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Ignasi Aballí 
Desapariciones II (1 of 24), 2005

MACBA Collection. Foundation of the Museu d’Art Contemporani 
de Barcelona. © Ignasi Aballí, 2009. 

Ignasi Aballí’s work Desapariciones II presents us with twenty-
four Flm posters, allowing us to leaf through them as if they 
were a large book. The only similarity these posters seem 
to share is that they are all posters of movies written by the 
French writer and Flmmaker Georges Perec. (Aballí focuses 
on Perec’s least known aspect, his cinematographic works.) 
He then makes reference in the artwork’s title to Perec’s most 
famous novel La Disparation written in 1969.1 Perec succeeded 
in writing the novel’s more than 300 pages in French without 
including a single word containing the letter e,2 the most 
frequently used letter in the French language. Urged by the 
work’s title, we look for a poster of La Disparation, but to no 
avail. The posters represent Flms that were never realised. All 

Ignasi Aballí  (Barcelona, 1958) received his Fine Arts degree 

from the University of Barcelona in 1981. His work has 

been exhibited in the Drawing Center (New York), Printemps 

de Septembre (Toulouse) and at the Venice Biennale in 2007. 

It has also been shown in museums such as the Serralves 

Museum (Oporto), the Ikon Gallery (Birmingham) and the 

ZKM (Karlsruhe, Germany). 

of these posters carry the titles of Georges Perec’s novels, but 
very few were actually made into Flms. We might, however, 
seem to remember some of these as Flms, or perhaps simply 
imagine we remember them. A cinema poster, aker it has 
accomplished its function of announcing a Flm, is all that’s 
lek of the Flm: an objective, material trace of its existence. 
Yet it also holds a subjective trace. It carries something of our 
own personal history, of our involvement with the cinema, 
making us remember certain aspects of Flms, maybe even 
their storylines. As we look at these posters we begin to create 
our own storylines, the images, text and design suggesting 
di©erent possibilities to us. By fabricating a tangible trace of 
Flms that were never made, Desaparicions II brings the Flms 
into existence and it is the viewer who begins to create, even 
remember these movies. 
 The images that appear in the posters have all been taken 
from artworks made by Aballí. As the artist has commented: 
‘In the case of Perec, I carried out a process of investigation to 
construct a Fction that enabled me to relate my work to his 
and generate a hybrid, which is something directly constructed 
by me, though it includes real elements I found during the 
documentation stage.’ 3

 Absence, is not only evident in the novel La Disparition, 
but is also persistent in the work Aballí; mirrors obliterated 
with Tipp-Ex, photographs of the trace paintings have lek 
once they have been taken down. The images of Aballí’s Flm 
posters, open to interpretation, also allude to disappearances 
(a blank book, a fallen poster), to the movies that were never 
made (a blank screen, Flm credits), to lacks, to empty spaces, 
corrections or classiFcations. Aballí’s posters do not refer to 
movies but rather to the absence of these movies, to their 
disappearance.
 His work oken uses elements of reality, such as the series 
of inventories or lists taken from the newspaper clippings 
involving numbers of the same subject, money, books, music, 
the missing, the dead, but devoid of their context. Aballí began 
his artistic career as a painter. He later started to use more 
conceptual elements in which the idea became increasingly 
important and the painting less so, to the point that in the 
early 1990s he was producing works made with sunlight. 
Light drew, painted on the support. As he states: ‘I began to 
think that the less there is to see in a work, the greater the 
desire to see.’4

1 Translated in English as A Void.
2 E is the only vowel in Perec’s last name, a Central European Jewish 

name originally written in Yiddish, a language being consonantal and 
written like Hebrew. The true focus of La Disparation is the disappear-
ance of the Jews, of a language once spoken by over ten million 
people, and of the disappearance of Perec’s own family (his mother 
died during the Holocaust, probably in Auschwitz). The omission of 
the vowel e would be compensated with the novel Les Revenentes, 
which is written only with that vowel.

3 In ‘Ignasi Aballí interviewed by Dan Cameron’ in Ignasi Aballí, 0–24 h. 
MACBA, Ikon Gallery, Serralves Museum, 2005.

4 In ‘Ignasi Aballí interviewed by Dan Cameron’ in Ignasi Aballí, 0–24 h. 
MACBA, Ikon Gallery, Serralves Museum, 2005.
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Baumgarten’s work is characterised by his strong interest 
in the Americas and their indigenous populations as well as 
by the passage of time and its inGuence on nature, human 
knowledge, economics and power. Despite the fact that 
Baumgarten’s artistic practice is extremely varied – with site- 
speciFc works, ephemeral sculptures, texts, photographs, 
Flms – names are the only common element in all his activi-
ties.1 To name is the most basic form of power, to delineate and 
identify parts of the world. In the case of colonialism, renam-
ing was understood as claiming, and became the most im- 
portant means of ‘taking possession’. Repeatedly, Baumgarten’s 
work uses the names of indigenous populations throughout 
North and South America, the names with which these pop- 
ulations call each other, as well as the names used to designate 
the Gora, fauna and physical geography of the regions linked 
to these populations. Through this repeated use of indigenous 
names Baumgarten seems to suggest a possible reversal of 
the traditional oppositions between the so-called Old and 
New Continent.
 In his Frst exhibition in North America –at the Marian 
Goodman Gallery, New York, in 1985 –Baumgarten presented 
black-and-white photographs made in 1977 of the Gran 
Sabana. This region, a vast extension of Felds in the southwest 
of Venezuela and the hypothetical location of El Dorado, has 
been the focus of numerous works by Baumgarten, even prior 
to his visit to the area. These photographs are accompanied by 
the names of the rivers in the area, the only surviving vestiges 
of the indigenous language of the region, which has already 
disappeared. Rich in resources and minerals, La Gran Sabana 
is witness once again to the Fght for appropriation through its 
commercial exploitation. Baumgarten’s work not only meta-
phorically links its colonial past to its neo-colonial present, 
but also denounces the e©ects of these developments upon 
indigenous populations and the radical changes taking place 
in its ecosystem. Baumgarten refers to this exploitation and 
the environmental threat looming over the natural landscape 
and its indigenous inhabitants not only in his visual work but 
also in numerous publications. 

1 Craig, Owens , ‘Proper Names’, in Lothar Baumgarten, Autofocus Retina,  
 MACBA, Barcelona, 2008. 

MACBA Collection. Foundation of the Museu d’Art Contemporani 
de Barcelona. © Lothar Baumgarten, vegAp, Barcelona, 2009.

Lothar Baumgarten (Rheinberg, Germany, 1944) currently 

lives and works between Berlin and New York. Student to 

Joseph Beuys at the Academy of Art in Düsseldorf, his work 

is best known for its combination of words and images, 

which simultaneously inquire into photography’s objective 

gaze and Western representations of the ‘other’. Between 

1978 and 1980, Baumgarten spent eighteen months in a 

Yanomàmi village in southern Venezuela, an experience that 

continues to inform his work. He has received numerous 

awards and prizes, prominent among which was the Venice 

Biennale’s Golden Lion in 1984.

Lothar Baumgarten 
Salto (Pipa Cornuta) 1977 
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Asier Mendizabal (Ordizia, Spain, 1973) studied Fine Arts 

at the University of the Basque country, Bilbao. Between 

1998 and 2000, he was awarded a residency at De Ateliers, 

Amsterdam. He has since participated in numerous exhibi-

tions, including Chacun à son goût (Museo Guggenheim, 

Bilbao), Beste bat! (Sala Rekalde, Bilbao), Cine y casi cine 

(Museo Nacional Centro de Arte Reina Sofía, Madrid) and 

Great Theatre of the World (Taipei Biennial). In 2008 he had 

a solo exhibition at the MACBA.

MACBA Collection. Consortium of the Museu d’Art Contemporani 
de Barcelona. Photo: Tony Coll © Asier Mendiazábal, 2009

that has witnessed the beginnings and the end of industria-
lisation in the same century. The role of the artist in this 
context is to create the most complex discourse in order to 
explore the link between aesthetics and politics and over-
come the insuIcient notions of either domain.¹ 
 The genre of political cinema (from Costa-Gavras to Gillo 
Pontecorvo) is of particular relevance in the work of 
Mendizábal. He employs it as paradigm of the diIculty of 
representing a political act or feeling. His approach centres on 
the analysis of the di©erent stereotypes and formal aesthetic 
qualities present in the genre. Cinema (1999) highlights the 
potential for emancipation that cinema has within the context 
of class war, from the Russian avant-garde experiments to 
the Frst workers’ movements during May 1968. Appearing 
on a wall in the movie Classe de lutte (1969) by the Groupe 
Medvedkine, the text hangs on top of an improvised table 
with bottles of mineral water and glasses. The work evokes 
the groups of workers that with the help of Flmmakers such 
as Chris Marker and Agnes Varda introduced Flm as a tool 
in the factories where they worked. It also reclaims symbolic 
space and sets a possible stage where militancy, education 
and didacticism fuse with the cinematographic means at the 
service of the working class. 
 On other occasions, both the pleasure and the politics 
of the collective is found in the organisation of local celebra-
tions, for example in Pabilioia (2002–03), a photographic 
testimony that documents the preparation of Goats that dif-
ferent groups organise for carnival. This series of black-and-
white photographs portrays disturbing compositions of 
reduced groups of people meeting around construction sites, 
cars, truck trailers in a closed space, a warehouse or a parking 
lot. A larger group huddles together in front of a staircase in 
front of an immense concrete building. Both situations are at 
Frst diIcult to decipher but involve a group of individuals 
around an action or negotiation. It’s only later that we realise 
that the action was centred on the preparation of the carnival 
Goats in Bilbao: one of the most popular celebrations and 
completely predisposed to the di©erent types of revolt against 
the establishment. The negotiation was real and consisted 
of the debate as to whether a Goat should participate or not.

1  Bartomeu Marí: Asier Mendizabal. MACBA, Barcelona, 2008.

Asier Mendizabal is one of the Basque artists paying the 
closest attention to the relationships among form, discourse 
and ideology. Mendizabal’s artistic practice may be described 
as a critique of ideology by the mise en scène of the structures 
that shape it, Fnding in the vernacular a source of meanings. 
Mendizábal analyses social structures and relations focusing 
on the diIculty of representing the political – and the con-
nections between artistic activity and the ‘political uncon-
scious’ – present in cultural productions, collective undertak-
ings and mass movements. Two elements are key to under-
standing Mendizabal’s work: the micro-utopias that emerged 
from the music world of the eighties and the practices of 
popular culture. On the one hand, we Fnd the signs and 
political and aesthetic attitudes associated with radical aspects 
of rock and roll; on the other hand, the collective gestures 
that have become customs in the Basque country, a society 

Asier Mendizabal
Cinema, 1999
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MACBA Collection. Consortium of the Museu d’Art Contemporani 
de Barcelona. Long-term loan of the artist. © Deimantas Narkevičius, 
vegAp, Barcelona, 2009.

Deimantas Narkevičius (Utena, Lithuania, 1964) is one of 

the most recognised Lithuanian artists of the international 

artistic scene. He currently lives and works in Vilnius. 

He graduated from the Art Academy in Vilnius as a sculptor 

and spent a year in London in 1992–93. On his return to 

Lithuania he was concerned with site-specific objects but 

a strong interest in narrative led him to record interviews 

and conversations with artists. This process evolved into an 

exploration of different narrative structures through film 

and video, media for which Narkevičius is now best known.

The Role of a Lifetime was commissioned in 2003 by the uk 
based association Art in Sacred Places for the Brighton Parish 
Church of St Peter, Brighton, England. An interview with 
British Flmmaker Peter Watkins,¹ recorded in Lithuania 
where Watkins lived for many years, serves as the voiceover. 
Watkins’ reGections shik between theoretical thoughts about 
the structure and the truth of documentary Flm and bio-
graphical considerations of the personal motives behind his 
Flms. The Flm alternates such disparate visual imagery as 
views of Gruto Park in Druskininkai (a repository of Socialist 
Realist sculpture from the post-war era), and footage of 
Brighton life shot by an amateur Flm enthusiast and depos-
ited in the Film and Video Archive in Brighton. These three 
discordant components, and the disjunctive montage of image 
and commentary, reGect the fragmented nature of contempo-
rary experience. These insertions, from another time, another 
place and another story, also thicken the web of suggested 
meanings, and the story acquires an almost inexhaustible 
wealth of links, connections and connotations. Exploring the 
inGuence of the mass media on the way we see the world, the 
Flm closes with a both ardent and pessimistic plea by Watkins 
for the necessity to criticise the power structures inscribed 
into the ways in which the media record and portray politics 
and history. 
 Narkevičius explores the perception of history and the 
mechanisms that transform it through utopias or ideologies. 
He focuses on the personal and individual, oken structuring 
his work around forgotten or repressed testimonies and 
stories. His Flms grapple with universal questions about our 
political and moral obligations to history and memory. He 
never engages with historical material as something irrefuta-
ble; on the contrary, he does so to reveal its contingency. He 
aims to show how our understandings of truth and reality are 
constructed, mediated and even manipulated in and through 
representation.
 Di©erent cinematographic techniques and narrative 
procedures overlap in his Flms. Through his use of archival 
material, animation, interviews, rudimentary Flm collage, 
tailored audio tracks as well as his own footage, Narkevičius 
expands the temporal and spatial boundaries of his narra-
tives. His Flms go beyond the circular or linear temporality, 
challenging the claim to truthfulness of the documentary 
genre of historiography through such means as the separation 
of voice and image. Researching the conventions used by 
Flmmakers to construct documentary reality, he is interested 
in the way Flm works on us, shaping our perception of events, 
moulding our comprehension of the world.

1 Peter Watkins is well know for his genre-breaking fictive documentary 
 The War Game (1965), his vision of nuclear warfare that, at the time, 
 was banned by the BBC.

Deimantas Narkevi ̌cius
The Role of a Lifetime, 2003
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Hans Haacke 
Shapolsky et al. Manhattan Real 
Estate Holdings, a Real-Time Social 
System, as of May 1, 1971, 1971

Shapolsky et al. Manhattan Real Estate Holdings, a Real-Time 
Social System, as of May 1, 1971 documents the ownership and 
control of urban space. The work exposes the properties 
and transactions of Shapolsky et al. Manhattan Real Estate 
Holdings, which in 1971 represented the biggest concentra-
tion of real estate in New York under one group, and it is still 
an active corporation today. The properties of the group 
were found primarily in the Lower East Side and Harlem, 
two neighbourhoods characterised by their ethnic and racial 
minorities. The information was culled from New York City 
public records and covered approximately twenty years prior 
to 1971. About seventy companies proved to be the owners 
of these properties, oken interchanging among each other 
mortgages or properties, which obscured ownership and 
granted Fscal advantages. Composed of various elements, the 
work includes 142 photographs of buildings, accompanied 
by typewritten sheets with di©erent data on the property 
such as its address, the type of building, the size of the lot, 
date of acquisition, owner, or its assessed land value. Haacke 
then synthesised this material into diagrams revealing how 
the system was made up of an obscure network of family ties 
and dummy corporations. Two maps of the Lower East Side 
and Harlem highlighting the lots owned by the Shapolsky 
network complete the work. 
 Haacke’s piece exceeds its investigation of the Shapolsky 
family and expands into a critique of relations of property. 
It frames the fundamental contradiction of the real estate 
system in which the Shapolsky operation occurred: the oppo-
sition between market requirements and the social needs of 
city residents.1 Haacke’s photographs, taken from street level, 
neglected compositional considerations and testify to the 
type of investments these properties represented – housing in 
impoverished neighbourhoods lucratively run at a low level 
of maintenance – and reinforce the impression of the city as a 
mere economic product. 
 The work was part of the Haacke’s individual exhibition 
programmed for 1971 at the Guggenheim Museum in 
New York. Thomas Messer, director of the museum, called 
Shapolsky et al. ‘inadequate’ and refused it along with two 
other works, judging them incompatible with the functions 
of an artistic institution. The exhibition was cancelled a 
month and a half before its scheduled date, when the artist 
refused to remove these three works.2 Edward F. Fry, curator 
of the exhibition, defended the works and was subsequently 
Fred. Many commentators on the controversy have speculated 
that the Board of Trustees of the Guggenheim Museum 
were connected to the real estate group, but this has never 
been proven.

1 Rosalyn, Deutsche ‘Hans Haacke, Real Estate and the Museum’ 
 in Hans Haacke: Unfinished Business, edited by Brian Wallis, 
 The MIT Press and The New Museum of Contemporary Art 
 Cambridge/NY, 1986.
2 Haacke oJered to change the names of the group to fictitious 
 names but this was not accepted.

Hans Haacke (Cologne, Germany, 1936) studied at the 

Staatliche Werkakademie de Kassel and in 1960 joined 

the studio of Stanley William Hayter in Paris. In 1961 he 

travelled to the United States on a Fulbright grant to study 

philosophy and four years later he established himself in 

New York. From 1967 to 2002 he was a professor at Cooper 

Union, New York. He has received numerous awards and 

prizes, including the Golden Lion at the Venice Biennale 

in 1993. Affiliated with the Zero Group, in the fifties his 

interest in physical systems and biological growth later led 

him to focus his artistic practice on analysing socio-political 

structures. 

MACBA Collection. Foundation of the Museu d’Art Contemporani de 
Barcelona. Acquired jointly by the Fundació Museu de Art Contemporani 
de Barcelona and The Whitney Museum of American Art, New York, 
with funds from the Director’s Discretionary Fund and the Painting and 
Sculpture Committee. © Hans Haacke / VG Bild-Kunst
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Oscillating between semiotics, pictorialism and theatrics, 
Joan Jonas integrates ritual and symbolic elements into her 
hybrid vocabulary, where gestures are the object of reGection. 
At the beginning of her artistic career, the themes in her 
work focused on herself, on the body of the artist, its changes, 
transformations, deformations and reconstructions through 
an alter ego, feminine abstractions and the juxtaposition 
of sexual roles. Later on, the dramaturgy of the text refers to 
historical facts, culturally speciFc, originating from fables or 
epics, from which Jonas extracts universal motifs. 
 The performance Lines in the Sand (2002), commissioned 
by Documenta 11, took place aker the installation had 
been set up, which added new dimensions to the work. Both 
performance and installation are based on the epic poem 
Helen in Egypt (1951–55), where the Imagist poet and writer 
H.D. (Hilda Doolittle, patient of Sigmund Freud before the 
World War II) revises the myth of Helen of Troy. In H.D.’s 
poem, based on classic texts, as well as in Jonas’s work, the 
epic war of Troy was not fought for an unfaithful Helen, 
but rather for less prosaic reasons, such as commercial routes 
and access to the Black Sea. Helen was in Egypt, not in Troy, 
which means that Trojans and Aqueans fought and killed 
each other for a ghost, a fake illusion, an ancient archetype. 
 In the work, Jonas explores the interconnected threads 
of myth, which is viewed as a representation of subconscious 
and reality. Juxtaposing images, texts and gestures, the artist 
questions and contradicts the oIcial history and collective 
memory. Shots of the shadow of the artist and her dog 
walking on the beach, images of Egypt (from her grandmoth-
er’s photographs during a trip in 1910), of the Luxor casino 
in Las Vegas, including the roulettes and the desert landscape 
as well as images of a man and a woman placing objects on 
rocks, are interposed with various texts. Simultaneous narra-
tives alternate: one fragmented (Helen in Egypt) and another 
in its entirety (Pillow Talk, from the ancient Irish epic poem 
The Tain, in which an Irish King and Queen discuss who has 
the most possessions, manifesting the domestic and trivial 
origins of discussions over property). At the same time, pas-
sages of Tribute to Freud, where H.D. describes her memories 
and thoughts as light projections on the walls of a bedroom, 
add to the phantasmagorical atmosphere. The artist creates 
a collage of scenes on the psychological and political power 
of Helen, representing Helen as an ancient metaphor of 
property and a justiFcation of all the Trojan wars to come.

MACBA Collection. On deposit from the Ajuntament de Barcelona. 
Photo: Werner Maschmann © Joan Jonas, 2009.

Joan Jonas (New York, United Sates, 1936) is a pioneer 

of performance, experimental film and video installation. 

In her works the influence of contemporary dance and 

avant-garde cinema replace narrative continuity with a 

multimedia performance style that merges drawing, sculpture 

and video. Working with artists and friends such as Richard 

Serra, Robert Smithson, Nancy Holt and Gordon Matta-Clark, 

and studying with contemporary dancers such as Trisha 

Brown and Yvonne Rainer, she developed an artistic proposal 

that alternates between performance and its translation 

to video installations. 

Joan Jonas
Lines in the Sand, 2002



Time as Matter
MACBA Collection. New Acquisitions
15 May–31 August 2009  www.macba.cat

MUSEU
D’ART CONTEMPORANI
DE BARCELONA

Judith Barry 
In the Shadow of the City… Vamp r y, 
1985

The title of In the Shadow of the City … Vamp r y, created in 
1985, refers to a humorous interpretation of the vampiric 
myth as an insatiable desire for images. In the work, pairs of 
looped Flms and alternating pairs of slides are projected onto 
both sides of a wall-size double-sided screen while a sound-
track combining electronic and choral fragments is heard. 
The Flm loops are superimposed on projections of images of 
architecture, presenting both domestic and exterior scenes. 
While the viewer scans multilayered images of a city in the 
middle of the night, of partially blocked lighted interiors in 
an apartment building, a number of Fgures seem to be 
looking at the viewer, who is both subject and object of the 
gaze. Fascinated by the changing sequence of images and 
sounds, frustrated by the fragmented narratives and uncer-
tainty of these di©erent characters, the viewer moves between 
the two sides of the freestanding screen looking for orienta-
tion. The heterogeneous, transitory scenes produce a multi-
plicity of perspectives and the cityscape becomes a vast sign 
system. Yet, these series of unfolding vignettes o©er glimpses 
of life without concrete reference: there is no oIcial perspec-
tive for the viewer, no narrative consummation, no direct 
subject for the gaze. Like the façade of the city, its topography 
only subtly relinquishes its meaning to the viewer. 
 For Barry, architecture represents the translation of social 
conventions into spatial reality. Interested primarily in the 
relational Feld that is established between a person’s percep-
tions, their physical bodies and their surroundings, trying to 
get at new kinds of spatialisation that might do more than 
merely represent existing space. Utilising Flm loops, video 
projections and elaborate environmental installations, Barry 
examines the interrelationships among human vision, 
historical memory and architectural perception in order to 
guide the viewer into a confrontation with them.

MACBA Collection. Consortium of the Museu d’Art Contemporani 
de Barcelona. © Judith Barry, 2009.

Judith Barry (Columbus, United States, 1954) studied at the 

University of California, Berkeley, and received a MFA from 

the New York Institute of Technology. Her education included 

training in architecture, art, literature and film theory. This 

interdisciplinary background is reflected in her work, which 

crosses a number of disciplines: performance, installation, 

film/video, sculpture, photography and new media. Her 

explorations into the complex interactions between architec-

ture, urbanism, the media and society have also led her to 

write numerous theoretical writings in topics ranging from 

historical memory and mass communication to perception.



Time as Matter
MACBA Collection. New Acquisitions
15 May–31 August 2009  www.macba.cat

MUSEU
D’ART CONTEMPORANI
DE BARCELONA

The literary and artistic activity of Katalin Ladik shows 
a strong feminist component dealing with issues such as 
eroticism, bisexuality, patriarchal society and spirituality, 
and her inspirations range from pagan legends to Christian 
stereotypes, folklore, Surrealist or Dada principles. She was 
associated with the Yugoslav avant-garde of the seventies 
where the socialist authorities granted artists a far greater 
degree of freedom than in other Eastern Bloc countries, a 
situation that allowed for a more extensive radicalisation of 
artistic practices. She was part of the Bosch + Bosch group, 
who were inGuenced by the historic avant-gardes and the 
neo-avant-garde of the Fkies and sixties, and worked in the 
Hungarian border city of Subotica from 1969 to 1976. The 
group, which included artists such as Slavko Matkovic, Bálint 
Szombathy, Lázlo Szalma, Lázlo Kerekes and Ante Vukov, 
used various means of artistic expression in both an eclectic 
and auto-reGexive way, including body art, performance, 
mail art, land art and conceptual art. The work of the Bosch + 
Bosch group was also inGuential in the exchange of infor-
mation on modern Western art in the hermetic Social Realist 
societies of Easter Europe.
 At the beginning of the seventies, Ladik made a series 
of visual poems in which she used the collage technique, oken 
over sheet music. Made with newspaper and women’s maga-
zine clippings, sewing patterns and postage stamps, in these 
works she experimented at a visual, semantic and musical 
level, though the pictorial aspect oken took precedence over 
verbal coherence or the musical aspect. The works, conceived 
as both artistic and literary pieces, were also used as the 
music score for her performance of sound poetry. In these 
works traditional feminine themes such as sewing and 
knitting predominate, exploiting the ambiguity of suggestion 
and exploring the interconnections between poetry, painting 
and music.

MACBA Collection. Consortium of the Museu d’Art Contemporani 
de Barcelona. © Katalin Ladik, 2009.

Katalin Ladik (Novi Sad, Yugoslavia, 1942) received a bilingual 

education, in Hungarian and Serbian, languages she writes 

with equal fluency. She lived in Yugoslavia until the late 

eighties when she established herself in Budapest. She has 

distinguished herself in her work as a film and theatre 

actress and in her literary creations, especially in visual and 

sound poetry, which she plays out on stage, often in dialogue 

with the public, as well as in the creation and interpretation 

of experimental sound. 

Katalin Ladik 
The Yellow Bolero, 1978
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León Ferrari began his artistic career in 1955 with a series 
of sculptures in various materials such as ceramic, wire 
and wood. In the sixties his works were characterised by an 
illegible writing in which the written word organised the 
visual space – writings that are primarily drawings rather 
than texts. 
 It was also during this time that his works acquired a 
strong political component, such as his montage The Western 
and Christian Civilisation of 1965 (during the Frst American 
bombings in Vietnam). In this work a Fgure of Christ, sus-
pended vertically, is cruciFed on an American bomber. Using 
multiple techniques and media, yet favouring photomontage, 
he explores the relationship between violence and religion. 
The literalness of this work (at times he even uses clippings 
of L’Obsservatore Romano, the oIcial newspaper of the 
Vatican) has oken provoked scandals with political repercus-
sions, including its condemnation by Catholic movements1. 
 In 1976 he started to cut out newspaper articles reporting 
on bodies that had begun to appear, following the military 
coup d’état, in di©erent areas of Buenos Aires and along the 
coast of the La Plata River. Collected in a book, these testimo-
nies challenge the attitude ‘We didn’t know’, a claim by which 
many sought to justify their indi©erence toward the violence 
with which the military Junta governed the country from 
1976 to 1983. Ferrari continued organising these newspaper 
clippings in more or less chronological order until forced to 
abandon the country for political reasons. 
 He settled in São Paulo, Brazil, where he resumed working 
on sculpture and experimented with new techniques such 
as photocopies, heliographic prints and microFche. Between 
1980 and 1982 Ferrari devoted himself to a series of works on 
polyester reproduced in heliographic prints – oken humorous 
and full of irony, he refers to them as ‘an architecture of 
madness’. In these plans, he uses architectural images taken 
from Letraset, distorting their basic rules and creating 
contradictory and absurd spatial organisations and connec-
tions. Elsewhere, he substitutes the tiny Fgures by cars in 
impressive vistas of elevated highways and impossible 
intersections. With these works Ferrari explores the forms of 
control in contemporary society, possibly inspired by the 
speed and masses of São Paulo, one of the largest cities in the 
world.

1 ‘It is not anti-religious art, but rather art against repression and 
 torture, whether it is of religious character or not,’ clarified the artist. 
 ‘I treated the religious aspect in illustrations that I made for an 
 edition of “Nunca Más”, especially against Videla, but I was talking 
 about power in the same way that I talk about anti-Semitism, or 
 against the criminalisation of abortion. It is not a problem with 
 religion but rather a problem with intolerance and violence.’ Cited 
 in Luis Felipe Noé, ‘Una visita con León Ferrari’, in Leon Ferrari: 
 Retrospectiva Obras 1954–2004. Andrea Giunta (ed.). Centro Cultural 
 Recoleta, Pinacoteca, São Paolo, Brazil, 2006, p. 382.

León Ferrari 
Pasarela, 1981

MACBA Collection. Consortium of the Museu d’Art Contemporani 
de Barcelona. Donation of the artist. © León Ferrari, 2009. 

Leon Ferrari (Buenos Aires, Argentina, 1920) studied 

engineering at the University of Buenos Aires and, after 

graduating in 1947, worked on several construction projects 

in Córdoba with his father, an Italian architect, painter and 

photographer who emigrated to Argentina in 1915. Ferrari 

never had any formal art training, which he considers an 

advantage. He has had numerous solo exhibitions, including 

the gallery of Ruth Benzacar (Buenos Aires), The Drawing 

Center (New York), Museo de Arte Moderno (Buenos Aires), 

Centro Recoleta (Buenos Aires) and the Museu de Arte 

Moderna (São Paulo). Between April and June 2009 he 

was featured in Tangled Alphabets: León Ferrari and 

Mira Schendel at the Museum of Modern Art in New York.
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Marine Hugonnier
Un Coup De Dés Jamais N’abolira 
Le Hasard – L’espace social, 2007

MACBA Collection. Fundacion of the Museu d’Art Contemporani 
de Barcelona. Repsol Collection. Photo: Tony Coll. © Marine Hugonnier, 
2009.

Marine Hugonnier (Paris, France, 1969) studied for a Bach-

elor of Arts in Philosophy from Tolbiac University, Paris, 

between 1991 and 1993. She continued her studies at 

Nanterre University, where she received a Master of Anthro-

pology. She then studied art at the Fresnoy Studio National 

des Arts Contemporains, Lille, France. She has exhibited 

internationally, including solo exhibitions at: Villa Romana 

(Florence, Italy), Kunstverein (Brauschweig, Germany), Die 

Tankstelle (Berlin, Germany), Konsthall Malmo (Malmo, 

Sweden), FRAC Champagne-Ardenne (Reims, France), Galeria 

Nogueras Blanchard (Barcelona) and at the 52nd Venice 

Biennale in 2007. She currently lives and works in London, UK.

perceive its most minute breath, in order for it to transform 
into the extra-ordinary. The books I always have with me 
are South American literature – Borges and magic realism – 
or science Fction – futuristic science Fction – and A roll of 
the dice will never abolish chance by Stéphane Mallarmé.’ 
 One of the last poems the French poet and critic Mallarmé 
(1842–1898) wrote, A roll of the dice will never abolish chance 
was published for the Frst time in May of 1887, and antici-
pates later developments in visual poetry. In the poem, the 
actual layout of the words across and down the page, the 
visual character of the poem, becomes its primary component. 
At the same time, the poem seeks to embody what Mallarmé 
called ‘subjects of pure and complex imagination or intellect’ 
rather than passions and dreams, which he saw as the tradi-
tional subjects of verse. The meaning of the poem is open 
to various possibilities, all tentative and indecisive. Its content 
is suggested, demanding from its reading a creative, active 
attitude, thus giving prominence to the reader’s experience. 
Mallarmé was friends with numerous artists, musicians and 
writers during his lifetime, and throughout the twentieth 
century he had a profound inGuence on revolutionary artistic 
groups such as Futurism, Dada and Surrealism.
 In 1945 René Magritte gave Marcel Broodthaers a copy of 
Mallarmé’s poem as ‘a way of explaining his art to a young 
admirer without explaining it literally’. In 1969, Broodthaers 
modiFed an edition of the poem by covering all its words 
with black stripes that correspond directly to the typographic 
layout used by Mallarmé to articulate the text. In this way, 
Mallarmé’s poem, which Broodthaers considered had uncon-
sciously invented modern space, is reduced to its structure. 
Mallarmé’s poem is also the subject of Hugonnier’s The Bed 
Side Book Project made in 2007. The artist modiFed three 
editions of A roll of the dice will never abolish chance, and gave 
each of her interventions three subtitles: L’espace social 
(Richard Hamilton), La forme du mystère (Odillon Redon) and 
Altération (Kurt Schwitters). Hugonnier writes that, in L’espace 
social, the English Pop artist Richard Hamilton’s bedside book 
‘has been stolen’ and ‘its interstices have been Flled up with 
images’, introducing new associations and modifying the 
reading of the poem. In the work titled La forme du mystère, 
inspired by the Symbolist French artist Odilon Redon, pages 
have been folded ‘to extend the space and time of the poem’s 
interstices bringing his dreams to a deeper sleep’. The indica-
tions for its exhibition include ‘a white space with an open 
window, a spider and a man dressed in a tuxedo who would 
change each of the eleven frames on the hour, leaving the 
room empty on the 12th hour’. In Altération, coloured paper 
cuts outs, reminiscent of Schwitters’ forms in his collages or 
even in his Merzbau, blind some of the words of the poem. 

Working primarily in Flm and photography, Marine 
Hugonnier’s works are imbued with her long-standing interest 
in the discipline of anthropology. She focuses on the 
di©erences between types of perception, exploring what 
she refers to as ‘politics of vision’: the notion that perception 
is determined by a cultural, political, historic and social 
perspective. She oken portrays cultures whose sense of time 
is completely di©erent to that of the West. On numerous 
occasions, she reveals the world of possibilities that move 
under or behind calm surfaces, showing how little is needed 
to situate us in an altered relationship with our surroundings. 
Describing her work, the artist has commented: ‘Until now 
my works tried to double or extend time. One has only to 
look at an insigniFcant detail, observe it until being able to 
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Matt Mullican
M.I.T. Project, 1990–2009

M.I.T. Project was presented for the Frst time in 1990, shortly 
aker the artist created Computer Project, in which, through the 
help of a computer, he created a complex dimensional map of 
an imaginary city. M.I.T. Project is, however, three dimensional, 
allowing the viewer to move around its interior. The space, 
divided in Fve interconnected compartments, is composed 
of ideograms, formally organised but indeterminate in their 
signiFcance. In this uninhabited world the di©erent levels of 
perception, from tangible to intangible, are represented 
through colours. The green zone is equivalent to the realm 
of material elements. The blue zone represents the everyday, 
the city, the daily order of people and actions. The yellow 
rectangle in the middle, represents the arts and sciences. 
The black space represents language. A semicircle with red 
walls, represents the subjective realm, pure meaning. Open 
in its nature, the work is both sign and invention, real and 
imaginary, logic and utopia. 
 In the mid-seventies Mullican began to explore the inGu- 
ence of signs on the transmission of information by creating  
a series of drawings in which a stick Fgure, which he named 
Glen, was reduced to its minimum form of representation. 
Also during this time, he began to give performances under 
hypnosis, an element that would have an essential role in his 
artistic production and with which he investigates the nature 
of human behaviour, identity and, through the drawings made 
in this state, the relationship between unconsciousness and 
creativity. His cosmologies, however, are metaphoric con-
structions or models through which he represents the world 
according to a subjective point of view, and tries to give it 
order and structure. In these works the artist uses a unique 
language in which objects are also ideas and signs are instru- 
ments through which he constructs new meanings, thus ques- 
tioning the relationships between image, meaning and reality. 

Matt Mullican (Santa Monica, USA, 1951) studied at the 

California Institute of the Arts, Valencia (United States). 

His work ranges from artisan techniques to the most 

sophisticated technologies. In this complex body of work, 

driven by his fascination with the relationship between 

perception and representation, he investigates systems of 

knowledge, symbols, signs and language. 

MACBA Collection. Foundation of the Museu d’Art Contemporani 
de Barcelona. Photo: Tom Haartsen © Matt Mullican, 2009.
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Rita McBride’s work ranges from architectural sculptures to 
unconventional book projects. She began making sculptures 
that explored vernacular elements of architecture and design, 
oken focusing on the unacknowledged, inconspicuous, yet 
unavoidable objects in the urban realm. Working in a variety 
of materials, her sculptures have examined the unclaimed 
territories of urban modernism, such as parking-lot structures, 
electro-technical distributors, awnings, hvac units and 
conduits. By extracting these architectural elements from their 
context, playing with their scale and functionality and 
emphasising their form and material, she presents a break 
with reality that gives these objects a metaphoric character. 
 Arena was Frst presented in 1997 at the Witte de With in 
Rotterdam, where it intersected and connected all the 
second-Goor rooms of the contemporary art centre, making 
the main oIce, the public reception and the gallery workers 
the centre of gravity for the piece. The work possesses a 
strong theatrical dimension: it transforms the gallery Goor 
into a performance space and the visitor immediately becomes 
part of the spectacle, alternating between actor and spectator. 
In this way Arena is deFned by its users. Made of plywood 
covered on both sides with Twaron (an extremely tough 
aramide weave) and epoxy resin, its sturdy but lightweight 
industrial materials and modular system allow it to be easily 
transportable. The work has travelled widely and has been a 
stage for scheduled artists’ talks, symposia and performances.
 The Frst time Arena was shown, the artist created a 
stadium-type magazine. For other shows, she has written 
sok-porn novels, which serve as exhibition catalogues, oken 
in collaboration with other artists, writers, curators and 
critics that she invites to write a chapter, mixing sex and art 
concepts. McBride considers these books and catalogues 
an attempt to refresh the deadening technical language that 
the art world has adopted from post-structuralism.

Rita McBride 
Arena, 1997

MACBA Collection. Consortium of the Museu d’Art Contemporani 
de Barcelona. Long-term loan of the artist. 
Photo: Dolby Tu © Taipei Fine Arts Museum. © Rita McBride, 2009.

Rita McBride (Des Moines, United States, 1960) was edu-

cated at Bard College and at the California Institute of the 

Arts. Since 1997, solo exhibitions of McBride’s work have 

been held at institutions in Austria, France, Germany, United 

States and the Netherlands. She lives in New York and 

Germany, where she teaches at the Kunstakademie in 

Düsseldorf.
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In Iveković’s early work, she appears as the protagonist 
with the intent to explore the situation of women in our time 
and society. The works from this period accentuate the 
socio-political discourse of imagery of women, especially with 
regards to two institutions specialising in visual politics: 
the press and television. Iveković analyses how the media 
constructs identity and reveals how routines in our daily lives 
are a©ected by fashion, advertising and celebrity culture. 
In the work Double Life, consisting in 62 pairs of photographs, 
she juxtaposes an image taken from an advertisement with 
a personal photograph showing striking parallels between 
the poses. The reading that emerges here lends an allegorical 
quality to both the public and the private image. The personal 
picture seems to accommodate the social codes and conven-
tions of everyday life transmitted by the mass media.1 She has 
also used images of newspaper crime reports or notices of 
missing young women such as in the work The Black File. The 
piece is presented as in a police Fle confronting missing-
person notices from newspapers – containing the name and 
description of a missing young woman under a photograph – 
with erotic magazine portraits of young women, where the 
caption includes only the girl’s Frst name and age.
 Besides exploring the structure and social-ideological 
implications of the mass media, in her many performances 
she also examines the performative structures of the art world 
in the form of an institutional critique. Her later work from 
the 1990s deals primarily with the collapse of socialist 
regimes and the consequences of the extension of capitalism 
and the market economy for living conditions, particularly 
those of women. The work of the last two decades has a 
greater sense of political activism, yet the artist herself has 
increasingly retreated into the background, appearing less 
frequently in her own work or in her performances. 

1 Silvia Eiblmayr: ‘Personal Cuts’ Cuts, in Sanja Iveković, 
 Galerie im Taxispalais,Vienna, 2001.

Sanja Iveković 
Double Life, 1975

MACBA Collection. Foundation of the Museu d’Art Contemporani 
de Barcelona. Photo: Mario Kristofic © Sanja Iveković, 2009. 

Sanja Iveković  (Zagreb, Croatia, 1949) studied graphics 

at the Academy of Fine Arts in Zagreb between 1968 and 

1971. Her art production uses a wide range of media such 

as photography, performance, video and installations. 

She has lectured at the Centre for Women’s Studies in Zagreb 

since 1994, and in the late eighties she was a founder and 

member of a number of women’s non-governmental organi-

sations in Croatia, such as the Elektra Women’s Art Centre 

and B.a.B.e., a women’s rights group. 
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Lawrence Weiner 
Some Objects of Desire, 2004

MACBA Collection. Fundacion of the Museu d’Art Contemporani 
de Barcelona. © Lawrence Weiner, vegAp, Barcelona, 2009.

Lawrence Weiner (Bronx, New York, United States, 1942) 

went to the Stuyvesant High School in Manhattan. After 

studying philosophy and literature for less than a year 

at Hunter College in New York, in the late fifties and sixties 

he travelled extensively in the United States, Mexico and 

Canada. Returning to New York, he exhibited at the gallery 

of Seth Siegelaub. He has since shown worldwide including 

recent exhibitions at K21 Kunstsammlung NRW (Düsseldorf, 

Germany), Irish Museum of Modern Art (Dublin, Ireland), 

Museum of Contemporary Art (Los Angeles, United States) 

and the Whitney Museum for American Art (New York). 

He divides his time between New York and his boat in 

Amsterdam.

Some Objects of Desire, with its inexact mathematical formula 
and ambiguous language, between descriptive and meta-
phoric, aIrms the relationship between di©erent objects and 
each and every one of its viewers. It seems to evoke Weiner’s 
deFnition of art as the relation between human beings and 
objects, and objects in relation to human beings.
 Since the seventies, Lawrence Weiner has been a key 
Fgure in Conceptual Art. In 1964 he started the series of 
paintings Propeller based on tv test cards. Through this 
image, immediately recognisable and reproducible, Weiner 
cancelled not only decisions in composition, but also elements 
such as inspiration, surprise, expression or self-deFnition, 
disavowing and even parodying contemporary subjective or 

romantic tendencies in expressionist painting. Each of the 
works in this series had the same price, conFrming that the 
works had been conceived conceptually and not as individual 
objects. Nonetheless, the works were not accepted as ideas but 
as paintings. Later on, in an attempt to eliminate the impor-
tance of the artist, Weiner created the Removal Paintings series, 
which he spray-painted, eliminating a piece of the canvas, 
usually in one of the corners. In this mechanical process, the 
person receiving the work would say what size, colour and 
shape he or she wanted removed from the painting. Though 
these paintings undermine their own authority by inviting 
and then incorporating the authority of the viewer, the works 
still had speciFc physical qualities. 
 In 1968 Weiner took part in an open-air exhibition at 
Windham College in Vermont, where he created a grid made 
out of wooden stakes, connected with twine, spreading across 
a grassy patch in the centre of the campus. Installed between 
two dormitories, the students reclaimed the space and cut 
the ropes. Weiner realised that this did not matter to the piece: 
the idea behind the work was the work itself. His next 
exhibition consisted of a book titled Statements, in which the 
works were only presented as texts. Since that time his work 
has dealt primarily with the use of language.1 
 It is through language that Weiner Fnds an instrument 
to represent material relationships in an objective manner. 
Language for Weiner becomes an instrument that eliminates 
references to the subjectivity of the author, the artist’s hand, 
ability or taste. In 1969 he published his declaration of intent: 

 1. The artist may construct the piece. 
 2. The piece may be fabricated. 
 3. The piece need not be built. 
 Each being equal and consistent with the intent of the 
 artist the decision as to condition rests with the receiver 
 upon the occasion of receivership.

The works of Weiner favour ideas over material form and 
have manifested themselves on postcards, books, posters, 
movies, records, manhole covers or even sugar packets, 
together with the walls of artistic institutions. Language has 
the properties for which Weiner is searching in his work: 
accessible, democratic, subjective and belonging to all those 
that can read or write.

1 For Weiner the display of his written works, defined by him as 
 sculptures, was of no importance. It was not Weiner but an early 
 collector, Count Panza, who first had his pieces written directly 
 on the wall.
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MACBA Collection. Consortium of the Museu d’Art Contemporani 
de Barcelona. Photo: Frédéric Buisson. © Gil Wolman, Charlotte Wolman, 
2009.

Gil Joseph Wolman (Paris, 1929 – Paris, 1995) created work 

characterised by a radical fusion of different arts, particularly 

painting, poetry and cinema. He was part of the Letterist 

movement founded by Isidore Isou at the end of the forties, 

which proclaimed a transformation in art and society. 

In 1952 Wolman abandoned the Letterist movement of 
Isidore Isou and founded the Letterist International with 
Guy Debord (who would later form the Situationist Inter-
national, though Wolman would not take part in this group). 
During the Fkies, Debord and Wolman collaborated on a 
number of projects. Among these collaborations, the essay 
they wrote together in 1956 – Mode d’emploi du détournement 
(A User’s Guide to Détournement) – stands out. The technique 
of détournement can be summarised as the use and recombi-
nation of available cultural items such as phrases, parts 
of books, images, Flm footage or soundtracks to create a new 
work with a di©erent message, oken one opposed to the 
original. Wolman then used this principle for his own writ-
ings from pre-existing texts, which he published that same 
year with the title J'écris proper. 
 In 1957 Wolman was excluded from the Letterist Inter-
national, initiating a far more pictorial phase, using paints, 
waxes and papier-mâché on which he wrote and added 
graIti. The sixties proved to be Wolman’s most productive 
period and in 1964 he began what he referred to as Scotch 
Art. His Scotch Art consisted of a process in which he used 
adhesive tape to tear o© bands of printed matter and to 
reposition them in multilayered lines on di©erent supports 
such as canvas or wood. Fusing principles of Letterism and 
of the technique of détournement, the works consist only of 
texts and tape. He both appropriates text, using the principle 
of détournement, yet hardly allows for a reading of the events of 
which it makes reference, as in the principle of Letterism, 
where words or letters Fll the pictorial Feld while renouncing 
their meaning.

Gil J. Wolman 
Scotch Art, 1968
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Born in Romania in 1925, Isidore Isou arrived in Paris at the 
end of World War II. He called himself a ‘Lettrist’, a move-
ment of which he was initially the only member. By 1950, the 
Lettrist group also included Maurice Lemaitre, Jean-Louis 
Brau, Gil J. Wolman and Francois Dufrene, who were joined 
by Guy Debord in 1951.1 Lettrism, also known as hypergraphie, 
and super-écriture, had its theoretical roots in Dada and 
Surrealism, and called for a renovation of all the arts. The 
Frst public manifestation of the new artistic movement took 
place in January 1946 at the Societes Savantes, where Isou 
read his sound poems out loud. The next year, Gallimard 
published his Introduction to a New Poetry and a New Music. 
From there, in numerous publications that followed in rapid 
succession, Isou communicated his desire to radically trans-
form society and applied his theories to all areas of art and 
culture, most notably in poetry, Flm, painting and political 
theory. He would eventually publish over 200 books, contain-
ing his ‘hypergraphic’ writings, ‘metagraphic’ images, plays, 
theoretical writings, polemics, wall posters, etc. 
 In the plastic Feld, Lettrism is based on the merging of 
image and word. The plastic use of the letter or sign would 
not signify anything other than itself, thus transcending 
traditional conventions of meaning by emphasising the form 
of the letter over representation. Isou conceived Lettrism as 
fundamentally di©erent from movements that preceded it, 
representing a complete shik from Fguration and abstraction 
to the plastic use of the symbol of letters or signs. While Isou 
acknowledged that some artists associated with the Bauhaus 
and Cubism, and artists such as Marcel Duchamp, approached 
qualities of Lettrism, Isou declared that these artists ultimately 
faltered by subjecting letters to function and burdening them 
with meaning, rather than granting them independence and 
allowing them to become pure form. As Isou wrote in 1961: ‘...
the important thing was not to introduce letters into painting, 
but to reduce the whole picture to letters, or rather, to the 
order of letters.’2 

1 One year later in 1952 Guy Debord separated himself from the 
 group and founded L'Internationale lettrisme, and later the Situationist 
 movement. 
2 Isidore Isou. Le Lettrisme et l’Hypergraphie dans la Peinture et la 
 Sculpture Contemporaines, Poésie Nouvelle, Special Issue 3 
 ( July–August–September 1961), p. 41

Isidore Isou 
Hypergraphies Polylogue, 1964 (1988)

MACBA Collection. Consortium of the Museu d’Art Contemporani 
de Barcelona. Photo: Tony Coll © Isidore Isou, 2009.

Isidore Isou (Botosani, Rumanía, 1925 – Paris, France, 2007) 

was an eager reader, precociously passionate about the 

work of the great authors of literature and philosophy. 

It was while reading a phrase by Keyserling – ‘the poet dilates 

words’ (words translating as vocables in French) – that an 

error of translation made him mistake the word vocable for 

vocal, understanding, in his native Romanian, that the poet 

dilates vocals, which inspired him to write the Letterist 

Manifesto. He produced more than twenty films and though 

his artworks are to be found in collections of important 

institutions he has never been the object of a big retrospec-

tive. In the eighties he obtained French nationality, and died 

in Paris in 2007. 
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MACBA Collection. Consortium of the Museu d’Art Contemporani 
de Barcelona. Donation of the artist. © Palle Nielsen, VEGAP, Barcelona, 
2009.

Palle Nielsen (Copenhagen, Denmark, 1942) studied at 

the Royal Danish Academy of Fine Arts, and is an artist and 

researcher in urbanism and landscape architecture. He 

currently lives and works in Øster Kippinge, Denmark. Shortly 

after completing his studies, he distanced himself from the 

artistic system to become an activist, principally through 

the construction of children’s parks in working-class areas 

of Copenhagen and its surroundings.

corner of the exhibition space, and the children operated 
turntables with a collection of LPs from every genre. In the 
restaurant, a number of tv screens carried live transmissions 
from the galleries, enabling visitors to take in the whole 
experience from outside. The white cube, a space designed 
for contemplation, was thus transformed into an open area 
for play and social irrationality, o©ering new possibilities for 
behaviour and proving that activity could not be prescribed. 
The press release signed by the Working Group stated: 
‘The playing is the exhibit. It is only an exhibition because 
the children play in an art museum. It is only an exhibition 
for those who don’t play. Maybe it will become the model 
of a society that children want. Maybe children can tell 
us so much about their world that it also becomes a model 
for us.’ The Model had a utopian programme: to create a 
new human being capable of articulating a societal project. 
Creativity and experiential contact were declared human 
priorities. The ‘qualitative human being’ was deFned as a 
social individual with a strong need for group relations and 
the necessity to work collaboratively as an alternative to 
authoritarian society. 
 At the end of October 1968, The Model was presented 
in Västerås, a city in the vicinity of Stockholm. The work was 
rebuilt in a large tent near a social housing project where 
it was used by children during winter and spring of 1968–69. 
Through its transposition from institutional to urban space 
The Model for a Qualitative Society dissolved, like a realised 
avant-garde artwork. Artistic discussions did not take place 
at Västerås in the context of the project.
 The Model deFed the counterculture’s dogma that institu-
tional space per se generates conformity and conserves the 
status quo. The project highlighted the importance of critical 
discourses within the art institution and provoked questions 
concerning the type of social space that art can produce. 
So far as The Model is tied to the romanticism inherent in the 
concept of play as the aesthetic education of man, the ques-
tion arises whether it was indeed revolutionary or (in the 
widest sense) disciplinary.1 

1 Lars Bang Larsen. ‘True Rulers of Their Own Realm. Political 
 Subjectivation in Palle Nielsen’s The Model – A Model for a Qualitative 
 Society’, Afterall, n. 16. London: Central Saint Martin’s College 
 of Art and Design, Autumn–Winter 2007

In 1968 Palle Nielsen convinced the director of the Moderna 
Museet, Sweden, to make an adventure playground in the 
museum. The director Pontus Hultén accepted, provided that 
Nielsen assumed full economic and organisational respon-
sibility for the project. In October 1968, Modellen – En model 
förettkvalitativtsamhälle (The Model – A Model for a Qualita-
tive Society) opened and o©ered free access for all of Stock-
holm’s children, attracting more than 33,500 visitors, 20,000 
of whom were children. New walls and a Masonite Goor were 
installed in the large hall, along with jungle gyms, a foam-
rubber basin, swings, climbing ropes and water chutes. Tools, 
paint, building materials and fabrics were at the children’s 
disposal during the entire course of the project to aid their 
creativity. The Royal Theatre donated a selection of period 
costumes to be used for dressing up, while Nielsen provided 
carnival masks of Charles de Gaulle, Mao Zedong, Lyndon B. 
Johnson and Fidel Castro. Loudspeakers were placed in each 

Palle Nielsen
The Model – A Model for a Qualitative 
Society at The Modern Museum in 
Stockholm and Vesteras, Sweden, 1968
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Gego, the name adopted by the artist Gertrude Goldschmidt, 
created a body of work that never adapted itself to any artistic 
movement. Her artwork was devoted to the line, with which 
she drew in either two or three dimensions, and enhanced 
by her use of di©erent materials, oken simple or recycled, 
such as steel, wire, nylon. In her artwork she investigated the 
relationship between form and space, and considered the 
latter an active element. Her geometric abstractions, deFned 
by the grid, oken avoid mathematical exactness, exploring 
organic forms in its place. However, she categorically denied 
that her art had anything to do with principles of nature, 
considering her forms as ‘autonomous’ elements. 
 At the beginning of her career, aker a brief period work-
ing in an expressionistic idiom, in the mid-Fkies she began 
to make drawings of parallel lines, without reference to the 
real world. Those Frst drawings, in which the lines appear to 
be escaping from the picture plane to appropriate the space 
and give it form, were the starting point for her more mature 
work. In 1957 she began realising three-dimensional works, 
which explored the formal possibilities of projecting planes, 
modules and parallel lines onto curved surfaces. Her sculp-
tures constructed initially from lines of rigid materials, 
gradually opened up to more Gexible materials and formal 
solutions. 
 From 1964 onwards she began to work with stainless-
steel wire, which allowed her to approach more spontaneous 
works, with Gexible links. Thanks to the lightness of the 
material, the line seems liberated in space and able to expand 
inFnitely. Other heteroclite and unconventional elements 
helped liberate this work from the geometric rigour of her 
previous works. 
 By 1969 she was working on three-dimensional pieces 
based on a structural system of wire nets or meshes, compris-
ing triangles and squares, which eventually became the series 
Reticulárea, (a combination of the Spanish words for ‘net’ and 
‘areas’). Turning drawing into sculpture, the works literally 
translate the line of two-dimensional space into three dimen-
sions. Revolving around the superimposition and parallelism 
of the lines, these open, Gexible, grid-like works seem trans-
parent, with dynamic, kinetic tendencies. Suspended in space, 
they are aerial, weightless structures with a great austerity 
of means and the use of essential lines. ‘Sculpture: three-
dimensional forms of solid material. never what I do!’ 
These words, written by Gego in a notebook, place her work 
closer to three-dimensional drawing than sculpture. Her 
paper drawings and monotypes from this period appear like 
schematics for the later assemblies: the grid is also dominant 
in these drawings. The ink, always in motion, seems eager to 
move o© the paper and Goat into the exhibition space.

MACBA Collection. Consortium of the Museu d’Art Contemporani 
de Barcelona. Long-term loan of the Gego Foundation. Photo: Tony Coll 
© Gego, Gego Foundation, Caracas.

Born of Jewish origin, Gego (Hamburg, Germany, 1912 – 

Caracas, Venezuela, 1994) was forced to leave Germany in 

1939, one year after graduating in Architecture and Engineer-

ing from the Technical University of Stuttgart. She immigrated 

to Venezuela where she received a contract and work 

visa (she would obtain Venezuelan nationality in 1952). She 

settled in Caracas and opened a furniture design studio. 

Gego claimed she never regarded herself as an artist, yet 

by 1953 she had turned to creating art, encouraged by her 

companion, the painter Gerd Leufert.

 Gego travelled widely in Europe and the United States, 

and lived in New York in 1960 and 1963. During this period 

her work was collected by institutions such as the MoMA 

and the Public Library of New York. She was the subject of 

exhibitions at the Serralves Foundation in Oporto (2006) and 

at the MACBA (2006–07).

Gego 
Sin título, 1970
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Immediately following the death Franco, in 1976 a selection 
of works by di©erent avant-garde Spanish artists was presented 
at the Venice Biennale. During a moment of uncertainty, con- 
fusion and longing for democratic reconstruction in Spain 
aker almost forty years of dictatorship, Francesc Torres 
presented the installation Construction of the Matrix. A human 
Fgure in fetal position is projected over a pile of earth covered 
with empty bullet cartridges. Two books illuminated by read-
ing lamps lay open on the pile, on both sides of the projection. 
The lamp with the greatest intensity, containing a 60-watt 
light bulb, was directed at the Communist Manifesto and 
directly opposite, illuminated by a lamp with a 15-watt light 
bulb, lay the New Testament. With a theatrical boldness, the 
work explores the role of ideology in the construction of 
history. Two ideologies, Christianity and communism, are 
formally confronted and associated with violence. From this 
matrix composed of earth, ideology, violence and the indi-
vidual, the illusion of a new society appears. Construction of 
the Matrix is one of the Frst installations made by Francesc 
Torres, which represented a transitory moment in the artist’s 
trajectory when he began to move from personal, subjective 
themes to works addressing history’s di©erent perspectives. 
The work contained the germ of the archeological preoccupa-
tions that would manifest themselves in later works. Since 
the 1970s, Torres has looked upon the debris of history as 
both the material and subject of his artwork. The past is 
rendered neither banal nor heroic, but viewed as a means to 
identify the e©ects of the political and to understand the 
present. 

MACBA Collection. With funds from Barcelona City Hall.
Photo: Juanchi Pegoraro © Francesc Torres, vegAp, Barcelona, 2009.

Francesc Torres (Barcelona, 1958) worked as an apprentice 

in his father’s printing workshop and to trained as a graphic 

artist. In 1967 he moved to Paris to continue his art studies 

at the Ecole des Beaux Arts and became an assistant to 

the artist Piotr Kowalski. During this time he began produc-

ing work with a non-functional, industrial appearance and 

followed the strategies of Minimalism in its formal and 

material basis. Yet, the tumultuous events of May 1968 

redirected his activities and he worked on posters for the 

May ’68 movement of workers and students until it collapsed 

under the force of de Gaulle’s conservative government. 

He moved back to Spain to do his military service, some-

thing, which as he stated, provided him ‘with a first-hand 

insight into military behavior as well as a great deal of 

information for my subsequent work’. Shortly after he 

moved to Chicago and then to New York, where he has lived 

since 1974. He has had numerous solo exhibitions in institu-

tions such as the International Center of Photography 

(New York), the Museo Nacional Centro de Arte Reina Sofia 

(Madrid), the Institut Valencià d’Art Modern (Valencia), 

Massachusetts Institute of Technology, List Visual Arts

Center (Cambridge, USA), Sala Rekalde (Bilbao), Arizona 

State University Art Museum (Tempe, Arizona), Queens 

Museum of Art (New York) and the Herbert F. Johnson 

Museum of Art (Ithaca, New York).

Francesc Torres 
Construction of the Matrix, 1976
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David Lamelas was a pioneer in radically repositioning 
sculpture during the 1960s and 1970s with a proposal that 
abandoned the traditional deFnitions of the medium and 
displaced its materials and modes of production. His projects 
display a highly individual treatment of time and space, 
questioning the limits of art’s temporality and its potential 
for creating alternative processes of communication and 
cognition. His artwork has also analysed the exhibition 
context, resulting in an institutional critique and questioning 
art’s status and the art market. Furthermore, his view of the 
passive role imposed on the public by the mass media has led 
him to address the conditions under which the object of mass 
media communication and images are produced and decoded.
 While living in Argentina he showed his work regularly 
at the Instituto Torcuatodi Tella in Buenos Aires, a non-proFt 
institute around which a vanguard movement assembled. 
In 1967 Lamelas was invited by the institute to contribute to 
the landmark exhibition Experiencias visuales. He presented 
Situación de Tiempo, the last work he exhibited in Argentina 
before leaving for London. For this installation he aligned 
seventeen television sets – the latest models produced by 
Di Tella Electronics – along three walls of a darkened gallery. 
Without image and tuned to a non-existent channel, they 
emitted a bright light that completely took over the room. By 
depriving the television sets of their function as purveyors 
of pictures and information, Lamelas reduced them to a zero 
point, a visible remnant generating a kind of white noise, 
a ‘static’ of pure mediality in time.1 As the artist recalls in an 
interview from 1972: ‘You could only see the snow e©ect 
and hear an electronic sound. At this point, I was interested 
in non-descriptive, non-physical art pieces.’ By making the 
presence of the technological object dominant, he called 
attention to the temporal nature of the electronic medium 
and its capacity to modify an environment; the television 
sets only projected light, the basic condition for the cinema-
tographic image.

1 Heike, Ander. ‘Works 1962–1976’, in David Lamelas: 
 A New Refutation of Time, Kunstverein München, 1997.

David Lamelas 
Situación de tiempo, 1967
(Situation of Time)

MACBA Collection. Consortium of the Museu d’Art Contemporani 
de Barcelona. Photo: Bob Goedewaagen. © David Lamelas, 2009.

Since the 1960s, David Lamelas (Buenos Aires, Argentina, 

1946) has been among the most important proponents of 

a conceptual approach to art. Born in Buenos Aires in 1946, 

he studied at the Academia Nacional de Bellas Artes. With 

a British Council grant, in 1968 he travelled to London 

and studied at St Martin’s School of Art. Ten years later he 

moved to Los Angeles, and in 1988 he took up residence 

in New York. From 1991 to 1997 he divided his time between 

New York and Brussels, and lived for a couple of years in 

Berlin in the late 1990s. Since 1999 he has been dividing his 

time between Los Angeles, Paris and New York.
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At the beginning of the 1950s, Tàpies adopted an Informalist, 
abstract style, based on the explorations of pictorial material 
as an expressive artistic medium. Imposing matter over form, 
he began using new artistic materials such as sand, marble 
dust or coloured earth. These works, the so-called ‘matter 
paintings’ were heavily inGuenced by scientiFc studies on the 
constituent elements of matter, of atoms and subatomic 
particles. Tàpies understood that these scientiFc studies, 
especially those relating to physics, forced us to ‘change our 
conception of the world, and naturally, for an artist or a writer 
who wants to deepen his knowledge of reality, it’s essential to 
keep in mind these scientiFc advances’. Not only did Tàpies 
start using uncommon materials but during the Fkies he also 
began to use heavy coats of paint, with scratches or incisions 
that recall eroded surfaces, radically di©erent from the art 
being made at that time. The artist has explained: ‘This taste 
for speciFc materials, di©erent from the common ones, was 
also a result of my opposition to the oIcial art of that time, 
those artworks coming out of the academies, or Post-Impres-
sionism, which was popular in my city then. Obviously, 
I found that type of art repugnant and I expressed it with 
the use of irregular materials.’1 Furthermore, Tàpies was 
interested in oriental philosophy and its emphasis on material 
reality, in the identity between nature and man. All these 
inGuences, as well as his earlier Surrealist aInities, converged 
in these works of multiple interpretations where the impor-
tance lies not with the quality of the texture or even the 
colour but rather the form that the material and imprinted 
signs attain. 
 Tàpies started his artistic activity during a long convales-
cence. He studied Law at the University of Barcelona but 
he soon abandoned these studies and dedicated himself to his 
passion for drawing and painting, and he is essentially a 
self-taught artist. During the 1940s, Tàpies developed a very 
personal, Surrealist artistic style, and along with other young 
artists and intellectuals he founded a group around the 
magazine Dau al Set. Max Ernst, Joan Miró and Paul Klee 
were signiFcant inGuences during this early phase, and some 
of the magical, dreamlike characteristics appearing in his 
works during this time continue to be found in his later 
works. Thus, mysterious spaces, invaded by boxes and doors 
will Fnd continuity in the doors and windows of his matter 
paintings. It was toward the end of the sixties and the begin-
ning of the seventies that the artist began to interest himself 
by the world of everyday objects as a source of artistic 
inspiration. However, during the eighties specialists perceive 
in his production a return to the ‘pictorial’: in his paintings 
the material becomes more Guid, transparencies are used and 
colour is more luminous. 

1 El tatuaje y el cuerpo. Antoni Tàpies conversaciones con Manuel 
 Borja-Villel. Barcelona: Ediciones de la Rosa Cubica, 2005.

Antoni Tàpies 
Forma blanca, 1959

MACBA Collection. Museu d'Art Contemporani de Barcelona Foundation. 
Long-term loan from the Telefónica Art Collection.
© Antoni Tàpies, Fundació Antoni Tàpies, vegAp, Barcelona, 2009.

Antoni Tàpies (Barcelona, Spain, 1923) is an extremely prolific 

artist in all fields of artistic creation, including painting, 

sculpture, graphic work, writing and scenography. In 1984 the 

Tàpies Foundation to promote the study and knowledge of 

modern and contemporary art was founded in Barcelona. 

With more than 2,000 works by the artist, it opened its doors 

to the public in 1990. Tàpies’ work has been widely exhibited 

internationally in institutions such as the Kunstmuseum of 

St Gallen (Switzerland), the Espoo Museum of Modern Art 

(Espoo, Finland), the Waddington Galleries (London), the 

Museo Nacional Centro de Arte Reina Sofía (Madrid), the 

Museum of Modern Art (New York), the Neues Museum 

(Nürnberg), the Museo Patio Herreriano (Valladolid, Spain) or 

the Centro Cultural Banco do Brasil (Rio de Janeiro), as well 

as the Venice Biennale in 1958 and in 1993, when he received 

the Golden Lion. 
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Exhibition Modern Art in the United States at the Palacio de la Virreina, 
exhibition rooms on the lower floor. 24 September – 24 October 1955.

From lek to right: Woman by Willem de Kooning and Granada by 
Robert Motherwell. 

© Photo: Josa. Kindly lent by the Arxiu Històric de la Cuitat de Barcelona – 
photographic archive.

d’Harnoncourt, Director of the MoMA, gave a conference on 
Modern Art in the United States on 27 September in the 
Cupola of the Coliseum, headquarters of the fad, and future 
location of the Frst Barcelona Museum of Contemporary 
Art, founded in 1959 by Alexandre Cirici Pellicer and Cesáreo 
Rodríguez Aguilera. 
 Newspapers in the city, such as La Vanguardia, Diario de 
Barcelona, Solidaridad Nacional, El Noticiero Universal and 
Destino chronicled the news of the exhibition in full-length 
reports, describing the pieces on show and in some cases even 
detailing the impact the abstract canvases made on visitors. 
The Diario de Barcelona dated 7 October 1955 reported com-
ments made in Madrid by the Director of the MoMA on the 
reception of the show in Barcelona: ‘This is the only country 
we have visited,’ he said, ‘where the visiting public has not 
been limited mainly to art critics and painters. People from 
all walks of life have been to the North American exhibition; 
they have commented on nearly all the pictures, and, most 
importantly, they have studied them. The Barcelona working 
class has shown surprising interest in what is on show at the 
exhibition.’
 This was one of the Frst times that local artists, critics and 
members of the public had had the opportunity to discover 
new international trends, albeit via the selective criteria of the 
MoMA. The presence of works by Robert Motherwell, Morris 
Louis, Franz Kline, Jackson Pollock, Willem de Kooning 
and Mark Rothko, representatives of American Abstract Ex- 
pressionism in the exhibition at La Virreina, contributed 
to the consolidation of the Catalan and Spanish Informalism 
of Antoni Tàpies, Modest Cuixart, Daniel Argimón, Joan 
Josep Tharrats, Antonio Saura, Manolo Millares, Luis Feito and 
Rafael Canogar, amongst others. Informalism and abstraction 
became synonymous with modernity, and the dramatic 
qualities, lyricism and spirituality seen in them by critics 
made for a Ftting national style of art, ready for export. 

‘Modern Art in the United States’: 
an exhibition of American art in 
Barcelona, 1955

In the early 1950s, Franco’s regime was struggling to break 
out of the isolation it had found itself in since the Spanish 
Civil War and open up to the international scene. As part of 
this e©ort, the authorities began to show signs of interest 
and approval towards avant-garde art, sponsoring exhibitions 
of both Spanish art abroad and international art in Spain. 
Franco used cultural policy as an instrument for winning 
international support and instigated the Institute of Hispanic 
Culture as well as a major programme of exhibitions, the 
most important of which were the Hispano-American Art 
Biennales. 
 Saturday 24 September 1955 saw the inauguration of the 
III Hispano-American Art Biennale in the so-called Palace of 
Modern Art (previously known as the Museum of Modern Art, 
now home to the Catalan Parliament) in the Ciutadella Park, 
with a second site in the Palau de la Virreina. 
 As part of the III Biennale, the exhibition Modern Art in 
the United States was held at the Palau de la Virreina. This 
selection of works, chosen by Dorothy C. Miller, curator at the 
MoMA, and its Director, René d’Harnoncourt, brought 
together 127 paintings and sculptures and a further 82 prints, 
while a section on modern American architecture was shown 
in the covered courtyard of the Palace of Modern Art. Before 
coming to Barcelona the exhibition had been on show in 
Zurich and Paris and was later to travel to Frankfurt and the 
Tate Gallery in London. To mark the inauguration, René 
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MACBA Collection. Consortium of the Museu d’Art Contemporani 
de Barcelona. © KP Brehmer, 2009.

KP Brehmer
Titel, 2000

KP Brehmer was part of the Kapitalistischer Realismus (Capital-
ist Realism) group, which was founded in Düsseldorf in 1963 
and considered Germany’s response to the Pop art develop-
ments in the United States and England. Engaged with social 
and political issues, they incorporated everyday themes into 
their works in order to express a critical attitude towards 
consumer society. Among its members were Gerhard Richter, 
Konrad Lueg, Karl Horst Hodicke, Wolf Vostell and Sigmar 
Polke. Brehmer was one of the most political artists of the 
group and from 1964 onwards his lekist political convictions 
found a direct expression when he discarded his name, Klaus 
Peter, and went under his initials KP, alluding to the acronym 
of the Communist Party (Kommunistische Partei), which had 
been oIcially banned in 1956. During this time his works 
criticised consumer society and its structures of power, 
legitimised by the mass media, whose mechanisms of mani-
pulation Brehmer tried to reveal. Brehmer’s preference for 
photomechanical impression and processes constituted a 
step towards the democratisation of art, with its coarser, less 
polished e©ects more closely simulating the media sources 
they appropriated. With an anti-elitist attitude typical of Pop 
art and working primarily with commercial printers, many 
of his works were printed in commercial-sized editions of as 
many as 30,000. 
 One of the social changes of the sixties was a drastic libera- 
tion of sexuality. More open attitudes towards sex allowed 
a greater tolerance towards erotic imagery, with pin-ups being 
used by advertisers in order to sell consumer objects. In many 
of his works Brehmer explored the treatment of women 
by advertising, which used them as stylistic accessories. In 
numerous of his photomontages and collages, images of 
women, loosely dressed, taken from newspapers and maga-
zines, criticise their use by advertising as well as their erotic 
component with lucrative ends. Oken the artist contrasts 
these images with images of wars or images that testify to the 
excesses and abundance of capitalism. 
 With his series Aufsteller, he was a pioneer in the creation 
of the freestanding object that mimics store signage or adver- 
tising stands and further satirises the reading of women as 
a commercial product. In 1967 he created Das Gefühl zwischen 
Fingerkuppen (The feeling between the Fngertips). Printed in 
bright Pop colours, the work exaggerates the erotic content 
of advertisements by attaching seed packets picturing phallic-
shaped vegetables. At the same time he reduces landscape, 
one of the central themes of art history, to its commercial 
component. 

KP Brehmer (Berlin, Germany, 1938 – Hamburg, Germany, 

1998) studied at the Art Academy in Düsseldorf and in 1963 

formed part of the studio of Stanley William Hayter. He 

taught at the Hochschule für Bildende Künste in Hamburg 

from 1971, and was a visiting lecturer at the Hangzhou 

Academy of Art (China) in 1987 and 1988.
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MACBA Collection. Foundation of the Museu d’Art Contemporani 
de Barcelona. Long-term loan of the Bombelli family. 
Photo: Tony Coll © Richard Hamilton, vegAp, Barcelona, 2009.

In 2003 Richard Hamilton (London, England, 1922) wrote 

the following short autobiography. ‘Enjoyed a long academic 

art training that was interrupted by the war, when he became 

an engineering draughtsman for the duration. Taught in art 

schools for fourteen years while trying to re-educate himself 

in the practice of painting. A devotion to the work and spirit 

of Marcel Duchamp led to his recapitulating, between 1957 

and 1966, Duchamp’s Green Box and Large Glass – La Mariée 

mise a nu par ses cèlibataires, même. Achieved some 

success as a professional artist subsequent to an exhibition 

at the Tate Gallery, London, in 1970. Lives and paints in 

London, prints whenever he can do it best and spends time 

in Cadaqués.’

Richard Hamilton is in large part responsible for the radical 
development that transformed the British art scene in the 
1950s and 1960s and played a seminal role in the birth of Pop 
art. He is known mostly for this last point, for his innovative 
assimilation to Fne art of mass media image. Yet his work 
exhibits preoccupations far wider and deeper than the notion 
‘Pop’ can suggest. An astonishing range of media, materials 
and subjects marks his oeuvre.
 Since the late 1950s, he has expressed over and over in 
his practice, as well as in his writings, his refusal of any neat 
classiFcation or segregation between the diverse arts. 
 The Bombelli Collection explores the history and dynamic 
of the galerìa cadaqués as an exceptional space on Spain’s 
artistic scene. Throughout the twentieth century, Cadaqués 
was a centre of attraction for avant-garde artists and other 
intellectuals who paid lengthy visits and enjoyed summers 
in the area, such as Pablo Picasso, Salvador Dalí and Man Ray. 
Every year from the Fkies until his death in 1968, Marcel 
Duchamp spent the three months of summer in the town, a 
fact that attracted other artists such as John Cage, Richard 
Hamilton and Dieter Roth. It is no coincidence that it was 
precisely during those years that Duchamp devised and 
created his last installation, Étant donnes (1946–66), in which 
Cadaqués is physically present by means of the door that 
Duchamp found in the town’s surroundings and sent to New 
York to be included in the piece.
 In 1959, Lanfranco Bombelli, an artist and architect of 
Italian origin, visited Cadaqués for the Frst time. Two years 
later he decided to open an oIce in Barcelona with his 
architect partner Peter Harden and to prepare and equip a 
residence in a nearby coastal town. Harden’s death in 1973 
spurred Bombelli into opening the galerìa cadaqués, with 
the aim of selling a collection of graphic artwork entitled 
cadaqués portfolio one, published by the artist himself, to 
raise funds to enable the restoration of a part of the cemetery 
situated outside the consecrated area. The exhibition was a 
major success and Bombelli began receiving requests from 
artist friends to keep the gallery open and convert it into an 
exhibition hall with a continuous programme. This would 
be developed along four artistic lines: Constructivism (espe-
cially Swiss Concrete Art), which formed part of Bombelli’s 
own artistic formation; Pop art; the avant-garde of the sixties 
and seventies; and local artists represented by Catalan 
abstract painting and the new tendencies in Catalonia during 
the seventies and eighties.
 Cadaqués was the experimental laboratory for many of 
Richard Hamilton’s works from the early seventies, such as 
the famous series initiated with Sign (1975), in which the logo 
of a well-known aperitif was modiFed on posters, ashtrays 

Richard Hamilton 
Toaster, 1967
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and bottles, to the point where it was adapted to present the 
name of the artist himself. Or like the series Shit and Flowers 
that would subsequently cause great controversy in England. 
Cadaqués also became the setting in which Hamilton and 
Dieter Roth would produce their two highly recreational joint 
works, Collaborations of Ch. Rothbam (1976) and INTERFACEs 
(1978).
 The galerìa cadaqués occupied an extremely important 
place in the Catalonia of the seventies and eighties. It acted 
as an initiator, producer and distributor of the contemporary 
art of the time, and as a driving force not only of exhibitions 
but also of works carried out in situ, with links to the town 
of Cadaqués. Examples of these projects include the piece 
Cadaqués, canal local, by Muntadas (1974), the Frst experience 
in Spain of the creation of a local television channel 
for a project with a distinctly artistic proFle, and Miralda’s 
Flauta i trampoli event (1981).

1 Hamilton, Richard, Dieter Roth – Richard Hamilton, Collaborations, 
 Relations – Confrontations. Edition Hansjorg Mayer and Serralves 
 Foundation, 2003.
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MACBA Collection. Foundation of the Museu d’Art Contemporani 
de Barcelona. Photo: Tony Coll © Nancy Spero, 2009.

Nancy Spero (Cleveland, Ohio, United States, 1926) 

studied at the School of the Art Institute of Chicago. After 

graduating in 1949 she went on to study painting in Paris 

at the École des Beaux-Arts and at the studio of André 

Lhote, an early Cubist painter, teacher and critic. Soon after 

her return to the United States and Chicago in 1950, she 

married the painter Leon Golub. Between 1957 and 1959 they 

lived in Italy, later returning to Paris before finally settling 

in New York in 1964, where she continues to live and work. 

In 1964 Nancy Spero moved to New York City, where a male-
oriented art world focused on Abstract Expressionism and 
a Minimalist aesthetic, continuously ignored her artwork. 
She distanced herself from these dominating trends in art and 
abandoned oil painting, which had dominated her produc-
tion until then, choosing instead to work with more fragile 
materials. She combined these with raw criticism towards the 
US government’s involvement in Vietnam, creating works 
denouncing the horriFc us military actions in Vietnam: war 
images with phallic tongues and phallic bombs used as a 
metaphor for the obscenity and violence of the male military 
machine. Aker creating the War Paintings, her ‘personal 
manifesto against the war in Vietnam’, Spero began to distance 
herself from contemporary, military themes and to create 
far more personal works, though no less caustic, based on the 
late tormented writings of Antonin Artaud1.
 Codex Artaud was exhibited in 1973 at the a.i.r. Gallery, 
the Frst gallery for women founded by Nancy Spero and 
other women artists, by then she had abandoned the inGuence 
of the French writer and returned to current political themes, 
focusing, in particular, on the torture and pain of women 
perpetrated by oppressive regimes and self-proclaimed rulers. 
 Artaud pronounced one of the most extreme expressions 
of marginalisation and alienation of the twentieth century. 
His anger and alienation deeply moved Spero. She found him 
‘masochistic and passive despite the violence of his gesture 
and language’. She appropriated his extreme language, the 
result of an acute mental and physical su©ering, to express 
and exorcise her own anger and alienation as an American 
citizen and as a woman artist. It was also a way for Spero to 
relate to her own pain; in 1960 she was diagnosed with 
rheumatoid arthritis. She adopted Artaud’s voice because, as 
she stated, ‘she did not know anything so extreme.’2 
 The work on Artaud comprises sixty paintings executed in 
gouache and collage and the vast Codex Artaud composed of 
thirty-four scrolls. Executed on paper, they are fragile works, 
at times painfully ephemeral, in which she uses a hybrid 
form of writing, drawing and collage. Artaud’s text would be 
written or typed and combined with small painted images, 
created as an extension of the words. She employed fragile 
papers that recall Chinese or Japanese scrolls, papyrus and 
funerary Egyptian paintings, and illuminated manuscripts 
and tapestries. The format of the scroll and the use of fragile 
papers combined with collage, images and writing juxtaposed 
has since become her signature style. 

Nancy Spero 
Codex Artaud XIII, 1972
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 And both artist and activist, Nancy Spero’s career has spaned 
over Fky years. Her continuous engagement with contempo-
rary political, social and cultural concerns is renowned, taking 
her to chronicle wars and apocalyptic violence and articulate 
visions of ecstatic rebirth and the celebratory cycles of life. 
In her highly personal imaginary, inspired by Greek, Greco-
Roman, Medieval, Oriental or African iconography and 
mythology, the female Fgure is the undeniable protagonist of 
her work and has been embodied in a blend of painting, 
drawing and printmaking, with an acutely focused political 
and psychological content.

1 Between July and September of 1946, aker his release from nine 
 years of imprisonment in several asylums and aker having been 

exposed to electroshock ‘therapy’, Artaud worked on a series of poems, 
published in 1947 and titled Antonin Artaud, le momô, poems that 
Spero appropriated.

2 The artist has also stated of these works: ‘I used fragmented quotes 
 from Antonin Artaud – of his desperation, humour, misogyny and violent 

language. He speaks of his tongue being cut!, silenced. I fragmented these 
quotes with images I had painted – disembodied heads, defiant, phallic 
tongues on tense male, female and androgynous figures, victims in straight 
jackets, mythological or alchemical references, etc. I was literally sticking 
my tongue out at the world – woman silenced, victimised and brutalised, 
hysterical, talking “in tongues”. These descriptions of women fit Artaud’s 
writings and behaviour. But as a male character, he is canonised because 

 of his “Otherness” – his disruption of language.’
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Manon de Boer’s Flm Attica is based on the musical compo-
sition of the same title by the American musician Frederic 
Rzewski. This musical score, as well as the musical composi-
tion Coming Together, with which the Flm starts, were inspired 
by a mutiny in a New York prison. In September 1971 inmates 
of the state prison at Attica, New York, revolted and took 
control of a part of the institution, demanding primarily ‘to 
be treated as human beings’. Aker several days of fruitless 
negotiations, Governor Nelson Rockefeller ordered state 
police to retake the prison by force, on the grounds that the 
lives of the guards whom the prisoners had taken as hostages 
were in danger. In the ensuing violence forty-three people 
were killed, including several of the hostages, and many more 
wounded. 
 One of the dead was Sam Melville, a prisoner who had 
played a signiFcant role in organising the rebellion. Rzewski 
had read a letter Melville had written during the spring of 1971 
describing his experience of the passage of time in prison 
and published aker the mutiny.1 Rzewski later said: ‘I was 
impressed both by the poetic quality of the text and by its 
cryptic irony. I read it over and over again. It seemed that I 
was trying both to capture a sense of the physical presence of 
the writer, and at the same time to unlock a hidden meaning 
from the simple but ambiguous language.’ It was this act of 
reading and re-reading that Fnally led Rzewski to the idea of 
a musical treatment, which, quoting Melville’s conFdent letter, 
he titled Coming Together. 
 The musical score Attica was originally intended to 
follow Coming Together aker a short silence, so that the two 
pieces together would contrast each other and provide 
opposite tones of the same subject.2 The music score of Attica 
was based on the answer of a survivor of the mutiny, Richard 
X. Clark, who was freed on parole some weeks aker the 
massacre. As the car taking him to Bu©alo passed the Attica 
town line, the reporter sitting next to him asked him how it 
felt to leave Attica behind him. His answer, ‘Attica is in front 
of me,’ became the text for the second music score in de 
Boer’s Flm. 
 In a slow circular movement, the camera Flms the musi-
cians playing these haunting, insistent themes, alluding to 
the unrelenting routine of prison life and the impossibility of 
escape. The Flm aims to give a visual and audio echo to the 
political subject of Rzweski’s composition while disquietingly 
condensing the real-time experience of the spectator, the 
Fctional time-frame of the Flm and the historic time of the 
mutiny. De Boer uses the technique of re-enactment, which has 

Manon de Boer (Kodaicanal, India, 1966) currently lives 

and works in Brussels, Belgium. She studied photography 

and sculpture at the Academy of Fine Arts in Rotterdam 

between 1985 and 1990 and the Rijksacademie in Amsterdam 

between 1990 and 1992. She began working with film, video 

and sound in 1996, using personal, individual narration as 

a method and exploring the relationship between language, 

time and claims to truth. 

 In 2008 she had a solo show at Frankfurter Kunstverein 

(Frankfurt) and at the Witte de With (Rotterdam). Previously 

in 1999 she showed her work at Stedelijk Museum Bureau, 

the project space of the Museum in Amsterdam. Her work 

has also been screened at Raum Aktueller Kunst (Vienna), 

Mood Salon and Bios (Athens), MUHKA-Media, (Antwerp), 

KVS (Brussels), the International Film Festival of Rotterdam, 

and the Venice Biennale.

 De Boer’s 2003 film Sylvia Kristel – Paris won the Prix 

Marseille Espérance at the International Competition FID, 

Marseille, in 2006. That year she also won the prize for 

Best Experimental Film at the 14th Curtas Metragens Vila 

do Condo Film Festival, Portugal.

Duration: 9 min. 55 sec. 
MACBA Collection. Consortium of the Museu d’Art Contemporani 
de Barcelona. © Manon de Boer, 2009.

Manon de Boer
Attica, 2008



Time as Matter
MACBA Collection. New Acquisitions
15 May–31 August 2009  www.macba.cat

MUSEU
D’ART CONTEMPORANI
DE BARCELONA

played a central role in contemporary art for many years. 
Re-enactment proposes the paradigm that history can no 
longer be grasped through lek-over artefacts, documents and 
notations, but rather it has to be translated through moments 
of re-enactment or re-interpretation in order to grasp it. While 
revisiting real events, it proposes an active re-appropriation of 
the past, more so than documentation or archival work. 
 In Attica Manon de Boer refers to this interface of histo-
rical quote and interpretation not only in its content, but 
also formally and conceptually. Through the use of Frederic 
Rzewski’s music, improvised in character, she proposes an 
open relationship with real events. The two camera move-
ments, consisting of two 360-degree-pans mirroring each 
other, refer to the escalation of the prisoners' rebellion, 
endlessly extended in time and place. Infernal memories are 
re-enacted in a circular, subjective manner, neither linear nor 
chronologically. She makes the act of interpretation of history 
evident and tangible by proposing it as additional version 
with its own subjective language.

1 Aker Melville’s death the letter was published in the magazine 
 Ramparts. Its text read as follows: ‘I think the combination of age 
 and a greater coming together is responsible for the speed of the 

passing time. It's six months now, and I can tell you truthfully few 
periods in my life have passed so quickly. I am in excellent physical 
and emotional health. There are doubtless subtle surprises ahead, 

 but I feel secure and ready. As lovers will contrast their emotions in 
times of crisis, so am I dealing with my environment. In the indiJerent 
brutality, the incessant noise, the experimental chemistry of food, 

 the ravings of lost hysterical men, I can act with clarity and meaning. 
 I am deliberate, sometimes even calculating, seldom employing 

histrionics except as a test of the reactions of others. I read much, 
exercise, talk to guards and inmates, feeling for the inevitable direc-

 tion of my life.’ 
2 The compositional techniques employed in both musical scores are 

similar. The basic device for the generation of melodic and rhythmic 
sequences is ‘squaring’. In this technique, a sequence of notes, 
measures or phrases is gradually accumulated by adding elements 

 one at a time, and then diminished by subtraction.
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In 1956 Constant began to work on New Babylon,1 a visionary 
architectural proposal for a future society. Aker World War II, 
when throughout Europe cities damaged during the war were 
being rebuilt, Constant turned to developing a series of 
prototypes for a utopian city. Abandoning painting, he focused 
on developing a situationist city. Constant maintained that the 
rational, monotonous functionalism then being utilised would 
limit a free and creative life. He thus began designing archi-
tectural structures for the future. This was New Babylon, 
elaborated in an endless series of extremely detailed models, 
sketches, etchings, watercolours, lithographs, topological 
maps, collages, architectural drawings and photo-collages, 
as well as in manifestos, essays, lectures and Flms. ‘What is 
New Babylon actually?’ Constant wrote in 1966. ‘Is it a social 
utopia? An urban architectural design? An artistic vision? 
A cultural revolution? A technical conquest? A solution to the 
practical problems of the industrial age?’ Constant maintained 
that New Babylon dealt with all of these questions, envisaging 
a society in which traditional architecture has disintegrated 
along with the social institutions that it propped up. Every 
reason for aggressivity had been eliminated in New Babylon, 
making place for a society of creative people who are freed 
from stultifying everyday work, for a new species: Homo 
Ludens (man the player).
 New Babylon is a nomadic world, a labyrinth-like city in 
constant transformation. A vast network of enormous multi-
level interior spaces would propagate to eventually cover 
the planet. These connecting pieces, called sectors, would 
have multiple stories with transparent Goors and hover above 
the ground on tall columns of varying design. While vehicles 
rushed underneath and air traIc landed on the roof, the 
inhabitants driked by foot through the huge labyrinthine 
interiors, endlessly reconstructing spaces and atmospheres. 
Every aspect of the environment could be controlled and 
reconFgured spontaneously. This was to be the ludic city 
where the New Babylonians would be free to create and 
recreate the city as they wished.
 By the early 1970s, Constant had come to recognise that 
leaving the liberated id to its own devices wouldn't lead to 
paradise. Two decades aker embarking on his vision of a city 
given over to the pleasure principle, he realised the dark side 
of the id unbound. Before abandoning the project, in his Fnal 
series of drawings he sketches an apocalypse in black and 
red: madness, slavery, dehumanisation, the dystopian conse-
quences of unquenchable desire.

MACBA Collection. Consortium of the Museu d’Art Contemporani 
de Barcelona. Photo: Tony Coll © Centstart, 2009.

The Dutch artist Constant Nieuwenhuys, better known as 

Constant (Amsterdam, Netherlands, 1920 – Amsterdam, 

2005), studied at the Rijksakademie. He lived in Paris in the 

late 1940s, where he met Asger Jorn and co-founded the 

CoBrA group along with Karel Appel, Christian Dotremont 

and other artists from Copenhagen, Brussels and Amster-

dam. Taking its name from the first letters of those cities, 

the group was characterised by a highly expressionistic 

style, inspired by cave paintings and children’s drawings, and 

committed to social and political concerns. CoBrA held a 

major exhibition in 1949 at the Stedelijk Museum in Amster-

dam under the title International Experimental Art, yet the 

group dissolved in the early fifties. Constant later became 

involved with the Situationist International. This group of 

artists, writers and social activists, with roots in Marxism, 

Lettrism and the early twentieth-century artistic and political 

avant-garde, became Constant's vehicle for crossing 

over the border that conventionally separates architecture 

from art.

Constant
New Babylon (1 of 10), 1963
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 Though Constant positioned New Babylon at the threshold 
of the end of art and architecture, it has had a major inGuence 
on the work of subsequent generations of architects, provok-
ing intense debates at schools of architecture and Fne arts 
about the future role of the architect. It preFgures projects by 
Frank O. Gehry, Rem Koolhaas, Philippe Starck, Nigel Coates, 
Greg Lynn and other architects who have imbued individual 
buildings with the rich emotional impact of urban experience. 
His project even looked further into the future, toward the 
cyber spatial network that now encircles the globe.

1  As he stated in an interview in 2005 on New Babylon: ‘It began in 1956 
 with texts and drawings. One of the first projects, which formed the 

basis of New Babylon, came about in 1956 and was inspired by a gypsy 
camp in Alba, Italy, where I was then living. Guy Debord, who had 
founded the Lettrist International in 1952, came to visit me there…. 
The Lettrists had a mimeographed a leaflet called Potlach, and they 
always sent me a copy. That leaflet interested me. I could sympathise 
with their criticism of architecture, so I started to write for the 
magazine I.S. or Situationist International, which was also founded 

 by Debord, sometime later, in 1956 or 1957. It was in this magazine 
that the first model of New Babylon was shown in 1958. Situationism 
was about the creation of situations. We discussed other ways of living, 

 and from there the discussion soon turned to living environments. 
 And then it progressed to urban architecture. But I had already been 

studying the relationship between urban architecture and living 
environments. I had also published on the subject.’ (Boersma, Linda. 
Constant, Issue 91, Spring 2005, Bomb Magazine.) With Debord he 
formulated ‘unitary urbanism’: the theory of the combined use of arts 
and techniques as a means of contributing to the construction of a 

 unified milieu in dynamic relationship to experiments in behaviour. 
 In the intended social revolution the fine arts would play no role.


