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Begin by picturing a world of abundance. It would likely be lush,
rich, and ancestral. A topology of connections, webs, and links,
a system of relations. Abundance roots our being in the world

in fullness, productivity, and plurality, not only for humans but
for other life-forms and life-generating entities as well. We
recognize how human life is intrinsically enmeshed with that of
nonhumans, how our ability to form communities depends on
all those who participate in our becoming. The sensibility that
emerges from abundance desires all forms of enchantment and
cultivates an ethic of joy committed to the art of living together,
a ground for making things anew, a space where difference and
inventiveness propel new beings and things into the world.

Abundant Futures is an essay exhibition that presents and
formulates a daring attempt to imagine worldmaking and
ecological futures from the condition of abundance and
fullness. It places a wealth of artistic visions and propositions
from TBA21 Thyssen-Bornemisza Art Contemporary’s
collection into conversation, gesturing at the multiplicity

of worlds humans and nonhumans cohabit, a world of many
worlds. The vast selection of works from TBA21’s collection
represents different generations of artists across multiple
geographies. It charts unexplored trajectories and maps out
new paths for conceiving regenerative life-relations toward
abundant ways of living together. Over the course of the
exhibition’s long trajectory, new works will be added to it,
replacing others or enriching the initial constellations.

Focusing on abundance is a matter of ontology, ethics, and
ecological thought. Art, culture, and education join together
to advance and reformulate ecological and visionary practices,
which shape our experiences of the world. They occupy spaces
for the rehearsal of social, ecological, and artistic/poetic
scenarios that can alter human interaction with the planet
and allow new forms of conviviality to emerge. Rehabilitating
the abundance of possibilities after an age of austerity will
have to be cultivated and socially enacted.




ITf we want to imagine and organize the world differently, we
will have to envision new horizons for our politics and relations
to each other. Shaping abundant futures means supporting
already existing worlding practices and learning from them. It
means reorganizing work fairly, redistributing what is available
across vast differences, giving up what is possible to promote
more life, and decreasing our productivity and wastefulness for
the benefit of the commons.

The selection of works from the TBA21 Thyssen-Bornemisza
Art Contemporary Collection expresses the spirit of the
foundation: the artistic, ecological, and ethical motivations
behind two decades of investigation, collaboration, and
experimentation nurtured by the practice of commissioning.
With Abundant Futures TBA21 inaugurates its three-year
presence in Cérdoba while celebrating the foundation’s
twentieth anniversary. Centering around the thought-provoking
narratives encapsulated in the collection, the overall program
is complemented by lectures, performances, installations,
and public interventions by artists, practitioners, thinkers, and
audiences from around the world, creating a new powerful
nexus of debate and thinking.

With works by Ai Weiwei, Allora & Calzadilla, Dana Awartani,
Abraham Cruzvillegas, Elena Damiani, Patricia Dominguez,
Olafur Eliasson, Isa Genzken, Helen Mayer Harrison and
Newton Harrison, Mathilde ter Heijne, Camille Henrot, Ann
Veronica Janssens, Miler Lagos, Matthew Lutz-Kinoy, Regina
de Miguel, Beatriz Milhazes, Paulo Nazareth, Ernesto Neto,
Rivane Neuenschwander, Olaf Nicolai, Plata con Belén
Rodriguez | Victor Barrios, Diana Policarpo, Naufus Ramirez-
Figueroa, Pipilotti Rist, Matthew Ritchie, Thomas Ruff, Tomas
Saraceno, Teresa Solar, Simon Starling, Daniel Steegmann
Mangrané, Thomas Struth, Rirkrit Tiravanija, Janaina Tschape,
and Cerith Wyn Evans.

Abundant Futures is co-organized by TBA21 Thyssen-Bornemisza
Art Contemporary, founded by Francesca Thyssen-Bornemisza,

and C3A Centro de Creacion Contemporanea de Andalucia
with the support of the City of Cdérdoba.



OLAFURELIASSON

Born in Copenhagen, Denmark, in 1967. Lives in Copenhagen, Denmark
and Berlin, Germany

Olafur Eliasson’s Reversed waterfall is one of the artist’s
first works about waterfalls, conceived initially for an indoor
presentation in a gallery. In contrast to the public projects
he developed over the next two decades (most prominently
in New York in 2008 and London in 2019), Reversed waterfall
shoots jets of water upward, from basin to basin, reversing
the usual gravitational flow. The installation resonates with
the magnificent Water Ladder in the Generalife Garden of the
Alhambra complex in Granada and the history of landscape
engineering in Andalusia, which dates back to the medieval
period.

In Reversed waterfall, a rough four-tiered scaffolding placed in
a pool of shallow water supports four rectangular metal basins,
one on each level. Through a system of pumps, the water sprays
wildly, unrestricted to the basins and pool, and also dampens
the immediate surroundings. The sound of splashing water is
audible over the murmuring of the electric pumps and the air
releases a subtle sensation of moisture. Eliasson’s interest in
waterfalls and the multisensory perceptual experiences they
afford connects to his interrogations of subjectivity (inside) in
relation to so-called objectivity (outside). Ecological vision, a
term coined by the psychologists Eleanor and James Gibson,
offers a more complex account of the perceptual process, one
that explores the environment not only with the eyes but with
“the eyes-in-the-head-on-the-body-resting-on-the-ground.”

It calls attention to the intricate interrelations between
visuality, mobility, and sensations and the work performed by
everchanging ecological processes.



Olafur Eliasson

Reversed waterfall, 1998

Installation with basins (steel, wood, PVC), scaffolding
(stainless steel), electrical pump, water



HELENMAYERHARRISON
ANDNEWTONHARRISON

Helen Mayer Harrison born in New York, US, in 1927. Died in Santa Cruz,
California, US, in 2018

Newton Harrison born in New York, US, in 1932. Died in Santa Cruz,
California, US, in 2022

Helen Mayer Harrison and Newton Harrison have collaborated
for over forty years with natural scientists, architects,

and other artists in creating interdisciplinary work that
supports and highlights biodiversity and the production and
management of discrete ecosystems. These collaborations
involved rigorously researched proposals for interventions

in existing landscapes that would bring about large-scale
transformation and continuous regeneration. Progenitors

of the ecological art movement, the Harrisons conceived
Shrimp Farm, Survival Piece #2 in 1971 as part of the Art

and Technology program at Los Angeles County Museum of
Art (LACMA) to explore a simple and efficient ecosystem
powered by sunlight. The outdoor installation comprises four
wooden pools filled with saltwater at different concentrations
of salinity and the green microalgae Dunaliella. Each pool’s
specific salinity level breeds algae of a distinct hue. To survive
the high salinity levels and osmotic pressure, the algae produce
g-carotene as a subproduct. This pigment colors the waters

In orange, pink, and yellowish-green tones, resulting in three-
dimensional color field paintings. At this point, the microscopic
brine shrimp Artemia is introduced to consume the algae

and stabilize each pool as a self-contained, autonomous
ecosystem. Displaying the richness of a biological life cycle, it
exemplifies how, on scale, the shrimp farm can produce tons
of seafood biomass for consumption or energy production.
The word survival in the title points to the ability of these
organisms to thrive in extreme environments and the need

to rethink our ecological relationships in a world increasingly
under threat.

Originally developed in collaboration with the Scripps Institute
of Oceanography in San Diego, California, this iteration of
Shrimp Farm at C3A has been realized using water from the
Salinas del Aleman in Huelva, Spain, with advice from Sabina
Limon and Ricardo Tur.



Helen Mayer Harrison and Newton Harrison

Shrimp Farm, Survival Piece #2,1971-2022
Solar energy, saline water, salt, Dunaliella algae, brine shrimp

Artemia, wood, plastic sheeting
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Born in Beijing, China, in 1957. Lives in Berlin, Germany

“History is always the missing part of the puzzle in everything
we do.” This statement by Ai Weiwei recognizes that the
present is populated by fragments of history, and the task
before us is to seek out ways to reconstitute, resurrect, or
combine those fragments. Even if it is obscured and invisible,
the past demands that we respond to it without romantic
longing or nostalgia. Ai, who often employs historical objects of
great value in his artworks, rejects the instrumentalization of
history and rather seeks to create a sense of disorientation and
disobedience by putting antique objects to unexpected uses.

In Traveling Light, a Ming-dynasty pillar is used as the central
column for an elaborate chandelier of the kinds Ai has been
producing for years. The nearly five-meter-tall wooden pole
rises from a movable metal base. The chandelier sparkling at
its top is made of 5000 beads specially commissioned for the
piece, hanging in four intersecting circles. Delicate chains of
different length are strung with yellow crystal-shaped beads,
emitting a brilliant glittering glow. The huge pillar and gracefully
drooping, willowy skeins of beads in Traveling Light create the
piece’s towering and magnetic appeal, visually actualizing the
artist’s statement: “This becomes for me like a baldachin, with
all the sense of power and associations that go with it.”
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Ai Weiwei
Traveling Light, 2007
Tieli wood, glass crystals, steel, electric light




ANNVERONICA JANSSENS

Born in Folkestone, United Kingdom, in 1956. Lives in Brussels, Belgium

Since the 1980s Belgian artist Ann Veronica Janssens has
been developing an experimental body of work focused on
in-situ installations using apparently simple, and at times even
intangible, materials like glass, light, sound, and artificial fog.
Her visceral artistic propositions explore the permeability of
contexts, inviting the viewers to position themselves near a
threshold of visual, psychological, and temporal instability.
The triptych CL2 Blue Shadow, CL9 Pink Shadow and Sunset
B, with a different colored PVC filter applied to each of the
three glass panels, creates iridescent reflections and chromatic
variations of blue, pink, and orange depending on the angle of
the viewer.

Janssens, who originally wanted to be an architect, has
adopted and brought together the interplay of geometry
and light in Ludwig Mies van der Rohe’s designs with the
atmospheric light variations in Kinshasa, in the Democratic
Republic of the Congo, where she grew up. Interested in what
escapes her, rather than in what can be defined, Janssens
develops a poetics of the ungraspable and opaque. In this
liminal state her work opens up all the potentiality of a
space to morph into something other, translated into tactile
experiences. Through their mere presence, movement, and
Immersion, the audience members participate in a subtle
activation of the works.
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Ann Veronica Janssens
CL2 Blue Shadow, CL9 Pink Shadow and Sunset B, 2018
Three panels of annealed glass with PVC filter



MATTHEW LUTZ-KINOY

Born in New York, US, in 1984. Lives in Paris, France

Embracing the formal and symbolic potential of different
mediums and techniques, Matthew Lutz-Kinoy works in
painting, printmaking, ceramics, and poetry, informed by
his background in theater and choreography. Queer and
collaborative practices, often mixed with performative
Interventions, are evoked on the canvases and treated as a
field for negotiating relationship between visual and textual
elements in constant flux.

Splendors Shaken to Earth draws its title from a line from the
poem “Atlantis” by postwar American writer Robert Duncan.

In this large-format canvas, a large curved element dominates
the surface, crossed by grand brushstrokes in acrylic paint. The
curvatures signal a shape-shifting world, a marker to spatialize
constant flows and movement as possibilities of creation and
invention. The swirling lines painted in different hues of blue
on the white background alternate with washes of yellow and
orange, combined with watery strokes of red and pink. In this
abstract and yet atmospheric composition, Lutz-Kinoy layers
the text of Duncan’s poem, screen-printed in red on the upper
part of the painting and repeated eight times throughout the
length of the canvas, dealt with almost as a page.

The past and future are

full of disasters, splendors

shaken to earth, seas rising to overshadow
shores and roaring in.

The lines echo a sense of grief and longing for a past that

has been submerged, yet not forgotten, but re-emerging
through the seas, a figure of time and its recursive cycles

of destruction and creation. Transcribing “Atlantis” directly on
the canvas, Lutz-Kinoy experiments with lyrical processes such
as fragmentation and montage as techniques for diversifying
language and reinventing approaches to composition and
literary creation. Brought onto the canvas, the words re-signify
the brushstrokes, suggesting movements of waves and vortices,
constantly assembling and dissolving matter.



Matthew Lutz-Kinoy
Splendors Shaken to Earth, 2018 (detail)
Silkscreen and acrylic on canvas




CERITHWYNEVANS

Born in Llanelli, Wales, in 1958. Lives in London, UK

In this series of works, Welsh artist Cerith Wyn Evans places
historic Japanese Katagami paper stencils between two

sheets of glass, producing a shadow effect, which irritatingly
resembles a projection. Katagami is the traditional Japanese
craft of cutting stencils for dyeing textiles, most commonly
kimono fabrics. Multiple layers of thin washi paper made

from mulberry trees are laminated with glue extracted

from persimmons, resulting in robust and colored paper.
Subsequently, intricate designhs are cut into the paper with
fine-edged cutting tools. Popular patterns included a large
variety of stylized chrysanthemums, arabesque or geometric
filigree, cranes, and turtles. The growingly extinct craft of
Katagami has been recognized as Important Intangible Cultural
Heritage of Japan and is protected by the government under
this category, reserved for techniques and skills of high cultural
and artistic value. With this humble act of reclaiming an
otherwise obsolete artifact, Wyn Evans celebrates the affinity
found in Japanese culture for repairing and repurposing the old,
outmoded, torn, or otherwise broken objects of daily life. He
not only restitutes the redundant screens, but elevates them
to be a work of art, perpetuating their use and appreciation.
Karl Marx has remarked that obsolescence drives the cyclical
patterns of displacement between human and mechanical
labor; and planned obsolescence is a requirement of product
and industrial production. Restitution and re-mediation thus
act on body politic, sustainability, and aesthetic appreciation
alike.




Cerith Wyn Evans
Katagami Screen 5, 2015
Paper stencil, mulberry paper, persimmon lacquer, silk thread



TOMAS SARACENO

Born in San Miguel de Tucuman, Argentina, in 1973. Lives in Berlin, Germany

Air in Tomas Saraceno’s work channels the interconnections
of human and nonhuman beings, living creatures, and non-
living matter. His long-term project Aerocene invokes an era
free from borders and fossil fuels, one in which humanity
collaborates with the atmosphere, taking air both as an
element of investigation and as a medium in its own right.
Following the logic of Aerocene, Pneuma 5.5 experiments with
hand-blown glass to shape a delicate soap bubble, which
contains the Pneuma—denoting breath, the spirit of which,
like the wind, is invisible, immaterial, and animate. Part of a
more extensive series of sculptures, Pneuma 5.5 also nurtures
biotic elements tied together in an assemblage of organic and
inorganic matter, including several specimens of Tillandsia,

a tropical aerial plant that lives without soil. The Tillandsia
has minimal roots, which are transformed into small anchors,
and grows suspended in the air, synthesizing nutrients from
the atmosphere through the trichomes of its leaves. While
plants can metabolize carbon dioxide and are resistant to
particulate matter filling the air, Saraceno leaves us to reflect
on the question: “How would breathing feel in a post-fossil fuel
economy, and what is our response-ability?”




Tomas Saraceno
Pneuma 5.5, 2021

Hand-blown glass, polyester cord, velvet cord,
monofilament, Tillandsia



TOMAS SARACENO

Born in San Miguel de Tucuman, Argentina, in 1973. Lives in Berlin, Germany

Tomas Saraceno is known for his speculative research projects,
such as Aerocene, an interdisciplinary artistic inquiry into
alternative modes of transportation that do not require fossil
fuels, and his collaborations with spiders. The Arachnophilia
team at his studio attends to lively multispecies ecologies,
cultivating different “arts of noticing,” and directing their
caring attention to nonhumans. Arachnologists, entomologists,
ethologists, and musicians come together with spiders to
explore their complex architectures and webs of life.

These two works on paper were made in collaboration with

two different spider species. In combining genera that would
not typically conspire, Saraceno, his studio, and their spider
collaborators bring forth hybrid spider/webs created in
multispecies gatherings. The series of spider imprints on paper
offer a different way to interpret the architecture of the spider/
web: as a topological map of movements and temporalities
that trace the intricate complexities of these silken sculptures,
or as bodily extensions that serve communication and emit/
transmit sensory stimuli.



Tomas Saraceno

Solitary semi-social mapping of HS 1700+6416 by
a solo Nephila senegalensis—one week and a solo
Cyrtophora citricola—three weeks, 2016 (detail)
Spidersilk, archival paper, fixative, ink

Solitary semi-social mapping of Ceginus by a duet
of Nephila senegalensis—four weeks, a triplet of
Cyrtophora citricola—three weeks, 2018 (detail)
Spidersilk, archival paper on Dibond, fixative, ink



RIRKRIT TIRAVANIJA

Born in Buenos Aires, Argentina, in 1961. Lives in New York, US, Berlin,
Germany, Chiang Mai, Thailand, and Lamma Island, Hong Kong

In untitled 2016 (where do you fit into all of this) (six), Rirkrit
Tiravanija reflects on nature/culture, artificiality, and
mechanical reproduction. Grafted from larger plants and
painstakingly cultivated through pruning and root reduction,
a bonsai is nature treated as artifice. In the process, the tree
Is wired, bent, and miniaturized to fashion the most perfect
shapes. The bonsai’s mechanical counterfeit, the 3D scan in
white polymer, is a purely manufactured object. It embodies
human ingenuity and the use of technologies that can
dominate, alter, replicate, and even fix nature. While presenting
an enclosed and still universe, the work visually engulfs the
context in which it is shown. The stainless steel box creates
a feedback loop between the artifacts, the visitors, and the
space, all refracted through the mirroring surface of the
pedestal and lending the work a sense of performativity.

Where does the human fit into all of this? The open-ended title
of the work is in keeping with Tiravanija’s way of challenging
one-dimensional readings of his art. Frequently, the title
combines the expression “untitled” with quotes, puns, and
slogan-like sentences in parentheses, downplaying their
assertive tone and making space for ambiguities and questions.
A central figure of relational aesthetics in the early 1990s,
Tiravanija conducts subtle investigations of the site where art
Is produced and exhibited, paying attention to the economy
that sustains its production and process.



Rirkrit Tiravanija
untitled 2016 (where do you fit into all of this) (six), 2015-2016
Stainless steel, polyamide, bonsali



BEATRIZMILHAZES

Born in Rio de Janeiro, Brazil, in 1960. Lives in Rio de Janeiro, Brazil

Beatriz Milhazes’s paintings are seductive, ravishing, and
deceptive, full of layers and surprises. Dedicated to the
abundant vitality of flowers, their delicate swirls and shapes,
the paintings also revel in the potency and symbolism of
decorative patterning. Exploring the contact points between
popular Brazilian motifs—from carnival-inspired imagery to
tropical flora and fauna—and Western modernism, Milhazes’s
references often seem limitless. The spirit of hedonism of the
ropicalist movement; Henri Matisse and Sonia Delaunay’s
use of color; Emilio Pucci’s fabric patterns; the cheap,
colorful Brazilian chitao fabric; and abstract geometry have
all provided her with inspiration for the rich and complex
repertoire of images, forms, and colors she is using in her
work. She calls her style of abstraction “chromatic free
geometry” and it follows a layered process: first, Milhazes
paints an intense colored design onto a transparent sheet,
then glues this sheet to the canvas, and later proceeds to
carefully peel it off. This process is repeated several times,
resulting in a collage-like surface that displays no visible
brushstroke.

In Maresias, the artist succeeds in transposing the artist
succeeds in transposing onto the canvas the natural
totipotency of flowers, characterized by their ability to
differentiate into an unlimited number of types and shapes.
Her flowers multiply through variation, either as naturalistic
and abstract interpretations or as subtle graphic silhouettes.
The swirls and arabesques contribute to the vibrant
composition’s optical movement and depth, and the stripes,
squares, and rectangles serve as a supportive background,
like a flower bed. The pretty maresia is a small wildflower
native to the Mediterranean basin.



Beatriz Milhazes
Maresias, 2002-2003
Acrylic on canvas



REGINA DE MIGUEL

Born in Malaga, Spain, in 1977. Lives in Berlin, Germany

Multispecies holobionts with the nervous system of a cuttlefish,
corals, parts of fungi, flowers, insects, pottery, masks,
necklaces, and cosmic representations—these are some of the
organisms and animistic objects inhabiting Regina de Miguel’s
works. A holobiont, as theorized by the biologist Lynn Margulis,
Is an assemblage of many species living together to form
ecological systems, often in symbiosis or any other form of
cooperation. It embodies and exemplifies the interrelatedness
of all organic and nonorganic matter. In the series of
watercolors and paintings, microbial and human-made agencies
are thoroughly entangled and confused and form animistic
totems that express the interdependence of all matter.

These works are part of a group of paintings originating in

an eco-science-fiction story de Miguel wrote in 2020. In this
futuristic tale, set in a world in which humans have colonized
space, the main character is a biologist whose research on
alien archeology takes place on a planet called Exile. She lives
by a swamp and describes and paints the mutant life forms
that surround her. The mythopoeic swamp shifts from a site
of cohabitation and multiplicity, fomenting the dilemmas

of nostalgia, to an interface from which to talk to comets,
convene a meeting of suicides, or dream of intoxicated waters.
Then, the outbreak of a virus forces her into confinement in

a hotel, where she wanders around the grounds in isolation,
observing the hybrids between birds and insects and the
mutant vegetal species while reflecting on the link between
cosmic chemistry and terrestrial epidemics.



Regina de Miguel
Lacustrine Star, 2021
Acrylic on board

Symbiote Hug, 2022
Aquarelle, gouache, and pencil on paper

Commissioned by TBA21 Thyssen-Bornemisza Art Contemporary
for Abundant Futures



CAMILLE HENROT

Born in Paris, France, in 1978. Lives in Berlin, Germany and New York, US

Camille Henrot’s work reconsiders the functions and

meanings of objects and their roles within established and
dominant systems of knowledge. She often draws from
literature, evolutionary biology, cinema, anthropology,

religion, and situations of everyday life both the banal and

the transformative. The worlds created through Henrot’s work
commonly present an encounter with fantasy and reality,

which coalesce to consider the binary power structures of self-
inflicted pain, ritual, authority, and control. The artist’s distinct
visual language aim to reveal how these roles are both symbolic
and reversible.

| Say is a metal sculpture composed of joined elements in
bronze and aluminum. Formally, the aluminum part has a
figurative shape and seems to be an anthropomorphic hybrid
between an arm and a leg. It embraces, or even strangles, the
bronze section, which resembles a punching bag constricted
under pressure. The aluminum “arm” extends down into a hand
with a pointing finger, which perhaps implies a relationship

to power and judgment, since, after all, to point the finger is
to embody the authority to do so. This potentially sensual
embrace melds these forms together, hanging somewhere
between affection and dominance. The viewers are left to
speculate about the significance of an object used for martial

art training being somehow subsumed by an amorphous yet
distinctly human entity.



Camille Henrot
| Say, 2017
Cast aluminum, bronze, jiu jitsu mats



Born in Guatemala City, Guatemala, in 1978. Lives in Guatemala City,
Guatemala

Taking inspiration from the “enchanted” gardens of the former
Ch’olti-speaking territory in today’s Belize and Guatemala,
Huertos de los Ch'olti (Orchards of the Ch’olti) consists of a
series of beaded curtains, each hanging from a branch, made
of bronze and adorned with cacao, vanilla, and achiote fruits.
These three cultigens were at the center of a complex pre-
Hispanic agro-economic system among the Manche Ch’ol of
the Maya Lowlands until the end of the seventeenth century.
In 1695, when the Spanish colonialists overran the territories,
the Friar Francisco Moran recorded the Ch’olti language in

a manuscript named Arte y vocabulario de la lengua Cholti.
It is the only document to evidence the Ch’olti language
before its extinction. After years of unsuccessful pacification
and following Moran recommendations, the Ch’olti-speaking
neople were violently displaced and annihilated and their
nomeland depopulated by the military and missionary powers.
~or decades to come, the Manche Ch’ol territory remained
an enchanted and haunted place for the colonists. Moran’s
manuscript and the context in which it was created reflect
the long history of religious imperialism and evangelism in
Latin America, processes of deculturization, and loss that
Guatemalan people still suffer today.

A series of preparatory drawings for the installation channel

a fragmented imagery, giving shape to the lost Manche Ch’ol
people. Borrowing from the language of Indigenous cosmologies
and science fiction, the drawings portray subjects that appear
as ghosts, spirits, or Earth-beings: faces and bodies with human
features that morph into plants, bulbs, blossoms, and leaves.
Drawn on white paper or, at times, on a cloudy background
painted in watercolors, these figures live in a state of transition,
between one world and another. In Ramirez-Figueroa’s work,
surreal worlds are haunted by ghosts both personal and
collective.
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Naufus Ramirez-Figueroa
Orchards of the Ch’olti, 2020
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DANIEL STEEGMANN MANGRANE

Born in 1977 in Barcelona, Spain. Lives in Rio de Janeiro, Brazil

Daniel Steegman Mangrané’s installation, with the puzzling title
O- (incomplete infinity), serves as the access point to Abundant
Futures, inviting visitors into the world of many worlds that the
exhibition unfolds. A long, cavernous tunnel, made of cutouts
from Kriska aluminum curtains, dramatizes the rituals of
entrance, movement, and passage, reminding us to be good
guests as we enter the worlds of others. Brightly colored chains,
typical of the south of Catalunya, where the artist spent his
childhood, are suspended from the ceiling. As visitors traverse
the four consecutive layers of aluminum chain curtains, they
are subtly enticed to negotiate their movements through the
surrounding space. They can choose between either opening

a path against the resistance of the chain links, causing their
disturbance in the otherwise ordered mesh and triggering their
tinkling metallic sound, or crossing the open gaps in silence.
While the curtains hang vertically in a tidy, regular pattern, the
passages cut through them are amorphous and asymmetrical.
The title & mathematically expresses that two variables are
proportional to one another. It proposes an interplay between
fullness and void, continuity and interruption, which appeals

to liminal states of transit. According to Steegmann Mangrané,
who has been using numerical sighs and symbols for artworks,
language at times falls short of communicating meaning. Still,
this lack does not necessarily imply a reality that is any less
valid.
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Daniel Steegmann Mangrané

S, 2018

s,

Inum raui

Installation with four Kriska aluminum curtains, alum

powder-coated steel frames



Born in Lisbon, Portugal, in 1986. Lives in London, UK and Lisbon, Portugal

Convulsions, hallucinations, burning sensations. Diana
Policarpo’s most recent body of work investigates the ergot
fungus and its appearance in history, science, and feminist
counter-writing. The ergot is a parasite and toxic infectant
that grows on rye and other common grains. When consumed
by humans and other mammals, the alkaloids it biosynthesizes
can lead to poisoning and ergotism. This illness, also known as
Saint Anthony’s fire, induces burning and tingling sensations,
muscle spasms, gangrene, and hallucinations. Very common
during the Middle Ages, poisoning by bread consumption and
its ailments appear in paintings by Hieronymus Bosch and
Matthias Grinewald as evil forces that test Saint Anthony’s
devotion.

For centuries, women have used small doses of ergot extract
to heal womb-related pain, to induce abortions, and treat
bleeding after childbirth. Ergot also has well-documented
hallucinatory qualities leading to psychedelic experiences.
CPMK?2 is the designation for the mitogen-activated protein
(MAP) kinase derived from ergot and used to synthesize LSD.
In CPMK2, Policarpo invites viewers to weave together images
and sounds of the fungal cycle, the politics of sexual health,
the expertise of midwives and healers, with current conditions
of precarity and resistance in agrarian communities. Policarpo’s
digitally generated forms are inspired by the ergot mushroom
hyphae—the long, branching, filamentous structures of a
fungus—as well as the bodily transformations enabled by
transfeminist biohacking. The soundscape accompanying the
3D animation is sourced from microscope recordings of fungus
spores, amplifying their structure to make them audible.



Diana Policarpo

CPMK2, 2021

3D animation, color, sound, 5:43 min

Visual effects by Joao Caceres Costa, sound composition

in collaboration with Edward Simpson

Commissioned by TBA21 Thyssen-Bornemisza Art Contemporary
In collaboration with Kunsthall Trondheim



ERNESTONETO

Born in Rio de Janeiro, Brazil, in 1964. Lives in Rio de Janeiro, Brazil

For over twenty years, the Brazilian sculptor Ernesto Neto
has been creating a body of work made of sheer nylon

fabric stuffed with polystyrene pellets and aromatic spices,
giving the sculptures their shape and smell. Suspended in
space and attached to the architectural structure, these
enveloping environments form installations that host bodies,
activate movements and sensations, and offer places to rest.
Sometimes referred to as “experience sculptures,” they can
be occupied by the visitors, immersing themselves in this exo-
biomorphic body and the experience of sensory pleasures.

With its soft, sensuous surface, morbid skeletal contours, and
orbed appendages, Esqueleto globulos (Skeleton Globules)
evokes the body and its connective or vascular tissue
morphology. The work’s title also references such biomorphic
qualities, as the artist explains: “Esqueleto glébulos has organic
meanings in two ways: both the structure and the content.
Esqueleto is the textile, which in the end, is the skeleton of the
piece, and gravity works on the content, the glébulos, and the
content is held together by the skeleton. The skin generates
the limit, so the skin and the skeleton are the same thing in this
situation.” The sculpture is made of various chambers, there

to be explored by bodies moving in a constant flux of changing
positions, perspectives, and relations. Gravity and balance,
organic and opaque, symbolism and abstraction come into play
to stage a delirious exercise about the individual and collective
body, about equilibrium and community building.




Ernesto Neto
Esqueleto glébulos, 2001
Polyamide fabric, Styrofoam pellets, sand



PIPILOTTIRIST

Born in Grabs, Switzerland, in 1962. Lives in Zurich, Switzerland

Working primarily with video, sound, and installation, Swiss
artist Pipilotti Rist has been creating hauntingly beautiful
compositions that explore the relationships between the
natural environment, the body, and inner psychological
landscapes since the mid 1980s. This work evokes a state of
trance-like liminality, using fragmented and rotating video
sequences, projected onto an arrangement of old-fashioned
lace curtains hung at various heights, as well as onto the floor
and walls of the exhibition space. This ambient fluidity is the
result of a projection through a mirror scanner, which makes
the imagery wander following a circular course coupled with

a fixed projection. It is intensified by drum rhythms, dreamy
and ethereal sounds, and the laughter of a girl. Visitors move
through the flow of color-saturated images that seem at

once hallucinatory, real, and manifestly synthetic: two women
in the street in high heels and knee-length skirts, a naked
woman crouching on the floor and jumping across a doctor’s
office, a woman smearing her make-up against a window, gas
burners rotating like abstract haloes, dandelions moving in the
breeze, a TV monitor burning, and other such scenes. Shot with
different film equipment and dynamically edited, the images
result from camera work that eludes stable spatial references
and confuses coordinates and cardinal points, creating an
unsettling mix of desirous pleasure with a sense of fear and
disorientation. In Rist’s feminist terms, these strong sensory
and embodied impressions are supposed to reinforce a sense of
intimacy, fragility, and affect, also inspiring a desire for joyful
rebellion.



Pipilotti Rist

Related Legs (Yokohama Dandelions), 2021
Two-channel video installation, color, sound, 21:51 min
Lace curtains, children’s chairs



ABRAHAMCGRUZVILLEGAS

Born in Mexico City, Mexico, in 1968. Lives in Mexico City, Mexico

Abundant Futures intervenes in the formerly unused spaces of
C3A, reactivating them by introducing plant and animal life into
the hermetically guarded art space. Three hexagonal patios
were assigned to the Mexican artist Abraham Cruzvillegas

to present site-specific sculptural works. Cruzvillegas’s
assemblages reference historical figures, exploring the different
ways history and collective memory can be mediated without
undermining their complexity. Commissioned for the current
exhibition, A blind date with Ibn Zaydun, between oil and water
invites a conversation with several figurations: the poet lbn
Zaydun (1003-1071), perhaps the most famous lyricist of al-
Andalus, known for his escapades and the nuniyyas written

to his beloved, the princess-poetess Wallada. Water from the
nearby Guadalquivir river, otherwise known in Arabic as Wad/’
[-Kabir, the Great River, and unfiltered, organic olive oil (zaytun
in Arabic, a quasi-homophone to Zaydun) are part of the blind
date. The sculpture takes the shape of a bridge connecting
the two banks of the Guadalquivir between the old city and
the formerly known Campo de la Verdad—where the C3A

is located—the site of a major battle in Cérdoba’s medieval
history.

The idea of the blind date is a metaphor for the way
Cruzvillegas engages with new-to-him, found materials,
exemplifying his ability to repurpose, reassign, and redefine
the use and perception of those objects. “All objects are alive
when | use them in my work. Things have an opinion, and they
either ask you things or they don’t,” the artist explains. Placing
the opinionated materials in a precarious equilibrium and using
ropes, cables, and gravity to hold them together articulate the
conceptual strategies, political coordinates, and contingent
aesthetics that Cruzvillegas seeks to foreground.



Abraham Cruzvillegas

A blind date with Ibn Zaydun, between oil and water, 2022
Wood, metal, stone, synthetic fiber, natural fiber, ceramic,
oil, water, soil, and living organisms

Commissioned by TBA21 Thyssen-Bornemisza

Art Contemporary for Abundant Futures



Born in Belo Horizonte, Brazil, in 1967. Lives in Sao Paulo, Brazil

Eu desejo o seu desejo (I Wish Your Wish) radiates a burst

of color composed of hundreds of differently colored cotton
ribbons that hang loosely from a white wall. Small peg holes
are drilled into the wall’s surface to hold the colorful straps

or, in their absence, rolled-up pieces of paper. Each band
carries a quote expressing a personal desire, hope, or dream,

all of which begin with the same proclamation: | wish, yo deseo,
je voudorais, vorrei.... In preparation for her first installation

in 2003, Neuenschwander asked forty people to contribute

to the initial selection of wishes; since then, thousands have
taken part in sharing and exchanging their desires. The rules
are simple—choose a ribbon, tie it three times around your
wrist or ankle, voice a wish for each knot, and replace it with
your own wish. Anyone can add to the collection of wishes by
adding a new note into the empty spaces. The anonymity of the
ritual and its playfulness allow the participants to confide their
most intimate desires, frustrations, and longings to strangers,
building personal yet untraceable connections.

The work celebrates a long-standing Brazilian folk tradition
developed around the church of Nosso Senhor do Bonfim in
Salvador, Bahia. Pilgrims are encouraged to wrap the Fita do
Senhor do Bonfim (tape of the Lord of Bonfim) around their
wrists or attach it to the gates of the church. The amulets also
commemorate the orisa, Yoruba deities who are invoked in the
fulfillment of the three wishes. Like the blending of Catholic
and Afro-Brazilian popular traditions, Neuenschwander
explores intersections between cultures, people, and
communication symbols. She connects past, present, and
future in a cycle of artist and audience participation that

Is in perpetual formation, never completed.



Rivane Neuenschwander
| Wish Your Wish, 2003
Colored textile ribbons printed with people’s wishes



MATHILDE TERHEIJNE

Born in Strasbourg, France, in 1969. Lives in Berlin, Germany

The title of Mathilde ter Heijne’s work Woman to go can be
taken quite literally: visitors can choose between 180 different
postcards portraying women and walk away with any number
of images they select. The postcards depict women who lived
between 1839, when the first daguerreotypes were made, and
the 1920s, a period marked by the rise of women’s movements.
Ter Heijne began searching and collecting these photographs
in museum archives around the world in 2001. Each photo was
taken as an ethnographic record. The identity of the persons
has since been lost or was not recorded, or else, the archives
in which their names were registered never correlated with

the photographs. Perhaps they were never considered as
individuals, but rather representatives of their societies, the
attributes of their husbands or fathers, or the property of their
masters.

The back of each portrait records brief biographies of women
from the same epoch; lives which, considering the conditions
of the time, could be described as extraordinary. The subjects
of these biographies include Aletta Jacobs, one of the first
female doctors in the Netherlands, the Zulu queen Nandi, and
the Palestinian writer May Ziadeh. Their stories are mostly
fragmented and seldom completely documented. Through the
loose and associative conjunction of meticulously researched
biographies and anonymous photographs, the artist poses a
question: Why did these women, in spite of their achievements,
not claim their rightful place in history? Woman to go rewrites
these women back into history and calls for an imaginary
assembly of women whose lives have been discarded, made
invisible, and subjugated. By taking the photographs away, the
public engages with their stories and spreads them further.



= -—-i .
. : 3 ] Ull
! ) 4 =
' ] |
= _J |
III!__FI_:I:: Tl R
o, I~ =ill,
i BE. .5 Tl . -
RY o NEE S| . Siea, )
: i x

—t
RES
B D DN e s gy
7

Mathilde ter Heijne

Woman to go, 2005
Black-and-white offset prints (postcards), metal racks



JANAINATSCHAPE

Born in Munich, Germany, in 1973. Lives in New York, US

Deeply involved with the life forces of water, Janaina Tschape’s
paintings, drawings, and watercolors teem with aquatic beings
and organic universes emerging from a subjective process that
oscillates between immersion, meditative contemplation, and
conversations with scientists. In her works, water is a healing
source, a transformational force, and a mysterious realm
inhabited by sirens and beasts. Conjuring fantastical aquatic
landscapes inspired by biological life, Tschape captures water,
its Aluidity, and its mythological dimensions, as well as its
ecological importance as a habitat for a multitude of creatures,
from jellyfish to algae and octopuses.

In the watercolor Mangrove Shortstory, the fluidity of aquatic
life softly blends with the beams of light that sneak through
the leaves, portraying the muddiness of the mangrove, a
tropical biome adapted to low-oxygen conditions that exists

in intertidal coastal wetlands in tropical waters, silently
protecting the porous coastlines from erosion and storm surges.
Straddling land and sea, their delicate root-like structures feed
on air and mud, while sheltering oysters, crabs, and barnacles.
Mangrove forests are among the most threatened habitats
globally, with losses exceeding 60 percent in some regions.




Janaina Tschape
Mangrove Shortstory, 2005
Watercolor on paper



MATTHEW RITCHIE

Born in London, UK, in 1964. Lives in New York, US

Matthew Ritchie’s work explores the manifold creation
stories and myths of the universe: religious, scientific, and
cultural narratives created to express inexhaustible, symbolic
patterns and offer explanations for understanding the human
and natural, more-than-human worlds. The Family Farm is

a pictorial environment composed of paintings, lightboxes,
wall drawings, and a large-scale topographical installation
combining personal history, cosmology, and the myths and
geology of the United Kingdom. Ritchie’s installation involves
the collision of timescales and the kaleidoscopic dispersal of
various narratives and information systems. The Family Farm
links the artist’s grandmother’s childhood, spent on an apple
farm subsequently displaced by the expansion of London
Heathrow Airport, with a history of the universe. In particular,
the work explores the period known as the Great Oxidation
Event, when aerobic life took over the planet and displaced
its existing occupants, scientific findings such as Isaac
Newton’s Philosophiae Naturalis Principia Mathematica,

and spatial renderings of quantum theory. It also includes
references to the Celtic cult of the severed head, and to the
fact that the coastline of Scotland was once connected to
both Maine and Norway, before the break-up of Pangaea,
the original super-continent.




Matthew Ritchie

The Family Farm, 2001

Mixed media installation consisting of

The Family Farm, 2001 (ink and graphite on Mylar)

Germinal, 2001 (oil and marker on canvas)

Establishing Shot, 2001 (oil and marker on canvas)

The Family Farm, 2001 (Duratrans Lambda prints in lightbox)

The Family Farm, 2001 (acrylic and marker on wall,
enamel on Sintra)

Calabi Yau Space, 2000 (acrylic and marker on wall)

You may already be a winner, 2000 (marker on wall)



MATTHEW RITCHIE

Born in London, UK, in 1964. Lives in New York, US

“Hey, if you don’t really believe in or care about global warming,
mass migration, famine, and drought in faraway places, almost-
Impossible science, your body, the drugs you take, breath,

light, or love, or even where your favorite coffee will soon stop
coming from, maybe this new materiality is not for you,” writes
Matthew Ritchie in a reflection on contemporary philosophy.
Indeed, new materialism, a philosophical investigation into the
vitality of matter, has been driving his work for a long time.

The Essential Diagrams resemble a series of scribbles, doodles,
and notes, variously recorded “non-essential” thoughts and
ruminations. Some are in the shape of molecular structures,
mathematical formulas, and amoeba-like alien creatures.
Scattered letters reveal cryptic messages hidden among the
slick black forms. This exuberant, multi-part work playfully
embraces the problem of how any diagrammatic system

can collapse scientific, symbolic, and phantasmatic thought
objects and connect highly abstract, factual, and linguistic
representations. At times, diagrams and formulae express the
fantasy of intellectual and rational superiority yet can only
interpret circumstances from the standpoint of established
knowledge systems. They are not confirmations of existing
reality but ongoing reconfigurations of where and who we are.




Matthew Ritchie

The Essential Diagrams, 2002

Vinyl decals mounted directly on the wall



RIVANE NEUENSCHWANDER
OLAFURELIASSON
TERESA SOLAR

PAULONAZARETH
MILERLAGOS
ABRAHAM CRUZVILLEGAS
THOMAS STRUTH
TOMAS SARACENO




Born in Belo Horizonte, Brazil, in 1967. Lives in Sao Paulo, Brazil

Espécie bandeira (Flagship species) is the result of an
educational workshop conceived by the Brazilian artist Rivane
Neuenschwander. Consisting of an evolving compilation of
double-sided flags, the installation draws attention to the
ways in which nature could remake the nation at a time of deep
suspicion of growing nationalism and its attendant politics

of belonging. Organized around a set of case studies from
across the world, the new designs highlight the role of flagship
species, which are species designated to be representative

of a given territory and chosen to raise awareness of that
area’s biodiversity and natural patrimony. Through a creative
iInvestigation, the artist encourages participants to explore
ways in which flagship species can birth new symbols, and how
certain biomes would define the colors and shapes of national
emblems. Moreover, the flags open a discussion on the rights
of nature paradigm, which identifies landscapes, earth beings,
and nonhuman inhabitants as legal entities, thus attributing
iInherent rights to nature.

To account for the ecological degradation and extractivism that
are reshaping ecologies of nationhood, on their reverse side
the flags carry references to the logos of companies involved
in environmental violence. These emblems gesture at the
many struggles that threaten more-than-human populations
and often escalate beyond the control of governments and
lenient international organizations. Issues of exploitation,
displacement, privatization, and the pollution of landscapes
play a cardinal role in reimagining the import of the rights of
nature, commoning, and multi-species conservation. Based on
the designhs contributed by the workshop participants and the
artist, the Espécie Bandeira flags fly high in the exhibition and
offer a collective interpretation of nationhood and belonging
through the prisms of perspectivism and posthumanism, in
contrast to the effects of extractivism and the relentless
exploitation of resources on the land and in the deep ocean.




Rivane Neuenschwander
Espécie bandeira (Flagship species), 2022

Workshop
In collaboration with Mateo Inurria Art School, Cérdoba



OLAFURELIASSON

Born in Copenhagen, Denmark, in 1967. Lives in Copenhagen, Denmark
and Berlin, Germany

Exploring the properties of light and the way humans
experience it, Olafur Eliasson has engaged for decades with
light as a medium and a subject of investigation. Eye see

you invites viewers to see themselves in relation to the most
ancestral force that keeps us alive—the sun—as a source of
nourishment and energy, a potential ally, but also a potential
threat in an era of climate crisis. The installation consists of

a “solar cooker”—a prefabricated mirror-polished bowl that
uses solar radiation for cooking in hot climates—mounted

on a tripod. A sodium lamp attached at its center emits a
bright yellow monofrequency light. Two dichromatic glass
discs installed in front of the lamp change color depending

on the viewer’s position and movement. Eye see you critically
juxtaposes the absolutism of the seeing subject as a fixed, one-
eyed, and highly specified persona (eye) and the technological
object’s reductive thingness, which, in the installation, refracts
the human gaze. “l| am keen to make works that exist to be
seen while also inviting reflections on how they are seen,”
Eliasson comments.



Olafur Eliasson
Eye see you, 2006
Stainless steel, aluminum, color-effect filter glass, bulb




TERESASOLAR

Born in Madrid, Spain, in 1985. Lives in Madrid

Tuneladora (Tunnel Boring Machine) is part of the new series

of sculptures (2021-) produced by Teresa Solar under the

same title, investigating the formal intricacies of the industrial
apparatus designed to cut through soil and rock. Modeled after
heavy-duty machinery, the sculptures emulate and build on a
vibrant biomimetic vocabulary. Giant beaks, wings, fins, and
claws rise from robust ceramic bases. They are made of resin
and are brightly colored with acrylic automotive paint. For
Tuneladora, a crude stump of clay carries the imprint of the
hands and fingers that shaped it, which starkly contrasts with
the slick, colorful, and elegantly engineered protuberances that
emerge from it. The zoomorphic extensions are like the “fingery
eyes” of a barnacle or the oversized claws of a prehistoric
animal that has ascended from the earth’s crust. They could
have pierced through the mineral ground and interacted with
the deep strata of residues piled up in layers of sediment.
Solar’s sculptures allude to hybrid objects, between the organic
and the synthetic, the ancestral and the futuristic. Critic

Julia Morandeira Arrizabalaga compares these earth-boring
scenarios to the divination practice of dowsing, employed

to sense and locate groundwater, oil, radiations, and earth
vibrations. To her, the artist channels “an imagination that runs

through tunnels, passageways, galleries and cavernous systems
buried in the bowels of both the earth and the body.”

The large-scale Tuneladora, newly commissioned for this
exhibition, emerged from a set of drawings Solar created during
the Spheric Ocean expedition organized by TBA21-Academy to
New Zealand in 2018.



Teresa Solar

Tunnel Boring Machine, 2022

Ceramic, resin, car paint

Commissioned by TBA21 Thyssen-Bornemisza Art
Contemporary for Abundant Futures




PAULONAZARETH

Born in Governador VValadares, Brazil, in 1977. Lives in Santa Luzia, Brazil

The peripatetic Brazilian artist Paulo Nazareth draws on his
joint African and Indigenous heritage to perform restorative
gestures that aim to restitute neglected histories of the Global
South. In the “white ethnography series,” Nazareth collected
black-and-white portraits of African communities from the
iInternet. He then printed these on cotton paper, a support
referencing the cotton trading routes, resource extraction in
the African colonies, and plantation slavery. Faded, illegible,
and de-individualized portraits emerge through the process of
printing on cotton paper: neither faces nor objects, postures,
and settings can be clearly identified as their contours and
traits remain out of focus. The images are further obfuscated
by white circles hand-drawn with efun, a chalk used for various
cultural purposes in the Olukumi community. The process

of veiling images depicting a specific Black subjectivity
generates a sense of opacity that problematizes the concept of
transparency in ethnographic research.

In Poetics of Relation (1990), poet and philosopher Edouard
Glissant speaks of opacity as a tool for resisting approaches

to knowledge that argue for the transparency of the “other”—
a patronizing act that reduces the singularity and complexity of
the subject, encouraging his/her objectification and subjection.
The “white ethnography series” opens a critical reflection

on the representation of Black persons and the residues of a
colonial gaze stemming from and reinforcing Western cultural,
geopolitical, and financial hegemony. Nazareth reverses a
white ethnographic project by reclaiming and restoring images
charged with colonial, scientific, and cultural memory.



Paulo Nazareth
Untitled, from white ethnography series, 2019
Efun on photo printing on cotton paper



MILERLAGOS

Born in Bogota, Colombia, in 1973. Lives in Bogota, Colombia

Part of the series “Los anillos del tiempo” (Time Rings), this
paper collage by Colombian artist Miler Lagos depicts the
layers of time inscribed in the growth rings of trees with neatly
folded newspaper clippings. Lagos uses newspaper, a product
of the wood industry, to create an image of the raw material
the paper comes from: the horizontal segment of a tree

trunk. The work plays on the dialectic between the deep time
registered by the tree rings and historical time, the time of
recorded or written history. The use of cellulose-based material
highlights the different life cycles of matter and information.
“Each ring of a tree is like a file of the time and place in the
same way that each page of a newspaper is a file of the area
and the time,” Lagos says. “This is the reason | want to use
the newspaper. It makes the connection between print media
and sculpture [tangible]. It made me think of print media and
how many papers have been used to keep alive images from
history.” Lagos’s reflections also extend to the technique of
the collage, a visual language based on found materials and
discarded fragments, on piecing together and layering, on
deconstructing and reassembling images. This quasi-metabolic
process could well be associated with the entropic circulation
of information and the erratic and cumulative nature of
memory in storing experience.




Miler Lagos
Untitled, 2022
Collage from recycled newspapers, framed



ABRAHAMCRUZVILLEGAS

Born in Mexico City, Mexico, in 1968. Lives in Mexico City, Mexico

Like many of Abraham Cruzvillegas’s artworks, Self-portrait
bordered, sparkled, embracing the portrait of Gilberto
Bosques, listening to pirekuas and eating esquites outside

the cathedral was assembled using materials the artist found
on location, in this case, collec<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>