JAMPOL sobre marmol, un carnaval del cuerpo

da exposicion de Glenn Jampol es una
experiencia, una nueva exploracion de
las formas del arte. Es un artista ludico que no
cesa experimentar con lo que ve y nos propo-
ne a la vista. Desde su exposicion en Berlin,
abierta festivamente el mismo dia de la caida
del muro, Glenn Jampol proponia una serie
de rupturas con la nocién de espacio y jugaba
con la percepcion de lo que esté fuera y den-
tro del cuadro. Como si derribar los muros fuera
una meta de su arte en una asombrosa coinci-
dencia historica.

Hace poco, en otro episodio de experimen-
tacion obsesiva e igualmente ludica, Glenn
Jampol llevé a cabo una reinvencién carnava-
lesca de los letreros publicos, letras e image-
nes, que abundan en las calles y las carreteras
de Costa Rica.

Ahora el punto de arranque parece ser la
materia que ha elegido como sustrato de sus
cuadros: el marmol. Piedra de connotacién
fria que el artista ha vuelto calida a fuerza de
colory de luz. Pero también a fuerza de figuras
abstractas que implican una ligera huida de
la helada geometria rigurosa al refugiarse en
grietas y manchas mas naturales, mas produc-
to de los accidentes de la naturaleza que de
una planeacién implacable.

Pero antes de nada, estas piezas de marmol
que ha elegido en vez de papel, madera o tela,
imponen a cada obra una luminosidad excep-
cional, casi una transparencia basica de los
colores que se extienden y condensan sobre
la superficie extrafiamente translucida. Tal vez
enganosamente translucida. Los amarillos, los
naranjas y hasta los verdes y azules al retomar
una nueva consistencia sobre el marmol se be-
nefician y muestran un asombroso esplendor.

Inmediatamente después se hace eviden-
te que el marmol sugiere al artista mas que
impone un principio de fidelidad incipiente
a las formas accidentales de la piedra: grietas,
cuarteadoras, burbujas, manchas se convier-
ten en trazos del cuadro, en parte integrante
de su estética. Son arrebatados a la naturaleza

por la decision del artista de dejarlos o modi-
ficarlos. Pero conservan la marca de un origen
que antecede y rebasa al artista. Quien juega
y los retoma pero no se subordina completa-
mente a estos caprichos geoldgicos. Lo que en
principio crea una tension saludable entre las
formas que creay las que explora, producien-
do a final de cuentas lo que vemos: un festival
abstracto del arte acoplandose con una gama
de accidentes de la naturaleza presentes en la
piedra sobre la que se pinta.

Las grietas parecen algunas veces orillas de
una costa marina vista desde al aire. Y el pin-
tor las repasa como si caminara sobre ellas.
Pero luego deja en su propio trazo otras orillas
igualmente accidentadas pero esta vez por su
pulso incierto o deliberadamente resquebra-
jado. Lo que significa que el cuerpo del artista
realiza en estos cuadros un gesto teatral, hace
un performance sobre el marmol de orilla a ori-
lla: de la orilla de su piel y su pulso a la orilla del
tiempo largo que se requiere para que la natu-
raleza afecte una roca de marmol. El artista se
rebela contra esa disparidad absurda y regresa
a la plenitud del instante, que es el tiempo de
sus propias grietas, de sus orillas.

Ademads, el artista deja que la huella de
su mano permanezca en cada brochazo, en
cada decisién o recorrido de sus pinceles. Eso
abre para nuestra mirada un espacio donde el
cuerpo del artista se anuncia plenamente y, es
mas, muestra su plenitud. Es como un cuerpo
que baila, que se mueve a sus anchas en cada
pieza. Y a la alegria de cada composicion se
suma la alegria del cuerpo que la ejecuta. Y,
por extensién gozosa, se suma el cuerpo que
mira: nosotros. Estos cuadros son un verdade-
ro carnaval del cuerpo sobre el marmol. Y un
momento de plenitud en la obra siempre sor-
prendente y gozosa de Glenn Jampol.

Alberto RUY-SANCHEZ
México DF
Marzo, 2004
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JAMPOL on marble, a Carnival of the Body

very exhibition of Glenn Jampol is an

experience, a new exploration of the
forms of art. He is a mischievous artist that
never ceases to experiment with what he sees
and then he invites us to view it. Since his
exhibition in Berlin, the festive opening day
coinciding with the falling of the wall, Glenn
Jampol has wrought a series of ruptures with
the idea of space and has played with the per-
ception of that which lies outside and inside
the picture. It is as if demolishing the walls was
agoal of his artin a remarkable historical coin-
cidence.

A short while back, in another episode of
obsessive experimentation and equally capri-
cious, Glenn Jampol brought to light a carni-
val like reinvention of public signs, letters and
images that are abundant in the streets and
boulevards of Costa Rica.

Now, the point of breaking ground seems
to be the substance that he has chosen as the
substratum of his paintings: marble. A stone of
cool connotations that the artist has warmed
through the force of color and light. But also
the strength of abstract figures that imply a
weightless flight from the frozen and rigorous
geometry that finds refuge in the very natural
cracks and stains, more a product of the acci-
dents of nature than implacable planning. But
above all else, these pieces of marble that he
has chosen, instead of paper, wood or cloth,
impose on every work of art an exceptional
luminosity, almost a fundamental transparen-
cy of colors that extend and condense over the
strangely translucent surface. Perhaps deceit-
fully translucent: The yellows, the oranges and
even the greens and blues while establishing
a new consistency to the marble, display and
benefit from an amazing splendor.

Immediately afterward, it becomes evident
that the marble suggests to the artist that he
must impose a principal of nascent fidelity to
the accidental forms of the stone: cracks, divi-
sions, bubbles and stains that become part of
the painting, are an integral part of its aesthet-
ic. They are snatched away from their natural

state by the artist’s decision to either leave
them or transform them. But they conserve
the mark of their origin that proceeds and
transcends the artist. They play and renew,
but they do not succumb completely to those
geological whimsies. That which in principle
creates a healthy tension between the forms
that it creates and those that it explores, finally
produces what we see: an abstract festival of
art coupled with a progression of accidents
of nature present in the stone over which he
paints.

The cracks appear at times like the banks
of a maritime coast seen from the air. And
the painter wanders as if he was walking over
them. But later, in his own trail he leaves other
edges equally accidental but this time for the
deliberately uncertain or fractured pulse. The
significance is that the artist in those paintings
generates a theatrical gesture, he makes a per-
formance on the marble from edge to edge:
from the edge of his skin and his pulse, to the
edge of the eons it requires so that nature
could affect a piece of marble stone. The art-
ist rebels against that absurd disparity and
returns to the excesses of the moment; it is
time for his own cracks from his own edges.

Moreover, the artist leaves the track of his
hands in every brush stroke, on each decision
or wandering of his brushes. That releases a
space for our viewing, where the artist’s body
fully declares itself and even demonstrates its
breadth. It is like a dancing entity that shifts
its vastness in each piece. And the joy of each
composition is the totality of the pleasure of
the body that creates it. And, in the extension
of this pleasure, there is the addition of the
body that is seen: us. These paintings are an
indisputable carnival of the body on marble,
and a moment of plenitude in the always sur-
prising and pleasurable work of Glenn Jam-

pol.

Alberto RUY-SANCHEZ
México DF
March, 2004



Luz, color y sombra

stareciente serie de pinturas sugieren la reflexién,
entrar en un espacio inefable, sin ataduras, que a
pesar de ser dindmico, simultdneamente intuye
calma, quietud y esplendor. Disciplina, devociéon
y el deseo de dignidad se unen a la destreza, in-
tuicion y experimentacion. Estas pinturas estan
hechas en una forma aditiva donde no se omite
nada, el tema simplemente crece. La estructura
es referencial, no literal.

A distancia la imagen aparenta ser ordenada
y precisa, pero el detalle revela que es suelta y
expresiva, hasta un poco fortuita y no clinica-
mente evidente. El trabajo tiene relacién con lo
moderno/contemporaneo y los antiguos ideales
respecto al asombro, la deferencia, la humildad
y un sentido de propésito. Las obras nacen de
mi mente, mi corazén y mi mano, sin intrusiones,
mas no intentan sefialarme a mi como su autor,
mas bien intento ausentarme y permitirle al ob-
servador un ofrecimiento.

En un mundo inundado de confusién, esta serie
pretende ser un apoyo modesto, un regalo hacia
lo ideal, la dignidad, que acepta al mismo tiem-
po la belleza de la imperfecciéon y los fallos de la
teoria.

Glenn GOLDBERG
New York City
2004
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Light, Color and Shade

he works ask us to slow down, to enter into a
realm that is unspoken and unencumbered, al-
beit energized and animated. The disposition in
the work is one of simultaneous calm and ener-
getic splendor. Discipline, devotion and a desire
for dignity are joined by directness, intuition and
experiment. The paintings are made in an addi-
tive manner wherein nothing gets painted out,
things only get painted in. Structures are formed
that are referential but decidedly non-literal.

The works seem ordered and precise from a
distance, yet up close are revealed to be looser,
somewhat haphazard and non—clinically certain.
The kinship is with both modern/contemporary
art and ancient ideals with respect to awe, def-
erence, humility and sense of purpose. They are
born of the mind, heart and hand of a human
being, without re-routing or intrusion. They do
not want to point back to their maker, rather the
maker intends to get out of the way and facilitate
an offering to the viewer.

In a world inundated with confusion, this exhibi-
tion attempts to be a modest aid in the direction
of gift, dignity and a reach toward the ideal, while
accepting the beauty of imperfection and the
flaws in theory.

Glenn GOLDBERG
New York City
2004





