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A media lumbre (Gently Under the Flame) brings together a group of
works that strike up in dialogue with materials and forms of vernacular
knowledge conventionally looked down on as “minor arts,” such as ce-
ramics, clay, wool, textiles, embroidery and natural fibres. And these ma-
terials are often coupled with sounds and silences. The voice emerges as a
means of transmission, reclaiming oral tradition as a vehicle for memory,
bringing to mind filandones, those old night-time gatherings around the
hearth when stories were told as people went about their manual work.

The exhibition unfolds as a celebration of living well and of the sover-
eignty of time, as an invitation to stop and reflect, to breathe deeply and
to listen to the quiet murmur of matter. The works are grounded in a
common premise: integrating these materialities entails the preservation
of ancestral know-how, the recovery of overlooked narratives and the
activation of other forms of knowledge. In this liminal space, tangible and
intangible heritage are intertwined, as are technique and affect, gesture
and narrative. The exhibition remains suspended in half-light as it follows
the slow rhythm of manual processes and shared inheritances.

A media lumbre unfolds across different regions — Valencia, Mallorca,
Aragdn and Catalonia — in four free-standing exhibitions within the same
conceptual framework. It opens in a major urban museum, the IVAM,
and then expands between the urban and the rural in Mallorca, at Casal
Solleric and Es Baluard Museu. Later, it re-engages with the territory and
the landscape in the CDAN (Huesca) and TERRA (L’Espluga de Francoli)
museums. This itinerary outlines a sensitive cartography that articulates
diverse contexts and establishes an ongoing dialogue between the ru-
ral and the urban, between tradition and experimentation, and between
manual production and critical inquiry. The production has been carried
out following principles of sustainability that, among other measures,
prioritise natural, non-polluting materials, the reuse of elements and the
elimination of the need for international transport.
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Each of the various venues activates the project from its own individual
context, producing specific resonances while maintaining the coherence
of the whole. These works and their materialities allow us to engage with
non-hegemonic knowledge systems grounded in the territories: crafts,
trades, farm labourer and indigenous practices, and ways of life connect-
ed to the land and water. Protecting these forms of knowledge involves
much more than simply conserving techniques; it also means sustaining
a living heritage made up of memory, oral narratives, vernacular knowl-
edge and collective bonds.

More than an inert resource, here matter is a living archive. Its memo-
ry is inextricable from the places it comes from, from the bodies and
communities that have worked it. Materials weave relationships: wool
speaks of transhumance and care; plant fibres tell of fragile ecosystems
and sustainability strategies; ceramics recall their primary function of
containing, preserving and accompanying everyday life. Once purely util-
itarian materials have yielded to the poetic.

A media lumbre celebrates historically undervalued systems of knowl-
edge and engages with worldviews that propose a life in balance with the
territory. From these perspectives, the decentralisation of knowledge is
inseparable from the decentralisation of territory, embracing the insti-
tutional responsibility to call into question hierarchies of knowledge, to
disrupt singular narratives and to rehearse polycentric models.

Here, looking to the past becomes a way of imagining the future. Tan-
gible and intangible heritage are woven together into a single fabric of
memories, territories and affects. Accordingly, the exhibition invites us
to listen to the voice of matter and to collectively rehearse other slower,
more attentive ways of world-making that are crafted in half-light.
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ANA LAURA ALAEYZ

Hilera de traiCiOneS (Line Of BetrayaIS), 2025 Photographs by David Bonet and Es Baluard Museu

Courtesy of the artist

e

Esparto grass
389 x 410 x 182 cm

Ana Laura Aléez conveys physical and
emotional memory in Hilera de traiciones
through the use of esparto grass. The
work is based on a childhood memory of a
woman burnishing the metal surface of
a wood-burning stove with a bundle
of plant fibres. Her repetitive, abrasive,
rhythmical and uncomfortable motion
has filtered into the sculpture as an
intimate pulsation of wear and revelation,
sacrifice and redemption. In what was a
difficult sensation to transmit, Aldez has
found a fertile sediment to work with.
The artist likens the sculptural
process to a dancer’s choreographic
rehearsal, where the act of changing,
correcting, and remaking becomes
part of the work’s very constitution.
She understands repetition as a way
of thinking through the body in touch
and friction with matter. In Hilera
de traiciones, the plant fibres are
transformed into braids that evoke locks
of hair in a poetic displacement that
turns the grass into an extension of the
body, a vulnerable surface inscribed with
tension, collapse and reconstruction.
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Esparto grass not only represents
a private memory in this piece; it is
also a fibre that protects the ground
against extended periods of drought. In
bringing it into her work, Al4ez activates
its twofold meaning as a humble yet
resistant material that connects domestic
acts with the ecologies that sustain life.
The piece calls up a childhood
memory and carries it into forms
whose every twist signals something
that could not be named at the time it
occurred. Aldez turns the intangible
memory into a structure, revealing a
space where vulnerability becomes
form and the body repairs something
that had been left in abeyance.
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PILAR ALBARRACIN

Guapa (Pretty), 2015

Embroidery. Single work
6,20 x 160 cm
IVAM Institut Valencia d’Art Modern, Generalitat

Pilar Albarracin is an essential artist

in the Spanish contemporary world
owing to her ability to question the
hierarchies that tend to divide art
from craft. She defends traditional
embroidery as a language that can span
the personal and political realms. From
the 1990s onward, her work examines
elements of folk culture and the clichés
surrounding “Spanish” imagery, while
also reviving non-hegemonic forms of
knowledge passed on through handiwork
and community attachments.

In Guapa, Albarracin has
appropriated formats commonly used
in popular festivities: banners, flags and
celebratory emblems - to highlight the
tension in the relationship between
celebration and its disciplinary subtexts.
Embroidery, which has historically been
associated with ornamentation and
domestic space, becomes a surface for
collective statements. Manual labour
no longer adorns; it addresses us. The
embroidered text is both a declaration
and an echo of a world where folk culture
has created fixed roles and expectations
that fall particularly on female bodies.
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Photographs by Juan Garcia Rosell
Courtesy of the artist

Embroidery here is a means of
subversion. Historically confined to the
domestic realm, it is turned into a critical
tool for intervening in the narratives we
have inherited. Albarracin works with
groups of female embroiderers who
gather together to make the pieces,
creating a space where each stitch
holds mutual understanding, stories,
intergenerational memories and
the affective dimension of collective
labour. The textile becomes a living
archive holding images, words and
the denseness of shared time.

Folk culture in Albarracin’s work
is not reproduced as fixed iconography.
She remakes it from inside, revealing its
symbolic layers and turning the festive
format into a means for reflection.
Guapa turns embroidery into a practice
that can question the structures of
power in popular culture, as well as a
space for resistance and reparation.
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JAVIER BRAVO DE RUEDA

Suelo (Floor), 2022

Clay tiles vitrified at 1050 °C
301x 196 cm

Produced during the CeramicRes artist residency,
promoted by the Co-Net collective.

Bravo de Rueda’s work lies between
ceramics, sculpture and investigating the
properties of matter, and is a personal,
culturally syncretic cosmology. He
interrogates traditional heritage still
present in different imaginaries, and
ways of making passed down through
the generations. Fiction is used as a
method in his work to suggest new
interpretations of ritual and heritage.

In Suelo, the artist creates an
archaeology of ceramic waste using
260 tiles found at the Real Fabrica de
Lozay Porcelana del Conde de Aranda,
Castellon. The clay tiles were glazed
but then abandoned unfired several
decades ago, as suspended sediments
in an interrupted production process,
and show the imprint of the elements,
layers of dust and the wear of time. They
were reintroduced into a new firing cycle
to fix their development in time and
reveal the action of the environment.
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Photographs by Sofia Aleman
Courtesy of the artist and Galeria Jorge Lopez

Founded in the eighteenth
century, the Royal Factory of I’Alcora was
a key site in the history of earthenware
and porcelain, as well as a crucial space
for the transmission of ceramic crafts
in the Valencian Community. Technical
knowledge, formulas and ways of working
converged there, shaping a material
culture deeply rooted in the territory.

The installation unfolds as a
stratum of the factory itself and of
history, as a landscape of recovered
glazes and slips that preserve the trace
of a past in which each tile is a fragment
and a vestige, but also an active unit
within a larger structure in which
accumulation replaces linear narrative.

The limits between art and
crafts, utilitarian objects and symbolic
form, are destabilised here. Geological
processes millions of years old are
condensed in ceramics, and the past
accumulates under our feet layer
upon layer, as a memory in matter that
does not disappear, but changes.
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Chaguarmishqui

SASKIA CALDERON

Chaguarmishqui, 2025

Sound installation

Saskia Calderén’s work integrates
musical compositions inspired by the
Amazonian communities of Ecuador, her
country of origin. Her work combines
operatic singing with ritual elements and
ancestral healing knowledge, creating
an aesthetic experience which moves
between memory, spirituality, and sound.
This exhibition stages a previously
unexhibited piece by the artist in which
she translates chaguarmishqui — a sweet
liquid extracted from the heart of the
prickly pear — into a sound composition.
The ancient Ecuatorian pre-Incan drink
is part of traditional medicinal wisdom.
The term comes from the Quichua
chawana (to squeeze) and mishki (sweet).
The chaguarmishqui was historically

Photographs by Saskia Calderén
Courtesy of the artist

In this work, the nutritional
components of nectar become musical
notes in a song that transforms
ancestral knowledge into an auditory
experience. The artist turns an ancestral
element into the language of sound
to metaphorically “drink with the
ears”, altering our senses to reveal and
revitalise a vanishing form of knowledge.

Chaguasmishqui’s invisibility
in the work alludes to both the rarity
of its current consumption and the
gradual vanishing from sight of the
tradition. Its presence as sound also
recalls the sweet echo of its flavour.

Calderén turns the subterranean
language of earth into sound, breath
and song. This is a liquid melody which
emerges from inside the plant and
reveals its properties. To listen to it is to
reverently touch the Earth, partaking in
an ancient tradition where listening is an
act of caring and communion with nature.

s _ _ _ _ 2y . . . . used in healing practices, was known for
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its extraction is more of a ritual act full of
respect for the earth than a practical one.
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RICARDO CALERO

Serie Natural — Necesario, 2017-2018 Photographs by Ricardo Calero

Courtesy of the artist
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Wicker sculptures — forgotten matter
Variable dimensions

Ricardo Calero works across two large
realms he terms “Natural exterior”
- specific interventions in natural
environments of special interest —
and “Natural interior” — introspective
work in his studio, where the body,
motion and matter are seen as living
organisms in continual conversation.
His work arises from direct contact
with the land, and a careful attitude
towards the materials he uses.

His series Natural — Necesario
is part of the same approach and is
characterised by the materiality of wicker,
esparto grass, clay and plaster — flexible,
humble elements deeply linked to
traditional basketry. The sculptures are
made of different-sized superimposed
baskets and braided works, arranged
as vessels that collect, protect or nest
in a decreasing sequence. While they
evoke the community work of gathering,
in this case they hold neither fruit nor
grain but words - the smallest of spoken
utterances such as “YES” or “SAY”..
which recall stored memories and open
space for new content to be offered by
the viewer. The works act as bearers of
meaning and spaces where the word
can be preserved and transmitted.

PRESS DOSSIER

Everything in them points to
nature — through the proximity of their
materials and their organic behaviour —
and simultaneously highlights the need
to care for fragile, seasonal things close at
hand. The circular and coral shapes of the
baskets remind us of a common existence
in which the artist situates himself
more as a medium than a protagonist; a
facilitator of processes already running
through matter and communities.

Calero picks up words from
everyday language; but also silences,
pauses and echoes of memory. The
words, according to him, enable us
to “construct thoughts/spaces for
the future”, a recogniseably political
gesture and a way of guarding what
supports the common fabric of life.
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SUSANA CAMARA LERET

Las cenizas (The Ashes), 2025  Geofonias del lupulo (Geophonies
Glazed tiles made with ashes from hop of Hop), 2019-20273

cultivation waste

listening project focusing on a plant
whose cultural image has relied almost
entirely on its use in beer brewing. Hop
— Humulus lupulus, a climbing plant that
can reach a height of nearly ten metres
each seasion — supports a network
of economic, territorial and affective
relations that have shaped the province
of Leén, where most of its production is
concentrated. The recent history of the
crop has been characterised by booms,
monoculture, industrial dependency
and a loss of generational continuity,
and reveals a social ecology that extends
beyond its role as a so-called “green gold”.
In Las cenizas, the artist turns
the remnants of its cultivation into
memorial matter. Following a controlled
burning and rematerialisation, ashes of
hop are worked into nearly 700 ceramic
tiles made in collaboration with the
ceramist Carlos Chacén. The glazed
surface retains the chemical imprint
of the plant, bring back the materiality
into what has been excluded from the
circuit of production. The work is a
mineral archive of hops and the tensions
surrounding its cultivation: dependency
on the global beer industry, erosion of
the local agricultural fabric, and the
transforming landscapes of each season.

PRESS DOSSIER

Sound series

It interrogates the materials, imagery
and waste products that are shaping the
territorial identity of the plant today.

In Geofonias del lupulo the artist’s
research extends into listening. Using
recordings made on farms and irrigation
margins and in agricultural structures
with the sound artist Rafael Martinez
del Pozo, CaAmara Leret composes a
sound landscape around the ecosystem
of hop: harvest songs, local chants and
sayings exchanged between villages,
and lullaby-like compositions inspired
by the plant’s soporific aroma. Drawing
on the traditional filandén, it reactivates
rural forms of oral transmission
rooted in collective storytelling.

The two works together call
up the presence of aspects that the
production system tends to ignore
- remnants, farming know-how,
agricutural memories — and suggest
a form of knowledge grounded in
matter and listening to the terrain.

Photographs by Juan Baraja
Courtesy of the artist



GENTLY UNDER THE FLAME

l'ln,l. u’“f.

H .-'
il

Weiy

i|'| |.“|

ANA ESTEVE LLORENS

Untitled Photographs by Juan Garcia Rosell

Untitled
(After Favaritx), 2023

Hemp and cotton woven on a backstrap loom,

natural dyes, wood, foam, acrylic enamel, wax
164 x 93 x 5 cm

(For Anna - Eva Beréman), 2023

Hemp and cotton woven on a backstrap loom,

natural dyes, wood, foam, acrylic enamel, wax
167 x 72 x 5 cm

o

e

Courtesy of the artist
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The work of Ana Esteve Llorens is built up
in the intersection between nature and
domestic space, with landscapes emerging
through textile work. She was educated

in textile techniques in Mexico City, and
conceives artisanal work as a haptic

space in which the hands do the work,
feel the threads, and through them, touch
the landscapes that unfold in the warp.

In her pieces, which oscillate between
painting and sculpture, time and space
become present in installation-type work
where fibres shape visual experience.

In its use of natural materials —
cotton, hemp, beeswax — dyed with plant
pigments from different geographical
areas, her work also calls for awareness of
the ecosystem, and incorporates its own
surroundings: land, light and atmosphere,
creating material and emotional
connections with other ecosystems.

The artist also embraces the
legacy of the women of the Bauhaus, not
only in her use of textiles but through
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the meticulous repetition of geometric
patterns. Her technical rationality
coexists with the imperfections inherent
in manual work. Esteve welcomes

this tension as an inseparable part

of her practice that also articulates

the relationship between the organic
nature of the materials and the abstract
precision of her compositions. Beyond
minimalist references, there emerges
an evocation of domestic textiles —
tablecloths, napkins, and linen garments
passed down from generation to
generation, mothers to daughters,

with the secrets of their making.

Her compositions and colours
express the calmness underlying the
motions of making - the rhythms of
weaving and the inherent performativity
of the weaver’s body. The colours embody
the emotional, silent dimension of manual
work, becoming a visual record of affect,
memory and the body that weaves.



ANTONIO FERNANDEZ ALVIRA

Memoria deforma, 2022 Photographs by Jorge Isla and Fernando Tribino

Courtesy of the artist and House of Chappaz
Installation of clay and metal pieces
Variable dimensions

Work produced by Azkuna Zentroa

Antonio Fernandez Alvira transforms the

potter’s tradition into an experimental

space where traditional heritage can be

given a new shape. In Memoria de forma

he has worked with a constellation of clay

and metal pieces made in collaboration

with the last potter of a long family lineage

from a small village in Huesca, which is

also the artist’s birthplace. This common

lineage turns the work into an exercise

in rootedness, a return to the earth that

shaped the objects and also the hands The project acts as a laboratory

that have worked them for generations. of shapes for containing in which time
Functional vessels — amphorae, and the environment play an active part.

jugs and bowls - are put through Designed for both indoor and outdoor

processes of fragmentation, settings, the pieces allow the climate to

decomposition, and assemblage by write upon them in streaks of rain, rust

the artist, pushing them beyond their and salty residue. The work continues

domestic utility to open up a speculative to transform; its surface records the

space. The pieces are worked directly passage of the seasons and the imprint

in conversation with the potter, allowing of the surrounding landscape. Memoria

the initial plasticity of the clay to serve de forma unfolds as a fabric of manual

as a ground for exploring tensions, and territorial memories, with clay

| cuts, and joints. From this process as a living archive, craftsmanship as

. emerges what the artist calls a “container alegacy in constant renewal, and the

of containers”: forms that hold the object as a body permeated by time.
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MARTA FONT

Yoki Series, 2023

Photographs by Marta Font
Courtesy of the artist and Kaplan Projects

Ceramic pieces burnished without slip; local clays (S’Estaca and Petra)

Variable dimensions

Marta Font’s first artistic experiences
were closely connected to nature and

the landscapes surrounding the Serra de
Tramuntana, where she grew up. A deep
connection to Eastern aesthetics and
thinking underlie her creative world,
which is an exploration of concepts such
as emptiness, memory, accumulation,
fragility, permanence and repetition.

All of these concepts converge in
her Yoki series. Yoki is a Japanese word
denoting a vessel or recipient. However,
other Japanese aesthetic notions may
also perfectly be used to describe her
work, such as wabi-sabi (the beauty
of imperfection, impermanence and
incompleteness); and shibui (subtle,
sober, discrete beauty revealed in
simplicity and the passage of time).

These pieces are defined
precisely by their simplicity, imperfect
organic shapes, and their connection to
the land. They can hold sound, silence,
scent and texture and are made from
Mallorcan clay - principally from S’Estaca
(Valldemossa), in combination with earth
from Petra. These are hand-burnished
with no slip or varnishing, and also
incorporate blown glass from the Lafiore
artisanal workshop in the same area.
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The artist conceives her work in a
deeply meditative process which is almost
a performative act based on repetition
and has helped her to connect with her
own roots. In her own words, “Yoki is me,
right here. The series tells of my history,
my land, and is the result of long hours
at my workshop, at home: moments of
silence, alone, with materials that take
me back to my original family home and
area, with my memories”. These works
thus materialise the artist’s technical skill
— gained by working with her own hands
- and also a frozen moment in time which
is also a reminder of the fragility of life.
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JULIE C. FORTIER

The Fall, 2019

Olfactory sculpture; 382 porcelain and blown-glass beads
3-26 cm in diameter, cotton cord, sterling silver clasp
120 x 350 x 120 cm

Scent in the work of Julie C. Fortier is

a form of sculptural matter which can
call up quietly glowing, latent memories.
Her works activate perceptions outside
the realm of sight; scent calls up a

new sensory dimension involving
fragments of memory and affect.

The Fall is a monumental
hanging necklace which spills like
a frozen waterfall, as if gravity were
held in suspense between mineral,
vegetable and bodily realms.

The 382 fragile porcelain and
glass beads in the work are hollow
chambers that contain and diffuse the
scent. Each bead disperses aroma and
is a small reservoir of sensory memory.
Porcelain — which requires a highly
controlled use of fire, temperature and
drying - and blown glass — where the
hollow interior is inflated and shaped by
the breath - call up the extended duration
of craftwork, the fragility of handwork
and the bodily dimension of its making.
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Photographs by Rémi Vimont, eiio studio
Courtesy of the artist and Galeria Luis Adelantado

The piece is a hanging totem,
an olfactory organism which reorders
our perception of space through the
elementary act of breathing. It emanates
a smell of damp undergrowth enriched
by notes of sage and incense and evoking
ritual thresholds and echoes of nature in
transformation. In the act of enlarging
the scale of a necklace to that of the
natural environment, Fortier questions
the ways in which we incorporate nature
into our own bodies, and are also shaped
by it. This continual exchange, the loan
between humans, plants and animals that
runs through the history of ornament
and jewellery, is highlighted by scent.
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JOSEFINA GUILISASTI

Tejiendo historias de supervivencias
(Weaving Stories of Survival), 2023

Installation of butterflies, cocoons and caterpillars made
out of horse mane, and videos
Variable dimensions

Made in collaboration with Stephanie
Gonzalez, social anthropologist Tefa
Gonzales, and twelve artisans from the
Rari community in Chile: Inés Villalobos,
Ruth Méndez, Hilda Diaz, Margarita
Méndez, Rodé Méndez, Eliana Carter, Lidia
Méndez, Claudia Soruco, and Berta Tapia.

This work is a collaboration
between Josefina Guilisasti and artisans
in Rari, in the Chilean region of Maule,
who are known for their mastery of
horse mane weaving, a technique out
of which delicate, vibrant pieces have
been made for over two hundred years.
The light, resistant fibre is used by
the artist to set up a dialogue between
craft, memory and biodiversity.

The project takes the monarch
butterfly as its reference. Monarchs are
famous for their migrations, which are
one of the longest in the world, beginning
in southern Canada and ending in the
temperate forests of the central Mexican
mountains, where they hibernate in
the winter. Monarchs are known by the
Mazahua community who live in one
part of the region as “daughters of the
Sun”, being carriers of light and a symbol
of cyclical continuity. Guilisasti links
the biological and symbolic dimension
with artisanal knowledge in Rari in a
metaphor of fragility and persistence.
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Photographs by Courtesy of the artist

The pieces are woven out of horse
mane, and are a tribute to the migrational
flight of the seriously endangered
monarch butterfly; but also to the hands
of the craftswomen who made them,
who become the narrators of a story of
ecosystemic survival and vulnerability.

Guilisasti constructs a common
space between culture and nature in
which the weave is a language connecting
disciplines, experiences of time and
ways of life. The work asks us to revalue
the know-how of these craftswomen,
and to reflect on the contemporary
link between human beings and
migrating, resisting, surviving beings.
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NOEMI IGLESIAS BARRIOS

Donde se esconden las flores
(Where the Flowers Are Hidden), 2026

Installation of porcelain flowers with cobalt pigments
extracted from obsolete electronic devices
80 x 50 x 12 cm

The work of Noemi Iglesias Barrios
is built upon a technique historically
associated with women’s work: the
handcrafting of porcelain flowers. This
meticulous craft, developed by women
in European manufactories during the
nineteenth and twentieth centuries,
occupied the most precarious levels of
the production system for decades. Its
extreme delicacy, requiring hours of
precise modelling, tactile sensitivity, and
microscopic attention to detail, was never
rewarded with recognition or economic
independence. With mechanization
and cost reduction, this knowledge was
pushed to the brink of disappearance.
Iglesias Barrios reactivates the
technique as an instrument for critiquing
the contemporary commercialisation
of affect, introducing a decisive gesture:
the use of cobalt blue extracted from
urban mining by recycling discarded
mobile phones. This particular pigment
was historically associated — from
the ovens of Jingdezhen to European
seventeenth-century imitations — with
blue and white porcelain, a luxury
item. Here, it is removed from its
aristocratic lineage and extracted from
the detritus of global technology. The
artist links the ancient circulation of
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Photographs by Noemi Iglesias Barro
Courtesy of the artist

cobalt from Persia to China leading to
the expansion of cobalt worldwide, to
the current exploitation of resources in
the south of the Democratic Republic
of the Congo, where mining for lithium
batteries is giving rise to deforestation,
pollution and extreme working
conditions often including child labour.
Her work carries strong Baroque
and Rococo resonances, and transforms
the aesthetics of delicacy into a space
where environmental justice and
sustainability meet. Each flower is hand-
sculpted, petal by petal, and dyed with
a pigment obtained from digital waste,
in a twofold movement of reparation:
a dying form of artisanal knowledge is
revived, and the mechanisms that turn
both emotional experience and raw
materials into merchandise are exposed.
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MONICA JOVER

Espacio hilado en verde

(Space Threaded Together in Green), 2015

Acrylic paint and thread on canvas.
135 x 390 cm

Mbnica Jover’s work arises through
her ongoing investigation into
landscape as a sensitive experience
and affective construct. She believes
that the territory we inhabit leave an
imprint which conditions our way of
being in the world: smells, silences,
shades of light and rhythms that
become imbedded in our memories.
This piece reflects a decisive
moment in the artist’s career, when she
moved from painting into the use of
thread, and fibre became the structural
and conceptual axis of her work,
shifting the act of painting into tactile,
material space. Her landscapes require
a slow working with time, a rhythm that
structures her work from the inside. Built
up layer upon layer, they fold, become
taut or open up, as if the process of
memory itself were becoming visible.
Her works act as speculative
cartographies removed from
topographical description and more
reminiscent of the silent dimension of
landscape that persists between presence

and absence. Jover creates spiritual realms

and spaces for listening and attention;
where intuition, memory and barely
perceptible energies can be deposited.

PRESS DOSSIER

Photographs by Juan Garcia Rosell
Courtesy of the artist

In her working process, the
artist circumscribes spaces where
landscape becomes a threshold between
the environment and personal space
and is permeable to what exceeds the
image. Her works invite us to stop and
let our gaze adjust to the slowness
of the silent vibration of the threads,
taking us back to a place where we
can imagine other ways of perceiving,
remembering and inhabiting the world.
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CECILIA JURADO CHUECA

De Ushuta a Ojota. La sandalia viajera (From Ushuta

to Ojata. The Travelling Sandal), 2026

Hand-moulded ceramics, glazes, and audio

Walking in the Andes has long been a
form of knowledge and survival. Ushutas

- ancient pre-Inca sandals — were made to

assist daily journeys across the mountain
range. By the 1920s, in Puno, Peru, the
sandals evolved into ojotas with the
incorporation of recycled rubber from
tires in an act of adaptation in which

a traditional object absorbs a modern

material to allow for even longer journeys.

But the 20th century turned

walking into an act driven by emergencies.

Political upheavals, armed violence, the
presence of terrorist groups, military
pressure, and the expansion of drug
trafficking and mining forced massive
displacements. Many rural women
abandoned their lands their lands after
enduring hostile acts from different
fronts and irreparable losses. Each
departure carried an interrupted story,
a land abandoned, a memory in transit.

PRESS DOSSIER

Cecilia Jurado Chueca’s work is
a ceramic reproduction of the sandals,
and a gesture of preservation and
resistance. Clay — matter shaped by
water, time, and fire - becomes material
remembrance. The act of reproducing
the footwear does not anchor it in the
past but calls up the symbolic weight
of a journey which continues even in
the absence of the body that made it.
Water, which is in intrinsic part
of the ceramic process, extends into the
sonic realm in All Day I Hear the Noise
of Waters. Female voices from different
geographies emerge and dissolve in
the frequencies of water, creating an
acoustic geography that connects rivers,
seas, and displaced bodies. Between
the sculptural piece and the sound,
a dialogue unfolds where vibration
replaces the lost terrain, and water runs
between memory, body and landscape.
This footwear speaks to the need
to preserve a tradition even when the
land has been left behind. The works
trace a displacement from the highlands
to the sea, mountain to saltwater, as the
carriers of moving bodies and memories
in transformation, learning to inhabit
new waters without ceasing to walk.
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GLENDA LEON

Murmullos de la Tierra (Murmurs of the Earth), 2022

Ceramics
Variable dimensions

Murmullos de la Tierra by Glenda Le6n
transforms a sound archive made to
abandon the Earth into an urgent call
to rehear it. The artist uses the Voyager
Golden Records, which were sent into
space in 1977 containing sounds and
images for the information of possible
extraterrestrial beings, to recall things
that we paradoxically sent beyond

the solar system, but take no notice

of in our own surroundings. Graphic
depictions of some of the sound
vibrations are translated into contours
evoking mountain ranges, geographical
faults and reliefs. Before they became
mountains, these lines were sound -
abstract depictions that the artist turns
into possible topographies half way
between reality and the imagination.

PRESS DOSSIER

Photography by Estudio Glenda Ledn
Courtesy of the artist and Galeria Senda

The sculptures were made in Japan
with the master ceramist Nakada Naoto,
and suggest the radical symbolic twist of
bringing the Earth’s own echoes back to it
and reconstructing them out of clay, the
very matter it is made of. The symbolic
gesture reverses the Voyager’s journey
from Earth into the cosmos, situating the
act of listening in a close, tangible space.
Each piece seems to be a suspended
fragment of geographical relief, a
compressed geography where sound
vibrations crystallise into folds, summits
and volumes, as if the planet were
finding a way to speak through the clay.

Leodn sees listening as a practice
of attention and caregiving towards
our environment. Clay, which has been
through fire, time and the work of the
hands, gives a shape to the intangible,
and becomes an instrument for
sensory memory where sounds, now
mountains, become metaphors for
the messages the Earth is constantly
emitting — changes, tensions, fragility
- and which we so often ignore.
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SANDRA MAR

Bodegon (Still Life), 2025
Glazed ceramic and epoxy resin
42 x 30 x 24 cm

Bodegon II (Still Life II), 2025

Glazed ceramic. 30 x 30 x 24 cm

Una mariposa (A Butterfly), 2025
Glazed ceramic. 30 x 22 x 9 cm

Un sueno cualquiera

(Just Any Dream), 2025

Cascara (Shell), 2025 Fotografia Goro Studio
) ) Courtesy of the artist and

Ceramic, glaze and copper oxide Galeria Rosa Santos

80 x 51 x31cm

Ala (Wing), 2024

Glazed ceramic. 78 x 27 x 16 cm
Forja (Forge), 2024
Glazed ceramic. 48 x 31 x 23 cm

Flor (Flower), 2024
Glazed ceramic. 44 x 28 x 28 cm

Ceramic, glaze, ceramic pencil and chalk
34 x 23 x12cm

Clay in the work of Sandra Mar is an
interlocutor, a form of matter that

resists and then yields, transforming

to the rhythm of the body who shapes

it. The artist uses ceramics to test the
boundaries of tradition in forms that
resist utility, object that oscillate between
the domestic, ritual and speculative
realms, shifting the craft towards a terrain
where sculpture becomes body and

the surface, a register of acts, pressure
and contradictions. Matter and body
converse in friction, contradicting

and reconciling with one another.

The artist moves between
recognisable forms such as vases and
pots, to more abstract, disquieting pieces
and everyday objects such as boots,
candles and books, which expand the
symbolic vocabulary in her work. Each
piece is the end result of a negotiation
between force and fragility, control
and straying from purpose, with the
body being carried through into the
sculpted form. The pieces make up a
kind of poetical scenography, calling up
stories, images and affect; memory and
language shape a unique imaginary.

PRESS DOSSIER

Writing and drawing are central
to her creative process, as emotional
maps previous to modelling rather than
exact sketches; they are impulses that
shape the direction of the work’s organic
evolution. In the studio these matrices are
rewritten or drawn as the clay responds,
cracks or forces its own rhythm on the
process, introducing a performative
dimension into the making of the form.

The artist recontextualises
symbols traditionally associated with
femininity and romanticism, stripping
them of their habitual codes and
opening them up to new interpretations.
Transformed by the physicality of the clay,
its weight and instability, they create an
imaginary where vulnerability and unease
coexist in the space of a single surface.
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ADRIANA MEUNIE

Sinergias
(Synergies), 2025
160 x 98 cm

Humanos vestidos de su entorno,
Animales envueltos de su dignidad
(Humans Dressed in their Environment,

Animals Draped in their Dignity), 2025

Wool and raffia on rustic cotton base (assemblage on canvas)

130 x 100 cm

During her fashion design studies, Adriana

Meunié discovered tapestry techniques
that connect directly to the very essence

of textiles. Based in the Mallorcan town of

Campos in a country house surrounded
by nature, she works with locally sourced
materials and manual, artisanal methods
- mainly on a high-warp loom - reviving
ancestral knowledge and the traditional
crafts of shepherding and shearing. Her
practice develops in close relationship
with a specific ecosystem and the
rhythms of rural life, engaging forms of
knowledge slowly transmitted through
touch, repetition and common living.
She first discovered the beauty
of wool on finding the remnants of a
shearing on a possessio (traditional
Mallorcan estate). The unique textures,
shapes and colours of the sight struck
her as sublime. She has taken part in
shearing seasons for seven years since
then, adding to the depth of her work

with other plant materials such as esparto

grass, reed, and raffia. In her hands,
raw matter is transfigured into reliefs
and volumes of striking physicality and
untamed form — what she herself calls
a “monstrous elegance.” It is precisely

PRESS DOSSIER

this pure, unrefined state, which carries
its own beauty, that interests the artist
in these abstract landscapes inspired by
her immediate surroundings, rendered
with a minimalist aesthetic and a
restrained palette of whites, beiges,

and blacks that convey serenity.

The materials speak for
themselves: plant and animal matter
act as living archives of our relationship
with nature. Meunié plays with them
through layering, the interplay of
textures, subtle tonal shifts, and the
suggestion of narratives that bring
the outside world into the interior,
inviting a contemplative gaze.

1
|

Photographs by Adriana Meunié
Courtesy of the artist
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SONIA NAVARRO

ESpartaria, I/’ 2024 Photographs by Juan Garcia Rosell

Courtesy of the artist

GENTLY UNDER THE FLAME

Sewn esparto
310 x 140 cm
IVAM Institut Valencia d’Art Modern, Generalitat

Sonia Navarro defends the use of esparto
in works involving women who keep the
practice alive despite the odds in Blanca,
Murcia region, her place of origin. Her
worKk is collective and everyone who
takes part in it is acknowledged. Here,
esparto bridges two different worlds.

Navarro learnt to sew with
her mother, aunt and grandmothers.
Learning the craft nourishes a practice
whose dimensions are more than
merely formal and extend to the social,
emotional and rural dynamics that
shaped her environment. The fibre is
strongly present in her own personal
landscape, which shaped the area that for
centuries was the economic foundation
of ancient Carthago Spartaria. The artist
experienced the decline of an industry
that still survived in the last workshops
run by women, who wove baskets and
objects for daily use until disposable
materials displaced this traditional
craft. Her work revives the techniques
as a political gesture and tribute to
domestic wisdom and caregiving.

In Espartaria V, Navarro employs
sewn esparto to make a work that
lies between painting, sculpture and
tapestry. The material here not only
structures the work but also recalls
a terrain. It is a resistant plant whose
use goes back to ancient times, and
was used for generations to make

PRESS DOSSIER

agricultural tools, reusable containers,
ornamental elements, mats and toys.

Its disappearance coincides with the
emergence of lower-quality, petroleum-
derived materials that are difficult to
degrade. In contrast, esparto stands

out for its durability, biodegradability,
and ecological importance: it stabilizes
and retains soil, reduces erosion,
softens the force of water floods, and
withstands drought even in sunny areas,
helping to prevent desertification.

The work asserts the relevance
of an ancient craft, the collective
participation of the women who pass it
on, and the need to preserve knowledge
whose abandonment has had profound
consequences for the landscape
and the ways of life bound into it.
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LARA ORDONEZ

El Consultor de Bordados n.2 567

(The Embroidery Consultant No. 567), 2025

Photographs by Lara Ordonez
Courtesy of the artist and Galeria Vangar

High-warp tapestry; hand-felted Mallorcan wool, hand-spun linen,

cotton dyed with natural elements; wooden support

179.5 x 130 cm (frame); 144 x 130 cm (tapestry); 44 x 64 cm (paper)

Lara Ordénez’s work is built upon oral
and collective memory, which she
understands as a fabric transmitted in
the domestic realm by means of enduring
gestures, voices, and materialities.
The artist weaves this intimate
heritage into her practice using textile
techniques, natural dyes, and formats
that invite us to think of handcrafting
as a situated form of knowledge.
El Consultor de Bordados n.2 567
explores the relationship between
oral memory, legacy and textiles as a
language, so that the tapestry becomes
a space where intimate domestic know-
how is carried into material thinking.
Her practice investigates how individual
and collective identity is woven through
expressions, gestures, and techniques
passed down through generations and
written into objects that preserve stories
of use, affection, and endurance.
Ordonez constructs a genuine
domestic archaeology of the textile,
setting up a dialogue between the high-
warp tapestry and an original 1929 booklet
and activating a critical reflection on
how inherited patterns circulate, and are
encoded and transformed as time goes by.

PRESS DOSSIER

The combination of materials
- hand-felted Mallorcan wool, hand-
spun linen, and cotton dyed with
natural elements - reinstates the slow
temporality of craft: carding, spinning,
stretching and sewing. Each operation
preserves something of those who
practiced it before, while opening
a continuity with its practitioners
today. Matter in this work thus holds
affective, gestural, and communal
histories that cannot be separated
from the bodies that produced them.

The tapestry is an open text
that can be read with our hands and
experience, in which each fibre holds
a piece of a story. Ordonez restores
vernacular knowledge and non-
hegemonic narratives, suggesting
that textiles can be a space in which
memory can be repaired and breathed
once again under the half-light.
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NURIA RIAZA

Ajuar del Cerro Triste (Trousseau from
Cerro Triste), 2017-2024

Unglazed ceramics with embroidery motifs; local clays
Variable dimensions

Nuria Riaza grew up in a small rural

town in the southeast of the province of
Albacete, where women and men still
work with their hands and traditional
knowledge has been passed down and
treasured for centuries. This heritage
has led her to explore crafts historically
associated with the feminine and often
relegated to folklore or leisure, and to
recuperate certain raw materials using
her own creative processes. She merges
mediums such as ceramics, drawing,
embroidery, and weaving with wool

and natural fibers, defending manual
handicraft and direct contact with
materials as traditional ways of making
that can be conceived for future use. Riaza
blurs the boundaries between art and
craft, using ceramics to provide the added
value essential to her artistic vision. She
gathers her own earth, prepares the clays
and glazes, and preserves the unique,
natural characteristics of each one.

PRESS DOSSIER

Photographs by Courtesy of the artist

Ajuar del Cerro Triste is an
artistic research project in which the
artist reinterprets the belongings, rituals,
and vocabulary of the family trousseau
that have been passed down from
generation to generation. She began by
collecting thirteen types of clay from
Montealegre del Castillo, the village
which was home to several generations
of her family, and subjecting them to
traditional techniques — moistening,
sieving, airing, crushing —, testing their
plasticity and resistance until six clays
suitable for throwing and firing have been
selected. On the turned surfaces, which
she leaves unglazed to give voice to the
earth itself, she inscribes embroidery
patterns from tablecloths and bedlinens
in the family trousseau: a gesture that
speaks of continuity, roots, identity, and
inheritance. This dialogue between clay
and embroidery dissolves the boundaries
between the two disciplines, so that the
textile motif becomes a ceramic relief,
and the vessel a container of memories.
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BELEN RODRIGUEZ

Destilado de un paisaje (A Landscape Distilled), 2023 Photographs by Juan Garcia Rosell

Backdrops dyed with natural pigments and teak wood slats

400 x 800 x 10 cm
IVAM Institut Valencia d’Art Modern, Generalitat

Belén Rodriguez works with matter
gathered from the immediate
surroundings of her home in Cantabria,
where she collects leaves, bark, and
other plant matter to make natural

dyes. The pigments, which are boiled,
soaked and left to rest, infuse large fabric
backdrops which are folded and tied using
traditional techniques. The work can be
said to emerge from the forest rather
than depicting it, through a chromatic
imprint in which light, climate, and
matter are sedimented in the fibres.

The forest the work was made
from was purchased by the artist to
prevent it from being cut down. This
gesture of active guardianship turns
her environment into an ally and
acknowledges her own agency, so that
the forest is no longer perceived as a
resource. Each dye is a physical echo of a
protected ecosystem, and a memory of a
rural terrain which supports biodiversity
and fragile ways of life. Rodriguez forms

PRESS DOSSIER

Courtesy of the artist

attachments with the different species
in the environment, treating them as
active agents in her work process, and
allowing colour to emerge from the
actual materials it is composed of.

The artist substitutes industrial
pigments for a palette of colours that
arise directly from nature - trees, grass,
clouds and rocks — with no separation
between living and non-living, dynamic
or inert beings, embracing the idea
of a living whole. This distances her
work from extractive practices and
situates it in continuity with traditional
textile work, where colour is given by
what the earth provides. The result is
an emotional geography which is felt
with the entire body: dyed surfaces
which hold the memory of the stages
of the work, the seasons, and the
gravity of the fabric as it dries.

The protection of this forest
through its purchase and custodianship,
in response to frequent logging and
burning, might be seen as a reparative
practice, or Remediation Art, in which art
takes direct action to preserve the land.
The project also exposes the tensions
affecting rural environments amid
contemporary transformations, and bears
witness to the interdependence between
the local and the global, reminding us
of the vulnerability of ecosystems and
the economies intertwined with them.
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LAURA SEGURA

Photographs by Mar Martin
Courtesy of the artist

Una trenza de hierba sagrada (A Braid of Sacred Grass), 2022

Sculpture installation with hand-braided natural sisal
2000 x 70 cm
IVAM Institut Valencia d’Art Modern, Generalitat

The work of Laura Segura uses natural
materials and revolves around the idea
of the origin, which she sees as a space
of memory and a deep attachment to
the earth. It shows a close relation to the

environment and the processes of nature,

and seeks to transcend the viewer’s
visual perception and create a tactile,
symbolic and sensory experience. Here,
a braid — an object and act — becomes a
powerful symbol of history, spirituality
and culture. The work is made of sisal, a
fibre extracted from the Agave sisalana,
indigenous to the Yucatan Peninsula,
the name of which derives from Greek
mythology, where Agave was one of

the maenads or nymphs associated
with the cult of nature. The plant is not
only supports enormous biodiversity,
particularly by sheltering and feeding
pollenisers, but also provides cultural,
financial and nutritional sustenance

for many Mexican communities. In dry
ecosystems, the agave also contributes
to the maintenance of soil equilibrium
and the prevention of erosion.

PRESS DOSSIER

Braiding, an ancestral technique
with strong spiritual significance, is
associated with union, strength and
continuity. Segura uses the technique
as a way to honour traditions that
have survived through manual and
emotional transmission, building a
bridge between places and memories
on both sides of the ocean.

The work also carries a nod to
European storytelling; in Rapunzel, hair
was a means of escape and a symbol of
personal power. Segura resignifies the
braid through the literary reference as
a means of support and preservation,
and also as a way to imagine other ways
of ascending, returning or beginning.
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ISABEL SERVERA

Photographs by Isabel Servera
Courtesy of the artist

Alenades (Breaths, 2025)

Palmweave sculptures, workshop restoration,
sewn on traditional machine
Variable dimensions

La creacion de esta obra ha recibido el apoyo
del Institut d’Estudis Balearics

Alenades by Isabel Servera takes up on
her personal territorial lineage, using
braided palm leaves to reconnect her
own work with artisanal memory in the
Mediterranean Levant, and particularly
with the legacy of her grandmother

in Arta, Mallorca. The title refers to

the physical effort of the process as
well as the vibrant organic quality

of the pieces, which seem almost to
breathe as they unfold in space.

The project uses the traditional
mechanical technique of sewing palm
leaves. The technique, which is in danger
of disappearing, was traditionally the
work of women in the domestic realm.
Although hand-braiding has been
making a resurgence in recent years, the
technique of machine-sewn palmweave
had been interrupted. Servera carries
out an act of cultural reparation by
restoring her family’s old workshop and
bringing the sewing machine, which
had been out of use since 2002, back to
work. The entire process of harvesting,
preparing the fibre, hand-braiding and
final assemblage, is turned into a ritual of
remembrance and an act of resistance.

PRESS DOSSIER

The dwarf fan palm (Chamaerops
humilis) is the only native palm of the
Iberian Peninsula and the Mediterranean
islands, and has historically sustained
rural economies involving basketry and
domestic manufacturing. It is an essential
resource in the arid ecosystems of the
Mediterranean, which stabilises soils,
prevents erosion and endures prolonged
droughts. For centuries, its flexible,
resistant fibre has been shaped into in
hats, baskets, and utilitarian objects for
daily life, reminding us of how landscapes
and crafts co-constitute one another.

During the sewing of the palm
leaf, variations in pressure, direction
and rhythm cause tensions that deform
the material, which is transformed here
into expansive volumes reminiscent
of living beings. These undulating
creature-forms evoke breathing beings,
arching and taking over the space.
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LAURITA SILES

Txapela Big Size, 2022

Photographs by Gregg Mizuta
Courtesy of the artist

Sculpture made of Mutur Beltz Carranzana sheep wool and Navajo-Churro sheep wool

140 cm (diameter) x approx. 50 cm (depth)

Txapela Big Size was the result of an
artist residency at MING Studio, Boise
(Idaho), an area marked by the Basque
diaspora and its pastoral memory. The
artist was fascinated by the excesses of
American life with its streets, vehicles,
and appliances, and her ironical response
was this monumental txapela (Basque
beret). The piece is both a critical mirror
and a political gesture, in which excess
is turned into a form of resistance.

The piece is made with a
combination of wool from Siles’ own
flock of Carranzana sheep - a currently
endangered native breed from the Valle de
Karrantza — with wool from Navajo-Churro
sheep, the first domesticated breed in
North America. Introduced by the Spanish
in the sixteenth century, the species was
adopted by the Navajo people and became
central to their culture and economy
between the eighteenth and nineteenth
centuries. Its extermination, promoted
by the U.S. government as part of its
“civilizing” project, and later recovery
in the 1970s, symbolize the endurance
and memory of a besieged culture.

The intertwining of the two
types of wool indicates the dialogue of
marginalized communities, a shared
fabric woven from experiences of
survival and resistance. The work does
not intend to shelter or to portray, but
to confront: its overwhelming scale
and irony show that excess can be a
form of defence, and textile matter
an affective and political archive.

In Karrantza, the breeding and
widespread shepherding of Carranzana
sheep embody an economy of care, in
contrast to the intensive dairy cattle
model that symbolizes productivist
progress. Txapela Big Size therefore exists
in the tension between disappearance
and persistence. In its particular use
of textile, material becomes political
territory, and the union of Basque and
Navajo-Churro wools suggests a symbolic
economy of repair, in which art is an act
of memory, resistance, and rebuilding of
the bonds between culture and territory.
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JESSICA STOCKHOLDER

Cardinal Directions, 2025

Photographs by David Bonet
Courtesy of the artist and Galeria Max Estrella

Installation with wicker baskets, maritime ropes, rush, esparto grass, cane,

and llatra (braided palm fibre)
Variable dimensions

Jessica Stockholder presents an
installation that activates the material
languages of the Mediterranean,
where plant fibers, nets, and braids
have historically been inseparable
from the daily lives of fishing
communities. The artist, who is
known for transforming everyday
objects into chromatic and spatial
architectures, turns her gaze to the
crafts that have supported relationships
in coastal territories for centuries.

This work was made by the
artist in collaboration with Mallorcan
artisans Pep Toni Ferrer and Magdalena
Vidal, whose work contributes to the
preservation of traditional techniques
such as llatra, a braiding technique
using palm leaves employed throughout
the Mediterranean to make baskets,
hampers, and containers used in both
agriculture and fishing. The result of the
collaboration is a hanging structure of
baskets from different origins, nautical
ropes, and fibres such as esparto grass,
bova, wicker, and cane, which are
materials deeply rooted in the coastal
culture of handcrafted artifacts.

PRESS DOSSIER

The installation evokes the
ephemeral architectural structures of
the lives of fishermen: nets drying in
the sun, ropes hardened by salt, baskets
holding fishing gear. Stockholder thus
summons up maritime knowledge
through its material traces, the ways of
working that have guided the relationship
between bodies, tools, and the boundaries
of the oceansfor generations.

In this cartography of volumes,
the baskets act as buoys or cardinal
points on an imaginary map. Amid
tensions, knots, and precarious balances,
Stockholder transforms functional
objects into a speculative framework
suggesting new visual and spatial
relationships. Cardinal Directions
links tradition and contemporaneity,
highlighting the enduring relevance of
Mediterranean trades and celebrating
the manual skills and communal efforts
that have shaped life by the sea.
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SARAH VIGUER CEBRIA

Falleras-flor-tormenta (Falleras-flower-storm), 2025 Photographs by Sarah Viguer Cebria

Courtesy of the artist and Galeria Vangar

Ceramic and textile sculptures, recycled aluminum beads (handmade in
Madagascar), Hmong ribbons, eco-designed rubber strips made from recycled
vegetable oils, Marseille ceramics, hand-fired and glazed, hand-assembled

Variable dimensions

Sarah Viguer Cebria works in a terrain
where textile, the ceramic, and the organic
intertwine as bodies in process — growing,
transforming entities which dream up
new ways of existing. Craftsmanship

and ritual run through her practice,
which draws disciplines such as eco-
design and the anthropology of fibre

art. Her world is populated by gestation,
formlessness as figure, and subterranean
worlds, and begins with the agency of
matter itself as a sensitive organism.

Her work stems from
collaborative processes with craftswomen
using locally-sourced raw materials,
as in the Xufa Proceso project, which
recovers agricultural waste from the
Valencian farmlands to transform it into
new materials. From this attention to
local economies, she turns her works
into speculative ecosystems, where
artisanship and experimentation
engender a situated form of knowledge.

The particular constellation of
materials in Falleras-flor-tormenta create
a speculative poetics where biology and
culture intermesh to the point where they
become indistinguishable. Viguer Cebria

PRESS DOSSIER

conceives these assemblages as creatures
in transition, whose identity shifts in
obedience to the materials they are made
up of, and the artisan communities who
have helped make them. Each piece
behaves like a body beyond the human,

a kind of hybrid creature, plantlike

and ceremonial too; flowers mutating,
figures reminiscent of festive costumes,
fragments that seem to burst up from
the underground. A mythical and poetical
dimension takes shape in them in which
she explores how matter can imagine on
our behalf to engender possible fictions,
latent affect and non-linear memory.
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CONCHA YBARRA

Verde (Green), 2017-2022

Installation, variable dimensions
Clay, slip, glazes, glass

Concha Ybarra describes herself as a
“painter who makes ceramics”, having
turned to clay almost as a life decision
in the mid-2000s. Inspired by Picasso’s
ceramics, she is drawn to the artsanal
nature of the process — its kneading,
shaping, glazing and firing — and to the
beauty of imperfection. For her, clay
is a vessel for memory and emotion:

a humble material which can become
exquisitely delicate. It is also magical,
requiring precise chemical formulas
for its glazes. In her work, Andalusian
ornamental tradition merges with a
sensitivity to everyday objects and the
intimacy of the garden and home.

This can be seen in series such
as Jardin oculto (Hidden Garden) or
Danza de las plantas (Dance of the
Plants), in which small pieces - jars,
bowls, flower-shaped vases and plates,
fruit, mounds and stems - are laid out,
glazed in vibrant colours in relief, to make
highly tactile surfaces. Halfway between
functionality and sculpture, these works
create three-dimensional landscape
installations: pieces of landscape made
out of memory and free association,
like small theatres inhabited by person-
objects, ornaments and abstract
figures, each with their own history.

PRESS DOSSIER

Photographs by David Zarzoso
Courtesy of the artist and Galeria Luis Adelantado

Ybarra finds that working with clay
requires slow, careful attention and obeys
the rhythms of the kiln. The process is
also a means to reflect on the chemistry
of the four elements — water, fire, air and
earth — without which the work cannot
exist. The core of her practice, however,
is energy, which connects it to the
ceramics tradition in Triana and makes
her work a living testimony to the way
that personal and collective experience
combine to tell the story of who we are.
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