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i un universo de afinidades electivas.

Hate libro a8 para mi, antes que nada, un gozo del oficio.

La “oolaboracion” entre artistas siempre es un disfrute, una herramienta de comprension y entendimiento,

aue avuida el flulr de las ideas y las imagenes, y permite un ejercicio de encuentros inesperados,

donde ol imaginario y el proceso preativo, pueden contrastar distintas ideas y maneras de ver, para que
convanjanen un espacio que escapa a la autoria, sin perder el sentido de pertenencia de cada

universo individual. También en un amplio sentido, ha sido un desahogo a los archivos fotograficos

de mis pinturas y dibujos, que consiguieron gracias al ejercicio y a la mirada de Ricardo Béez, desarrollar

un dialogo elocuente, evidenciando convergencias visuales a través de nuevas lecturas sobre

mi obra, armando un gran universo donde el acontecimiento visual es una fiesta del disefo grafico y sus texturas.
Esta afortunada construcolon, por contar con mas de dos ojos y dos manos para edificarse,

e unbuen ajemplo de esas causalidades universales, de esas afinidades electivas como diria Goethe, que
avees suceden — colncidir por breves momentos con otro creador — y poder dejar fluir lamirada

compartida, con nuevadBipariciones y nuevos dialogos, que nos permiten acercarnos a nosotros mismos,

con mirada renovada, y que bajo otras manos y otro pulso, se enriquecen favoreciendo la armadura

de nuevas soluciones, Esta dinamica de vinculaciones entre textos y codigos, esta existencia de multiples
superficles, contiene una carga simbolica que se extiende de manera amorosa hacia el vidente,

o8 decir, al lector-mirada, proponiéndole esta aventura entre universos, cuya intensidad de tejido inter-

textual propone un iInmenso collage de presencias, creando una especie de “paisaje” escenogréfico,

donde los dos artistas presentes, nos desnudamos y vestimos nuestros suenos, nuestros disfraces, :
nuestros fuegos, en un libro-flecha lanzado al vasto y amplio universo del corazén. Starsky Brines. Caracas, Junio, 2016

A universe of elective afhnities.
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STARSKY BRINES, T

HE STUFF
by Sagrario Berti OF DRAWING.

For Starsky Brines, dra

wing goes beyond traci imi i i . —itis firstand
foremost a discipline i 9 Y acing a preliminary draft of awork, be it a painting or a sculpture —itis fir

by this artistas a n itself, draughtsmanship elevated to autonomous form. In other words, drawing is conceived
ce rendered thr pr(r)lcess embodied in and brought about through mutable action, in turn leading to a relentless performan-
ough strokes, lines, colors and diverse supports. Brines' drawings, which stem from a deep-seated

n 1 1 : : .
ped tg fonhngh“v,a”'cu'a‘e and express whatever may be the case, bear the distinctive marks of meditative introspection
carried out inthe midst of restless creativity.

Realizing that drawings are hand-shaped thoughts, the artist outlines imaginary beings meantto render his personal

universe.A place inhabited by anthropo- and zoomorphic figures, clowns and jesters, birds anatomically fastened to figures
remlnls;entof comic strip heroes. Likewise, he feels free to appropriate fragments or entire scenes from authoritative
sources lnlthe oﬁrglal canon of Western art, such as Goya's Witches' Sabbath (1798) and Jeremias van Winghe's A Kitchen
interior with amaid(1613).
Brines obsessively observes people, animals and objects in his surroundings, which he then constructs and deconstructs.
C(_)Ior balloons, dogs, robots, doodles, bulls, hens and chicks -whether animal or object, these figures are bedecked
with ears and horns, even fowl, and the female all wear crowns (2003-2007). These elements form the basis of
avisual vo;abulary whose iteration allows the artist to organize them in series. The series thus becomnes, in Brines’ work,
Z[Iﬂi:aes‘éthlellc procfdure‘ Here, repetition and thematic variation amount to a visual time line framing works drawn at

ifferent moments.
(;rump[ed paper of different colors torn out from notebooks, newspaper sheets from the crime sections of local tabloids
like Ultimas Noticias or 2001 become adaptable supports for works in big format (244x184 cm) or relatively
smaller ones (21.5x28 cm). Brines conceptualizes and draws in them with no respect for material consistency or standardi-
zed format.This informality extends to his drawing tools: pencils, pens and crayons. Brines actually embraces a mix
of toI?ls afnd materials, including charcoal, wax crayons, enamel, watercolor, oil, acrylics, chalk, industrial paints and Krink
markers for graffiti art.
Far from partaking of the traditional ethos of draughtsmanship —i.e., the production of exact replicas of nature or bodily
parts —, Brines’ drawings embrace the logic of distortion. The resulting images often seem amorphous, even
abstract, but can also adopt qualities usually associated with naif art —candid figures seemingly reminiscent of a childish
hand drawing heedless doodles. But although distorted, these drawings are not caricatures. On the contrary, when
drawing a chicken ora bull, a robot or a skull or astreetimage, the artist humanizes his figures, just as he animalizes human
motifs. In resonance with Basquiat, some of Brines' topics arise from images native to urban subcultures.
Connected to the swift lines of graffiti or the flat figures in comic strips, they are almost always devoid of perspective and
shadows, drawn without a «negative space» capable of anchoring them to a context. In some of his works he favors
the methods and techniques of the first avant-garde movements of the XXth century (Dadaism, Surrealism), so highly
appreciated by contemporary visual artists, instinctively mixing sketch and color with collage and superimposed
writing, or engaging in interventions with predesigned and recovered figures.The artist thus uses ads found in newspapers
or sensationalist news of crimes, and turns them into subplots inserted in his own autobiography.
Starsky Brines can be seen as an artist who makes use of drawing to capture and clarify hisinner world. Inour digital age,
his craft does not melt away in a computer screen. A compulsion to draw following semiautomatic thought processes
seems to egg him on constantly. This may explain the extraordinary breadth of his work. Brines hoards all sorts of drawings
and each and all of his projects, piles of sheets referring to and mirroring each other though peﬁgctlv dls_tmc'l lror_n _
one another: a confession variously drawn for the viewer to analyze while reveling in each drawing and its peculiarities.
Brines says that through his work he «strives to place the viewer at the crossing qi private and public, between
our mostsomber shadows and the fake happiness our contemporary culturestrivesto sell us. [The_se wo_rksl draw onthe
push and drive of society. By distorting forms, | redesign the human so as to configure a zoomorphic bestiary related
to memory and recollection». And he pointedly adds that memory is seen by him as «a m&lans.m.connectlmth the viewer,
offering him an encounter of past and present through which to playfully engage in a fleeting intimacy with the

tragic and absurd aspects of our bankrupt societies.»




“|want to show honest images that make

Starsky Brines: ond joy al the same tim P

people experience pain
By Javier Diaz-Guardiola

tis not at all easy to describe Starsky's work. Appearances,
once again, deceive us. Influence takes many formf],I

the layers overlap each other; the s(rokes; the roughly
encrypted messages. By way ofa diary, Starsky ;
Brines’ work (Caracas, Venezuela.1977) adtqawladges his
surroundings, what affects and appeals to him; )
what is necessary to denounce and what is worthy of praise.
From the white canvas to the intervened photography;
from engraving (which he is beginning to try) to two-
dimensional images; from the chromatics that draws on
his all-pervading native Caribbean, to the black and

White, so full of possibilities, and strong enough to c;m:h
the spectator. Here lies the universe of this young artist,
both condensed and shredded.

Starsky, what led you to devote yourselfto art?

After a childhood surrounded by animals and the exuberant
nature of the eastern plains of Venezuela, of sharing life
with my mother’s crafts, and a certain economic hardship
assumed with lots of humor at the time, which inone

way or another marks you as time passes, a childhood full
of freedom and adventure, but with conflicts and disagree-
ments, like every other life, and then moving to Caracas.
Al of these facts made fertile ground for my work as an
artist. A clear disagreement with sudden changes, caused
by the fact of moving the city, awoke in me.This led me

to try to turn my emotions into images.

Itis a matter of identity and belonging what leads me to
throw my viscerality into painting. But there is no
particular reason: there is a cluster of situations that cons-
pired to submerge me in this way of expression. Seeing
wonderful things emerging from fabrics, felt; seeing waste
containers become puppets in the hands of my mother
impressed me a lot, and | think that was a determining
factor for my decision to become an artist.

Anyway, | always wanted to be a painter, and from that
desire, | developed my ability. | always painted.
Apparently, the form of expression chooses you.And
between one experience and the other, arrives the time

of deciding what you're going to do with your life,
and, for various reasons, the chance of making art my
lifestyle was given to me. On one occasion, a friend of mine
told me that theVenezuelan artist Jesiis Soto, one of

the greatest exponents of kinetic art, needed an assistant.
Itook the job and at that moment, | understood that art
would be my life.The possibilities of becoming an artist took
acompletely different meaning during my workdays in
that workshop; | decided to enrollinArt School.

What are your interests as an artist today?

lunderstand art as a work open to speculation and
aesthetic enjoyment that, does not fakes its paint nature
and elementary condition. Itisfigurative and open to

the possibilities offered by my time and surroundings; made
of pictorial material that invites to be discovered;
composed of colors, stains and lines that allow encounters
with a reality exacerbated and amplified to distortion,

to evoke everyday situations and the dynamism of the city
hidden fromus.

You speak about painting, but

drawings are the base of your work.
Drawing is a specific element in my proposal: it opens

up spaces and allows me to boost the composition, which
develops in an organized chaos, where different realities
interact together.You can decrypt phrases and comments in
a palimpsest of visual possibilities, quotes from

everyday life, Because my painting is a painting that comes
from painting per se, from work and persistence.

The idea of saying more with less as always seduced me,
communicating with what is at hand. Making other
people’s guts vibrate, with a drawing pencil and a piece of
Paper, with a gesture that contains life and connects the
viewer. | seek to move people with a work made with

my own hands, a work with no pretentions.That interests
me, and that people can enjoy from the naturalness of

a gesture and rejoice in the beauty of everyday thi,
that can also become complex and profound, With gs, .
ting the provocation, irreverence and socig| criticist:.:ll i
that art should possess. | wantto show true i,
make people experience pain and joy at the sap,
time. Itry to evoke the transitory nature of exjsy
and the fragility of life.

That everyday life to which youreferis inyour wo,
How does a phrase like “Our lives are revenge ap
(2009), “The cool air hits me inthe face” (2009), “|y, hurts g
much laugh like a pig” (2009} or “What does it Matter S50
where you step?”(2009) become artistic work?

When used as titles of my works, they create a change i
the perception of the paintedimage and becomes the
closure of the plastic process. Phrases create a greate, cha
ce of relationship and become more polysemic images n-
so that perception s not literal. They bringa ludic ~
component to play with the relationship between ideas
and concepts, creating a dual distortion of real life,

As Hockney would say, it seems a contradiction but it js
not, then, using these phrases as titles, which for

me are in themselves powerful images, create another
one, extended, larger, with an undulating and multi-refera,.
tial purpose.We can then have absurd situations that
enrich the discourse of painting and that end up being
consumed by the viewer within the plausible

possibilities the image, itself, offers. Itis difficult for me

to decide which of these phrases attracts more my
attention.They are like a countersense, absurd, and that
inevitably seduces me.

The prominence of the human figureis inevitable in

your paintings, a figure thattends to morph with the animal,
Atfirst, it was the result of trying to explain my reality

and evoke the equation province-metropolis, with all the
symbolism that may arise from it. Today | would say

that itis the human being as the central focus of my pain-
ting, which metamorphoses into a sort of multiple

being. Perhaps it responds to an idea of a mutant human,
thatis animal, thatis human, very human, murderer

and victim atthe same time. | think it's a portrait of the
human race full of prejudice and archetypes.The animal
world has always been a source of thought and,

above all, mystery. Itis that thing that has no concept, but
isin us and at any moment can reveal itself and

become the cruelest beings on earth; and at the same

time, love, mourn and feel deep compassion.

That, inthe end, makes them self-portraits.

Yesindeed. | feel like what I see around me is the portrait

of myselfin other circumstances.What causes commotion
in me, as for to take it to the canvas, is animage of what
Icould be, what | could have been and what | am: spectator
and actor, stimulus and stimulant,

Says your Spanish gallerist that anything influences you,
from a conversation in the street to a visit to the

Museo del Prado. How are you able to maintain a consistent
style when your work feeds from so many sources?

Thatis an attitude towards life. | have learned to use
everything within my reach. My work is open to the future;
lintend not to lock myselfin an image, and develop
projects that life presents me. But for something, that oper.,
to achieve its effects, exercise and constancy are essential.
Itry notto be always the same and let things have an
impact on me, affecting me, to make me look different.

On every trip, every walk out of my house, | explore

and retain what | think is necessary for my paintings. | keep
itas animage orimmanent presence asinternal
stimulus, as a nightmare and fear, and, at some point,
that internal memo becomes animage.

To the specialized critics, your pictorial work
isincreasingly violent, or contains more violence
Doyou agree with this?

Although sometimes my characters seem humorous,
background of my work something dark lies, justas
in life. It is part of the ancient battle between good and evit
In my canvas, nobody is really bad ...or really good. ni-
They all live in the daily struggle for survival, and, meanw
le, fallin love, argue, walk or pose.The issue ofwolentu:en:
presentin me through the fear and loneliness experienc
atcertain times in my life.

mj

ges that
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,among other things, | learned to ys !
mﬂ""- It has helped me to heal and to a:c::;t:::tng
}am.When you arein the province, it is not hard to

death and violence. For example, one breeds animal
affection for them and then slaughters and eats '
. See how they become food leaves any child disty-
ped.These experier]ces allowed me to take some :
small distance, which paradoxically made it possible for
me to approach death and violence, and then, as an
adult, understanding they ‘re a part of life and |et it see
intowhat | do.Along with this, there’s all the extranrdiﬁa
fables and tales of ghosts and witches that constitute 7
theVenezuelan provincial imaginary, which translates int
aform of violence based on fear, and for a child it doesn't .
feellike a game.When as a kid we visited my family in
Caracas, we experienced many clashes between gangs
crossfire. And when we moved here, it some 4
daily life. | cannot say that thisis what is happening
right now in the country, but | can attest that the issue of
violence has radicalized. And you have to learn to deal with
the stress it causes.You convince yourself that every-
thing could turn against you at any time. In my country, the
problem requires action, requires commitment from
the citizens.lam an artist, but also a human being who
walks through my city, who lives and feels, who suffers the
pain of seeing loved ones killed. I consider it my duty to
report and point out the matter. Otherwise, | would not be
honest with my way of dealing with painting.
Your compositions are very chaotic, very visceral,
cumulative ... How do they start and, above all, how do you
know when they're finished?
They start with a sort of dynamic meditation in front of
the support, shaking my mind and my body from one place
toanother. Maybe | seek an image that serves as a
trigger, background music and lots of adrenaline, until
I start to stain the fabric, synchronizing my body and mind.
Plastic struggle is then undertaken, struggle with
ideas, with previous advances that may not work in a new
fabric. It is a process of tensions, of zooming in and outon

the images; of glazing signs and symbols, where everything

wants to scream at the same time.Then | negotiate

with them until some balance is achieved. Each one settles
inits proper place.That's how pressure starts to decrease;
action time is shorter and | distance myself, until | see

what happened.This does not determine if the work is fini-
shed, but indicates a breakthrough. How do they end?
When I've vomited everything and there is no more space.
Thenllook for another canvas and it all starts again

The remarkable thing about these compositions is that
drama, tragedy, the grotesque, the playful and l.he ironic are
keptin the same level. How is this balance possible?

The way you describe my images fits Caracas very we!l,'
where it seems that everything is happening at once; it's an
explosion of anecdotal, picturesque, piavful‘an.d dramatic
images. In addition, | like to think that my [.rmmtang_ :
responds to that way of existing: maybe it's the ability of
transferring reality to media, to understand by obser-

ving and analyzing the already developed image. Justas
the photo steals a supposed reality and turns it into »
something else, that's stills totally linked to ﬂ_\e first. Itis
difficult to understand, but we manage to maintain
balance. -, a2
Towhat does your vibrantch ;Dmatlcisr‘n respond?

Isi catch the viewer | b
|!;:i::vi:¥st¢?orrespondent with the existing light inVene-
zuela, which makes everything s
are intense and Caracas is a city full of-colors.We are T
accustomed to use colorsinour clothur!g. accessories.This
is atropical country, full of fruit, blue skies, party,
carnivals and, in that sense, this is part of my |¢jentltf\;- e
This inevitably catches the viewer, but this is first afeatu
of my environment and then a feature of my pa ‘““;“95-

I have another body of work entitled Bestiario Urbano,
where | do notuse color. In any case, ; :
be caught with black and white. Approaching the viewer
consists of something else e

Part of your work is based on drawings and paintings
that you start from scratch, but we must also take B

into account those works in which the base are existing

how turned intg

hiny and vibrant.The colors

| think the audience can

pholographs or new
Proceed in each cas
and differences bet
When there is a pre
and it gives you da
and relationships

Spaper pages. | guess the way you

eis different. What are the simTIErmes

ween each process?

setimage, you start from that picture

::;:“;:9!}8 a dl':a logue, seek interferences
: ’ eris aphotograph or a page of

::éag.:‘(:r:‘ause both me’dia havg specific graphic fgatu res

They are'diif rsely, are hngh_ly deterr[:mativa

sote thin erent ways of facing plastic expression. What

theblaak apart, in my case, is that when | confront

i at;;;llvas there's a silence, a time of introspection,

think ‘t,o :m’ore_mtefnal.The fabnclea_ds youto

itintérr wander in situations. When th_ere isa pr?sst image,

The acts)gates youand forcgs you to think about it.

i lon starts at that point. lwould say it's like two
tln_les: oneis more intimate, and the other, on the contrary,
Points to the collective and the social. However, it might
not always be this way: recently in my compositions
that start from scratch the influence of my paintings on
newspapers can be seen, like in the series No happy
ends. Because nothing is still, or determined; everything is
Intimately related.

Rereading the titles of your work again... Have you ever
thought about dedicating yourself to writing?

Yes I've thought about writing ...but | don’t know about
devoting myself to writing ... Perhaps painting is a

very jealous art form, and it doesn’t leave me enough time
to take writing seriously, but I've made some texts for

my artist friends and the occasional story about violence.
Sometimes | likeit, and | get passionate about it, but
painting requires so much time, and | am happy to devote
myselfto it.

Awork that draws both from personal experiences and
environment, would radically change if you decided to leave
Caracas?

Idon’t think so.What Caracas gave me is already in me, and
wherever | am that way of feeling will be reflected.

In addition, each city has its own peculiarities and similari-
ties with others. | will probably seek for the essence

of what | do wherever | am. Identity and memory exists
everywhere, and that interests me.And anything that could
be happening to me, both sensitively and emotionally,

will find a way to speak, allowing me to start new projects
and artistic proposals, building bridges with what |

am, and what | could be experiencing at that particular time.
Caracas does not limit me, on the contrary, she has taught
me that | can work my way out with whatever | have

at hand.

Have you already defined what your next goals will be?

I'm always reconsidering and rearranging my work.

Now I'm using very conventional materials that| had set
aside, such as oil.lwant to add greater plastic richness,
depth and light to my images, and oil is ideal for it.

I'm also experimenting with photography. I'm taking pictu-
res now, I'm no longer intervening other peoples
photographs; instead I'm setting scenarios in correspon-
dence with the aesthetic that| have been proposing

in the Project: Urban Bestiary.| recreate spaces trying to
achieve consistency with my painting, working with
models and experimenting with light, and then | intervene
photography with painting again.I'm also making‘
graphics, thanks to the invitationpf alarge collection that
has a specific project for this medium, and that has allowed
me to take in new ideas and research possibilities.



‘s compulsive need to humanize its surroundings so as to make palatable what is deeply mystifying is ) i
Our culture ionist banality of nature’s complexity. Its enforcers are hybrid characters playing a variety of roles with :

by areduct
an array of agendas. |

-

Thisis the kind of stuff we have grown used to ponder and enjoy for generations, in the process feeling attuned or
pathetic to these characters, until we come to feel that they are part of our actual lives. My paintings address some of
:hv:;e intricacies in our culture, exploring what thrives in the boundaries between the animal and the human.

T e A

|

b

-
s
=
3
-

The visual codes | work with come from advertising and TV commercials for children. | incorporate these in my paintings,
with the intent of creating a series of hybrid characters meant to represent contemporary human beings

simultaneously complex and simple. Characters are shown in a variety of situations but always in arrested motion,

as ifin a photographic image, embedded in absurd or illegible narratives. These situations frequently spring from actions
depictedin the paintings, which provide rhythm and context to characters.

| often start working with primary colors, and later on overlay them with complementary colors. If at times they
look 'dirty’, the reason is that | handle them as freely as possible so as to harmonize the overall composition with broad

strokes and strongly expressive

gestures. The drawings, lines and smudges in my paintings are meant to both define an order and illustrate its exuberance.
Also included in these images are words and texts aiming at redefining the general meaning through the

layering of a second level of language atop the pictorial level. When these texts become illegible they conjure up the image
of a palimpsest. With its erasures, traces and graphic elements visible in the physical support, they invite the public to

delve into the roots of language buried in the unconscious.

My main referents are some neoexpressionist paintings and works from the new Latin American figurative
art, butaiso the urban codes embedded in Street art, graffiti and tags.

A wealth of images from my childhood, in which the towering presence

ohllvmmhel Sneedle'work and dDIl-I‘I‘lakln i i
g Playa Important pa v lv oimn eo ob!
| n P P rt, sure! 8] ttosom fl"v sessions wit ldo"s, clowﬂs

I:; Iall:s;n"ge of art allows'my to g!aborate my own system of correlations. Through these | address my own culture
vim:gnn: '; engage with it, inviting the publicin the process to interrogate our roles in society while directing unsuspecting
ose other correlations, symbolical and obscure, woven through the playful and the divergentinart.

Confro i e
nted with the radiance of the real, as an artist | respond with rigor and self-criticism. | wander through the city

collecting and processing i
Ngimages, characters and anecdotes, which | | i
atattoo where everything begins and ends. ch | later decode and reuse to weave a fabric and engrave



