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By way of introduction
Jesus Martin

Everyone in Spain, in their youth, has played a game called “La Oca” with better or worse luck. The game
consists of a board divided into 63 squares with pictures on them and the idea is to roll the dice and reach the
goose’s garden in the middle. If you land on a picture of a bridge, you advance to the next picture of a bridge
and throw again, in a similar manner to landing on a ladder in the game Snakes and Ladders.

Nowadays, in youthful geopolitical and sociological matters, which are no less magical and arbitrary than that
board game, “the bridge” is a symbol of egalitarian construction. This leads us to China and the attributes of
Chinese bridges: risky, simple and beautiful mechanical developments that symbolize the possibility of close-
ness between people.

So I would like to build a bridge, or rather eight bridges, to this artistic adventure, which essentially consists
simply of prioritizing creation, which is surely the highest and noblest of human concerns and knows nothing
of the borders that separate us.

I ask eight times to be heard in a Chinese key, so that the first and eighth are heard in the same tone, since
eight times my voice will proclaim the respect we all feel as Alcantara’s dragons, Spanish and universal, arrive
here from Spain, purified in the ineffable condition of the human eye, to pay homage to one of the greatest
and best-loved Chinese archetypes.

Eight times eight — ocho veces ocho. “Ch” is a double letter that is pronounced but does not exist in Spain.
A swallow that is neither right nor wrong, but rather a sign that exemplifies a single bridge intended to span
the yellow river, the Li Po river, on the back of Andres’ marble blocks and oil paintings, which are being sent
as part of our unanimous desire to get to know one another better.
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What are Alcantara’s dragons guarding?
Jose Esteban

Covarrubias, the jurist who compiled the first Spanish dictionary, Tesoro de la lengua castellana o espafola
(“Thesaurus of the Castilian or Spanish Language”), back in 1611, gave the mythical dragon an impassioned
write-up. He defined it as an “aged serpent that has grown vastly over the years; and some say that they grow
wings and feet in the manner in which they are painted”. The word ‘dragon’ was said to come from the Latin
dracon nis, to which the verb videre was added, because according to people who lived near them, they had
absolutely perfect eyesight. That is why it is placed under the protection of Esculapius; this signifies the
doctor’s stern warning to look after patients’ health. It was also acclaimed by Pallas due to the warning given
to damsels to safeguard their chastity. The same was signified by the dragon that guarded the golden apples
in the Hesperides’ garden.

The dragons created by the painter/sculptor Alcantara display all the wisdom and vision of ancient Chinese
dragons, but are also imbued with the whole Western tradition too, as could hardly be otherwise. In the an-
cient Greek, Nordic and Asian legends they are represented with wings and sometimes with several heads.
They always appear as guardians of healing or divinatory springs; or of virgins or treasure. Dragons pulled the
chariot of Ceres, the goddess of agriculture.

Forgotten for centuries, Alcantara’s dragons bring us face to face once again with one of the great universal
myths, with one of mankind’s great pictorial and literary creations, which the forgotten heroes of chivalresque
novels also confronted. Thank you for having brought back these fabled and unforgettable gigantic beings,
with their bodies covered in scales, their terrible gaze and fire-breathing mouths, which filled our sensitive
childhood imaginations with fear.
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Poem

Alcdntara, rain and dragons,
sidereal and cosmic, divine,
the vast Chinese mythologies,
their powers held in check by his gifts.

Your engravings guide the passions
of he who, seeing them, questions his fate.
The dragons and you, telling the fortune
of human substance in its prisons.

China and the Dragon. You, judge and party,
as you give shape to your creation
and bend your efforts to your art.

It would surely still rain without the rain,

since seeing them again is to deliver yourself over
to your old brilliance, which would return.

Pedro Atienza



Bl JR SR B i, WK DA R B
R, FHULMR,
J iR eI P A,
Al B R A SRR BT D ERG.

AR (0 e 220 51 A A 1) B
e mARAT, Wi A KAz,
B, duiHE NSRRI E -

FESER. 1K,
IEMwfR B E KRS ETE
HFLELTERENE S,

FELEM R T b T,

D0 55 A ATT R P XA G 2 O T R A B
L AR A i R (B3R 2% R 4R

IRAE % - BT



Somewhere we had never been before
Tomas Paredes. Chairman of the Madrid Association of Art Critics

An artist’s ultimate task is to employ a language that expresses a world where we had never been, after having
inherited the language of our elders’worlds. Creation based on knowledge.

That is what Alcantara’s work presents, the complexity of a luminous and diaphanous work, which inter-
weaves renovation and identifies it. This should be sufficient to present him as a plastic artist, but his appre-
ciators would like a few words about his sculpture, the main form in which he expressed himself.

The term expanded painting has become popularized to describe everything that is displayed as painting
nowadays, which is almost everything. Everything in which color and image abound, regardless of the format.
Expanded painting may equally well be an altered photograph, a video, a canvas or an empty space, a multi-
disciplinary work or an installation with no painting.

This is not a term that could take in sculpture; or is it? The concept of sculpture is defined in relation to an
object, which determines and orients space. But that does not really get us anywhere; nothing is what it used
to be and that concept of sculpture is obsolete, or has at least been surpassed, so nowadays sculpture is an idea
of abounding material that can take a thousand faces; it may even be just an idea. We may not even know what
we are referring to when we say the word sculpture.

It is commonplace to allude to Rosalind E. Krauss’s claim that relates sculpture with that which is neither
architecture nor scenery in her essay on sculpture as an expanded field. It is commonplace and a way of get-
ting around the difficulty. While it is a good thing to expand ideas, concepts must define something, mark out
fields and identify, because otherwise they end up not defining anything. How can one expand forms without
destroying them?

I am not advocating purity, but rather the construction of a language that takes on a formal substance, which
represents a world where we had never been. That is the purity I am interested in, which moves me. Purity in
art comes not from using a traditional technique or recovering ancient skills. Purity in art lies in the expressive
suitability of a world of its own. In beauty, perfection, depth and feeling. It is not what comes from afar, but
rather what induces a state of innocence. In speaking of Jean Arp, who can in no way be accused of looking
back to the past or dogma, Kurt Schwitters said of his art that: “I7 feeds off purizy’.

At a talk he gave in Buenos Aires in 1947, which was not published until 1955 in “Cic/én” magazine from
Havana, titled “Against poetry”, Witold Gombrowicz said, among other things: “Why don’t I like pure poetry?
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For the same reasons I don’t like pure sugar. Sugar is wonderful in coffee, but no-one would eat a dish of sugar: that
would be going too far. Excess is tiresome in poetry: excess poetry, excess poetic words, excess metaphors, excess nobility,
excess refinement and condensing that makes verses like a c/]emz'ca[product”.

I would extrapolate Gombrowicz’s view to sculpture, to the art that modern art centers are seeking to impose
on us. ] am fascinated with sculpture without any adjectives, with overtones of purity, without obviousness or
frivolity. I am passionate about something that, all in all, is sculpture. Not photograph and not video — not to
look down on them - not conceptual montage or events; but rather sculpture.

It is something that is structured into a shape, whatever the material may be. It is developed by time, which
calls it into being. It defines space, inhabits it and gives it meaning. It speaks of the full and the empty, the
hollow and the compact, material and the air. Sculpture is also made with the air that surrounds the sculpture.
An archetype of thought with a poetry of its own. It expresses movement and stillness, developing emotion,
mystery and magic that contains something inert to have an impact on us, capture us and seduce us.

In Alcantara’s sculpture there is also a singularity, a peculiarity, a distinctiveness, a very sparse technique:
direct sculpting. That does not make it better or worse, because that depends on the result, but it differentiates
and energizes the process and ends up affecting the size of the piece and its presence.

What is direct sculpting? Sculpting directly on the bare stone. It is a way of working with no going back, no
possibility of making mistakes, a constant discovery revealing itself, the search for constant surprise. The
sculptor takes the block, rough-hews it, everything surplus is removed until the heart of the form being sought
is found, which is capable of displaying the essence he is seeking to express. It opens up a locket and reveals
a secret kept for millions of years.

There are no intermediaries, nothing interposed between the tool, thought and the material. The brain orders
the hand, which directs the tools, until what was being sought is revealed. Sensitivity forces reason, which
delves into unknown worlds, while building a new one with what was known and what was unknown. The
stone is transformed, comes to life, transcends its material nature and becomes a combination of thought,
emotion and mystery.

The sculptor knows what he will find because he knows what he is looking for, based on heritage passed down
and on a lucid unknowing, which is the basis for magical thought that prolongs logical thought. That goes
for creative expression, whether plastic, written or audiovisual, which shows us a world we had never seen
before.

Why do we say that a painting or a sculpture is a work of art? Because humans are capable of handling the
material and giving it a different purpose. Such as taking a canvas, some paints and some brushes and show-
ing a cosmos; or taking a block of marble from Carrara, Colmenar or Calatorao and creating a structure that
communicates values through a language. According to Charles Morris, “art is the language through which
values are communicated’.

There can be no art without thought. There can be nothing of substance without thought, not even love
and emotions. There can be no sculpture without a process, no development of a process without technique.
Technique leads to skill and something more. Skill alone is not enough. A merely skilled artist can copy to
perfection but not create.

Fusion is now in fashion. There is nothing wrong with that, provided such mixing does not breed confusion,
which is normally the case in a culture made frivolous by a clear lack of thought. Where is Charlie Parker,
with his solo alto saxophone? We could do without experiments in agglomeration. Fusion is not the same
thing as confusion, but rather renewal, palingenesia.
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In the talk mentioned above, Witold Grombowicz began by claiming and urging that: “... we should stop cul-
z‘um/producfionfor a moment to see whether what we have been producing still has some kind of a connection with

»

us .

The Polish author said this back in 1947 and would he not say the same thing again today!? But before we
stop anyone doing anything, we ourselves need to stop and think and find out what links us to everything that
is intended to represent us.

How do Homer’s poems, Tang Dynasty poetry, Bach’s music, Dante’s tercets, Brancusi’s sculpture, Stravin-
sky, or Alcantara’s sculpture make you feel? Order, rhythm, beauty, size, depth, light, a pathway, the horizon,
the presence of time!

It does not matter what we like or what we speculate about, but let’s call a spade a spade, so we do not end up
going crazy or having a constant idiotic dialogue. Let’s call a sculpture, direct sculpture and everything that
springs from the concept of sculpture what it is. And let’s give different names to other products, which may
be of interest, but are not sculpture.

12
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A modo de presentacién
Jestis Martin

“De puente a puente, porque me lleva la corriente”. Eso dictan algunas tiradas de dados en el juego de “La
Oca”, esa suerte de carrera cabalistica en que todos los espafioles, en sus mocedades, hemos maniobrado con
desigual fortuna.

Resulta que ahora, en otras mocedades geopoliticas y sociolégicas, no menos magicas y arbitrarias, “el puente”,
como simbolo de construccién igualitaria, nos arrima a China, después de conocer los atributos de los puen-
tes chinos: azarosos, sencillos y bellisimos desarrollos mecdnicos que simbolizan la posible cercania entre los
hombres.

Quiero, pues, tender un puente, mejor dicho, ocho puentes, a esta aventura artistica, que en su fondo esencial
s6lo consiste en dar ventaja a la creacidén, seguramente la mds alta y noble inquietud de la condicién humana,
ajena por si misma a las fronteras que nos separan.

Ocho veces solicito hacerme oir en clave china, para que la primera y la octava suenen en el mismo tono,
puesto que ocho veces mi voz proclamari el consensuado respeto con el que, desde Espaiia, llegan aqui los
dragones de Alcdntara, espafiol y universal, acrisolados en la inefable condicién del ojo humano, para hom-
enajear a uno de los grandes y mds queridos arquetipos chinos.

Ocho veces ocho, porque la “ch” es una letra doble que suena pero no existe entre nosotros, ave golondrinera
que no es acierto ni error, sino el signo que ejemplifica a un puente tnico que quiere vadear el rio Amarillo,
el rio de Li Po, a cuestas con los marmoles y los éleos de Andrés, que viajan engastados en el deseo undnime
de conocernos los unos a los otros.
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:Qué guardan los dragones de Alcdntara?
José Esteban

En nuestro primer diccionario, Tesoro de la lengua castellana o espafiola, recopilado por el licen-
ciado Covarrubias, ya en 1611, el mitico dragén recibe un tratamiento apasionante. Es definido como
“serpiente de muchos afios que con la edad ha venido a crecer desaforadamente; y algunos dicen que a
los tales le nacen alas y pies en la forma en que los pintan”. Dijose dragén del latin dracon nis, al que

se afiadia el verbo videre, porque segtin escriben los naturales es de perfectisima vista. Por esta razén
le ponen bajo la proteccién de Esculapio, dando a entender la gran advertencia del médico en mirar

la salud del enfermo. Es también consagrado a Palas por el recato que deben tener las doncellas en
guardar su castidad. Y lo mismo significaba el dragén que cuidaba las manzanas de oro en el huerto de
las Hespérides.

Los dragones del pintor-escultor Alcdntara muestran toda la sabiduria y visién de los viejos dragones
chinos, pero a la vez arrastran, no podia ser menos, toda la tradicién occidental. En la viejas leyendas
griegas, nérdicas y asidticas, se los representa con alas y en ocasiones con varias cabezas y aparecen

siempre como guardianes de manantiales curativos 6 adivinatorios. También de virgenes 6 tesoros.
Dragones arrastraban el carro de Ceres, diosa de la agricultura.

Olvidados durante siglos, los dragones de Alcdntara vuelven a ponernos frente a frente con uno de
los grandes mitos universales, con una de las grandes creaciones pictéricas y literarias de los hombres,
y con los que llegaron a enfrentarse los también olvidados héroes de las novelas de caballerias. Gra-
cias, si, por habernos devuelto a esos fabulosos é inolvidables seres gigantescos, de cuerpo cubierto

de escamas, de mirada terrible y que lanzaban fuego por la boca y que poblaron de terrores nuestras

sensibles imaginaciones infantiles.
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Poema

Alcantara, la lluvia y los dragones,
siderales y césmicos, divinos,
vastas mitologias de los chinos,
péderes domefiados en sus dones.

Tus grabados arbitran las pasiones
del que al verlos escruta en sus destinos.
Los dragones y tu los adivinos
de la sustancia humana en sus prisiones.

La China y el Dragén. T4, juez y parte,
pués encarnas en planchas tu autoria
y riges sus desvelos con tu arte.

Sin lluvia de seguro lloveria,

pués mirarlos de nuevo es entregarte
a su antiguo fulgor, que volveria.

Pedro Atienza



Donde nunca habiamos estado antes
Tomas Paredes. Presidente Asociacion Madrileria de Criticos de Arte

La labor dltima de un artista consiste en armonizar un lenguaje, que ex prese un mundo en el que nunca
habiamos estado, después de haber heredado el lenguaje de los mundos de sus mayores. Crear desde el cono-
cimiento.

Es lo que presenta la obra de Alcantara, la complejidad de un trabajo luminoso y diifano, que imbrica reno-
vacion y le identifica. Esto deberia bastar para presentarle como creador plastico, pero, sus promotores quieren
algunas palabras sobre su escultura, primordial vehiculo de su expresividad.

En pintura, ha hecho fortuna el término pintura expandida, para hablar de todo lo que hoy se muestra como
pintura, es decir casi todo. Todo en lo que el color y la imagen se demasian, con independencia del soporte.
Pintura expandida es una foto manipulada, tanto como un video o un lienzo o un espacio vacio o una obra
multidisciplinar o una instalacién sin pintura.

No es un término asimilable a la escultura, ¢o si?, en cuanto que el concepto escultérico se define en relacién
a un objeto que determina y orienta el espacio. Pero, jestamos en las mismas!, ya nada es lo que era y ese con-
cepto de escultura estd obsoleto, o cuanto menos desbordado, de tal forma que la escultura hoy es una idea de
materia desbordada que puede adoptar mil caras, incluso ser sélo una idea. O no saber a qué nos referimos
cuando se pronuncia la palabra escultura.

Es un tépico aludir a la pretensién de Rosalind E. Krauss, que relaciona la escultura con lo que no es arqui-
tectura ni paisaje, en su ensayo sobre la escultura como campo expandido. Un tépico y una suerte de evadir la
dificultad. Porque bien estd la expansién de las ideas, pero los conceptos deben delimitar algo, acotar 4mbitos,
identificar, porque de lo contrario aca-ban no definiendo nada. ;Cémo expandir las formas sin aniquilarlas?.

No estoy por la pureza, sino por la construccién de un lenguaje que arme una entidad formal, que represente
un mundo en el que nunca habiamos estado. Esa es la tnica pureza que me interesa, que me conmueve. La
pureza en arte no estd en el empleo de una técnica tradicional o en una recuperacién de lo antiguo. La pureza
en arte estd en la idoneidad expresiva de un mundo propio. En la belleza, en la perfeccién, en la profundidad,
en el sentimiento. No es lo que viene de lejos, sino lo que induce un estado de inocencia. Kurt Schwitters, re-
firiéndose a Jean Arp, nada sospechoso de antiguallismo, ni dogmas, dijo que su arte: “Se nutre de la pureza’.

En una conferencia, que pronuncié en Buenos Aires, en 1947, no fue publicada hasta 1955, en la revista

“Ciclon” de La Habana, titulada “Contra la poesia”, dijo, entre otras cosas Witold Gombrowicz: “;Por qué
no me gusta la poesz’apum? Por las mismas razones que no me gusta el azicar <puro>. El aziicar encanta cuando lo
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tomamos junto con el café, pero nadie se comeria un plato de azicar: seria ya demasiado. Es el exceso lo que cansa en
la poesia: exceso de poesia, exceso de palabras poéticas, exceso de metdforas, exceso de nobleza, exceso de depuracion y de
condensacion que asemejan los versos a un producto quimico’.

Extrapolo el juicio de Gombrowicz a la escultura, al arte que se pretende imponer desde los centros de arte
moderno, manifestando mi fascinacién por la escultura, sin adjetivos, sin tintes de pureza, sin obviedades ni
frivolidad; mi pasién por algo que, al fin y al cabo, sea escultura. No fotografia, no video - sin menospreciar
estos -, no montaje conceptual u ocurrencia, sino escultura.

Aquello que se estructura en una forma, en la materia que sea. Que se decanta por el tiempo, que lo convoca.
Que determina el espacio, lo habita, le da sentido. Lo que habla de lo lleno y lo vacio, del hueco y lo compacto,
de la materia y del aire. También se hace escultura con el aire que rodea a la escultura. Un arquetipo de pensa-
miento, con poética propia. Lo que ex presa el movimiento y la quietud, desarrollando la emocién, el misterio,
la magia que contiene algo inerte, para impactarnos, captarnos, seducirnos.

Hay, ademas, en la escultura de Alcdntara una singularidad, una particularidad, una distincién, una técnica
muy escasa ya: la fa/la directa. Eso no la hace mejor o peor, porque depende del resultado, pero distingue y
dinamiza el proceso y acaba incidiendo en la dimensién de la pieza y en su presencia.

sQué es la zalla directa? Esculpir directamente sobre la piedra en bruto. Un trabajo sin retorno, sin opciones al
error, un descubrir constante descubriéndose, la busqueda de la sorpresa permanente. El autor toma el bloque,
lo desbasta, va quitando todo lo que sobra, hasta encontrar el corazén de la forma que busca, lo que es capaz
de mostrar la esencia que pretende expresar. Abre un joyel y descubre un secreto guardado millones de afios.

No hay intermediarios, no hay interpuestos entre la herramienta, el pensamiento y la materia. El cerebro
ordena a la mano, que conduce a las herramientas, hasta descubrir lo que buscaba. La sensibilidad fuerza a la
razén, que se adentra en mundos ignotos, al tiempo que construye uno nuevo, con lo que sabia y con lo que
no sabia. La piedra se transforma y cobra vida y trasciende su materialidad y se convierte en un cimulo de
pensamiento y emocién y de misterio.

El escultor conoce lo que encuentra porque sabe lo que busca, apoyado en una herencia recibida y en un no sa-
ber licido, que es la base del pensamiento mégico, donde se prolonga el pensamiento l6gico. Y esto vale para
la expresién creativa, ya sea pldstica, escrita o audiovisual, que nos muestra un mundo que nunca habiamos
visto.

¢Por qué decimos que una pintura o una escultura son una obra de arte?. Porque el hombre es capaz de ma-
nipular la materia dindole otro destino. Y coge un lienzo y unos colores y unos pinceles y proyecta un cosmos;
y toma un bloque de carrara, colmenar o calatorao y establece una estructura, que comunica valores a través de
un lenguaje. Para Charles Morris, e/ arte es el lenguaje de la comunicacion de valores”.

No hay arte sin pensamiento, no hay nada considerable sin pensamiento. Hasta el amor y los afectos. No hay
escultura sin proceso, ni desarrollo de proceso sin técnica. La técnica la da el oficio. Y algo mds. Pero con el
oficio sélo no basta. El oficio puede copiar con perfeccién, pero no crear.

Esta de moda la fusién. Nada tiene de malo, siempre que ese mestizaje no se convierta en confusién, que es
lo més habitual en una cultura frivolizada por la ausencia clara de pensamiento. Pero donde esté Charlie
Parker, con su saxo alto, solo, que se quiten los experimentos de aglomeracién. Fusién no es confusién, sino
renovacioén, palingenesia.

En la conferencia citada de Witold Grombowicz, en el prinincipio, sentencia y pide: “...hay que parar por un
momento la produccion cultural para ver si lo que producimos tienen todavia alguna vinculacion con nosotros’.
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Esto lo decia el autor polaco en 1947, ;qué no diria hoy?. Pero, antes de parar nada ni a nadie, somos nosotros
los que hemos de reflexionar y saber qué nos une a todo esto que tiene la pretensién de representarnos.

¢Qué se siente ante los poemas homéricos o la poesia de la Dinastia Tang, ante la mudsica de Bach, ante los
tercetos del Dante, ante la escultura de Brancusi, ante Strawinsky, ante la escultura de Alcantara? ;Orden,
ritmo, belleza, dimensién, profundidad, luz, camino, horizonte, presencia del tiempo...

No importa qué nos guste o con qué especulemos, pero llamemos a las cosas por su nombre, para no enlo-
quecer o tener un permanente didlogo para besugos. Llamemos escultura a lo que lo es, a estas tallas directas
y a todo aquello que se origine des el concepto escultérico. Y demos otros nombres a otros productos, que
pueden tener interés o que lo tiene, paro que no son escultura.
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To Wang Lun
Li Bai

I’'m on board; We’re about to sail,
When there’s stamping and singing on shore;
Peach Blossom Pool is a thousand feet deep,
Yet not so deep,Wang Lun,as your love for me.
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Sculptures Jift %2



H %1

Self portrait I
Alabastro stone VR £ k)
66x42x26

66x42x26 cm
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A R

Self portrait II
Pedernal stone VH R £ k)
66x49x27

66x49x27 cm
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Antropos )
Colmenar stone VR £ k)
47x30x46 cm 47x30x46

28






Rocabilis 75 LE A
VU HE T ARk

Tamajon stone
44x33x26

44x33x26 cm
30






Elche’s lady ﬁ IRDI/NH
Y PR R

Tamajon stone
48x30x33

48x30x33 cm
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Hathor %G R IR
Tamajon stone VR £ k)
33x26x32 cm 33x26x32
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Icarus YN BR 2 KCH
Tamajon stone VU HE T ARk
41x40x31 cm 41x40x31
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Helmet Sk %%
Alcala de Henares stone VR £ k)
44x33x41 cm 44x33x41

38






Tiara WL )
Colmenar stone VU HE T ARk
54x43x51 cm 54x43x51
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Head 3k
Calatorao stone VR £ k)
47x38x20 cm 47x38x20
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Horse %
Black marble RSN a]
71x29x51 cm 71x29x51
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Horse %
Black marble RSN a]
71x29x51 cm 71x29x51
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Head 3k
Black marble Gy NLra
48x30x30 cm 40x30x30
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Head 3k
Black alvis stone Py IEF k)
55x48x53 cm 55x48x53
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Head 3k
Black alvis stone Py IEF k)
54x46x45 cm 54x46x45
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Cobra iR 8% i
Black marble RSN a]

51x32x26 cm 51x32x26
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Drinking alone with the moon
Li Bai

From a pot of wine among the flowers I drank alone.
There was no one with me
Till, raising my cup, I asked the bright moon to bring me my shadow and make us three.
Alas, the moon was unable to drink And my shadow tagged me vacantly;
But still for a while I had these friends
To cheer me through the end of spring.... I sang.
The moon encouraged me. I danced. My shadow tumbled after.
As long as I knew, we were boon companions.
And then I was drunk, and we lost one another. ...
Shall goodwill ever be secure?
I watch the long road of the River of Stars.
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Artworks. Dragons 2K i J&



Dragon )2

Oil on canvas R A T Y 1
161x161 cm 161x161
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Dragon y)

Oil on canvas R A1 T Y 16
161x161 cm 161x161

60






Dragon I o1
Drawing on aluminium A T 22 )
100x68 cm 100x68
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Dragon II v 11
Drawing on aluminium A T 22 )
100x68 cm 100x68
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Dragon III 111
Drawing on aluminium A T 22 )
100x68 cm 100x68

66






Dragon IV IV
Drawing on aluminium A T 22 )
100x68 cm 100x68

68






Figurative dragon I

FGAEHEM I T
Mixed on card + 4RI TR A SRk
70,5x100 cm 70,5x100

70






Figurative dragon II
Mixed on card
70,5x100 cm

ZALTER B 11
AR 5 BUR}
70,5x100

72







Figurative dragon I11

ZAETER 11
Mixed on card + 4RI TR A SRk
100x70,5 ¢m 100x70,5

74






Figurative dragon IV

ZAEH N e IV
Mixed on card + 4RI TR A SRk
100x70,5 ¢m 100x70,5

76






Figurative dragon V

ZAETER e V
Mixed on card + 4R TR A SRk
70,3x50,2 cm 70,3x50,2
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Figurative dragon VI ZAETER 2 VI

Mixed on card + 4RI TR A SRk
70,3x50,2 cm 70,3x50,2

80






Figurative dragon VII ZALYERE VII

Mixed on card + 4RI TR A SRk
70,3x50,2 cm 70,3x50,2
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Abstract dragon I Bk 1
Drawing on paper 2% T 22 =)
90x65,5 cm 90x65,5

§4






Abstract dragon 11 ME Kk 11
Drawing on paper 2% T 22 =)
90x65,5 cm 90x65,5

86






Abstract dragon III & 111
Drawing on paper 2% T 22 =)
90x65,5 cm 90x65,5
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Abstract dragon IV Al 1V
Drawing on paper 2% T 22 =)
90x65,5 cm 90x65,5
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Abstract dragon V i ERhpA L
Drawing on paper 2% T 22 =)
90x65,5 cm 90x65,5
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Abstract dragon VI A e VI
Drawing on paper 2% T 22 =)
90x65,5 cm 90x65,5

94






Abstract dragon VII ME )l VII
Drawing on paper 2% T 22 =)
90x65,5 cm 90x65,5
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Abstract dragon VIII % w ke VIII
Drawing on paper 2% T 22 =)
90x65,5 cm 90x65,5
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Abstract dragon IX Mk 1X
Drawing on paper 2% T 22 =)
90x65,5 cm 90x65,5
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Abstract dragon X ME M X
Drawing on paper 2% T 22 =)
90x65,5 cm 90x65,5
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Abstract dragon XI A XI
Drawing on paper 2% T 22 =)
90x65,5 cm 90x65,5

104






Abstract dragon XII % XII
Drawing on paper 2% T 22 =)
90x65,5 cm 90x65,5
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Abstract dragon XIII M4 XIII
Drawing on paper 2% T 22 =)
90x65,5 cm 90x65,5
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Abstract dragon XIV A XIV
Drawing on paper 2% T 22 =)
90x65,5 cm 90x65,5
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Abstract dragon XV Al XV
Drawing on paper 2% T 22 =)
90x65,5 cm 90x65,5
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Abstract dragon XVI A XVI
Drawing on paper 2% T 22 =)
90x65,5 cm 90x65,5
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Engravings Jift hix E[J il



Old and young dragon
Bull blood and

gold dust

104x60 cm

G 2 AR BRI
232 IR
104x60
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Old and young dragon
Green and silver
104x60 cm

MR
LR AR
104x60
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Young and old dragon Pad s e T L % 3 ¥ i 2 -g;:.?'#ﬂ ”-_“:1-.
Blue and silver - ‘ : . ; o ;

104x60 cm

MR
o AR
104x60
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Young and old dragon
Red and yellow
104x60 cm

R LI
ARGR I i)
104x60
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Young and old dragon
Ocher and clay
104x60 cm

FREREZ I
T AR
104x60
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Thoughts in the Silent Night
Li Bai

Beside my bed a pool of light
Is it hoarfrost on the ground?
I 1ift my eyes and see the moon,
I bend my head and think of home.
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Artworks. Cervantes &AM ZE 7 $2 1)



Dulcinea FRAR A 2 N

Mixed on cardboard JE AR B I TR A R
110x93 cm 110x93
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Quixote S U 4

Mixed on cardboard JE AR B I TR A R
110x93 cm 110x93
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Cervantes FETTHE

Mixed on photographic negative FEOAE I A TR B R
90x66 cm 90x66
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Cervantes FETTHE

Mixed on cardboard JE AR B I TR A R
90x66 cm 90x66
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Quixote S U 4

Mixed on cardboard JE AR B I TR A R
90x66 cm 90x66
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Quixote S U 4

Mixed on cardboard JE AR B I TR A R
90x66 cm 90x66
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Quixote S U 4

Mixed on cardboard JE AR B I TR A R
90x66 cm 90x66
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Cervantes FETTHE

Mixed on cardboard JE AR B I TR A R
90x66 cm 90x66
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Quixote S U 4

Mixed on photographic negative FECAE I A T VR B R
90x66 cm 90x66
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Quixote S U 4

Mixed on cardboard JE AR B I TR A R
90x66 cm 90x66
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A Farewell to Meng Haoran on his way to Yangzhou
Li Bai

You have left me behind, oldz friend, at the Yellow Crane Terrace,
On your way to visit Yangzhou in the misty month of flowers;
Your sail, a single shadow, becomes one with the blue sky,
Till now I see only the river, on its way to heaven
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Alcantara in words
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Solo exhibitions:

Gallery E. Navarro-1988

Provincial House of Representatives of Jaen-1990
Gallery Conde Duque-1992

Casa De La Entrevista (Alcala De H.)-1994
Gallery Saovento (Lisbon) — 1997

Gallery Antonio Prates (Lisbon)-2001

Chapel Del Oidor (Alcala De H.)-2005

Group exhibitions:
Villa Biennial of Madrid (Biennial villa de Madrid)-1986
1st biennial of Murcia of sculpture-1986

XIV National Contest of Sculpture
Villanueva gallery-1990

Gallery Map Contemporaneous of Barcelona-1992

Este Y Complutense-1994
Ministry of education and culture

Gallery La Fenetre (Paris)-1995
The classic mythology in the painting and actual sculpture

Gallery La Fenetre (Paris)-1996
Arco 1997 — Gallery La Fenetre (Paris)

Arco 1998 — Gallery Saovento (Lisbon)
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Culture center palace of Villardompardo
Stones in the road
Provincial House of Representatives of Jaen — 2004

Graphic Works:

Print — (Lisbon, Silk Screening) 1994
Print — (Lisbon, Silk Screening) 1995
Saga — La Fenetre Gallery — 1996
Print — (Lisbon, Silk Screening) 2000
Print — (Lisbon, Silk Screening) 2001

Print — (Lisbon, Silk Screening) 2002

Awards:

1986 Works Acquisition Award. First Sculpture Biennial of Murcia

1990 First Award. Caja Madrid’s XIV National Sculpture Competition

1992 Second Award. XXII Competition of Painting and sculpture, Rafael Zabaleta. Quesada. Jaen
1992 Silver Meddle. Caja de Guadalajara’s XX National Art Competition. Sculpture award.

1994 Second Award. XVIII Santiesteban del Puerto International Sculpture Competition. Jaen.
1995 First Award. Punta Humbria International Sculpture Competition. Huelva.

1996 First Award. XIX Jacinto Higureas International Sculpture Competition.

2004 Special Award. Caja Guadalajara’s XXXII National Art Competition. Sculpture award.

2006 First Award. Engraving Print. (Lisbon)
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Provincial House of Representatives of Jaen — 2004
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