
Ornament

=
crime?

PER AMOR A L’ART COLLECTION





July 8, 2017 - February 25, 2018

ORNAMENT = CRIME?





I have serious doubts whether I am really able to write 
about the meaning and the reasons that have led me to this 
juncture. There are so many and yet none in particular. I 
don’t know the reason why and probably never will. It just 
happened that way.

Through meeting people who aroused my curiosity, people 
who raised my awareness about different things I was doing 
every day. A literature professor spoke to me about Beckett. I 
didn’t understand what he was on about, but I learnt it by 
heart so that I could play the part.

Then there were guitars and vocals with friends who believed 
that we could change things, but it wasn’t to be. At the age 
of twenty I discovered an inner artist who wanted to capture 
the greatness of Tàpies. That didn’t happen either.

All these people and chance events went towards awakening 
in me, and in others too, a sensibility for art. Maybe it’s 
because I couldn’t be an actor, a musician or an artist that I 
developed another way of conveying this artistic sensibility.

And, suddenly, today we are opening a space which we also 
discovered by pure chance, where we are presenting a collec-
tion that I am still not sure I fully understand and driving 
forward a project to provide help to people who need it.

This is how we got where we are. But who’s to say where it 
will go from here. I have every faith in its future because the 
people by my side are likeminded and equally committed to 
making this project a success.

What you have here is part of my present, the discovery of a 
secret that many people are lucky enough to practice: the joy 
of sharing.

Thanks to everybody.

José Luis Soler 
PRESIDENT OF FUNDACIÓ PER AMOR A L’ART
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NURIA ENGUITA

9

Though hotly debated ever since Art Nouveau, the complex relationship 
between ornament, art and abstraction can well be extended to different 
eras and cultures, embracing a thinking of the anthropological roots of said 
activities as well as the meaning and diverse social functions of the orna-
ment and art (or the arts). If we were merely to confine it to the present 
moment and its immediate precedents, then this debate – on the unresolved 
tension between understanding art as an evolution of forms and art as a 
social fact – would also entail two engrained obstacles. On one hand, the 
multiple conceptions and historic uses of ornament and of abstraction (and, 
by extension, of art). And, on the other, the tendency of Western thinking to 
prescribe distinctions based on binary oppositions capable of forging stable 
identities whose attributes must necessarily be hierarchically opposed and 
ordere: modernity/historicism, abstraction/figuration, art/crafts, high-brow/
popular, reason/sensibility, male/female or materialism/idealism, among a 
long etcetera.

Modern thinking and the first theoretical essays on abstraction advanced 
a radical separation between art and decoration. The fear that abstraction 
might be considered as a mere decorative exercise connected to the real and 
devoid of spirituality and purity, led to the condemnation of ornamentation 
that, perceived as a threat to the project of emancipation of the aesthetic 
experience, was discredited as accessory – as an appendix that has no effect 
on the structure of the artwork, nor on its essence, nor on its deeper truth. 
Seen in this light, it could be agreed that modernism and postmodernism 
respectively embodied the condemnation and redemption of ornamentation. 
However history is much more complicated and neither one nor the other 

ORNAMENT 

= 

CRIME?
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was instrumental in condemning ornament as dispensable insofar as an 
expression of femininity, primitivism, lack of culture and social backwardness 
includes modernism, rationalism, the hegemony of form, but also the auton-
omy of art and the idea of the “creative genius”. As Lía Nin recently argued:

Modernism also infiltrated homes and bodies, not just as an aesthetic but also as 
the economic principle of a reduction to the bare essentials. Everything produced 
by machinery ought to have the same appearance: order, cleanness, orthogonal 
structures, plain monochrome surfaces, elemental geometry. […] An outwardly 
ascetic lifestyle was a sign of belonging to the educated social classes, while a taste 
for the decorative became synonymous with vulgarity.1

Nonetheless, this condemnation cannot be understood without the collu-
sion of an ideology and learning that were imposed at the beginning of the 
twentieth century. Besides functionalism, the culprits responsible for contriv-
ing the false testimony that sentenced ornament were ideologised scientism 
and positivism, in other words, hygienist thinking and social Darwinism.

In his article “Ornamento y delito”2 – a text borrowing its title from Adolf 
Loos’s celebrated essay Ornament und Verbrechen [Ornament and Crime] – 
published in Humaredas. Arquitectura, ornamentación, medios impresos, Juan 
José Lahuerta rightly insists that despite its transcendence, repercussion and 
influence, Loos’s manifesto on disornamentation was “removed from any 
disciplinary discourse that might have to do with architecture theory”, and 
its novelty lies in applying the theories of social Darwinists, of bio-evolu-
tionism and criminal anthropology to architecture. To justify his attacks on 
ornament, Loos built on the arguments of Cesare Lombroso (1835-1909), 
an Italian doctor who developed the theory of biological criminology, and 
of Max Nordau (1849-1923), one of the fathers of Zionism. The core thesis 
of Ornament und Verbrechen, which Loos further expanded in other essays 
such as Damenmode [Ladies’ Fashion], is that the evolution of culture is 
proportional to the disappearance of ornament, in such a way that it is asso-
ciated with women, with “necktie designers”, with culturally underdeveloped 
primitive societies and of lowly educated or mentally limited people who, 
in compliance with bio-evolutionist theories, would be fated to extinction. 
This form of evolutionism, imbued with a teleological idea of humanity of 
progress and of purity which Nordau applied to art and culture, proposed 
nothing other than disdain: “If this organic deficiency appears in a man of 
the lower classes, he becomes a vagabond; in a woman of that class it leads 

1 Nin, Lía: “Breviario crítico 
del ornamento”, Concreta 07, 
Editorial Concreta, Valencia, 
Spring 2016, p. 36.

2 Lahuerta, Juan José: 
“Ornamento y delito”, 
Humaredas. Arquitectura, 
ornamentación, medios 
impresos, Editorial Lampreave, 
Madrid, 2009, pp. 124-167.
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artistic and literary drivel”; and foretells its end: “art and poetry will have 
become pure atavisms, and will no longer be cultivated except by the most 
emotional portion of humanity, by women, by the young, perhaps even by 
children”. Of course, in Entartung [Degeneration] Nordau also proposes 
a similar perspective when he claimed that many of the artists of the time 
bore the stigmas of degeneration: Oscar Wilde, Paul Verlaine, Stéphane 
Mallarmé or Auguste Rodin, decadentism, symbolism, Art Nouveau… and 
so, the seed of the Nazi theories of degenerate art was sown. This is the spirit 
that, as Lahuerta studied, would be picked up and translated by Loos in his 
critique of ornament, though we might add that his critique – based on a 
rigid pragmatism learned in the USA – was also broached as a response to 
the decadence of the Art Nouveau style in early twentieth century Vienna. 
A style that, far from “the democratisation of beauty” and “expressing the 
sincerity and simplicity of the labour of the working man”, as William 
Morris imagined in the Arts and Crafts movement, had put the “creative 
genius” of the artist at the service of capitalist economy and had enabled 
the bourgeoisie to drain the life from its ideological arguments, proposing 
an idealised and narcissistic society. A decadent society, like the one painted 
by Gustav Klimt, whose symbolic adornments, endlessly multiplied in his 
pictures, plagued with gold, silver and enamels, have lost all their references 
and have become forms closed in on themselves. 

Adolf Loos’s Ornament und Verbrechen manifesto, which Le Corbusier 
introduced into the theory of architecture, is at the very basis of an official art 
history that undervalued the relationship between ornament and abstraction. 
However, another gaze on this art history is being undertaken, closer to Klee 
and Matisse and further from Mondrian and Kandinsky, and is undeniably 
possible and necessary; a vision which, viewing the ornamental as a category 
that is neither subsidiary nor superfluous but essential to the artistic form, 
reveals its fruitful endurance, its permanent though silenced influence, and 
ultimately proposes its recovery. Since the sixties we have been witnessing 
other ideas and practices that were winding their way in between hegem-
onic thinking in order to propose a restoration mindful of the meanings, 
possibilities and functions of the ornamental, viewing it as structural rather 
than contingent. Postcolonial critical thinking, feminist theory, and social 
consciousness are indebted to the restitution of the ornamental given that 
it had been condemned in modernism as feminine, primitive and proper to 
underprivileged classes. W.J.T. Mitchell warned us:
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aesthetic”) and the colonised subjects play the Other to the idealist dialectic of 
abstraction. […] Cool rationality and problem-solving “breakthroughs” may 
have as much to do with the automobile industry as with Platonic idealism.3

In keeping with Buci-Glucksmann,4 the history of modernism and the 
philosophy of the ornament cross over the fixed boundaries between the 
noble and the decorative, the pure and the impure, the feminine and the 
masculine, without excluding other geographies. In the virtual era the bound-
aries between arts and cultures become porous and the ornamental becomes 
a political issue. If it has been excluded as a taboo for so long, it is because 
of its relationship with peripheral exoticisms and especially because of its 
affinities with the feminine. Returning the ornamental to art as a potential 
for abstraction and metamorphosis is to reinvent a modernism cut across 
by the mirror of others.

This recovery took place simultaneously with the development of new 
conceptions of formalism, of the autonomy of art and of abstraction, concep-
tually rigorous in terms of research into language and the openness to discur-
sive possibilities, able to break certain dogmatisms and bonds with modern 
thinking and of reading not only the secret survival of the ornament, but of 
reconsidering the contributions of its rhetoric, of its aesthetic meaning. The 
ornamental is once again viewed as one of the purest expressions of creation, 
because of its vast potential for formal experimentation, its inexhaustible 
movement and the great wealth of its subjective visual potential. The fear 
of artists like Kandinsky that the decorative would eliminate the spiritual 
dimension of art or the predictions of Clement Greenberg – the great art 
critic who established the canon of modernism, built on the foundation of 
American abstract art – that the pure language and aesthetic autonomy of art 
(removed from the contingencies of its creation and freed from any literary 
subject matter) would be contaminated by contextual or functional practices, 
has given way, in the late twentieth and early twenty-first century, to the re-
covery of the ornamental as a third way, between abstraction and figuration, 
as a kind of tension between both. The ornamental, not understood as what 
it represents but as what it signifies: a movement imbued with a life of its 
own, a non-organic, non-representational, albeit self-conscious life. And an 
abstraction freed from its essentialness, from its purity, from the absence of 
word, contextualised and generative of infinite forms based on other visions 
of the world. Straight lines and curves, strokes, writings, patterns, series, 
meshes, nets, folds, weaves, constellations, arabesques, accumulations, floral 

3 Mitchell, W.T.J:  
“Ut pictura theoria: Abstract 
painting and Language”, 
Picture Theory: Essays on Verbal 
and Visual Representations,  
The University of 
Chicago Press, Chicago, 
1994, pp. 235-236.

4 Buci-Glucksmann, 
Christine: Philosophie 
de l’ornement. D’Orient 
en Occident, Editions 
Galilée, Paris, 2008.
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an artistic agency, an intention, germane not so much for the diversity of its 
parts as much as for their arrangement in interrelation. In the ornamental, 
like in abstraction, it is the mise en relation of the forms that gives it meaning; 
multiple becomings transform our gazes, which are no longer frontal, fixed 
and silent but panoramic, fluid and eloquent.

The exhibition Ornament = Crime? questions this premise and puts forward 
a different, open gaze attentive to the variations and diversities of the abstract 
project, that acknowledges the productive dialectic between abstraction in its 
plural and restless becoming, which rebels against its institutionalisation as 
a language. One no longer subject to the exhaustion of the figurative form, 
but based on the elaboration of autonomous spatio-temporal models. And 
the ornamental as autonomous beauty, bond and differential relationship 
that, freed from its formal category, cuts across times and cultures, figurative 
and abstract orders, and the categories of the fine arts and decorative arts. 
A formal power and strength of creation, of expansion, of proliferation, ac-
cording to Thomas Golsenne,5 engaging with art and with life. The abstract 
and ornamental bound to the rupture of representational logics (centre/
periphery) and its formal hierarchies (ground/form), a rupture that is as 
poetic as it is political.

5 Thomas Golsenne, 
Michael Dürfeld, 
Georges Roque, Katie 
Scott & Carsten-Peter 
Warncke: “L’ornemental: 
esthétique de la différence”, 
Perspective, 1, 2010, online 
at: http://perspective.revues.
org/1200. [Last accessed 
on 20 April 2017].
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CHRISTINE BUCI-GLUCKSMANN

“Ornamentation offers a kind of paradigm in which it is possible to decipher 
distinctly the specific characteristics of absolute artistic will.”

Wilhelm Worringer, Abstraction and Empathy

“Ornament is a crime”: Adolf Loos wrote this essay/manifesto in Vienna 
in 1908, thus starting a controversy that would run throughout the entire 
twentieth century. Deemed too feminine, too oriental, too primitive, orna-
ment is excluded from art. Also, Loos opposed Klimt’s golden curves and 
counter-curves, his arabesques, volutes and flowers taken from Byzantine 
decorative motifs, to a rationalist modernity of “progress” which would prevail 
for a long time. Despite Matisse and Klee, who reinvented a “second Orient” 
with all its arabesque motifs, ornament became a taboo in the arts, the object 
of negative judgments and simplistic dualisms.1 

However, ornamentation as the “adornment of the beautiful”, with its aes-
thetics of the surface and of the fragment, with its curved fluidity and plastic 
stylistics, half-way between East and West which Alois Riegl so earnestly 
defended in his book Problems of Style, did not cease to inspire great artists 
and architects. Indeed, we could even speak of another modernity, more 
tempestuous, against the grain – Nietzschean one may say – which denied all 
major dualisms between the noble arts and the applied arts, masculine and 
feminine, Western and non-Western. Having long lived in Barcelona, near 
Gaudi’s Casa Vicens, and having walked down Paseo de Gracia between La 
Casa Batlló, with its curvilinear top, its trencadís tiling,2 and La Pedrera, all in 

1 About this history of 
ornament, I refer back to 
my book Philosophie de 
l’ornement. D’Orient en 
Occident, Editions Galilée, 
Paris, 2008 and The Aesthetics 
of the Ephemeral, Suny Press, 
Albany, New York, 2014. 
(Esthétique de l’éphémère, 
Editions Galilée, 2003).

2 A type of mosaic used 
in Catalan modernism, 
created from broken tile 
shards. (Editor’s note).

CROSSINGS OF 

ABSTRACTION AND 

ORNAMENT

<  Aaron Siskind, from the series Pleasures and Terrors of Levitation, 1954 -1961
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3 Worringer, Wilhelm: 
Abstraction and Empathy, 
The World Publishing 
Company, New York, 1967.

waves and pleats, I have always found Gaudi to be the model for this second 
modernity. It is as if the walls were caught in a kind of cosmic breathing, 
where ornamentation is at the same time a precise architectural structure and 
an infinite decorum, a second abstract, a symbolic skin made of all possible 
coverings, incrustations, laces and sculptures. This is surely one of the forms 
of that “paradigm of absolute artistic will” mentioned by Worringer.3

Also, in this vast opening exhibition of Valencia’s Bombas Gens Centre 
d’Art, we can follow the passage from one rationalist modernity to a different 
one in which the power of abstraction crosses the major ornamental matrices. 
It offers a veritable journey through art, from the 1930s, with great classics 
such as André Kertész’s Distortions (1933), up to contemporary art. In this 
itinerary we could distinguish two successive periods. On the one hand, 
modernism as theorised in the U.S. by Clement Greenberg in the 1950s 
and 60s, who praised a pure pictorial art, the “specifically pictorial”, and the 
ethics of the medium, alien to any hybridisation between the arts. And, on the 
other hand, what I call the “post-abstraction of after-modernism”, initiated 
by Warhol (Flowers, 1962), which would re-introduce impure, repetitive and 
heterogeneous planes, art crossings and hybrid artefacts that would become 
so successful later on in installations and computer arts. To the point that the 
non-identity of the procedures changed the place of art and multiplied all the 
incursions between the visual arts and fashion, fashion and cinema, painting, 
installation and video. Decorative motifs are neither strictly figurative nor 
purely abstract. They work, rather, as allusive “abstracts”, as visual identities 
that relate to our world while creating an art of art, so that nowadays the main 
issue is rethinking abstraction in its inflexions and its folds, in its multiple 
materials and its impure stylistics. 

On the fragment
At the heart of this process lies the new role of fragment and detail, often 

enlarged and liberated from the harmonious whole of the work. For the detail 
cuts and recuts the elements and creates a magnifying-glass vision. Thus, 
Roland Fischer multiplies abstract architectural fragments in the photographs 
of the series Façades. Through his journeys in China, Japan or New York, 
he creates a kind of inventory of all geometric possibilities. Contrary to the 
melancholy fragmentation which was produced by ruins, as allegories or 
quotations of a lost whole, here the fragment becomes the whole, infinitely 
repetitive and infinitely varied. This approach can be found in the New York 
photographs of Harry Callahan, with their real/false sky-scrapers, or in the 
composite canvasses of Miguel Ángel Campano, with their assembled or 
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sises the value of the fragment can even become the form of the gaze in the 
series The Eye of Imogen Cunningham, or in Herbert Franke’s curved graphics 
and explosions of light. It is a polished gaze that opens up to the time of 
metamorphoses, a frontal close-up view that gives rise to the “absorption” 
discussed by Michael Fried in his book Manet’s Modernism. Being absorbed 
defines a place and a position for the viewer, who is seized, invaded and 
stricken by “an excess of representation of the absorbed characters”. Hence 
the “effects of intensity, instantaneousness and facingness” of the characters 
who impose themselves on the viewer. We can understand, then, that in this 
poetics of the detail and the fragment there is a kind of fixed withdrawal, like 
in the Japanese art that is omnipresent in this exhibition. 

On the floral gaze
Since the seventeenth century vanitas, throughout impressionism and up 

until the contemporary art of Cy Twombly or Georgia O’Keeffe, flowers 
have never ceased to haunt art with their beauty and their precariousness. 
As if the “way of flowers” rendered time visible: a time which is long when 
we contemplate Egyptian organic motifs, such as the lotus, and a fragile, 
ephemeral time, very close to the impermanence of mujō, which I found 
in Japan and whose poetic passages and itineraries I wrote in L’esthétique du 
temps au Japon. Du zen au virtuel. 

In a country where looking means “descrying”, where beauty is insepara-
ble from its effects of shadow and decoration, where the notion of Ma is 
polysemous, meaning the void, the gap and the passage, vision is caught in 
a constitutive ambiguity, a carnal presence characteristic of a visible texture 
and a withdrawal, an abstract distance which can reach up to indifference, 
even to the travesty and the mask. Numerous matrices traverse, then, a non 
chronological time, such as the wave effect and the surface effect, the void 
and its decorative multiplicities or abstract textures. These are modalities 
which are found in the great Japanese artists featured in the exhibition: Araki, 
Hosoe and Moriyama.

Flowers, therefore, are featured in the vast series of photographs by Araki 
from 1997 to 2016, an artist who renews the ornamental tradition of the 
Edo period. Taken as close-ups, outside their context, single or in a bouquet, 
they seem to be immobilised in their colourful, erotic bloom. One looks at 
them as if stricken by their presence and their time, which is still and almost 
artificial. Floral hearts, or genitals? Through the play of line and colour, often 
in a carnal harmony of red/pink/purple, flowers are elevated to the status of 
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with Filippo Maggia: “flowers are alive, but they race towards death, and that 
is the reason why I find them appealing. For me there is something erotic 
in the idea of a flower that wilts”.4 Flowers of time, then, between Eros and 
Thanatos. That is why they are inseparable from Araki’s work as a whole: from 
the nude women’s bodies he photographs, tied, attached or suspended, or 
from the city of Tokyo, which is so mixed, and where he always feels the time 
of the void, “where life and death alternate”, and from his cloud landscapes, 
metaphorical of an elusive ephemeral. 

The floral gaze stands between life and death, and this is what makes its 
beauty. For a brief moment, the time of life and the time of death overlap in 
those flowers which we almost think we can touch. 

There are flowers also, though more symbolic, in the photographic series 
Ordeal by Roses (Barakei: bara “rose”, and kei “punishment”) by Eikoh Hosoe, 
which was presented as an exhibition and as a book.5 In the series, made with 
Yukio Mishima, who we see in every position – from the back, from the side, 
from the front, more or less nude – the rose he holds and his deep frontal gaze 
turn this ordeal into a kind of floral redemption. Can the beauty of a rose save 
from generalised eroticism and from assumed sexual transgression, as shown 
in the entwined bodies of Embrace, or in Man and Woman, with the shadow 
of a breast? That would explain, perhaps, the odd equivalence between the 
flower and the hammer, which Mishima holds over a background of the 
enlarged petals of a rose. As Mishima wrote regarding this experience with 
Eikoh Hosoe: “The world into which I was abducted under the spell of his 
lens was abnormal, warped, sarcastic, grotesque, savage and promiscuous”.6 
A most unusual world made of multiple ornaments, “where Death and Eros 
frolicked in plain sight.” Hence the end of the book’s fifth section, Punishment 
by Roses, with its thorns, torture, death, and “the ascension towards a dark 
sun.” In brief, killed by a rose… 

With Daidō Moriyama, whose feminine transvestisms I saw in Tokyo, 
photographed flowers (Artificial Underwater Flower, Turkish Bell flower) show 
the same provocative, frontal approach as the staging of his nudes (Provoke 
Nº 2, Bedroom). A true fascination for detail and for the surface that aims 
at holding the gaze and allows all bodily metamorphoses, a gift of illusion 
that goes as far as disguising the self as other, a visual androgyny that always 
makes me think of the Kabuki performances where a man plays the role of a 
woman, more feminine than any woman… 

These floral motifs, which are now ubiquitous, are not confined to Japan. 
They can also be found in the light pencil flowers of Richard Hamilton 

4 Maggia, Filippo:  
“Araki Nobuyoshi 
photographe de l’ukiyo-e”, 
Araki, Centre de la 
photographie, Paris, 2000.

5 Mishima, Yukio and 
Hosoe, Eikoh: Ordeal 
by Roses, Aperture, 
New York, 1985.

6 Ibidem.
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7 See Buci-Glucksmann, 
Christine: “Vers une 
post-abstraction?”,  
Rue Descartes, Editions du 
Collège de philosophie, Paris, 
Nº 16, 1997, pp. 54-62; 
“Flux et Transparence”, Trois 
regards, Editions du regard, 
Paris, 2000; Reed, David: 
“L’abstraction réinventée”, 
Galerie Xippas, Paris, 2000.

(1975), in Sicilia’s floral red bloom of La luz que se apaga (1998), in the swirl-
ing quasi-flowers of Esteban Vicente’s collages (Happy Birthday to Harriet, 
1972, and Aray, 1992), in Mathieu Mercier’s bouquet with its colour scale, or 
in the photographs of Robert Mapplethorpe (Tulip, Flower) and of Thomas 
Ruff (neg still 05 and 18). Here, again, the close up framing becomes the 
whole with its effect of fascinating reality and its “art emblem”, which Daniel 
Arasse analysed in his beautiful book Le détail, where he surveys the contra-
dictions of art, its devices, paradoxes and often erotic intimacies. However, 
this detail, taken out of context, emphasises the floral paradox: the flower is at 
the same time organic and inorganic, it lies between life and death, between 
light and darkness, as in the work of Cristina Iglesias whose serigraphs on silk 
open up onto a landscape of shadows. Such a paradox had already been taken 
to its extreme in the work of Karl Blossfeldt, who often privileged cactuses 
with rigid, decorative shapes.

Generally speaking, between 1980 and 2000 this promotion of the detail/
fragment brought about a series of transformations in the art world, par-
ticularly affecting abstraction and painting. The pure, minimalistic plane 
stripped of all ornamentation, based on the monochrome model, was left 
behind in favour of multiple planes which capture our world in its diversity 
and heterogeneity: flowers, machines, circuits, pleats, superposition of strata, 
repetitive or serial curved lines, on multiple supports, from aluminium to wall 
hangings or tapestries. I first discovered this kind of post-abstraction in New 
York City, in the paintings of David Reed, Lydia Dona, Fabian Marcaccio, 
Stephen Ellis and Jonathan Lasker, on whom I wrote several articles.7 Indeed, 
this marked a historic turning point, where art faced a double challenge: the 
challenge introduced by science, with non-Euclidean models of shapes and 
abstraction such as fractals and chaos theory, and the challenge of all the 
screens in the world which put into question a dichotomy that had become 
obsolete between pure formalist abstraction and realistic figurativeness. Also, 
the focus was on the making, unmaking and remaking of painting, which 
became its own mirror and its own reflexivity. For and against Duchamp: 
Isn’t any painting “the diagram of an idea?”

On post-abstraction 
At first there was a distancing, even a questioning of the major motif of the 

first modernism – the grid. Having become a kind of fragile memory, more 
or less loose, in the work of Silvia Bachli, or opening into a philosophy of 
the trace in the case of Claramunt, with his Shadow Line, the grid ceased to 
be the only supporting structure for painting. Heimo Zobernig’s course has 

Cristina Iglesias, Untitled (Díptico XXVII), 2010 >
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been exemplary. He has worked with every support, putting into play the 
freedom of the gesture as well as a geometry based on strips, diagonals and 
circles, using acrylic, pastels or Indian ink. But in recent years the grid has 
been fading little by little, covered by multiple layers of stratified paint. Also, 
Jorge Queiroz pushes figuration into the abstraction of a coloured fading, 
often orange, exploring the pictorial events, the “cases”, in their movement 
from the finite towards the infinite (Infinite I). 

Uslé’s approach has been equally exemplary. The reference to Duchamp in 
Culebrón Duchamp allows superposing two spaces: one is winding like a ready-
made body, and the other is unified in a “mirroring” background. The eye, 
then, explores the shifts of vision in a true “choreography of illusion”, where 
it is a question of seizing all the discrepancies between representation and 
non-representation. Thus, in Sin lugar, the apparently geometric spaces quiver 
and are superposed in veils of paint, giving rise to a curved rhythm. There is 
not a place or, rather, there are two places: a striated space and a smooth space, 
if we refer to the analyses of Gilles Deleuze and Félix Guattari in A Thousand 
Plateaus. On the one hand, a striated, geometrical, homogenous space cre-
ates points of reference and grids. On the other hand, a smooth space runs 
between things, where lines float like itineraries and inflexions suggestive of 
journeys and nomadic affects. On the boundary of these two spaces, in their 
in-between, there is a veritable heterogenesis of painting through deconstruc-
tion, miscegenation, superposition or transparency of spaces and of different 
decorative motifs, like the multiple, coloured, repetitive Duchampian circles 
of Wermer’s Eye, by Uslé, which produce the aforementioned “absorption”. 

A similar approach can be found in the paintings of David Reed, in which 
the floral motif rises to the status of large ribbons, more or less pleated, always 
fluid, of bright post-Warholian colours, which stand out against a smooth 
“background” and an “image” that cuts the surface like a skin of the world. 
A baroque skin, with all its draperies, its signs, its folds and pretences. The 
canvasses are often horizontally large, cut with a curved, swirling decorative 
motif (cf. 615), or vertical, on polyester, showing a genuine false sculpture 
of pleats (571 and 570). They are paintings that resemble “fragments of an 
installation”, as Arthur Danto said. 

I remember numerous exhibitions of David Reed and what he said: “I want 
to paint like a film”. Hence his famous installation of images of his paintings 
over a bed with scenes from Hitchcock’s Vertigo (Scottie’s Bedroom, 1994). 
Therefore, deploying the illusion of a film, setting a development, a shiver, 
the impossible passing of time in non-chronological time-space formats, leads 
to “virtual resemblances” (Walter Benjamin). We get lost in them, we travel 
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Twithin the glance and, through the internal unbalance, we come back to the 
surfaces as nomads of the conscience of self. As David Reed puts it: “I want 
the whole painting to become uncomfortable, dislocated, different”. As a 
result, post-abstraction, with its allusive abstracts, has altered the relationship 
between art and time by pluralising it and by dislocating it more or less 
violently, like in his recent exhibition in Munich (Häusler Contemporary) 
where the bright red or blue ribbons are almost cut by another space of images 
or gestures. Abstraction has then become immanent in decorative motifs, 
as Matisse intended with his arabesques and his cut-out papers with motifs 
from his trip to Oceania. 

It is immanent to the point of radicalism and, especially, to the point of 
neutrality in the paintings of Bernard Frize, who has never ceased to question 
the codes of painting for almost forty years. To the point that the painting 
becomes the result of an idea and of a prior strategy which invents its own 
rules and its “painting machine”, that famous bouquet of brushes attached to 
a small plate that sweeps the canvas from top to bottom and from left to right. 

“My works are images”, he says. They are flux-images always on the surface 
and in a brilliance of mixed colours, as in one of his most recent exhibitions in 
Florence, Northern Lights, Waterfalls and Oceans, at the Gentili Gallery (2017). 
The canvas becomes then a screen where slight horizontal and vertical lines 
vibrate and are superimposed in images of water under a diffused winter light. 
Also, the images relate back to an indefinite series of abstract ornamental 
motifs: serial squares and rectangles such as Segmenté or Régulé, curved lines 
in spiral (Insulaire) grooves, circumvolutions, knots, signs and floral effects, 
superposed polka dots, and even mathematical diagrams. But, in every case, 
“the whole history of the piece must be visible on its surface”, in a neutral 
planity without volume that is claimed against any romanticism regarding 
the act of creation. 

Obvious aesthetic and plastic differences aside, Bernard Frize shares Manet’s 
indifference and his “invention of the painting-object” (Michel Foucault), 
which would multiply in all possible strategies of crossings between the arts, 
changing sculpture or painting into installation. The pop sculpture as quasi 
object of Joan Cardells, the installations of large decorative panels like sym-
bolic walls of González/Gómez, are examples of such transformations in 
realm of art.

I am thinking of the abstraction of Hubert Scheibl, often paired with a more 
organic memory landscape, as in the painting series Minds and Mushrooms 
(2008) or, as in the diptych shown in this exhibition that is shared between 
passion red and a darker landscape abstraction. In his large exhibition 
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<  Teresa Lanceta, Franjas, 1999
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TPaludium, “the boundary of vision explores the boundary of the landscape”, 
to the point that the edges of the world transmute into inner landscapes of the 
mind, full of nostalgia and even with a slight melancholy.8 A philosophy of 
the trace, floating, indecisive, which culminates in the non-colour of money, 
where the world fades and is irradiated with its multiple shades of gray and 
whitened fluids. As if colour were at the same time texture and light, a feeling 
of universe that refers back to Liquid Mind (2001), according to the title of 
one of his paintings. It is a territory without borders and a past/present that 
is almost sunk into the pictorial matter, to the point of dispossessing us. 
“Material Memoria”, would have said José Ángel Valente, who is so attentive 
to the “enigma of the immateriality of matter” which he liked so much in 
the work of Tapiès.

The plural times of art 
The presence in the world and within the world, therefore has become 

diversified in its forms and in its constellation of times. If the flowers of art 
already pointed to the ephemeral nature of all life, in the era of globalisation 
the times have not ceased to multiply and to cross over, as if the crisis of linear 
time characteristic of progress gave rise to two forms of the ephemeral. On 
the one hand, a melancholy, even nihilistic ephemeral, where the fleetingness 
of time announces death, preventing any work of mourning, and leaving the 
self divided, alienated and “overtaken by a delusion of smallness” (Sigmund 
Freud). And, on the other hand, a cosmic, positive ephemeral, which I found 
in Japan: the ephemeral-flux, the mujō of the impermanence of all things, 
where death lies within life. Irreducible to the single instant as a slice of 
time, this affirmative ephemeral renders time sensitive in its modulations, its 
passages and its suspensions, to the point that it can generate a true aesthetic 
of fluxes that captures energy in its differences by creating an entire art of the 
surface, of second skins and doubles. 

This surface effect can be found here in the exhibition. Thus, Erlea Maneros 
Zabala in her Exercises on Abstraction (2010), explores the brilliance of black 
as a colour, a kind of luminous, reflecting skin with its minute variations of 
landscape abstractions, from the most diffuse to the most agitated, caught in 
waves of ink. Similarly, after bringing out the power of rocks metamorphosing 
into trees, claws and heavenly bodies, Anna-Eva Bergman used metal sheets, 
with their slippery light, diffracted in coloured layers into cosmic shapes 
which evoke Norwegian landscapes. A conical block of mountains or Horizon 
comme un trait, somewhat like in Japan, the purified immemorial coincides 
here with the ephemeral of a cosmic luminosity. 

8 On Paludium, see Scheibl, 
Hubert: Committed to 
Memory, Galerie Taddaeus 
Ropac , Paris, 2009, and 
out catalogue by the same 
author: Liquid Minds, Centre 
Rhénan d’Art Contemporain 
Alsace, Altkirch, 2001.
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9 Lanceta, Teresa: 
Adiós al rombo, Edición 
Azkuna Centro y La Casa 
Encendida, 2016.

Paradoxically, this surface effect has also permeated sculpture, as in the case 
of Inma Femenía, with her greyed aluminium panels attached to the wall, 
or in an undulated series with a photoelectric treatment (In Tension, 2016). 
Throughout her work she researches light and colour in all their states, from 
the most fluorescent to the mattest, from the flattest to the most crumpled 
(Graded Metal, 2015). It is also the case of the sculptures of Ángela de la Cruz, 
painted with bright colours, seemingly smoothed, which create by themselves 
their own space-time. The surface effect, therefore, can take on many forms, 
but it always produces an internal kind of self-brilliance or self-reflexivity within 
the time of art and its materials. This is put into practice by other artists, in 
Irazabal’s almost faded-out surfaces of coloured shadows, or in the fluidity of 
Hreinn Fridfinnsson’s large panel reworked on the surface. It is an art of art, the 
art of a light, fleeting time, barely captured in its incrustations, in its vibrations. 

However, next to this ephemeral time caught in its light, there is anoth-
er time, the time of an active memory in the present, of mixed, diversified 
times and, more generally speaking, anything that reflects the “indigenous 
stylistics” of which Lévi-Strauss already spoke regarding the Caduveo art in 
Brazil. Therefore, ornamentation becomes a style that traverses cultures and 
time periods, as shown by the spiral motif. Present since the Neolithic Period, 
this motif can be found in all cultures, from the Egyptian to, Indian, as well 
as the, Maori, Mayan, Celtic, Arabic, Chinese, etc. Since then, through its 
compositions, matrices and supports, it became the cutting point between an 
open universal and unique differences. 

We find this approach in the entire production of Teresa Lanceta, who spent 
thirty years of her life weaving rugs and ornamental motifs and transgressing, 
even upturning Loos’s criticism. Ornament is not a crime but an art, in the 
sense of the “beauty of the difference”, a kind of beauty that goes beyond art 
in the traditional sense. Also, through several exhibitions, including her most 
recent Adiós al rombo,9 Teresa Lanceta has not ceased to engage her own weav-
ings in a dialog with the work of several women collectives from the Moroccan 
High Atlas, stating that “the weavers construct a human space through which 
we can understand what it is to create and what art is”. But, naturally, at the 
cost of a displacement and a widening of the concept of art, from the so-called 
noble arts to the popular arts consisting of symbolic traditions and cultural 
transmissions. If we look at the rugs, the capes or the pillows made by the 
women of the High Atlas, we can see a great inventiveness of forms: geometric, 
often linear motifs, diagonals whose weft has no trim or borders, or repetition 
as a gesture and as a value in itself. A genuine art as a code open to multiple 
contrasts, as an “open source”.
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will discover in this extremely rich exhibition, which brings together artists 
from many countries. This time is no longer linear, and the “chaos/world”, 
as well as the digital revolution around us have made it even faster and more 
complex. What is the ornament becoming, then? It is more present than ever 
in architecture, with its double skins, its lattice work, its flower-like structures 
or its light-winged flights. It also inhabits contemporary art, enriched by a 
variety of devices and new virtual flowers, ephemeral and interactive. A whole 
hybridised universe, in networks, with multiple identities, where the weavings 
of strata and ornaments would be like the metaphor of a world, where beauty 
grows thanks to its differences. 

You then find yourself looking at one last piece, the sculpture by Maria-
Luisa Fernandez. Being fond of lunar forms, to the point of choosing the title 
Je, Je, …luna10 for one of her recent exhibitions, she presents here an immense 
wooden parallelepiped “painted” with multiple coloured and degraded stripes 
Burladero, (1990). It is an abstract block, a naked truth of stratified times 
that seem to link all the space-times, emptying some and bringing the others 
closer into what remains, art’s immemorial. There, always there. It is what 
Édouard Glissant calls in his book a Philosophy of Relation, which is also the 
poetics of the diverse with his maxim, now more necessary than ever: “Act in 
your place, think with the world”.

10 Curated by Beatriz 
Herráez en Azkuna Zentroa, 
Bilbao and MARCO, Vigo.







30 Aaron Siskind From the series Pleasures and Terrors of Levitation, 1954-1961





32 Eikoh Hosoe Embrace 44, 1971
Man & Woman 3, 1960 
Man & Woman 15, 1959





34 Eikoh Hosoe Man & Woman 23, 1959 Man & Woman 16, 1960 





36 Eikoh Hosoe
Embrace 8, 1971
Nus, 1960-1970

Embrace 23, 1971 
Embrace, 1971





38 Ordeal by Roses 12, 1961 Ordeal by Roses 5, 1961Eikoh Hosoe





40 Eikoh Hosoe Ordeal by Roses 32, 1961





42 N°10- Nunatak II, 1971Anna-Eva Bergman Untitled, 1970 





44 Anna-Eva Bergman Nº13 - 1977 Cap bleu, 1977N°20 - Horizon à une ligne, 1971





46 N°30 - 1965 Falaise, 1965Anna-Eva Bergman





48 Heimo Zobernig Untitled, 2011 Untitled, 2015





50 Heimo Zobernig

Untitled, 1982
Untitled, 1984
Untitled, 1984

Untitled, 1984
Untitled, 1984
Untitled, 1984
Untitled, 1985





52 Heimo Zobernig

Untitled, 1985
Untitled, 1990
Untitled, 1986
Untitled, 1991

Untitled, 1986 
Untitled, 1986





54 Heimo Zobernig

Untitled, 1994 
Untitled, 1985
Untitled, 1985
Untitled, 1985

Untitled, 1990
Untitled, 2012
Untitled, 2012





56 Heimo Zobernig Untitled, 2012





58 Half Vertical (Recycled), 2004-2011 Standing up Box Large with Small Box (Orange), 2015 Ángela de la Cruz





60 Herbert W. Franke

Untitled, 1956-1957.  
A selection of four photographs  
from the series Analogue Graphics

Untitled, 1952-1954. 
A selection of two photographs 
from the series  Light Forms





62 Herbert W. Franke
Untitled, 1953 
From the series Light Forms

Untitled, 1962. From the series  
Dance of the Electrones (analogue graphics) 
Untitled, 1953. From the series Brandform





64 Insulaire p, 2004 Insulaire i, 2004Bernard Frize





66 Bernard Frize Regulé, 2016





68 Bernard Frize Plontois, 2012 





70 Cristina Iglesias Fuga a Seis Voces (Díptico 2), Nácar, 2007





72 Daidō Moriyama

Documentary 96 (´86.5 Ajiro-cho,  
Shizuoka Prefecture), 1986
Hokkaido, 1977Japan’s Scenic Trio - Mutsumatsushima, 1974





74

Turkish Bellflower, Shibuka-ku, Tokyo, 1990
Zushi, 1976-1977

Documentary 103, 1986
Tokio. Meshed Women, 1977
Bedroom, 1989Daidō Moriyama





76 Color, 2016Daidō Moriyama





78 Tights, 2016Daidō Moriyama





80 David Reed Nº 615, 2011





82 David Reed Untitled (#301), 1990-1991





84 David Reed
570-2, 2011 
571-2, 2011





86 Albert Renger-Patzsch

Opuntia Scherii, 1924-1929 
Echinocactus denudatus II, 1924-1929
Euphorbia ingens, 1924-1929

Monstera deliciosa, 1924-1929
Musaceae Bananengewächs, 1924-1929





88 Albert Renger-Patzsch

Echinocactus Corniger, 1924-1929
Senecio haoworthii, 19241-929
Opuntia zylindrica crist, 1924-1929
Cactaceae Mamilliaria, 1924-1929

Cereus flagelliformis, 1924-1929
Cactaceae III, 1924-1929
Cactaceae Echinocereus , 1924-1929
Cactaceae II, 1924-1929
Euphorbia meloformis, 1924-1929
Fungi Bau, 1924-1929
Euphorbiaceae, 1924-1929
Pinaceae, 1924-1929





90 Albert Renger-Patzsch

Euphorbia bupleurifolia, 1924-1929
Vanda tricolor, 1924-1929
Distel Blattverzweigung, 1924-1929
Cactacea Opuntia Sämiling, 1924-1929
Echinocactus denudatus I, 1924-1929
Pina exelsa, 1924-1929

Echinocactus microspermus, 1924-1929 
Dendrobium filiforme, 1924-1929 
Euphorbia maxillaris, 1924-1929





92 Richard Hamilton Lobby, 1984

Cyan Separation, 1975
Crayon Study, 1975
Flower Piece B, 1975
From the series  Flower Piece B





94 Mathieu Mercier

Untitled (Scan Dust), 2012
Untitled  (Pantone 27,7M), 2013
Untitled (Pantone 41M-22M), 2013
Untitled  (Pantone 713-15M), 2013





96 Nobuyoshi Araki
Flower Rondeau, 1997
A selection of 30 photographs from the serie (total of 119)
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104 Erlea Maneros Zabala Serie IV. Exercises on Abstraction, 2010

Serie I. Exercises on Abstraction, 2007
Serie II. Exercises on Abstraction, 2009-2010 
A selction of two works from the series 





106 Erlea Maneros Zabala
Serie V. Exercises on Abstraction, 2010
A selction of four works from the series





108 Erlea Maneros Zabala
Serie III. Exercises on Abstraction, 2010-2011
A selection of three works from the series 

Serie X. Exercises on Abstraction, 2013
A selection of six works from the series





110 The Red Room, 2011Pedro Cabrita Reis





112 A Cai, 2005Miguel Ángel Campano Untitled, 2003





114 Miguel Ángel Campano Untitled, 2003





116 Ramal, 2009Miguel Ángel Campano





118 Jean Painlevé Transition de Phase dans les Cristaux Liquides, 1978





120 André Kertész Distortions, 1933. A selection of  twelve  images from the series Distortions





122 André Kertész





124 Jorge Queiroz Irrational Man, 2013 Line, 2013





126 Jorge Queiroz Infinite I, 2013 Untitled, 2013





128 Jorge Queiroz Le Cas de M, 2015





130 Jorge Queiroz Le Cas Souterraine. 2015 Maps Fall Into Shadows, 2013





132 Frederick Sommer
Untitled, ca. 1950 
Untitled, ca. 1950Untitled, ca. 1950





134 Frederick Sommer Untitled, 1954 Untitled, 1951





136 Frederick Sommer Untitled, ca. 1950
Untitled, ca. 1950 
Untitled, ca. 1950





138 Doble no, 1986Juan Muñoz Untitled, 1986





140 Michio Harada, 2015João Penalva





142 R-799, 1990Joan Cardells





144 R-820, 1990R-803, 1990Joan Cardells





146 Teresa Lanceta Adiós al rombo II, 2012-2013 Rosas blancas, adiós al rombo III, 2012-2013





148 Teresa Lanceta Rosas blancas, adiós al rombo II, 2012-2013 Rosas blancas, adiós al rombo I, 2012-2013 





150 Burladero, 1999María Luisa Fernández





152 Prudencio Irazabal Untitled 15LL, 2012 Untitled 25C, 2012





154 Susana Solano FA EL 12, 1990





156 Homage to the Square, 2011José Dávila





158 Harry Callahan New York, 1974 
New York, 1974 
New York, 1974





160 Ian Wallace The Almagro Series I-XII, 2002





162 Ian Wallace The Almagro Series I-XII, 2002





164 Carlos Bunga Construcción pictórica #19r, 2016





166 Juan Uslé Culebrón Duchamp, 2011Sin lugar, 1997





168 Soñé que revelabas (Nu), 2010Juan Uslé Soñé que revelabas (Zambeze), 2016





170 Juan Uslé Manthis de altura, 2010-2011Mayofrío, Amberes, 2002





172 Roland Fischer From the series Façades On Paper I, 2001 From the series Façades On Paper II, 2001





174 Roland Fischer From the series Façades On Paper III, 2001 From the series Façades On Paper IV, 2001





176 Silvia Bächli Untitled, 2012





178 Silvia Bächli
Untitled, 2012
Untitled, 2012 Untitled, 2012





180 Esteban Vicente Abstract Female, 1955-1958Number 12, 1960





182 Esteban Vicente
Brown, yellow & white, 1962
Moonlight, Primavera, 1985 Aray, 1990 





184 Esteban Vicente Rya, 1989
Untitled, 1972 
Happy Birthday Harriet 1972, 1972 





186 Nicolás Ortigosa Untitled, 2007-2012
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190

Nude Nº 62. New York, 1949-1950
Nude Nº 66. New York, 1949-1950Irving Penn

< Woman Turning Over, New York, 1995
   Nude Nº 60. New York, 1949-1950





192 Robert Mapplethorpe Flower, 1986 Tulip, 1982





194 Robert Mapplethorpe Maybelle, 1982
Lydia Cheng, 1984
Maryanne, 1988





196 Robert Mapplethorpe France, 1981 Thomas, 1987





198

Lisa Lyon, 1982
Lisa Lyon, 1982

Lisa Lyon, 1982
Lisa Lyon, 1982
Lisa Lyon, 1982
Lisa Lyon, 1982Robert Mapplethorpe





200 La luz que se apaga, 1998
La luz que se apaga, 1998
La luz que se apaga, 1998José María Sicilia





202 Jiri Dokoupil Hello Yellow (Yeli Hashbat), 2014Untitled, 2014
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206 Suspended, 1991-2013Hreinn Fridfinnsson





208 Cabanyal, antiguo matadero del Cabanyal I C/ San Pedro 27, 2005Patricia Gómez and Mª Jesús González





210 Cabanyal, a la memoria del lugar, Room rosa C7 Mediterráneo 29, 2007-2008Patricia Gómez and Mª Jesús González





212 Luis Claramunt
From the series Abstractos
Composición azul y naranja, 1988





214 Luis Claramunt
From the series Cintas
Pintura roja y negra, 1989

From the series Shadow Line
Sin título (barco), 1989 





216 Luis Claramunt
From the series Blind Painting
Untitled, 1989

From the series Tormentas
Tormenta de arena, 1999 
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220 Onça Geométrica, 2013João Mª Gusmão and Pedro Paiva
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224 Inma Femenía
Stiffness, 2016
In Tension no. 03, 2016

< 





226 Llum, 2013In Tension n. 02, 2016Inma Femenía





228 Hubert Scheibl
Mandawa, 2009-2011 
Lunar Y, 2010 Nicotine from Silverscreen, 2009





230 Herbert Brandl Untitled, 2013 Untitled, 2013





232 Thilo Heinzmann Untitled (TH/M00915), 2015





234 Karl Blossfeldt
Unformen der Kunst, 1929 
A selection of 12 photoengravings from folder (total of 120)





236 Karl Blossfeldt





238 Karl Blossfeldt





240 Hans-Peter Feldmann Blumenbild, 2006 Blumenbild, 2006





242 Hans-Peter Feldmann Blumenbild, 2006 Blumenbild, 2006





244 Hans-Peter Feldmann Blumenbild, 2006 Blumenbild, 2006





246 Hans-Peter Feldmann
Blumenbild, 2006
Blumenbild, 2006

Blumenbild, 2006
Blumenbild, 2006





248 Imogen Cunningham

Agave 3, ca. 1920
Magnolia Blossom Tower of Jewels, 1925
Sedum Cristate, ca. 1920

Aloe, ca. 1920
Magnolia Bud, 1920





250 Imogen Cunningham

Hens and Chickens, 1929 
Money plant, 1956
Two Callas, 1925

False Hellebore, 1926
Agave, 1930
Agave Design 2, 1920
Aloe, 1925
Agave Design 1, 1920









254 Imogen Cunningham

Magnolia Blossom, 1925
Nude, 1923
Alta on the Beach 4, 1920
Triangles, 1928

<

John Bovingdom, 1929





256 Thomas Ruff Nudes IK03, 2012





258 Thomas Ruff Neg stil_12, 2015 Neg stil_04, 2015





260 Thomas Ruff Neg nus_17, 2014
Neg nus_13, 2014
Neg stil_05, 2015





262 Thomas Ruff Neg stil_18, 2015 22 h 32m - 70º, 2015





264 Timm Rautert Fotogramm I, 1966New York (Autosalon), 1969
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Though hotly debated ever since Art Nouveau, the complex 
relationship between ornament, art and abstraction can 
well be extended to different eras and cultures, embracing 
a thinking of the anthropological roots of said activities 
as well as the meaning and diverse social functions of the 
ornament and art (or the arts).
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