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Jorge Carruana began his career as an illustrator and designer collaborating with 
several Cuban publications and as an animation technician at icaic. This visual 
experience left an imprint on his painting from early series like Palmas (1977–1979). 
This exhibition begins with a look back on that work, when his compositions started 
to become more and more complex and to abandon the focus on scenes to break 
down into narrative planes that overlap almost like a cinematic sequence. This set of 
works brings back images of exile as part of an experience that was both traumatic 
and liberating, very much mirroring the artist’s life, who had left Cuba in 1968. In these 
works (tempera and mixed media on paper), bodies flee, run, become fragmented. 
The iconography refers to travel and escapism. Similarly to his works from the late 
1960s in which the artist was already employing the language of pop art, women 
became central in his representations. The vulva sits atop royal palms—Cuba’s 
national tree—on the territory, in the fatherland, at home, and into the final frontier. 
Sex reveals itself both as a form of physical and symbolic evasion, a micro-political 
space of resistance. Much like a migrant’s memories, the painting, the landscape and 
the human figure become fragmented into an impossible jigsaw puzzle that cannot 
be pieced together, leaving the story unfinished. The image is left cut up, a remnant of 
strained times and spaces in constant struggle within the painting and as part of the 
creative subject in diaspora.

In his subsequent works, around the 1980s, the artist took on a hybrid visual effect 
that is torn between dissimilar obsessions: comics, sex and war, spinning a web 
of opposites and violence in the imaginary of Jorge Carruana Bances: feminine-
masculine, war-peace, capitalism-socialism, figuration-abstraction, sex-religion…  
The artist, with postmodern avidity, explored a wide repertoire of references, 
including Japanese Ukiyo-e prints from the 17th to 19th centuries, metaphysical 
painting and Walt Disney cartoons, as well as the iconic figure of Cicciolina. Carruana 
revisited the antimilitaristic and pacifistic thinking of hippie counterculture, and 
his appropriations of erotic prints from the Japanese graphic tradition made direct 
reference to events in modern history such the nuclear bombings on Hiroshima and 
Nagasaki, to which he proposed sex as an alternative: “Make love, not war”.

The artist’s representations are mainly concerned with the constructive and 
narrative nature of painting as such. This is especially evidenced by the simultaneous 
condensation of diachronic time and heterotopic space in a single medium, in 
an attempt to breathe movement and dramatic progression into the painting. 
Thus, Carruana’s experience in cinema can translate in certain paintings into a 
deconstructing of the pictorial plane.

In the 1980s, the artist began using airbrushing techniques with acrylic paint and inks, 
which give his works a clean, smooth finish, having employed his skill and precision 
as a professional draughtsman to prepare the pictorial surface, and applied the layers 
and coatings required by this complex technique which he would apply to wood later 
on, in the 1990s. Hence the repetition of some composition elements allowing him 
to rehearse visual compositions alternating repetition, fragmentation, displacement 
and movement. Something that inevitably reminds us of the artist’s origins and the 
techniques used in animated films.

NT 1983
Mixed media on cardboard
43 x 33 cm

From the series Palmas

NT ca. 1977
Ink and tempera on cardboard
27,2 x 21 cm

PAVLOV’S DOG E LENIN 1982
Acrylic on canvas
100 x 70 cm

Pornography? Yes, you find it in photography and literature that show images of war 
and extermination as something noble, fair and even necessary. There is nothing more 
pornographic than the concept of war, weapons, extermination all the way through  
to hunger. […] However, the image of two or more bodies, so scary to many, can be  
beautiful, imaginative, provocative, or ugly, poor taste, too direct, but never outrageous  
or pornographic…
Jorge Carruana Bances
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The exhibition includes two animated shorts representative of that first creative 
phase: El gallito de papel [The paper rooster] (1964) and Un sueño en el parque [A dream 
in the park] (1965). The former, written, directed and animated by the artist, is a fable 
about good and evil archetypes reproduced in children’s games and imagination. 
Through simple, geometrical drawing and alternation of colour planes defining shapes 
and backgrounds, the artist achieved an elegant aesthetic result that captivated both 
audience and jury at some major European cinema festivals in the mid-1960s. The 
latter, Un sueño en el parque, drawn and animated by the artist, is a poetical anti-war 
plea against a backdrop of nuclear war. Both films show Carruana’s mastery as a 
draughtsman, a core element of his craftsmanship which can be seen throughout the 
exhibition, in addition to his exploration of the fusion of artistic languages, styles and 
heterogeneous media in the same work.

The last room of the exhibition is dedicated to the artist’s final works, created in 
the run up to his death in 1997. During this period, he mastered his airbrushing 
technique and developed a preference for wood as a medium, which he cut himself 
in order to break away from the traditional square or rectangular shape of paintings. 
His works during this period displayed intense and bright colours, but in this new 
series the palette achieved a kind of luminosity never seen before in Carruana’s 
work. Something similar happened with the subjects, as if his creative drive had 
shifted from the repressed tension in his compositions and the implicit violence of 
his representations to an atmosphere of vital optimism. Interiors were replaced by 
a landscape that no longer faded or blurred, as was the case of Palmas, but rather 
expanded throughout the whole composition overflowing like the medium itself. The 
landscapes in Carruana’s life reflect his commitment to political activism on different 
issues, including his commitment to environmental causes. It is precisely that ethical 
position towards environmental and sustainability issues that brought him to the 
landscape genre and prompted him to look at nature as an object capable of being 
represented in his latest works. Warfare artefacts, violence-inflicting machines and 
the woman’s body and sex gave way to windmills, green pastures and animals, whilst 
an enigmatic character, a kind of “invisible man”, wandered metaphorically through 
those landscapes as an odd human presence, lost yet threatening.

Versatile artist, painter, illustrator, graphic designer, cartoonist and film director. He was linked from his early years to 
the Cuban Institute of Cinematographic Art and Industry (icaic), and became a pioneer of animated films in Cuba. A 
landmark moment in his intellectual career was his participation in the Salón de Mayo 1967, taking part in the mural 
Cuba colectiva. In 1968, the artist emigrated to Spain, and, in 1970, he settled down in Rome, collaborating with rai 
and film studios Lodolofilm. He held his first individual exhibition in Italy in 1977, 12 Slides da Cuba (Galería Rondanini, 
Rome). Another career highlight included the collective exhibitions in homage to Joan Miró (Montecatini, 1979 and 
1980) in which he participated, as well as the exhibition Cuba 5 Art Cubain contemporain (Galería Editart, Geneva, 
1981). His work as an illustrator has meant that he has been linked with Cuban writer Guillermo Cabrera Infante 
several times, with some of his illustrations serving as cover images for the author’s books.
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NT 1995
Acrylic on wood
82 x 152 cm

THE PAPER ROOSTER
1964, icaic, Havana
5 min 38 s

CECI N’EST PAS UN CADRE VIDE 1996
Acrylic on wood
83 x 100 cm


