las pinturas incluyen su propia marca, una inscripcion sobre la tela en tipologia digital, Ella es el resumen de lo que las
distingue camo objetos y de aquello que determina su existencia, los gastos fisicos invertidos en su realizacion: 50 % 38 cm
Keal: 36 Fat: 50%; 75 x 56 cm Kecal: 53 Fat: 45%; 100 x 75 cm Keal: B2 Fat: 45 % (“Size piece No. 1"). Estos (ltimes
datos, derivados de los primeros, son |a base para el establecimiento del valor, no el cualitativo emanado de una experiencia
estética que nunca llega a consumarse, sino el cuantificable de su precio econdmice. El costo total se calcula a partir de una
taza que asigna un monto fijo a la unidad minima de gasto: 1 Kcl = 40 euros.

La ironia se convierte en cinismo a partir de |a critica combinada a todo aguello gue legista en pintura, tanto a las categorias
que le han sido atribuidas por la estética tradicional, como a la pertinencia que e es impuesta por el sistema artistico que la
legitima y condiciona al receptor. Ingenio mordaz del artista, que ha logrado estaluir los fundamentos de su libertad a partir
de los mismos presupuestos que deberian limitarla. Mo por gusto el contenido de esta serie estd mas alla de la superficie que
demarca cada una de sus obras para encontrarse en el espacio inasible de su realizacion. Es esto lo que explica la presencia
del video como suplemento de las piezas. El registro del proceso no es stlo una prueba de la ejecucion del experimento,
sino el documento mas fehaciente de la experiencia. Intenta también presentar lo impresentable aungue no logre conseguirio
sino @ medias: el acto de pintar, sdlo de pintar. Este resto, lo intraducible, es aqui el centro. Lo demas, aquello que se ve y
se induce a ver, resulta secundario. Una camada conceptual lanzada por el artista para permitirse el disfrute de la pintura.
Es ahl, es a él, a donde ha ido a parar el goce pura.



Obtained by Transition series “Untitled”
Raul Cordero, 2004, 6leo sobre lienzo

Lo indescriptible, al menos no sin confusion pertinente. O
lo innombrable (“Untitled"). Las piezas de la serie Obained
by Transition pudieran catalogarse de espectrales. Mada
en ellas resulta totalmente nitido, completamente definido.
Como fantasmas, las imagenes se traslucen unas en ofras,
s& mezclan superponiendo formas y colores, haciendo del
fondo y la figura una amalgama homogénea; volviendo
indistinguible la compesicion e ininteligible el orden
posible de la pintura. Mada aqui parece susceptible de ser
interpretado, lefdo o traducido al plano del discurso. Como
si hubiéramos sido abandonados al dominio absoluto de la
vizualidad,

El qué dice esta obra, la primera de todas las que pertenecen
a Obilained..., parece ser cosa sin importancia. Lo que
uno se pregunta, en cualquier caso, es como ha llegado a
ser esta pintura sin tema, sin representar nada, sin texto,
que es lo mismo que decir, sin organizacion significante,
de significancia. Resulta vano entonces hablar de lo que
aparece dentro del cuadro sino alrededor de él, desde sus
inmediaciones. Como si las transparencias de su intarior nos
remitieran, en una transicion permanentemente, al exterior
¥ Viceversa,

Lo que aqul se nos muestra ha sido obtenidao en otro dominio,
el espacio electronico del video. Un medio que el artista ha
empleado con regularidad para confrontarlo también con la
pintura. Grabaciones de diferente contenido se reproducen
simultaneamente en el ordenador y luego son detenidas, Ese
momento, que siempre serd un momento de coincidencias,
determina la imagen resultante. Mas o menos manipulada,
ésta serd luego traducida al lienzo.

Capturada en el momento de su ocurrencia, como una
pausa dada a lo efimero en el instante mas elocuente de su
transitoriedad: el fade que funde una desaparicion con una
nueva aparicion, esta combinacion final no es va un doble,
sustituto o representacion de alguna cosa real o ideal. Mas
bien es un maltiple a razén de su procedencia, el video, v de
la superposicion de dimensiones y efectos diversos.

Este parece haber sido el punto de partida de un
procedimiento gque tiene como plataforma la  serie
Expenditures. La pérdida de importancia simbdlica del
motivo pictérico se transforma ahora en la de-significacion
del contenido del cuadro. Al abstraerse fotalmente de su
origen, el modelo, antes aplazado por un primer momento
de trasposicién (ilustraciones de un libro de arquitectura en
“A Building..."; fotografia en “Composition piece Mo, 2%), se
torna intrascendente. Esto es vélido también para algunos
cuadros posteriores a Oblained..., como los que conforman
la Optional Title Serie u otros mas recientes como “"Mambo
de la conquista” (2008). En ellos la compasicion contindan
siendo el resultade de combinaciones digitales, lo que varia
es la naturaleza de los fragmentos, ahora heterogénea.
Incluso cuando se incluyen cbras de la historia del arte, los
variados tratamientos a las que son sometidas en el ordenador
las escinden casl por completo de su experiencia originaria.
También porgue en muchas ocasiones esas referencias han
sido elegidas no como citas textuales, es decir, no como
alusiones que deben remitir al original con vistas a entablar
con &l un didlogo intertextual. Lo que importa de estas
apropiaciones es ante todo su valor pictarico.

Tal es el caso de uno de los maotivos mas recurrentes en los
trabajos del artista, el paisaje "The Alley at Middelharnis®
(1668) del pintor holandés Meyndert Hobbema. Para
empezar, no es empleado en su totalidad, sino en el detalle

gue marca su singularidad: ese camino bordeado de
arbales, palmeras que el autor nunca viera y que intentara
recrear en el lienzo a partir de las descripciones que hacian
les marinos de |la época. Un desafio a los lindes académicos
impuestos a la pintura de su momento v a la escena real.
El mismo un recorte, es por esta causa una abstraccion,
Tratado de diversas maneras ya en dimensiones, color,
silueta o fransparencia, aungue podamos reconocerlo por
separado, en cada caso, y en conjunto, por su repeticion,
la ligazdn con el orginal habra side incontablemente
diferida hasta convertirlo en un motivo casi puro.

Un resultado similar experimentan el resto de las imagenes
consumidas. Su procedencia no siempre es artisticamente
legitima, Radl no tiene preferencias elitistas a pesar del
refinamiento de su arte, En los casos en que el origen
del fragmento visual es desautorizado o sin autoridad: sin
“autor”, sin “firma”, |la unidad con la referencia se habra
borrado practicamente desde el momento mismo de su
apropiacion. La superposicion de tratamientos digitales y
la combinacidn visual con otros detalles, difieren adn mas
las remisiones y terminan por desplazar, mas que aplazar,
la urgencia de la bisgueda del sentido.

Estas pinturas niegan el orden significante de la lectura, se
resisten a ser consideradas como texto, porque el arte no
es propiamente Idgico ni estrictamente discursive, MNada
resllta mas elocuents a este respecto que los enunciados
“puntillistas” que a veces incluyen. Mas que escribirse,
son pintados sobre la tela. Mo se constituyen desde el
trazo fluido de la escritura, sino desde el esfuerro de la
mirada que debe unir los puntos de colores, como en
un Quiz. Enunciados sin fijeza, tan vagamente atados
al significado como al propio lienzo. Porgue adn cuando
podamos reconocerles un contenido determinado, ya sean

frases o nombres propios (“Todavia vida mia", “Baby
Loren®, “Lazaro Vargas"), no tienen vinculo ldgico alguno
con las imagenes que deberian complementar,
Textos encontrados, o que mas bien encuentran al
artista sin quererlo, Lo asaltan por caprichosos juegos
de asociaciones y son anadidos a la superficie sin mas
razon gue su llegada. Esto junto a su calidad matérica, el
color, ¥ su ubicacién, las zonas neuralgicas de la pintura,
que antes ocuparan puntos sueltos, sustituyen el caracter
significante por la cualidad pictérica.
iDdnde comienzan estas obras? éFuera del cuadro, dentro
deel? El proceso parece instituirse en el dominio de lodigital.
Es ahi donde tiene su sedimentacion, su asentamiento,
par muy contradictorio que esto pueda parecer. Pero no
constituye por eso su origen. Lo indiscutible, es que es a
través de lo que la computadora permite o deja hacer que
estas composiciones son dadas.
Siempre he estado tentada a decir que estas pinturas de
Radl son digitales, incluso mas, que es quizas &l dnico
artista que hace una pintura auténticamente digital en
Cuba. Si me he cohibido hasta ahora ha sido porgue
esta afirmacion fuera del contexto de una argumentacidn
extensa pudiera quedar reducida a lo que no quiera decir,
Solo en la medida en que el medio digital homogeneiza
las naturalezas disimiles de sus motivos, sirve a su
recompasicion y, en este proceso, contamina todo el
resultado, esta aseveracion se torma cierta. Porque lo que
vemos, aquello gue se nos muestra dentro del cuadro,
sigue siendo pintura.
Esa vuelta al lienzo es el origen real de |a cbra, Un retorno
simbdlico porque nunca ha side abandonado. Muchas
veces lo he escuchado comentar: “agrego imagenes,
superpongo capas de efectos, elimino algunas, hasta que
el conjunto se parezca a una pintura”. Ese “se parezca
a" implica que funcione como tal, mas alld de lo que
contenga o deje ver. Forma pura en su impureza, completa
en su frapmentacidn que luego es traducida en la tela o el
papel con las técnicas acumuladas por el medio pictdrico
&n su devenir.
La contaminacion entre el cuadro y su modelo es reversible,
El caracter inestable de la imagen electrdnica queda
inscrito con |os efectos de transparencia. Pero tambigén en
la textura de la superdicie que trata de alcanzar con dleo,
paliéster y demas materiales propios la calidad digital de
la composicion. Lo mismo sucede a la inversa, por esa
facultad de etermnizar lo efimero que posse la pintura,
de hacer durable lo transitorio, de inscribir en &l tiempo
la fugacidad de un instante ahora multiple. Ella dota a
la imagen electronica de lo que parecia jamas podria
corresponderle, el potencial de la memoria.
Ese retormno, insisto, es solo una retonica de este discurso
gue intenta restituir al artista el origen de lo que siempre
ha sido suyo, el placer que le produce pintar. EI mismo
gue le lleva a poner su inteligencia en funcién de buscar
argumentos tedricos para desafiar a la institucion v
solazarse en la realizacidn de una obra que no depende
de ella, que la anula, la escinde en su estructura actual,
al tiempo que la bura y cuestiona, Una obra que permite
el regodeo obsesivo con el objeto y que tiene lugar en
la intimidad del estudio. Pero que también supone un
desafio para el piblico contempordneo desconocedor del
medio y demasiado agitado para detenerse en el ritmo de
recepcion que éste impone,
Una pintura que se complace a si misma, que se
instituye como su propio centro y suject. Y lo hace,
contradictoriamente, entrando y saliendo de su dominio
con soltura, que guiere decir sin limitacién. Entrando y
saliendo de sus margenes, los que le han sido prescritos,
para encontrar su sentido ni dentro ni fuera de ella misma,
sino en la transicion que funde su marco con el infinito v
diverso outside.

Mailyn Machado

A PAINTING THE SAME NAME S1ZE AS

JACKSON POLLOCK ™S NUMBER ONE
2008. 0il and polyester resin on canvas, 173 x 264



