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Flavio Garciandi'a is widely recognized as one 

of the most important Cuban artists of the cur­

rent era. His paintings, filled with art-historical 

references, make a humorous, yet pointed 

commentary on modernist and contemporary 

painting. 

His career, which spans more than twenty-five 

years, includes the landmark exhibition 

Volumen /, which led to the formation of the 

well-known Havana biennials. His activities as 

a teacher have given him the respect and admi­

ration of his contemporaries. He was the key 

element in introducing new ways of looking at 

artistic production in Cuba when he served 

as curriculum director for the prestigious 

instituto Superior de Arte in Havana. He has 

had many one-person exhibitions in Cuba, 

Mexico, the U.S. and Europe and has partici­

pated in many international biennials. 

This publication accompanies Flavio Garciandias 

first exhibition of his work in the southwestern 

United States. 
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F O R E W O R D  

S T U A R T  A .  A S H M A N  

DESPITE OUR GROWING INTEREST in Latin American cultural 

expression, American audiences have been relatively unexposed to 

the work of Cubas artists. Although a wealth of activity flourishes 

on the island, the artists do not have much opportunity to exhibit 

in the United States. Many go out through the "back door" and 

present their work in international biennials, European venues, 

and, in some cases, major U.S. galleries that have taken the initia­

tive to prospect for this talent. The exhibition possibilities for 

Cuban artists, both here and in Cuba, have often depended on the 

tenacity of the individual artists, curators, and gallery directors. 

A combination of factors has contributed to our inability to 

view the works of Cuban artists in the United States. The embargo 

does not regulate the entry of works of art into the United States, 

as they are considered "informational materials," but despite this 

little-known loophole our knowledge of the Cuban contemporary 

vision remains limited. 

Another, and perhaps more important, factor is our shared 

political history with Cuba. This history includes periods of great 

animosity going back to the late nineteenth century and most 

notably the intensified tensions of the last four decades. 

The artists in Cuba have felt an inability to present their work 

in the U.S. for internal reasons as well. The arts, and particularly 

music, in Cuba have suffered much in a climate of prohibition and 

regulation. Not unlike a child caught in a custody dispute between 

two parents, the arts and artists in Cuba have been held hostage and 

used as levers by both countries. 



In the 1980s, a group of artists eager to connect its island 

nations artistic expression with the broader contemporary art 

world, and to bring the island's arts up to date, created an exhibi­

tion called "Volumen," regarded as a breakthrough in the presenta­

tion of Cuban contemporary art. Beyond its huge public success, 

the exhibition demonstrated the will of the artists in separating 

themselves from political expectations and official programming. 

These artists, now known as the generation of "Los Ochenta," 

included Flavio Garciandia, Marta Maria P^rez Bravo, Jos6 Bedia, 

Arturo Cuenca, Florencio Gelabert, Gory, and others. 

In response to this effort and as a way of working with these 

artists, the Cuban Ministry of Culture instituted the first Havana 

Biennial in 1984, an exhibition that billed itself as the Biennial of 

the developing world. This exhibition, and each of the five subse­

quent ones, included more than 150 artists from some forty-five 

countries. 

This period in the development of the arts in Cuba has been 

termed the "Cuban Renai.ssance" by the international art commu­

nity. It has created the theoretical and conceptual basis for the 

study and understanding of this work and of the art produced by 

previous generations. 

Los Ochenta generated a powerful and unique brand of post-

conceptualism, while revolutionizing arts education in Cuba. 

Working primarily within the Instituto Superior de Arte, they were 

able to perpetuate this movement by educating subsequent gener­

ations of artists. 

Flavio Garciandia's work has focused on painting and its history in 

the modern era. An academically trained painter, he brings an 

informed mind to his skilled hand. Through his painting, he traces 

the evolution of painting in Cuba while making constant and light-

hearted reference to his mentors. These are the recognized masters 

of the genre and include Clyfford Still, Barnett Newman, and, of 

course, Wifredo Lam and Pablo Picasso. 

It is our hope that the exhibition "Clyfford Still Picking 

Mangos in the Patio (Flavio Garciandia Was There)" and the 

accompanying publication will shed some light on the high quali­

ty of expression that exists within the Cuban artistic community. 

The exhibition and publication are made possible through the 

generosity and thoughtfulness of Michael and Marianne 

O Shaughnessy. These two individuals have exerted a tremendous 

effort in fostering the Hispano/Latino culture. Through their work 

in publishing, writing, and photography they continue to reveal 

and preserve for the world the wealth of that culture. In addition, 

their generous philanthropy makes exhibitions and publications 

such as these possible. 



The project received additional support from the Museum of 

New Mexico Foundation, and we are grateful for their continued 

assistance on behalf of the state's museums. The Friends of 

Contemporary Art (foca) contributed their support and enthusi­

asm. We are thankful for their friendship. 

A great deal of acknowledgment is due to the curators and 

gallery directors who have risked representing Cuban artists. Most 

notably, I would like to thank Ramis Barquet, who through his two 

venues in New York and Monterrey, Mexico, has fostered the work of 

many of Cuba's most important artists. His solidarity with that com­

munity and his consistent support of the artists are remarkable. 

1 would also like to thank Juan Antonio Molina, guest curator 

and essayist, for his informed choices and thoughtfully rendered 

essay. These will be of great assistance in achieving our program­

matic goals. Nancy Allen, exhibition designer for the Mu.seum of 

New Mexico, worked diligently and on a tight schedule to 

present the exhibition with the reverence it deserves. Charles Sloan, 

Chief Preparator, added his expertise and professionalism to the 

project, ensuring its success. Wilma Casias-Schofield, Museum 

Administrator, kept everyone informed and "on their toes," and 

Bonnie Anderson, Assistant Director, contributed her coordination 

and record-keeping skills. Joan Tafoya, Registrar, kept in order all of 

the paper work associated with such a project, and Theresa Garcia, 

Financial Specialist, accurately kept track of our budgets. Mary 

Jebsen, Senior Librarian and Acting Director of the Museum of 

Fine Arts, made sure that the program reached its goal. 1 am most 

appreciative of her efforts and commitment to the continued suc­

cess of the Museum of Fine Arts. 1 would also like to mention the 

support of Mary Ann Cleary, Director of Exhibitions, for her 

enthusiasm and positive energy, and Mimi Roberts for her efficien­

cy and undying interest in the project. At the Museum of New 

Mexico Press, acknowledgments are due to the staff and its former 

director, Joanne O'Hare, but I would like to give a special thank you 

to Mary Wachs for her intelligence, skill, and ability to keep the 

project on track. David Skolkin, catalogue designer, is unequalled 

in his talent. This publication is testimony to his gifts. 

Finally, I would like to thank the artist Flavio Garciandfa, who, 

despite economic and other difficulties that exist in Cuba, has 

maintained a commitment to his work and developed a singular 

vision that makes a significant contribution to painting in our 

time. 
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T H R E E  U N C O M F O R T A B L E  P O S E S  T O  C O M M E N T  

O N  T H E  W O R K  O F  F L A V I O  G A R C I A N D I A  

J U A N  A N T O N I O  M O L I N A  

I  

C L Y F F O R D  S T I L L  P I C K I N G  

M A N G O S  I N  T H E  P A T I O  

( F L A V I O  G A R C I A N D I A  W A S  T H E R E )  

Clyfford Still picking mangos in the patio. He bends over and 

picks up a pair of mangos, then he takes a few steps towards the 

right and bends over again. He shakes a tuft of gray hair and has 

doubts about going forward or towards the left. He goes for a yel­

low mango a little farther away. Then he goes back and picks up 

three more. He leaves one that is a bit bruised. And now he goes to 

the left, he goes for another pink one with several dark spots. He 

moves slowly and patiently and leaves winding tracks on the canvas. 

If you have ever picked mangos, you know what I'm saying. 

In the recent works of Flavio Garciandia, numerous paintings 

contain such enigmatic tracks within the composition, tracks that 

reproduce somewhat unsettled but never chaotic gestures with an 

internal logic reflecting the artist's relationship with the canvas. 

Unsettled not because Garciandia scorns calculation but rather 

because the interior of the painting leaves a series of alternative 

phases that keep unfolding and modifying some kind of initial plan. 

This indecision lends a character of openness to Garciandia's 

work, not only in terms of meaning, which depends on other 

resources, but also in the transfer from spatial to temporary 

aspects. Works such as I insulted Brice Marden in Havana (twice); 

Clyfford Still picking mangos in the patio; or The feverish mind of 



Cabrera Infante II lead us through the pictorial plane that gives us 

a worldly perspective with regard to the work presented to us in the 

aggregate (nor does this space traveled offer us the stimulus of an 

iconic reconstruction). In the end it is difficult to find the figure 

even though in some paintings (and particularly in some titles) 

Flavio is more condescending with our impulse towards conven­

tion than in others. 

In these cases, an insinuation in the total form is superimposed 

on a gestural connotation, although it does not seem to be 

Garciandia's intention to justify form with object references 

beyond the painting (he does not flirt with subliminal illusionism), 

although his brush strokes inside the painting, his work at roomy 

chromatic levels, and his inclination for organic forms may prompt 

us to interpret his works from the perspective of our own experi­

ence of real space and our tendency to read a rectangular frame as 

a landscape. What appears to be one of the points of tension in his 

relation with the painting is sometimes resolved by going against 

gravity by emphasizing horizontal aspects or sloping lines (as in A 

lamentable incident). The effect is to make our perception uneasy 

but also richer. This can be seen in the painting Vedado Heights, 

which also makes reference to decorative archetypes present in 

Havana's architecture of the 1950s. 

I I  

T H E  D E L I C A T E  Q U A R R E L  

B E T W E E N  O N E  P A I N T I N G  A N D  A N O T H E R  

The strongest extra-pictorial references in Garciandia s paint­

ings are the titles, which generally function as points of escape and 

expansion for the feelings of the image. This meta-textuai function 

reflects the ways in which Garciandia's work is created as a dis­

course on the painting and its history. I insulted Brice Marden in 

Havana (twice) and Clyfford Still picking mangos in the patio 

build up fictional anecdotal situations in which the main characters 

are recognized figures in contemporary art. The painting that fell 

from the sky (Gorky was there) presents a similar situation, 

although the reference to the painter more pointedly establishes a 

dialogue between the two artists. In these examples, there is a 

process of engagement, more by omission than by analogy, that 

becomes the painting's text. Garciandia establishes a kind of antag­

onism (not necessarily insulting) when he suggests in the title a 

relationship with the work of another artist (that supposedly 

would justify the verbal reference) but frustrates our search for an 

analogy. The title functions sometimes like an invocation, some­

times like an allusion to some recognizable theme or tradition, thus 

adding a layer of meaning to the visual imagery. Thus, the titles 



induce the viewer to search for references in the painting that jus­

tify the allusions of the titles, ultimately forcing the viewer to face 

the fact that those references do not exist or are disguised, some­

times by subdety and sometimes by a more subversive obviousness. 

In very notable cases, this subversiveness derives from parody 

or from criticism. Who's afraid of Barnett Newman II is obviously 

a paraphrase of Who's Afraid of Red, Yellow and Blue, a title 

Newman used for a series in the mid-1960s. Here the reference to 

the title is subverted in the painting. For Newman's blue, 

Garciandia substitutes green, and by creating a studied shabbiness 

converts the lower part of his painting into an antithesis of 

Newman's clean painting. This work is the second so tided, a ver­

sion of the other Who's afraid of Barnett Newman? that was the 

title of Garciandia's 1998 exhibition and is a good example of refer­

ence by omission referred to above. 

The delicate dispute between the estate of Mark Rothko and 

the Marlborough gallery is another case in which the title does not 

create a fictitious story but rather refers to something factual. Here 

the opposing relation between the title and the painting's surface 

does not seem as important as the allusion, somewhat sarcastic, to 

the conflicts of interest that arise from the works of certain artists as 

a result of commercial speculation. In addition to taking a critical 

position toward excesses and contradictions in the art market. 

Garciandia shows an inclination to look for situations, fragments, or 

anecdotes that reflect the unofficial side of art history, something he 

had put into practice in earlier paintings that make reference to 

Cuban artists. Sevilla was a festival (if it weren't for Servando); 

Alcoholic morning (with Rene and Raiil) ; and Something moves 

(Sandu Darie arrived)—works exhibited in Havana in 1998—are 

but a few examples. In this regard, Garciandia's tides frequently 

emphasize being at the margin of art history, either because he 

introduces apocryphal situations or because he alludes to situations 

that themselves are on the margins of history. 

I l l  

F R O M  A B S T R A C T I O N  T O  P O S T -

C O N C E P T  U  A  L I  S  M  ( N E G A T I V E  S E Q U E L S )  

Garciandia's work seems to be a way to critically witness (and 

to cynically operate from) subversive sedimentation of the modern 

and the festive ethnic-global mixture. Sedimentation and ethnic 

mixture are expressed in his paintings as forms of domestication, 

as cultural references already legitimized by history. Domestication 

in this context has a dual meaning: first, to dominate and control 

for self benefit; and secondly, to again place in context, to transfer 

these references, although symbolically, from their institutional 



environment to a private, domestic autobiographic (and in the 

final analysis unofficial) environment. In this way, Garciandia 

touches on collective knowledge and memory, which expresses 

itself also as knowledge, interpretation, and judgment. In this 

regard, knowledge and memory function as different elements that 

acquire a presence in the language. This point is particularly inter­

esting in analyzing Garciandia's present work, since many of his 

most outstanding aspects depend on the linguistic dimension. Each 

work combines a pictorial statement with a verbal statement. The 

pictorial statement, which in principle we will classify as "abstract," 

to a great extent is self-evident: The colored fields; the almost 

"graphic" lines in the interior of the fields or at the boundaries at 

different levels; the fragmentation of the totality of the painting 

itself by the contrast at the different levels depicting the plastic 

qualities of the work and establishing a level of meaning that self-

definition presents; and, a self-analysis of the painting as an object 

(and as a result of the pictorial act). To this uniqueness of the paint­

ing we add the semantic juxtapositions (the quotes, the adapta­

tions, and the significant omissions) that give the painting an exter­

nal intellectual dimension outside the object but equally defining 

of the painting itself. That definition of the painting as a particular 

pictorial object comes with an assessment of the history of the 

painting and also an axiological statement about the painting itself. 

I would posit that those factors likewise make up a crucial factor in 

the historical definition of the object, since each painting is pre­

sented not only as the result of a transfer or waste of physical and 

intellectual energy over the subject but also as a placement of that 

result in the legitimate place of the painting as a historical process. 

Thus, Garciandia's paintings are not only self-defining objects as 

paintings for and of themselves but are also defined outside the 

paintings themselves. Thus, the paintings prove Cutforth's state­

ment that "the status of any object as art and as object of art is 

propositional and not factual."' 

Garciandia associates the weight of the propositional in these 

works with the conceptualist tendency to define art from art. 

However, if we accept Filiberto Menna's proposal that a distinction 

must be made between research about art's system (attributable to 

conceptualism) and research about the system (or sub-system) of 

the painting (attributable to post-conceptualist pictorial practices), 

we must also accept that in Flavio Garciandia's work the .second 

option has more weight. The "research" of Garciandia's work is 

above all a praxis, closely linked with the pictorial object and his 

attention to the linguistic dimension of the work, which finally lead 

one to the nature of the specific object. With regard to Garciandia's 

work, Fagone's statement on the so-called "new painting" made at 

the beginning of the seventies continues to be valid: "To leave the 



problems of painting to the painting obligates the artist to essen­

tially specify reality, to an analysis of the pictorial process, which 

cannot he done without doing painting."^ 

Two characteristics of Garciandia's work are fundamental to 

determining that post-conceptual quality. One is the emphasis of 

the physical qualities of the art object. The other has to do with its 

functionality at the pragmatic level. As we have said, the verbal 

statement is crucial in this aspect because, contrary to what the 

most orthodox conceptualists have attempted to do, the work of art 

is not enclosed in a tautological circle hut rather open to possibili­

ties of reading wherein contradiction, omission, and even the 

absurd fit. It is in the act of reading that the art object becomes 

dynamic, where the verbal statement subverts the physical qualities 

of the plastic statement, criticizing rather than reaffirming it, pro­

posing alternatives rather than redundancies. 

NOTES 

1. R. Cutforth, "The ESB a Reference Book," Art Press (1969)- Quoted by 

Filiberto Menna,The Analytical Option in Modern Art (Barcelona; Editor 

Gustavo Glli, S.A., 1977)> 4i-

2. V. Fagone, Catalogue of the exhibition Fare Pittura, 1973- Quoted by 

Menna, The Analytical Option in Modern Art, 10. 
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UNA GRAN PARTE DE LA EXPRESI6N y producci6n artistica en Cuba 

se mantiene como un gran misterio para el pueblo 

Norteamericano. Aunque existe una gran riqueza de actividad 

artistica en la isla, los artistas plasticos no tienen mucha oportu-

nidad de exponer su obra en los EEUU. Muchos de ellos exportan 

su obra por la "puerta trasera" y la presentan en bienales interna-

cionales, galerlas y museos en Europa, y, en algunos casos, en gale-

rias Norteamericanas que ban tornado la iniciativa de prospectar 

este gran terreno de talento. 

Esto es el efecto de varies elementos que contibuyen a nuestra 

inabilidad de conocer arte Cubano en los EEUU. Un elemento es el 

Embargo, instituido por los EEUU en el 1961. El Embargo no reg-

ula la entrada de obras de arte a los Estados Unidos, ya que estas se 

P R O L O G O / A G R A D E C I M I E N T O S  

S T U A R T  A S H M A N  

consideran "materiales informativos". Pero, a pesar de esta 

desconocida singularidad, nuestro conocimiento sobre el arte con-

temporaneo de Cuba queda muy limitado. 

Otro elemento, y quizas el mas importante, es la historia politi-

ca que existe entre los dos palses. Esta historia, que incluye perio-

dos de grandes tensiones ha existido desde el siglo XIX, pero se ha 

intensificado en las pasadas cuatro decadas. Y, aunque el embargo 

ha conribuido a la escasez del arte Cubano en los EEUU, los artis­

tas Cubanos ban sentido la imposibildad de exponer su obra por 

razones internas tambi^n. Las oportunidades para exponer, aqui y 

en Cuba siempre ban dependido de los caprichos de curadores, 

galeristas y de la suerte y empeno de cada artista. 

Notablemente, las artes plasticas, y en particular la musica, ban 



sufrido mucho por este ambiente de regulacidn que todavia existe. 

Las artes de Cuba siguen siendo rehenes del diferendo historico de 

los gobiernos de ambos paises. 

En los 80, un grupo de artistas, ansiosos por conectar su expre-

si6n artistica con el mundo mayor del arte contemporaneo, y de 

poner al dla las expresiones plastlcas islenas, crearon una exposi-

ci6n titulada: Voliimen I. Esta exposicion, es considerada un punto 

de quiebre en la historia del arte Cubano pues, aparte de ser un 

fenomenal suceso publico, demostro la voluntad de estos artistas de 

desmarcarse de las expectativas y programas oficiales, y en realidad 

se pusieron al dia con sus colegas en el mundo del arte contem­

poraneo. Estos grupo de artistas se destaca por haber sido muy 

instrumental en la revolucion de la ensenanza del arte en Cuba, 

actuando fundamente en el Instituto Superior de Arte, y propi-

ciando con ello la continuidad de este movimiento, llamado por la 

critica internacional renacimineto Cubano. Ellos ayudaron tam-

bi^n a establecer las bases tedricas y conceptuales para el arte pro-

ducido por las generaciones posteriores. Este grupo, que ahora se 

conoce como la generacion de "los ochenta" incluye a Flavio 

Garciandia, Marta Maria Perez Bravo, Josd Bedia, Arturo Cuenca, 

Florencio Gelabert, Gory, y otros. 

Como respuesta al esfuerzo de estos artistas, el Ministerio de 

Cultura establecid la Bienal de La Habana. Una exibicidn de arte 

que se promociona como la bienal de los paises en desarrollo. Esta 

exposicion, y las cinco que la siguieron, ban incluido mas de 150 

artistas de 45 paises cada vez. 

La obra de Flavio Garciandia esta concentrada en la pintura y 

su historia en la epoca moderna. Este pintor, cuyo entrenamiento 

fud academico, demuestra en su obra una mente informada y una 

mano diestra. Por medio de sus pinturas el artista traza el desar­

rollo y la evolucion de la pintura en Cuba, y hace constante refer-

encias (con buen humor) a sus mentores. Estos son los Maestros 

reconocidos de su genero: Clyfford Still, Barnett Newman, y claro 

que Wifredo Lam y Pablo Picasso. 

Se espera que la exibicion que acompana a este catalogo alum-

bre el conocimiento y demuestre la alta calidad que existe en la 

expresion artistica de la comunidad Cubana. 

Esta exibicion y el catalogo se ban hecho realidad gracias a 

la generosidad y buena voluntad de Michael y Marianne 

O Shaugnessy. Ambos ban hecho tremendos esfuerzos para fomen-

tar la cultura Latina. Por medio de estos esfuerzos en su casa edi­

torial, Red Crane Books; sus ensayos y libros, y la fotografia de 

Michael O Shaughnessy, ellos coninuan su meta de demostrar y 

preservar para el mundo, la riqueza de esta cultura. 

Adicionalmente, es justamente por su generosa filantropia que el 

Museo pudo llevar a cabo este proyecto. Tambien recibimos el 



apoyo de la Fundacion del Museo de Nuevo Mexico. Le apreci-

amos mucho su continua ayuda a favor de los Museos Estatales de 

Nuevo Mexico. Los Amigos del Arte Contemporaneo (Friends of 

Contemporary Art-foca) ayudaron con su apoyo y entusiasmo. 

Apreciamos su amistad. 

Muchos agradecimientos se les deben a Iso curadores y galeris-

tas que ban tornado el riesgo de presentar la obra de artistas con-

temporaneos Cubanos. Se destaca entre eelos, Ramis Barquet. Este 

distinguido galerista trabajando en dos locales: Nueva York, y 

Monterrey, Mexico ha fomentado la obra de muchos artistas 

importantes Cubanos. Su amistad con esa comunidad y el apoyo 

que le ha dado a los artistas merece reconocimiento. 

Tambien quiero darle las gracias a Juan Antonio Molina, 

Curador Invitado y escritor del ensayo que se incluye en este 

catalog por haber elegido las obras con tanta claridad y por su 

ensayo que fue tan bien considerado. Estos hechos nos ayudaron 

mucho en llegar a nuestras metas programaticas. Nancy Allen, 

Disenadora del Museo de Nuevo Mexico, trabajo con mucha dili-

gencia dentro de un horario apretado para crear una muestra con 

la reverencia que merece. Charles Sloan, Jefe del Departamento de 

Preparacion, anadio su profesionalismo y gran capcidad al proyec-

to, esto asegurd su exito. Wilma Casias-Schofield, Administradora 

del Mused mantuvo las lineas de comunicacion con todo el per­

sonal, y Bonnie Anderson, Asistente al Director contribuyo la coor-

dinacidn y el mantenimiento del record. Joan Tafoya, Registradora, 

aseguro que todos los papeles en un proyecto complicado como 

este se mantengan en buen drden y Theresa Garcia, Contadora, 

mantuvo los records fmancieros. Mary Jebsen, La Bibliotecaria del 

Museo, que ahora esta instalada en el puesto de Directora 

Provisional del Museo, asegurd el exito de este proyecto. Yo apre-

cio mucho sus esfuerzos enl bien del continuo exito del Museo de 

Bellas Artes. Quisiera mencionar el apoyo de Mary Ann Cleary, Jefe 

del Departamento de Exibiciones por su entusiasmo y enrgia posi-

tiva. Mimi Roberts del mismo departamento, por su eficiencia y su 

imperecedero interes en este proyecto. 

La Prensa del Museo de Nuevo Mexico merece mucho 

reconocimiento. Su Director, Joanne O'Hare, y especialmente Mary 

Wachs por su conocimiento de este campo, y su gran abilidad de 

mantener el proyecto en el carril correcto. David Skolkin, dis-

enador del catalogo no tiene igual en su capacidad. El catalogo es la 

evidencia de su talento. 

Finalmente, le doy las gracias al artista, Flavio Garciandia, 

quien, a pesar de las dificultades econdmicas y en general que exis-

ten para los Cubanos, ha mantenido un gran empeno hacia el 

desarrollo de su obra y, por eso, evoluciond una visidn singular que 

contribuye en forma importante a la pintura de nuestra epoca. 
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C L Y F F O R D  S T I L L  R E C O G I E N D O  

M A N G O S  E N  E L  P A T I O  

( F L A V I O  G A R C I A N O F A  E S T A B A  A L L f )  

Clyfford Still recoge mangos en el patio. Se agacha y agarra un 

par de ellos, luego camina un poco hacia la derecha y vuelve a 

agacharse. Sacude un mechon de pelo bianco y duda si ir al frente 

o hacia la izquierda. Se decide por un mango Amarillo un poca mds 

adelante. Despues retrocede y toma tres. Abandona uno, algo mal-

tratdado. Ahora si hacia la izquierda, va por otro rosado, con varias 

manchas oscuras. Se mueve suave, pacientemente, y deja un rastro 

tortuoso sobre en lienzo. 

T R E S  P O S E S  ( I N C O M O D A D S )  P A R A  C O M E N T A R  

L A  O B R A  D E  F L A V I O  G A R C I A N D I A  

J U A N  A N T O N I O  M O L I N A  

Si usted ha recogido mangos alguna vez, entonces sabe a que 

me refiero. 

De la reciente produccion de Flavio Garciandia, son numer-

sosos los cuadros que contienen esa suerte de rastros enigmaticos 

dentro de la composicidn. Esas huellas que reproducen una gestu-

alidad, un tanto azarosa, pero no caotica. Mas bien con una logica 

interna que tiene que ver sobre todo con la particular relacion del 

artista con el lienzo. Azarosa, no porque desdene el cdlculo, sino 

porque toda prevision al interior del cuadro siempre se encuentra 

con una serie de fases alternatives que van desdoblando, modifi-

cando y abriendo cualquier plan inicial. 

Esta inderminacion es lo que da cierto caracter de obra abrieta 

al trabajo de Flavio. Y no solo en el campo del significado (lo cual 



depende de otros recuros que tambien comentaremos), sino tam-

bi^n en esa transferencia que se logra de lo espacial a lo temporal. 

Estas obras (pensemos en Yo insulte a Brice Marden en La Habana 

(dos veces), Clifford Still recogiendo mangos en mi patio o El cere-

bro caliente de Cabrera Infante), per poner solo tres ejemplos) nos 

incitan a reproducir un recorrido por el piano pictorico que nos 

coloca en una perspectiva temporal con relacidn a la obra, la cual, 

por cierto no se nos plantea como totalidad (ni siquiera este recor­

rido nos ofrece el estimulo de una reconstruccion iconografica). A1 

final, dificilmente encontraremos la "figura", aunque en algunos 

cuadros (y sobre todo en algunos titulos) Flavio logra ser mas con-

descendiente con nuestro impulso a la convencion que en otros. 

En esos casos, a la connotacibn gestual se superpone una 

forma o una insinuacidn de forma total, aunque debe considerarse 

que la intencion de Flavio no parece dirigida a justificar la forma 

con referencias objetuales extrapictoricas (no coquetea con un ilu-

sionismo subliminar), aun cuando sus trazos al interior del cuadro, 

su trabajo en amplios pianos cromaticos y su inclinacion por for-

mas organicas puedan colocarnos en situacidn de traducir sus pin-

turas desde una perspectiva marcada por nuestra experiencia del 

espacio real y nuestra tendencia a leer paisajisticamente el marco 

rectangular. De hecho, ese parece uno de los puntos de tension en 

su relacidn con el cuadro, que a veces resuelve, forzdndolo en con­

tra de su gravedad, de su tendendia al equilibrio sobre lo horizon­

tal (como en Un lamentable incidente) y haciendo mucho mas 

incomoda, pero tambien mucho mas rica nuestra percepcion, y a 

veces proponiendo declinaciones geo o cartograficas—mas verifi-

cables en cuadros como Alturas del Vedado u Hotel Riviera— 

malecon, aunque en ambos (el Segundo, ausente de esta muestra) 

es tambien deducible la referenda a arquetipos decorativos pre-

sentes en la arquitectura habanera de los anos 50. 

II. E L  D E L I C A D O  L I T I G I O  

E N T R E  L A  P I N T U R A  Y  L A  P I N T U R A  

En realidad las mds fiiertes referencias extrapictdricas en los 

cuadros de Flavio son los titulos, que generalmente funcionan 

como puntos de fuga y expansion de los sentidos de la imagen. Esa 

funcidn metatextual del titulo marca los modos y las direcciones en 

que la obra de Flavio Garciandia se erige como discurso sobre la 

pintura y su historia. Fn tal sentido podemos hablar de una direc-

ci6n ficcional: Yo insulte a Brice Marden en La Habana (dos veces) 

y Clyfford Still recogiendo mangos en mi patio construyen situa-

ciones ancedoticas ficticias en las que los protagonistas son recono-

cidas figures dentro de la historia del arte contemporaneo. El 

cuadro que cayo del cielo (Gorky estaba alii) se encuentra en igual 



situaci6n, aunque de una manera tal vez mas acentuada, la referen­

da al pintor sirve para establecer un dialogo entre el cuadro de 

Flavio y la obra del artista citado. En estos casos estamos asistiendo 

a un proceso de cita por duplicado: una cita que podemos consid-

erar por omission mas que por analogla y que se constituye en el 

texto pictorico. Es una espede de antagonismo (no necesariamente 

insulante) que establece Flavio al sugerir desde el titulo una 

reladon de lo pintado con la obra de otro artista (que supuesta-

mente justificaria la allusion verbal) y al frustrar o por los menos 

obstaculizar la biisqueda de dicha analogla. 

Otra cita es la establecida desde el titulo, a veces como invo-

cacidn, a veces como evocacion, de un sujeto que significa en tanto 

autor, es decir, en tanto productor reconocido de una memoria, 

contaminando con ese signifacado (ya lo hemos visto) al texto pic-

tdrico, aunque sea simplemente haciendo notar su ausencia o,lo 

oblicuo de las vlas para detectar su presencia. En resumen, el titu-

lo-desde su ficdon-induce a una biisqueda de referents en el 

cuadro que justifiquen a este ultimo artificio y termina enfrentan-

donos al hecho de que esos referents no existen o estan enmascara-

dos, a veces en la sutileza, a veces en la obviedad m^s subversiva. 

En casos muy notables, esa subversion esta dirigida desde la 

parodia o desde la critica. Who's afraid of Barnet Newman II, es 

obviamente una parafrasis del Who's afraid of red, yellow and blue 

que Newman desarrollara como serie a mediados de los anos 60. 

Aqui tambien la referenda del titulo se ve subvertida en la pintura. 

El "blue" de Newman es sustituido por el verde de Flavio, quien con 

estudiado desalino convierte la parte inferior de su cuadro en una 

antitesis de la pulcra pintura de Newman. Esta obra es la Segunda 

version de otra (Who's afraid of Barnett Newman) que dio titulo 

a una exposicion de Flavio Garciandia en 1998 y que es tambien 

muy buen ejemplo del tipo de cita por omision a que me referi 

anteriomente. 

El delicado litigio entre el estate de Mark Rothko y la galleria 

Malborough es otro caso, en el que el titulo no crea un relato ficti-

do, sino que se refiere a un hecho real. Aqui la relacibn oposicional 

entre titulo y superficie pictorica no parece tan importante como la 

allusion, con cierto aire sarcastico, a los conflictos de intereses que 

surgen en torno a la obra de determinados artistas, como resultado 

de la especulacion mercantile. Ademas de la postura critica hacia 

los desafueros y las contradicciones del mercado de arte, se manifi-

esta una inclinacidn de Flavio por buscar situaciones, rasgos o 

anecdotas en el lado no official de la historia del arte, ejercicio que 

ya habia puesto en practica anteriormente, sobre todo en sus 

numerosas menciones a artistas cubanos. Sevilla era una fiesta (si 

no fuera por Servando), Manana alcohdlica (con Ren6 y Raiil) o 

Algo se mueve (llego Sandii Darie), obras expuestas en La Habana 



en 1998, son unos pocos ejemplos de alio. En tal sentido, los titulos 

de Flavio siempre mantienen un acento de marginalidad con 

respecto a la historia, bien por introducir situaciones apdcrifas, 

bien por basarse en alusiones a situaciones en si mismas margin-

adas por la historiografia. 

I L L  

D E  L A  A B S T R A C C I 6 N  A L  P O S T C O N C E P T U A L I S M O  

( S E C U E L A S  N E G A T I V A S )  

La obra de Flavio Garciandia parece una manera de atestiguar 

criticamente (y de operar cinicamente desde) la sedimentacidn 

subversiva de lo moderno y el mestizaje festivo de lo global. 

Sedimentacion y mestizaje que en las pinturas de este autor se 

expresan como formas de domesticacion de referentres culturales 

ya legitamados por la historia. Domesticar mantiene en este con-

texto una doble acepcion: dominar, controlar y reacomodar en 

funcion del beneficio propio y, en Segundo lugar, recontextualizar, 

transferir—aunque sea simbolicamente—esos referentes, desde su 

imbito institucional a un ambito privado, domestico, autobiogra-

fico (extraoficial, a fin de cuentas). Con ello Flavio procede a la 

individualizacidn de un saber y una memoria colectivos, lo que 

hace que la apropiacidn no se agote en si misma, sino que se exp-

rese tambien como conocimiento, interpretacion y juicio. 

Es esas circunstancias el saber y la memoria fiincionan como 

elementos difiisos, que adquieren presencia en el lenguaje, Este 

punto es particularmente interesante para un analisis de la obra 

actual de Flavio Garciandia, pues muchas de sus cualidades mds 

sobresalientes dependen de su dimension lingiiistica. Cada obra de 

este autor es la sintesis de un enunciado pictdrico con un enunci-

ado verbal. El enunciado pictdrico—que en principio calificaremos 

como "abstracto"—es en gran medida autorreferativo. Los campos 

de color, las lineas (casi "graficas") al interior de dichos campos o 

en los limites entre diferentes pianos, la propia fragmentacidn de la 

totalidad del cuadro por el contraste entre pianos diversos, enun-

cian la plasticidad de la obra y establecen un nivel del significado 

que plantea una autodefmicidn y un autoanalisis del cuadro como 

objeto (y como resultado de un acto) pictdrico. 

A esta particularidad del cuadro se anadirian las yuxtaposi-

ciones semdnticas que he mencionado anteriormente (las citas, las 

apropiaciones, las omisiones significativas) que abririan el signifi­

cado del cuadro a una dimension intellectual externa al objecto, 

pero igualmente definitoria del mismo. Esta definicidn del cuadro, 

como objeto pictdri o particular, viene acompanada de un juicio 

sobre la historia de la pintura y de un enunciado—tambidn axi-

oldgico—sobre la pintura misma. Diria mas bien que estos factores 

forman igualmente parte crucial en la definicidn historica del obje­

to, pues cada pintura de Flavio esta planteada, no solo como el 



resultado de una transferencia o un desgaste de energia fi'sica intel­

lectual sobre la materia plastica, sino tambien como una colocacidn 

de ese resultado en el terrene legitime de la pintura ceme precese 

histdrice. De mode que les cuadres de Flavie ne sole sen ebjetes 

que se autedefinen ceme pinturas, desde y per si mismes, sine 

quen tambien se definen al exterior de si mismes, prepeniende 

consecuentemente una definicidn parcial—interesada, si se quire— 

de la pintura y cemprebande el planteamiente de Cutferth de que 

.. el status de cualquier ebjete ceme arte y ceme ebjete de arte, 

es prepesicienal y ne factual".' 

El peso de le prepesicienal en estas ebras las asecia con la ten-

dencia cenceptualista a definir el arte desde el arte. Sin embargo, si 

aceptamos—tal ceme prepene Filiberte Menna—que debe hacerse 

una distincion entre una investigacion sebre el sistem. del arte 

(atribuible al cenceptualisme) y una investigacion sebre el sistema 

(o subsistema) de la pintura (atribuible a las practicas pictoricas 

pestcenceptualistas) debemes aceptar tambidn que en la ebra de 

Flavie Garciandia es la Segunda epcion la que tiene mas peso. La 

"investigacidn" de Flavie es ante tede una praxis estrechamente 

vinculada con el ebjete pictorice, y su atencidn a la dimension 

linguistica de la ebra conduce en ultima instancia a la naturaleza de 

ese ebjete especifice. Con Flavie sigue cerreberandese le que decia 

Fagene a principles de les anes 70, refiriendese a la llamada "nueva 

pintura": 

Remitir los problemas de la pintura a la pintura, obliga al artista 

a una especificacidn esencial de la realidad pldstica, a un andlisis del 

proceso pictorico que no puede llevarsc a cabo sin hacer pintura.-

Des caracteristicas de la ebra de Flavie sen basicas para deter-

minar esa cualidad pestcenceptual. Una es el enfasis en la fisicidad 

del ebjete artistice. La etra tiene que ver con su funcienalidad en el 

plane pragmatice. Ceme hemes cementade, el enunciade verbal es 

crucial en ese aspecte preque, al centrarie de ceme pretendian les 

cenceptualistas mas ertedexes, ne encierra a la ebra de arte en un 

circule tauteldgice, sine abre pesibilidades de lectura dende caben 

la centradiccien, la emisdn y hasta el absurde. Es en este acte de la 

lectura dende se dinamiza el ebjete artistice, dende ciertamente el 

enunciade verbal subvierte la fisicidad del enunciade plastice, 

criticandele mds que reafirmdndele, prepeniende alternatives mds 

que redundancies. 

NOTES 

1. R. Cutforth. "The ESB, a Reference Book". En Art Press, 1969. Citado por 

Filiberto Menna. La opci6n analftica en el arte moderno. Barcelona. Ed. 

Gustavo Gill, S.A., 1977. pag. 41 

2. V. Fagone. Gatdiogo de la exposicion Fare Pittura. 1973. Citado por 

Filiberto Menna. op. cit. pag. 10 
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