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Juan Carlos Maldonado Art Collection was founded in 2005 
out of a passion for art and a commitment to deepen our 
understanding of the abstract-geometric style as a 
significant part of Latin America’s cultural legacy. The 
fascinating revolutionary visual statements put forth by 
artists like Jesús Soto, Lygia Clark, Joaquín Torres-García and 
Tomás Maldonado directed our investigations not only into 
Latin American regions but throughout Europe and the United 
States as well, enriching our survey by revealing complex 
interconnections that assert the geometric genre's wide 
relevance.
 
It is with great pleasure that we present  The Unbounded Line 
A Selection from the Juan Carlos Maldonado Art Collection 
celebrating the recent opening of Juan Carlos Maldonado Art 
Collection’s new home among the thriving community of 
cultural organizations based in Miami. We look forward to 
bringing about meaningful dialogues and connections by 
contributing our own survey of the intricate histories of Latin 
American art.

 
Juan Carlos Maldonado

Founding President
Juan Carlos Maldonado Art Collection



THE UNBOUNDED LINE

The Unbounded Line A Selection from the Juan Carlos 
Maldonado Art Collection explores how artists across 
different geographical and periodical contexts evaluated the 
nature of art and its place in the world through the pictorial 
language of geometric abstraction. Although united in the 
choice of the line as a point of departure, this exhibition 
invites us to look beyond the rigid principles of geometry and 
uncover a rich array of artists’ intentions, contexts and 
concerns that transcend formalist similarities. 
 
The exhibition features over 50 works of art exclusively 
sourced from the Juan Carlos Maldonado Art Collection. It 
includes artists from a number of Latin American 
countries—Venezuela, Brazil, Uruguay, Argentina, Cuba, 
Colombia, and Peru—as well as Europe and the United States, 
and focuses on works of art created between the 1930s and 
1970s. 
 
In this first-ever comprehensive exhibition, Juan Carlos 
Maldonado Art Collection presents the core motivation of its 
continuous survey: the fascinating boundlessness of 
creative artistic energy within the geometric genre and its 
relevance in the modern world. 
 
M Carlota Perez-Appelbaum
Curator
Juan Carlos Maldonado Art Collection
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 Josef ALBERS (German/American, 1888-1976)
 

Alber’s interest in geometric abstraction began as a student 
at the Bauhaus in the early 1920s. He later became a 
professor at the Bauhaus, and would continue to be an 
educator throughout his life. Albers migrated to the United 
States in 1933, and developed work that explored volumes, 
planes, chromatic variations, and the possibilities of color 
interaction in different disciplines. In his series Homage to the 
Square, begun in 1949, Albers demonstrated that colors and 
shades alter their intensities depending on the colors that 
surround them. His achievements in exploring these 
significant optical effects with great economy of means 
positioned him as one of the founders of Op art and a 
precursor of Minimalism.

Regina APRIJASKIS (Peruvian, 1919-2013)
 

Born Regina Alcabes Avdala, Aprijaskis belonged to a family of 
Jewish-Bulgarian origin that settled in Peru. She received her 
artistic training in Lima, and worked with indigenous themes in 
traditional styles, until she encountered abstract art in New 
York during the 1950s. While attending the Art Student 
League in the 1960s, she immersed herself in the practice of 
abstractionism. Upon her return to Lima, Aprijaskis continued 
to explore geometric abstraction in the pursuit of linear 
synthesis, and explorations of space and depth. The rigorous 
and simplified geometry that characterizes Aprijaskis’ work 
has led critics to credit her for introducing Minimalism to 
Peruvian art.

Getulio  ALVIANI (Italian, b. 1939)
 

The 1960s marked a period of intense activity in Alviani’s 
career. He developed the sculptural series Superfici a testura 
vibratile in which he used highly polished surfaces that 
reflected and refracted light in diverse and complex ways, 
varying according to the angle from which they were 
observed. Throughout the decade, he participated in several 
exhibitions, including the 1964 Venice Biennale and MoMA’s 
The Responsive Eye. At the time, he contributed to the 
development of Op art and kinetic art through numerous 
exchanges with artists, like Josef Albers and Max Bill, and 
groups across Europe such as GRAV and Nouvelle Tendance. 

Homage to the Square: Amber 
Setting, 1959
48 x 48 in.

Superficie a testura vibratile, 1972 
28.13 x 7.06 in.

Negro, blanco, rojo y verde, 1996 
29.5 x 39.38 in.



Carmelo ARDEN QUIN (Uruguayan, 1913-2010)
 
Arden Quin’s first explorations into abstract art were prompted 
by his coming into contact with the work of Joaquín 
Torres-García. Trained in law, philosophy, literature and painting, 
in the mid 1940s Arden Quin contributed to publishing Arturo, 
a magazine central to the development of geometric 
abstraction and constructivism in the Río de la Plata region. 
Following these ideals, Arden Quin’s work featured irregularly 
shaped frames, challenging traditional conventions. The artist 
later cofounded the Madí group, which dedicated itself to 
achieving universality in concrete art, and strived to create 
objects of timeless and absolute value. After his move to 
Paris, Arden Quin became an international promoter of Madí art 
through his participation and organization of numerous 
exhibitions showcasing Madí work. 

 Antonio ASÍS (Argentinian, b. 1932)
 

Asís arrived in Paris in 1956, and adopted the principles of the 
kinetic movement. At the end of the decade he began 
producing the series Interférences concentriques, in which he 
achieved an aesthetic experience generated by concentric 
circles colliding and superimposing themselves to produce a 
natural vibration between colors. Using similar principles, he 
later created interactive works of art, in which the spectator 
could manipulate movable elements in his compositions. In 
1971, along with other Argentinean artists living in Paris, Asís 
formed the Groupe Position, which dedicated itself to 
producing and promoting optical-kinetic art across Europe. 
Asís is presently active carrying on the themes and 
techniques applied in his artistic production.

 Wifredo ARCAY (Cuban, 1925-1997)
 

Arcay holds a place of singular and vital significance in the 
history of geometric abstraction for both his artistic output, 
and his role bridging the Cuban and European avant-gardes. 
Arcay arrived in Paris on a grant in 1949, and joined artists from 
the Ecole de Paris while working simultaneously as a 
printmaker and painter. His paintings of the early 1950s 
convey a vibrant spatial energy, which the artist eventually 
translated into his three-dimensional work and propositions 
for integrating art into public environments. Within the context 
of the ongoing transatlantic dialogue he facilitated, Arcay was 
able to put forth ideals on the social functions of art and its 
potential to positively impact and reshape everyday life.

THE UNBOUNDED LINE

Untitled, c.1950 
24.19 x 18.13 in. 

Untitled, 1959 
27.56 x 68.13 in.

Glacis, 1950
31.5 x 14.56 x 1.19 in.
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Max BILL (Swiss, 1908-1994)

Initially trained as a silversmith in Zurich, Bill subsequently 
studied at the Bauhaus in Dessau under Josef Albers, Wassily 
Kandinsky and Paul Klee. An inexhaustible creator, he worked 
as an architect, sculptor, and painter as well as an industrial 
and graphic designer. His paintings of the 1930s relied on 
mathematics and geometry. He was a member of the Parisian 
artistic group Abstraction-Création, and positioned himself as 
one of the founders of the Concrete Art movement by 
expanding on the theories of Theo van Doesburg. His artistic 
work was characterized by the use of vibrant colors in 
geometric forms that became increasingly dynamic color-field 
compositions. Bill was also a dedicated educator, and firmly 
advocated for the integration of art and architecture.

Martín BLASZKO  (German/Argentinian, 1920-2011)
 

Blaszko settled in Argentina in 1939 after fleeing Nazi 
persecution in Germany. In 1945 he met Carmelo Arden Quin, 
and became one of the cofounders of the Madí movement 
along with him, Gyula Kosice and Rhod Rothfuss. Blaszko 
created geometric paintings with irregular frames and a 
vertical format, and relied on the golden ratio to determine 
compositional relations. Blaszko soon concentrated his 
explorations on three-dimensional works, producing 
monolithic sculptures that often showed the concept of 
“bipolarity,” an expression of two antagonistic forces that 
were crossed, interrupted or converged, giving a sense of 
rhythm and balance to the work’s composition. 

Sergio DE CAMARGO (Brazilian, 1930-1990)
 
In his early sculpture, de Camargo displayed an interest in 
volumes and their position in space even while making 
figurative works. After returning to Paris to attend the École 
Pratique des Hautes Études he began experimenting with 
diverse materials in the field of abstraction. The series Relief 
came to be in 1963. The artist used cylindrical wooden 
modules painted white and placed them on a white ground. He 
studied the relationships between volume and flat surface, as 
well as light and shade through slight variations in his formal 
decisions. By the 1970s, de Camargo worked mainly in marble 
and received numerous commissions for public works.

Escultura bipolar, 1945
31.5 x 7.48 x 7.48 in. 

Red Square with Lilac Neighbour, 
1960-67
22.44 x 22.44 in.

Relief 197, 1968 
33.06 x 21.63 in.
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 Lygia CLARK (Brazilian, 1923-1988)
 
Trained as an artist and architect, Clark developed a 
geometrical figurative style that evolved into abstraction. In 
1953 she cofounded the Grupo Frente in Rio de Janeiro, and 
focused her work on the study of the plane and the 
incorporation of space into it. Clark soon moved on to 
three-dimensional explorations, eventually producing her most 
innovative series Los Bichos between 1960-63. The works 
were sculptures formed by metallic sheets that could be 
rearticulated, and were meant to be manipulated by the public. 
This interest in creating a participatory experience became 
central to Clark’s later work, as she increasingly devised ways 
to incorporate the spectator, and even touched on 
psychotherapeutic exercises. 

José Pedro COSTIGLIOLO (Uruguayan, 1902-1985)
 
Following his successful career as a graphic designer, 
Costigliolo was inspired to return to painting in 1946 after 
encountering derivatives of Cubism. At the time, he 
considered retaining the vestiges of the figure to be crucial in 
distinguishing abstract art from non-figurative art. In 1952 he 
founded the group Arte No Figurativo with his wife, artist 
María Freire. During this time, Costigliolo moved away entirely 
from representation and began producing compositions in oil, 
lacquer and gouache that were characterized by the use of 
strong orthogonals and calculated chromatic variations. 
Though he experimented with Informalism for a brief period, 
he later returned to geometry and worked in the genre until 
the end of his career.

Mario CARREÑO  (Cuban, 1913-1999)
 
Following his fine arts education in Havana, Madrid, and Paris, 
Carreño produced figurative paintings with the subjects of 
nature and social life. It was in the late 1940s that he began 
embracing the influences of the European avant-garde, and his 
work became more modern. In the 1950s Carreño immersed 
himself in abstraction, founding the magazine Noticias de arte 
with Luis Martínez Pedro and Sandú Darié to discuss the latest 
news on abstract-geometric art. His paintings were 
characterized by a rigorous formal solidity, but retained some 
qualities from his figurative work. Carreño settled in Chile in 
1958 where he worked as an arts educator and eventually 
returned to figuration in his art production.

Untitled, 1956 
20.06 x 24 in.

Untitled Composition, 1958 
25.38 x 19 in. 

Pancubismo(Bicho-maqueta)
1960 

 9.44 x 9.44 x 9.06 in. 
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Sandú DARIÉ (Romanian, 1908-1991)
 

After moving from Paris to Havana in 1941, and after working 
in lyrical abstraction, Darié adopted concrete art. Prompted by 
his exposure to Neoplasticism and his contact with the Madí 
movement, his work shifted to a more rigorous formalism, later 
involving kinetics in the 1950s. Darié actively promoted 
abstract-geometric art in Cuba through his involvement in the 
magazine Noticias de arte and the group Diez Pintores Concre-
tos. In the1960s, he participated in the documentary 
Cosmorama, which put forth the concept of audio-visual 
kinetic art through the use of forms, lights and colors. In 
further experiments, Darié conceived lumino-kinetic environ-
ments and sculptures, and installed a number of these 
architectonic works throughout Havana.

DADAMAINO (Italian, 1930-2004)
 
A self-taught artist, Dadamaino (born Eduarda Emilia Maino) 
participated in a series of exhibitions in Italy throughout the 
1950s, and eventually joined Milan’s avant-garde in 1958. 
Influenced by Lucio Fontana’s Buchi, she produced her first 
Volumi, a series of black and white paintings with large 
elliptical pierced holes that allowed the viewer to see vibrant 
and moving lights and shadows through their orifices. The 
following year, she joined the Milan-based experimental group 
Azimuth, and eventually became associated with the 
international movement “Nuova Tendenza.” Throughout her 
career, she explored color, repetition, symbols and signs in 
different series of works. 

Carlos CRUZ-DIEZ  (Venezuelan, b. 1923)
 

During his travels to Paris, Cruz-Diez visited the exhibition Le 
Mouvement at the Galerie Denise René, and shifted his 
artistic investigations to optical and kinetic subjects. He 
studied the relationships between forms and color and the 
animation of the pictorial surface. In 1959, he produced the 
first works of his ongoing series Physichromies in which small 
perpendicular layers work with the main plane to add or 
subtract a color. The works are dynamic, and seemingly 
changing in response to lighting and the position of the 
observer. Cruz-Diez’s career-long exploration of color and 
optical phenomena has earned him worldwide recognition as 
one of the principal exponents of Op and kinetic art. Physichromie 619, 1972 

39.38 x 39.38 x 1.19 in. 

Untitled, 1950s.
39 x 68.5 in.

Volume, 1959 
16.34 x 12.40 in. 
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Lucio FONTANA (Argentinian/Italian, 1899-1968)

Born in Argentina but raised in Italy, Fontana was son to 
sculptor Luigi Fontana and trained as a sculptor himself in 
Milan. In 1946, while living in Argentina, he published the 
Manifiesto blanco in which he put forth ideas for combining 
architecture, painting and sculpture into a new medium. The 
next year, he founded the movement Spazialismo and began 
publishing several manifestos proposing that art should 
break through the traditional two-dimensional picture plane 
and relate actively to space. In his Concetti spaziali, which he 
began in 1949, Fontana experimented by puncturing his 
paintings and sculptures with buchi (holes) in order to 
integrate the space beneath them. He would later slash his 
canvases in a more dramatic gesture, and move on to further 
integrate the concept of space into his work through his 
Ambiente spaziale installations.

León FERRARI (Argentinian, 1920-2013)
 

In the early 1960s, Ferrari began producing abstract drawings 
named Escrituras. The works showed forms organized in regular 
lines, and conveyed a calligraphic quality. He began to include 
legible words with tightly twisted abstract outlines. Ferrari also 
produced sculptures made of twisted wire, most famously his 
1964 Torre de Babel. Beginning with his 1965 series Manos, 
Ferrari’s work became increasingly political, criticizing the 
Vietnam War, Western civilization and Christianity. He 
eventually retreated to São Paulo in exile, and continued to 
produce series of works that openly criticized Christianity, 
while also continuing to realize versions of Escrituras.

 Gonzalo FONSECA (Uruguayan, 1922-1997)
 

Fonseca joined the Taller Torres-García in 1942, and fully 
embraced Joaquín Torres-García’s Constructive Universalism 
in both its humanistic theory and aesthetic application. His 
painting was dominated by structure, symbolic shapes and 
color fields. During his time at the Taller he also produced 
abstract wood reliefs. His interest in archeology drove him to 
travel to Europe, the Middle East, and North Africa. Fonseca’s 
work thereafter reflected a mysterious architecture and 
symbolism inspired by the archeological monuments he had 
encountered. He eventually settled in New York and opened a 
studio in Italy where he produced sculptures made of stone, 
his material of choice after the late 1960s.  

Concetto spaziale, 1957 
diameter: 16.56 in.

Reflexiones sobre tela, 1998 
59.06 x 39.38 in. 

Form in relief, c.1948 
20.75 x 15.25 in. 
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María  FREIRE (Uruguayan, 1917-2015)
 
Since the 1950s, Freire decided to focus exclusively on 
abstract art, and cofounded the group Arte No Figurativo in 
1952. Her painting was characterized by the use of flat 
backgrounds on which she constructed pictorial spaces with 
delicate geometric forms and diagonal lines. In 1958, 
following a trip to Europe where she encountered the crafts 
of the Middle Ages, Freire produced a series of nearly 
monochromatic paintings inspired by medieval keys and 
locks. When she exhibited the works, the public interpreted 
them as symbolic creations with pre-Columbian roots. She 
thus entitled them, ironically, Sud America.

GEGO (German/Venezuelan, 1912-1994)
 

Born Gertrude Goldschmidt, Gego was educated as an 
engineer and architect in Germany before arriving in Venezuela 
in 1939. Her first artistic works were collages and 
expressionist landscapes, but she soon became interested in 
the line as a structural base and worked in constructivist 
abstraction. By 1957, she began working on sculptures and 
drawings that combined diverse planes composed of parallel 
lines, resulting in a vibratory effect that linked Gego’s work to 
kinetic art. In 1976, she worked on Dibujos sin papel, works 
composed of minimal material in which lines are traced in 
space by means of wires and shadows.

Mathias GOERITZ  (Polish, 1915-1990)
 
Goeritz arrived in Mexico after studying art history, philosophy 
and archaeology in Berlin. Since the early 1950s, Goeritz held a 
strong belief in the need to inspire “real emotion” in the public 
through a total aesthetic experience. He advocated for an 
integration of art and architecture in service of this goal. The 
series Mensajes, later Mensajes dorados, began in 1957. 
Goeritz covered paintings and murals with metallic foil or gold 
leaf, giving them a luminescent nature and evoking a deep 
sense of spirituality highlighted by the absence of 
representation. In the following decades, he continued to 
uphold a kind of metaphysical art in opposition to 
contemporary movements he considered lacking in spiritual 
value.

V/II, 1967 
13.13 x 15.5 x 9.38 in.

Mensaje dorado, 1960 
31.5 x 31.5 in.

Sudamérica, 1958 
39.38 x 39.38 in. 
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Enio IOMMI (Argentinian, 1926-2013)
 
Iommi was among the founders of Asociación Arte 
Concreto-Invención which published the Manifiesto 
Invencionista in 1946. They declared the end of representation 
in art, and asserted concrete art as the path for man to relate 
directly to things. During this time, Iommi created his first 
abstract sculptures, which were linear structures composed of 
metallic rods twisted in such a way that they integrated space. 
From then on, Iommi exhibited internationally with other 
concrete artists, and continued to investigate relations 
between line and space.

Nikolai KASAK (Russian, 1917-1994)
 

Kasak began his artistic education in Warsaw, which he later 
continued in Vienna and Rome, before settling in New York. He 
practiced a figurative style of painting until the mid-1940s, 
when he began considering that art should have a more 
original and universal character, and should break free of the 
traditional rectangular frame. He also rejected the distinction 
between painting and sculpture in modern art, and considered 
negative and positive space equally relevant to the structure 
of an artwork. Kasak envisioned art as autonomous, as 
opposed to imitative of reality. He adopted geometric 
abstraction, and produced three-dimensional constructions. 
His beliefs and style aligned him with the spirit of international 
avant-garde groups, and in particular the Argentinean Madí 
group, of which he became a long-distance member in 1950.

Gyula KOSICE (Slovakian/Argentinian, 1924-2016)
 
Born Fernando Fallik, Kosice arrived in Argentina at an early 
age. In the 1940s he became committed to vanguard 
non-figurative art. He cofounded the magazine Arturo, a 
publication conceived to promote geometric abstraction and 
constructivism. During that time, he produced Röyi, abstract 
sculptures with movable parts meant to be manipulated by 
the spectator. He soon joined the Madí group, which sought to 
create objects with intrinsic and timeless value. His 
Estructuras lumínicas con gas neón, composed of neon tubes, 
were first created in 1946 as part of his investigation into 
new materials and technologies. Kosice later experimented 
with such elements as water, creating hydrokinetic works, and 
sometimes integrating luminance to them.

Planos espaciales, 1948 18.13 x 
22.44 x 23.63 in.

Star of Positive and Negative 2, 
1949 

47.24 x 40.94 x 1.77 in. 

Semicurvas, Relieve lumínico, 
1947/2006 
20.25 x 24.25 x 7.25 in.
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Judith LAUAND (Brazilian, b. 1922)
 

After working in an expressionist figurative style of painting, 
in 1953 Lauand began creating geometric abstract paintings 
characterized by austere colors and forms designed with 
mathematical rigor. In 1963, Lauand cofounded the Galería 
Novas Tendências in São Paulo. Her work at the time 
developed into a very personal optical-kinetic language 
through the arrangement of color in simultaneously 
contrasting but harmonious planes. Lauand’s rational 
compositions remained a staple of her work, even as she 
embraced the use of non-conventional materials and 
surfaces while studying color, equilibrium and symmetry.

Julio LE PARC  (Argentinian, b. 1928)
 
In 1958, Le Parc moved to Paris and became interested in the 
optical properties of surface and geometry, and soon began 
experimenting with light to produce different effects. He 
focused on works that explored paths to diverse experiences 
of light and medium, reflection and transparency. His series 
Cajas luminosas, Movimientos sorpresa, Continuales móviles 
and Relieves used plexiglass and beams of light reflecting off 
movable surfaces to create such effects. He could scale 
these works to fit a wide range of formats. Le Parc held firm 
beliefs about art and social engagement. In the 1960s he 
joined GRAV (Groupe de Recherche d’Art Visuel,) and promoted 
art that elicited a playful and active participation of the public.

Gerd LEUFERT (Lithuanian/Venezuelan, 1914-1998)
 

Leufert worked as a graphic designer in Munich before arriving 
in Caracas in 1951 and working as an art director at an ad 
agency. Soon after, he dedicated himself to his artistic 
production alongside his companion Gego, and by the 
mid-1960s focused his work on chromatic relations within an 
abstract-geometric framework. Leufert’s Listonados were 
produced and exhibited in the early 1970s as a sculptural 
series composed of colored sets of empty painting frames 
that function as art objects in and of themselves, fragmenting 
the reality around them. He continued working with different 
media, and became highly influential to the development of 
graphic and visual culture in Venezuela.

Pintura II, 1963 
23.44 x 23.44 in. 

Listonado, c.1970
40.94 x 29 x 5.63 in.

Lumière Galaxia, 1969.
39.38 x 39.38 x 13 in.
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Raúl LOZZA (Argentinian, 1911-2008)
 
Lozza was very active in the discussion and promotion of 
Concrete Art in Argentina during the mid 1940s through his 
involvement with the magazines Contrapunto and Arturo. He 
later joined the Asociación Arte Concreto-Invención. 
Dissatisfied with the group, Lozza cofounded Perceptismo, a 
theoretical and practical system that established 
fundamental elements for Concrete artwork. These 
consisted of a color field that could be a lacquered panel on 
which to set seemingly floating forms. The forms, in turn, 
were generated by intersecting, systematic centrifugal lines 
in an “open structure.” Chromatic relations between field and 
forms were then established through calculations known as 
the “‘qualimetry’ of flat forms.” 

Tomás MALDONADO  (Argentinian, b.1922)
 
Maldonado was one of the principal ideologues in Asociación 
Arte Concreto-Invención, a group that advocated a type of art 
that did not copy existing objects, but rather invented new 
ones. In 1948 Maldonado traveled to Europe and met Max Bill 
and Georges Vantongerloo. When he returned to Argentina, 
he was deeply influenced by his experience abroad, and 
re-adopted the rectangular support for rigorous 
abstract-geometric works. Maldonado cofounded the 
magazine Nueva Visión in 1951. The publication reflected 
Maldonado’s new commitment to graphic and industrial 
design, proposing a local adaptation of the ideas of the 
Bauhaus and other international modern art and design 
proponents. 

 Antonio LLORENS (Argentinian, 1920-1995)
 
After completing his studies in Montevideo in the late 1940s, 
Llorens subscribed to the Madí movement, and accordingly 
produced irregularly shaped canvases and coplanar 
compositions. He later joined the Grupo de Arte No-Figurativo 
with María Freire and José Pedro Costigliolo, and worked in a 
mode of lyrical geometric abstraction. As his work evolved, 
Llorens investigated optical phenomena by progressively 
simplifying forms, and gradually reducing his color palette to 
black and white.

Right: Jesús Rafael Soto, Untitled, c. 1959.  23.63 x 23.63 x 3.88 in. (detail)

Positivo y negativo, 1959 72.44 x 
47.25 in.

Pintura No.223, 1950 
27.94 x 35.81 x 1.56 in. 

Composición, 1950
23.63 x 27.56 in. 
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 Juan MELÉ (Argentinian, 1923-2012)
 

Melé was a member of the Asociación Arte 
Concreto-Invención in 1946 when he produced his first 
concrete works Homenajes a Piet Mondrian. These imitated 
works by the Dutch master by constructing color fields made 
of painted wood cuts separated by black lines. He carried on 
efforts to eliminate representation in painting through various 
series, experimenting with Suprematist aesthetics and 
coplanar devices. In the 1950s color became the predominant 
element in his painting, particularly in the series Invenciones. 
Melé continued this series over the following decades, 
creating works of intense chromatic quality. 

José MIJARES (Cuban, 1921-2004)
 
Mijares began experimenting with concrete abstraction in 
1953. He was a member of the group Diez Pintores Concretos 
that gathered at Loló Soldevilla and Pedro Oraá’s Galería de 
Arte Color-Luz. The group played a crucial role in promoting 
abstract-geometric art in Cuba. Mijares used seemingly 
competing color planes in his paintings. His attempts to find a 
perfect compositional and visual balance between color 
planes culminated in his works of the mid-1960s. 

Alfredo MARAVER (Venezuelan, 1929-1999)
 
Inspired by the commotion created by the group Los 
Disidentes, Maraver traveled to Paris to complete his 
studies. Once there, he began to explore constructivism and 
the possibilities of color. He continued his work in Venezuela 
after returning in 1955, and went on to establish himself as a 
pioneer of geometric abstraction and kinetic art in his native 
country. He joined the group Sardio, which launched in 1957, 
and sought to defeat what they perceived as a complacent 
and petty cultural atmosphere. Maraver continued to produce 
work that explored optical and kinetic potential through the 
following decades.

Movimiento oscilatorio, 1956 
20.06 x 19.69 in.

Estructura constructiva No.8, 1946 
23.63 x 17.69 in.

Untitled, 1961 
44 x 32.25 in.
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 François MORELLET (French, 1926-2016)
 

Morellet came across Concrete painting during a trip to Brazil 
in 1951, when he encountered the work of Max Bill. His work 
began to show an interest in repeating and varying patterns, 
and he recurred to objective systematical and methodical 
processes, sometimes allowing for chance to play a role in 
their creation. He extended his works beyond the 
two-dimensional surface plane by creating interactive 
installations and through interventions in public spaces. 
Morellet received numerous public commissions well into his 
late career.

Hélio OITICICA (Brazilian, 1937-1980)
 

Oiticica was a member of the Brazilian constructivist art 
Grupo Frente. After the group dissolved, he began his series 
Metaesquemas in 1957. These works considered the ideas of 
Neoconcretismo in dealing with extra-pictorial space. From 
then on, he would transition to create works that 
concentrated on the relationship with space, a process that 
culminated in his first true three-dimensional work Relief 
espaciais in 1959. Beginning in the 1960s, Oiticica worked on 
installations that created sensorial experiences in his 
Penetráveis, and on the series Parangolés, wearable works 
that incorporated collective performative elements such as 
music and dance.
.

NEDO (Italian/Venezuelan, 1926-2001)
 
Nedo (born Nedo Mion Ferrario) arrived in Venezuela in 1950. 
He became the artistic director of some of Venezuela’s 
leading publications, and significantly influenced the 
development of graphic design in the country. Nedo 
simultaneously developed his own artistic practice in which 
he began incorporating influences of Venezuelan 
petroglyphs, and worked with lines over textured white 
backgrounds to resemble enigmatic writings on old 
parchments. In the mid-1960s Nedo began producing his 
most recognized series, which remarkably distorted and 
defied the laws of geometry and perspective. He later took 
on architectural projects that included murals, floor designs, 
and gates for both private and public spaces.

10 Trames 0, 8, 16, 32, 64…, 1971 
39.38 x 39.38 in. 

Metaesquema, 1959 
19.31 x 23.63 in.

Progresión BCB, 1959 
33.06 x 33.06 x 2.38 in. 



Alejandro OTERO (Venezuelan, 1921-1990)
 

Trained in Caracas and Paris, Otero became a central figure in 
the development of geometric abstraction in Venezuela. He 
founded the group Los Disidentes, which led the Venezuelan 
avant-garde toward an aesthetic renovation. His work at the 
time focused on the search for a new space in art, and the 
relationship between chromatic freedom and structural rigor. 
Created between 1955 and 1960, the series Coloritmos 
achieved a rhythmic dynamism through alternated white and 
black bands, with geometric forms of color in between. After 
experimenting with Informalism, Otero focused his sculptural 
work on the relationship between art, technology and science. 
In 1973 he began Tablones, a series that evolved from the 
earlier Coloritmos, and in which colors now related freely on 
white spaces.

César PATERNOSTO (Argentinian, b. 1931)
 

In the early 1960s, Paternosto was associated with the Grupo 
Sí, which brought together the first exponents of Argentine 
Informalism in La Plata. At the time, his work was inspired by 
pre-Hispanic art, but he soon showed an interest in geometric 
forms. He continued exploring various media using irregular 
lines in a style he called “sensible geometry.” In 1969 he began 
painting the lateral edges of his canvases while keeping the 
front white or monochromatic. This required the observer to 
move around the work to appreciate its full effects. He later 
conceived works as modular combinations through “wall 
installations.” 

Lygia PAPE (Brazilian, 1927-2004)
 
In 1954, Pape cofounded the Grupo Frente, which gathered Rio 
de Janeiro’s abstract-geometric artists. Her 1957 work Livro 
poema was a pioneering experience that required an active 
spectator to manipulate the piece to achieve its full effect. 
She continued exploring the potential of the human body as an 
activator of art, and in 1959 she was one of the signatories of 
the Manifesto neoconcreto, which put forth ideals rejecting 
orthodoxy and dogmatism in concrete art in favor of freedom, 
experimentation, subjectivity and humanism. Pape continued 
to produce interactive works, and experimented with film, 
drawing and sculpture throughout the 1960s. 
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Tablón No. 32, 1976 
78.75 x 19.69 x 1.19 in. 

Dibujo Neo-Concreto, 1964 
12.8 x 17.72 in. 

Sophisticated Lady, 1974
40.56 x 44.13 x 4.75 in.



 Carlos ROJAS (Colombian, 1933-1997)
 

Following his work in figurative painting and naturalistic 
drawing, Rojas adopted cubist aesthetics and collage in the 
late 1950s. In the next decade, he turned to extreme 
rationalism in his art, and looked to scientific ideas for a sort of 
methodological guide. His award-winning 1969 series Signos y 
señales was dominated by nearly monochromatic tones, 
square form, design, and an investigation of space. His work 
took on a new sense of abstraction and sociopolitical 
commentary in the 1970s when meaning and materials used 
were given more importance over the geometric character. 
Toward the end of his career, Rojas’ painting synthesized ideas 
from his previous series by returning to geometry and 
incorporating new materials in a rough execution. 

Rogelio  POLESELLO (Argentinian, 1939-2014)
 
Since the late 1950s, Polesello was involved in researching 
and spreading modern art in his home country of Argentina. He 
was a member of the Asociación Arte Nuevo, and produced 
paintings that followed the aesthetics of Op art. He then 
briefly joined the group Boa whose members followed 
neo-surrealism, and focused on making gestural works. From 
this time on, he used grids to print plots on his supports, 
frequently superimposing or combining these plots to create 
optical instability. After the mid 1960s, Polesello 
experimented with acrylic sculptures that produced optical 
effects such as that of a magnifying glass or a kaleidoscope. 

 Rhod ROTHFUSS  (Uruguayan, 1920-1969)
 
In the mid-1940s Rothfuss developed a style that, although 
compatible with Cubism, constituted one of the first South 
American examples of the use of the irregular frame—an 
aspect he considered indispensable to auto-referential 
painting because it suppressed the background and was 
structured according to its own composition. He published his 
theories in the first and only issue of the magazine Arturo, 
which advocated for a departure from figurative art and an 
embrace of geometric and constructivist art. Rothfuss 
exhibited with the Asociación Arte Concreto-Invención, and 
later cofounded the Madí group in an attempt to address the 
lack of universality in concrete art by creating timeless 
objects with absolute value. 

21

Regreso a mí mismo, 1969/97 
39.38 x 39.38 in. 

Naranja, 1966 
41.31 x 33.44 in.

Pintura Madí, 1949
38.56 x 27.94 in.



Loló SOLDEVILLA (Cuban, 1901-1971)
 
Soldevilla’s engagement with geometric abstraction began in 
the early 1950s during her time in Paris as a cultural attaché in 
the Cuban embassy. Previously trained as a sculptor, she 
created her first stable and movable work with rods and 
metallic circles that could be articulated by the spectator. She 
demonstrated a deep concern for balance and harmony in the 
paintings and wooden reliefs she produced. These featured 
simple geometric forms that stood out from a white or black 
plane. She continued to produce these upon her return to 
Cuba in 1956. Soldevilla became an important promoter of 
abstract-geometric art by cofounding the Galería de Arte 
Color-Luz around which the group Diez Pintores Concretos 
was active.

Mira SCHENDEL (Swiss/Brazilian, 1919-1988)

Forced to abandon her studies of art and philosophy in Milan, 
Schendel arrived in Brazil in 1949. Her artistic work of the 
mid-1950s was consistent with Informalism, as she 
experimented with textures and different media. By the 
following decade, Schendel incorporated the written language 
as a graphic resource in her work. Letras is among the series 
she produced in the second half of the decade. Described as 
equivalent to concrete poetry, the series of the late 1960s 
featured printed or transfer letters and other typesetter signs 
placed at random on paper to suggest the impossibility of 
communication.

Jesús Rafael SOTO (Venezuelan, 1923-2005)
 
Shortly after arriving in Paris in 1950, Soto began 
experimenting with geometric abstraction. He came to 
understand the advantages three-dimensionality provided, 
and developed techniques that relied on optical mechanics to 
produce kinetic artwork. Series such as Vibrations, begun in 
1957, created a vibratory effect by superimposing objects 
such as rods and wires over his characteristic striated 
background. The series Escrituras, initiated in 1963, follows 
similar kinetic principles. Soto experimented with numerous 
applications of his methods, and increasingly extended them 
beyond the picture plane into real space. In 1967 he produced 
his first Penetrable, a large-scale work composed of plastic or 
metal tubes that allowed people to walk through it and insert 
themselves inside the vibration. 
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Untitled (Abstracción), 1955 23.5 
x 38 in

Letras, 1960s 
12.63 x 12.63 in.

Escritura, 1975
 39.38 x 47.25 x 7.88 in.



Luis TOMASELLO (Argentinian, 1915-2014)
 

After settling in Paris at the end of the 1950s, Tomasello 
began producing kinetic works based on repetitions of white, 
black, and gray squares. These squares later evolved into 
cubes adhered to the surface, turning his works into reliefs 
composed of orthogonal structures. The sides of the cubes 
were painted in pastel or fluorescent colors that reflected off 
of the white surface and produced an atmospheric quality 
that the artist called “color-sensation.” Tomasello titled the 
series Atmosphères chromoplastiques and produced them 
throughout his career along with other series such as Objets 
plastiques that also dealt in investigating the reflection of 
light.

 Victor VASARELY (Hungarian/French, 1906-1997)
 
With the initial intention of opening a Bauhaus-style school in 
Paris, Vasarely committed himself to studying the means of 
graphic representation, including those related to optical 
effects. Since the late 1940s he devoted himself to 
constructivist and abstract-geometric art. He launched the 
kinetic art movement in Paris through the exhibition Le 
Mouvement, which he organized at the Galerie Denise René in 
1955. Vasarely also put forth the formal and social concepts 
of kinetic art in his 1955 Yellow Manifesto. His own work at the 
time presented a visual rhythm by combining series of “plastic 
units” made of squares inscribed with different geometric 
figures. Vasarely has since been hailed as a highly influential 
artistic figure and one of the precursors to Op art.

Joaquín TORRES-GARCÍA (Uruguayan, 1874-1949)
 
After receiving his fine art education and working for several 
years in Barcelona, Torres-García embraced modern painting in 
1917 after his “crisis of the ‘17” when he began to theorize on 
modern painting’s need to be autonomous and not imitative. 
He eventually settled in Paris where he joined the avant-garde 
with artists like Piet Mondrian and Hans Arp, and resolved this 
tension between nature and abstraction by combining 
Neoplasticism’s structure with symbols to create a schematic 
image of reality. He named this style Universalismo 
Constructivo. After returning to Uruguay in 1934, he 
consolidated his aesthetic philosophies through his publishing 
and through the Taller Torres-García, which he founded in 1944. 
He came to be the principal artistic leader and preeminent art 
educator in the Río de la Plata region.
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Atmosphère chromoplastique No.312, 1973 
37.38 x 37.38 x 2.38 in.

 Leana, 1957
35.44 x 23.63 in. 

Constructif avec poisson ocre, 
1932 
28.75 x 23.63 in. 



Gego, Dibujo sin papel 76/7, 1976. 23.63 x 27.56 in. (detail)

Pages 12-13:  Carlos Cruz-Diez, Physichromie 194, 1965.  24.81 x 41.31 x 1.94 in. (detail)

Back Cover: Carlos Cruz-Diez, Inducción cromática, Serie A No. 2/4, 1979. 39.38 x 39.38 in. (detail) 
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