
The exhibition curated by Gloria Moure, which includes
a hundred or so works by Blinky Palermo, is the first retro-
spective of his career to be put on in Spain. The selection
includes works done between 1964 and 1977, such as the
paintings, drawings and “painted objects” he began to pro-
duce in 1964, the Stoffbilder or “textile paintings” done
between 1966 and 1972, or the series of Metallbilder – met-
al paintings – created in the last three years of his life. The
exhibition also shows sketches and materials from his pro-
jects for mural paintings and has reconstructed, in an exhi-
bition space in the vicinity of the MACBA building, his instal-
lation Himmelsrichtungen (The Four Cardinal Points, 1976).

BLINKY 
PALERMO

13 December 2002 - 16 February 2003

Museum hours
11 am to 7:30 pm daily
10 am to 8 pm Saturday
10 am to 3 pm Sunday and holidays
Closed Tuesday

Plaça dels Àngels, 1
08001 Barcelona
Tel.: 93 412 08 10
Fax: 93 412 46 02
www.macba.es
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Palermo
FRIDAY 10 JANUARY at 7.30 pm

Given by Gloria Moure, 
exhibition curator.
Auditorium. Admission free. 
Limited number of seats

How to explain paintings 
to a dead artist
FRIDAY 17 JANUARY at 7.30 pm

Given by Ángel González García,
lecturer in Art History at the
Universidad Complutense, Madrid,
National Essay Prize (2001).
Auditorium. Admission free. 
Limited number of seats

LECTURES

Blinky Palermo. Blaue Scheibe und Stab, 1968. © Blinky Palermo, VEGAP, 2002

drawings on paper such as Afrikanische Suite (1970) or the mur-
al installations, such as the one at Galerie René Block in 1969. 

Blinky Palermo’s work as a whole is an essential element of
any analysis of artistic innovations and concerns after 1965 in
both Europe and the United States. Himmelsrichtungen, 1976,
is his last architectural work. Shown at the 1976 Venice
Biennale – in the context of the show Ambiente, curated by
Germano Celant –, it is now reconstructed in an exhibition
space in the neighbourhood of the MACBA building (c/ Torres
i Amat), with the aim of presenting a faithful reproduction of
the original installation.

With the collaboration of:

Fundación GOETHE

IT IS NOT ALLOWED TO TAKE PHOTOGRAPHS 

OF THE WORKS OF ART. THANK YOU



Palermo’s work sounds out new relations between painting
and reality, using colour and shifts of perception. It raises issues
such as the limits of frontal vision, the restriction of the stretch-
er, the visual ambivalence of objects and the expansion of paint-
ing towards two-dimensional space. 

For example, in the series of painted objects, such as the T-
shaped structures like s/t (1966) or Blaue Scheibe und Stab
(1968), the paint that covers them is not contained in the form;
it is a substantial part of the object. With them he gives the
painted form an independent existence within the three-dimen-
sional space. Those forms are often found objects and on occa-
sions heighten their visual-tactile ambivalence; they are leant
against a wall but not hung on it. The Stoffbilder (textile paint-
ings) have an impeccable surface and are regular in shape. They
are manufactured from different coloured cotton bought in
shops and neatly sewn together, creating smooth, separate fields
of solid colours, in horizontal strips, supported by a stretcher.
Although the surface is flat, they endow the painting with a
material reality. The shape of the painted objects and the colour
of the Stoffbilder go beyond the physical and mental bounds
of an intermediate flat surface and connect with the space occu-
pied on the wall.

The murals and drawings Palermo produced after 1968
are a natural extension of his work until then. They were
designed to be exhibited temporarily, and only the docu-
mentary and preparatory material remains. In them the
boundaries of art are broadened to the real space defined by
the wall. For example, in Treppenhaus 1 (1970), shown at
Galerie Konrad Fisher in Düsseldorf, Palermo painted the
shape of the shadow thrown by the outline of the staircase in
his home, and in the Kunsthalle in Hamburg (1973) he paint-
ed free-standing partition walls with red oxide. Covering that
wall structure with paint revealed a pre-existing form in a pre-
vious architectural context, in which the real space of the
painting was seen as inseparable.

In 1974 he began a series of works on aluminium sheets
known as Metallbilder or “metal paintings”, such as Himmels-
richtungen I (1976) or Für J. Beuys (1975). In those small for-
mat pieces, which make up musical-style compositions from
three or four colours and their arrangement on the wall, the
influence of catastrophe theory on Palermo – and other artists
of his generation such as Sigmar Polke – is plain to see. Nothing
is left to chance and yet, as is the case with nature, complex
processes of fluctuation and disorder occur. The fascination
Palermo felt for jazz is particularly evident in the metal paint-
ings, but it can be traced all through his work, in the series of

Blinky Palermo. Untitled, 1969. © Blinky Palermo, VEGAP, 2002

Born in 1943 in the German city of Leipzig, in 1964 Peter
Heisterkamp adopted the nom de plume of Blinky Palermo,
after the boxer Sonny Liston’s mobster manager. His prema-
ture death in 1977 made him a cult figure in the internation-
al art world, both for the contribution he made with the pro-
found transformation of the idea of abstract painting in his
work and because he was a member of the first rebellious gen-
eration in post-war Germany. Trained at the Düsseldorf
Kunstakademie, where he studied under Bruno Goller in 1962,
he soon joined Joseph Beuys’ class. There he came into con-
tact with major artists like Gerhard Richter, Sigmar Polke or
Imi Knoebel, and became a driving force behind the cultural
life of the city in the sixties.

Palermo’s work returns to the pictorial tradition of a par-
ticular segment of the historic avantgarde, in particular the one
made up of neo-Plasticism, Constructivism and Suprematism,
and explores both its meaning and its possibilities through the
concerns and aesthetic keys of his time. Beuys’ influence, and
his famous question to Palermo while he was studying at the
Düsseldorf Kunstakademie, “Can’t you see differently?”, may
be taken as a trigger in his career. At the Kunstakademie, as at
many other places in the mid sixties, there was an atmosphere
of general epistemological change that showed up the outdat-
ed nature of the determinist paradigm, which, through an exag-
gerated application of science, had brought about the subli-
mation of concepts such as objectivity, stability or certainty.
Indeed, one of the lines of thought for the visual arts in the
mid sixties was to consider perception and its processes as a
motif in themselves, in other words, to replace contemplation
with experience.

Palermo’s contribution consisted of proposing the experi-
ence of painting as an open perception between creator and
audience, in which the work is not regarded as independent of
its environment, but is the result of the interaction between
the architectural space where it is shown and the processes of
creation that structure it. Like many works of Minimalism, his
are characterised by their economy of expression and a high
level of abstraction. However, his idea of abstraction is far
removed from the semantic reductionism of American
Minimalism or the All-over and Pattern movements. As
opposed to the American experience, Palermo represents a
European model in which the process of abstraction is con-
ceived as a multiplication of the meanings attached to a sign.
He does not come to his elemental iconography by neutralis-
ing its possible interpretations but by activating its infinite
metaphorical potential.


