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Elias Crespin™s kinetic sculplures moan
and hum, creating the illusien that we are
in the presence of arganic beings, even
though we know that hidden motors move
he metal rods and wires that comprise his
works. Although all of the works in his recent
exhibition al the Cecilia de Torres gallery, s
first solo showing in New York, are ostensibiy
pure absiractions—geomelric compositions
made from s1ainless steel, aluminum, and
brass rods and wires shaped into grids,
systems of paralle! lines, concentric circles
and pentagons—they are remarkably evoca-
tive of aspects of the natural word. Playful
and inviting, each work is a self-contained
object meant for contemplating in a gallery
of e, rather than in large public spaces.
Their domestic scale and organic character
relate to the artist's famous grandmather,
Gego (Gertrud Goldschmadt), whose hand-
rendered metal sculptures quietly defied
the grand modernity of the kinetic works
her peers were making for public venues in
Venezuela, Crespin's continued pursuit of
this trajectory that began in an environment
in Venezuela very different from today's
raiges such critical questions as:What fype of
interactive experience can kinefic sculptures
offer individual viewers in a gallery? What
is the social significance for this work in a
contemporary context that ranswerses the
ghobal and the local?

At Cocilia de Torres, seven different ki-
netic works corstructed from stainbess steel
and brass rods or wire are displayed in a
single gallzry. They look ke distinct works
because each hangs from white platforms
that hower about four feat below the cedling,
on 1op of which the machinery that runs the
artwaork suspended below is neatly hidden,
The main elements of the sculptures—the
stainless steel and brass rods, wires, and
lead weghts—hang from these platforms
an near-inasible rylon threads, Silkoustted
against white walls behind them and rectan-
gular white platforms below, the metal rods,
wires, circles and pentagrams of the works
appear 1o float against these white fields.
The platforms have the practical purpose of
preventing viewers from walking into the
wiorks but they also have the curious effect of
playing the role of traditional pedestals, which
counter-intuitively forces Crespn’s seemingly
uncorventional works into the traditional
category of sculpture.

The shaw features abjects from three dd-
ferent series from 201 2. The largest, two from
Crespin's Plang series face each other, each an
undulating plane of parallel, two and a half
foot rods that runs almost twenty feet long.
The rods undulate and dance, sometimes in
concert and sometimes in opposition with
each ather, Cydling through about twenty
dilferent movement sequences ower Uhe
cours2 of ten-minute loops, with time the
Planps each begin to appear 1 have their
own personalities, They are controlled by
an application Crespin wrote that runs on
an iPad, laptop, or even a smartphane. Their
oW or @ curator is able to control the works
by adjusting the speed of their movement,
though it is really Crespin, with his computer
programming, who determines how the wark
is animated,

And it is through the process of anima-
fion that he displays his artistry at trans-
forming the seemingly mundane geametny
of his materials into elements that appear
1o dely their materiality. Pulsating and
flying, the Planos resemble fields of rip-
pling grasses of the lapping waves of the
acean. Shifting and rotating, the concentric
pentagonal and circular rads of Pentacon-
centricos [aton and Circuconceéntricos
Latdn alternate between suggesting large
celestial badies and micrascopic cells.
The final grouping of works in the show,
Tapiz 7, Tapiz 5 and Malla 8 FParalelas?
relate most closely o Gego's drooping
and malformed grids, but with the humar
that Crespin's animation bings o a grid
of metal rads that is pulled and malfarmed
by & combination of nylon threads and its
own physical limitations.

In all of these works, Crespin renders
invisible forces temporarily visible and calls
our attention to the dynamic and unstable
natwre of vision. Luminasity, shadow, and
reflection are as much his media as metal,
maotoss, and computer programming. The
artist’s desire to stage such engaging and in-
feractive speriences on a small scale not only
reflects significant and well-known shifts in
the patronage of art in Venezuela, but it also
reminds us that the Venezuelan kineticists
almost abways deployed their aluminum and
Plexiglas to engage with the natural world.
It also attests that the core experience of
kinetic art lies in the waonder of an individual
viewer's discovery.
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