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This installation was carried out for the exposition Transition organized by Submitytogravity 
in the space Bargehouse, Southbank, London in March of 2009.  The installation is 
comprised of three pieces shaped in metallic grid of three beings that rotate inert through 
motors.  A small optical confusion on the physical presence of the object exists and its 
projection, related to the presence and the absence.  Through the light that crosses the 
bodies its shadows are projected in three large windows of the room and its projection 
becomes an interesting drawing that recalls to the representations in 3d of the computers. 
The movement of the pieces confuses the perspective of the spectator in reference with 
the piece and its projection due to the concave and convex forms.  This work I have tried 
to carry out of the simplest form to try to reduce to the maximum the use of technology.  







On the uncertainty and the representation
Javier Tudela

Two There is something Platonic in the “materialization” of ideas. In the staging of these 
“dialogues”, the author deals with the material, assigning to it the task of sharing space; 
he converts the material into conversing characters that wait on the onlooker for a new 
conversation. In Plato’s cave, the inhabitants are always faced away from the light of the 
fire, preventing them from paying attention to the projection mechanism. Because of this, 
they confuse the shadows with the real world; they are deceived by their senses; they 
attend a phantasmal representation, a theatre of shadows, disfigured copies that hinder 
them from knowing the real objects. With this metaphor, Plato uses images to compare 
the knowledge of the senses against the true wisdom that is derived from reason; Plato’s 
cave is to nature – where the philosopher can manage to escape and where real objects 
appear, just as our nature is to the world of ideas.

This myth is also an argument in favour of the pedagogical responsibility of the 
philosopher. The task of the artist is also enveloped in pedagogy and equal in importance. 
Isaac Cordal is concerned with sculpture and occupied by material; he contradicts Plato, 
like his disciple Aristotle did. He works with the five senses and also for them. Nothing exists 
in the mind that has not been filtered by our experience. A work does not exist if it is not 
felt, if it is not created for the senses.
The material tries to make its inherent possibilities a reality. The wire and the light act as 
undetermined beginnings lacking in form but capable of receiving information. The 
embryonic processes that occur when people “grow” can be seen in the metal tissues 
present in the works. After the first fertile union, intention is determined from the information 
contributed by the two cells as growth and cellular differentiation is produced. The 
contribution of material is just as important as the diversification of the tasks that are 
carried out: breathing, moving, seeing, feeding, defending oneself, etc. The function 
creates the organ and the figure or organism prepares itself to survive, in this case, among 
aesthetic beings, among other works. And the construction of their bodies is just as 
important as their interaction with the world that makes them real.
The wire figures are articulated by the experience of the builder, by “accidents”, by the 
memory and exercise of touch, by the hardness and the flexibility of objects in the world, 
by a negotiation between the intelligible and emotive, between the sensed and the 
physical, between physical, representation and gesture. The figures grow from the womb, 
to the chest, then to the head; they cover the phases of capability of the Platonic soul – 
from desire, to free will, towards reason.  

His sculpture does not, however, place in doubt the interest of experience. The fire and 
light do not hold us back with a wall that is impossible to scale. The figures of Isaac Cordal 
are not criticizing objects represented to the detriment of already existing objects or their 
ideal constructions. What interests us here is not the distance between the human 
machine and its representation. What is proposed is not a crude reconstruction of nature. 
The wires plot something different, something other than mere imitation. This demiurge 
suggests images in a place distinct to their materials; but it does not hold back evidence 
of its construction nor of the artifice that modifies the appearance of its staging. 

Three Characters, masks and double figures group together around their own construction 
and then separate to climb the walls.
Animated shadows projected from moving lights, complex and dynamic processes and 
staging. Characters marking their territory, creating their position. Dialogue and reflection 
at the same time. The evidence of the mechanisms and the precariousness with which 
they are constructed indicate a fleeing spectacle. Not even with the “animation” of the 



figures or the masks can the atmosphere that the Lumière brothers achieved over one 
hundred years ago in Paris be recreated. The artifice does not appear to matter much. 
On that occasion, one of the journalists that attended their magic torch presentation 
wrote, “With this new invention, death will no longer be total and absolute; the people 
that we have seen on the screen will remain with us, alive and active, long after their 
death.” It is not surprising that cinema would evoke the function of the funeral masks. It 
also produces the task assigned to art: to suggest the presence of the powerful, of the 
loved, of the landscape, in a place where it did not exist. The masks of the actors had 
another purpose; they were made to dream, to allow one to hear; this is the Latin origin of 
the word person. The masks that we see here are colanders of light; they hide and reflect. 
Deep down it could be that Isaac Cordal, like art and life, is trying to resist. To resist the 
difficult times – for art is always difficult times. It is a balancing act: to sustain oneself on the 
wire, to construct switches in order to evade the night, and to piece together people. The 
light moves with the wind of the eccentric motors; the phantasmal images change. They 
maneuver in a journey between their possibility and their reality. The irresolution that is 
produced is also another reference to the complexity of the world.
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