
 Curatorial text + timeline 

ENGLISH 

 

1 

 

 

 

 

ÁNXEL HUETE 
A Critical Review 

28 April – 17 September, 2017 

Ground-floor galleries 

Tuesdays to Saturdays (including bank holidays): 11am to 2.30pm and 5pm to 9pm / Sundays: 

11am to 2.30pm 

Curated by: Agar Ledo  

Produced by: MARCO, Museo de Arte Contemporánea de Vigo 

 

 

 

 

 

 

 

 

 

 

 

 

 

INFORMATION SHEET 

Text by the curator + Timeline 



 Curatorial text + timeline 

ENGLISH 

 

2 

 

 

 



 Curatorial text + timeline 

ENGLISH 

 

3 

 

Ánxel Huete. Behind the painting 
By Agar Ledo Arias 
 

“I don't believe in any artist not concerned with the constitutive 

 parameters of the discursive framework”1 

 
 
In one of the images accompanying this text2, we see a group of protesters portrayed in Berlin during 

protests called in December 1970 in various European capitals to denounce the Burgos Trial, a 

summary trial of sixteen ETA members accused of murder and “continued general rebellion”. 
During the trial, which took place in the aforesaid Spanish city, six of the defendants were sentenced 

to death, prompting strong protests and international opposition to the Franco regime, which forced 

the dictator to pardon the prisoners.  
 

The photo shows the head of the demonstration with a group holding portraits of the sentenced 

prisoners, painted by Ánxel Huete (Ourense, 1944), who had begun collaborating with the 
Communist Party shortly after his arrival in Berlin in 1969. He combined political activism in 

Marxist spheres with studies at the Hochschule für bildende Künste, where he studied under Professor 

Hann Trier, a German artist who, with his research on movement and abstraction, had participated 

in the most recent editions of documenta in Kassel, and who would be fundamental in the changes 
that were going to come about in Huete’s career at that time.  

 

Trier was one of the most influential figures in Huete's training, and it was he who introduced the 
artist to abstraction. Huete arrived in Germany, after having studied in Barcelona between 1965 and 

1968, where he had abandoned the expressionist ruralism of his early works and where, after a trip to 

London, he started to paint the caricatured figures of his pop series: priests and satraps portrayed 
with deliberate awkwardness and bound, also in their meaning, to real referents. The pop genealogy 

of which Huete’s early work forms part is that of political commitment, a kind of agit prop very 

different from the sham, superficial pop decried by Roland Barthes and Jean Baudrillard, and more 
akin to the acidity of George Grosz and the brutality of Otto Dix, two German artists who, from the 

left wing of the new objectivity, most satirised the disasters of war and the cynicism of power.  

 

Art and Ideology 

                                                        
1 Ánxel Huete, 2006 
2 The photograph, bearing the caption “Franco's opponents in Berlin,” was taken by photographer Uwe Reuter to illustrate the item of 
news published on pages 60 and 61 of the German weekly, Der Spiegel. 
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Huete’s pop series works precede his Berlin protest portraits, which must be contextualised in 

relation to his anti-Franco militancy as a member of the Communist Party. From the Communist 

Party, Huete could easily juggle painting and ideology: he identified the critical dimension of art and 
worked from a stance that was committed, yet distant from the propaganda of socialist realism. 

Owing precisely to that connection with the ideological discourse of the time, in West Germany in 

1968 and 1969, it would have been truly strange if Huete had insisted on continuing to explore the 
path of pop figuration. In the Berlin of the period, debate abounded on the abstract art being 

produced in Communist circles since disputes had arisen back in the 1940s between the proponents 

of figuration and realism and those who supported abstraction. This tension, which was a constant 
throughout the 20th century (and which perfectly shows the confrontation featuring Roger Garaudy 

and Louis Aragon regarding the adoption of realistic aesthetics in the Communist Party3), is a debate 

that Huete incorporates into his concerns. By way of example, in “D'un sans réalisme rivages” (1963), 
one of Garaudy’s most translated works, the author had introduced the term “abstract realism” to 

refer to an artistic practice of a Marxist nature which had arisen as a criticism of Stalinist Soviet 

realism and which defended abstraction (both objective and subjective) as a form of realism. Huete, 
who would draw on the term to justify the changes occurring in his painting over the following 

decade, conceived it as a way of maintaining the ideological influence of Marxist analysis without 

assuming the formalist reductionism of the most dogmatic communism.  
 

According to Huete, “The pursuit of ideological significance originates from the understanding of art 

as a significant, discursive and possibly transforming element, which only achieves a relevant, 
communicative value when it assumes, with theoretical and critical rigour, a formulation in line with 

the time and cultural background in which it is produced.”4 Image production is clearly an 

ideological practice related to social, economic and cultural factors, and in order to study Art, it must 
be placed within its own social context. If, in our analysis, we take into account the artist's political 

and ideological position, as mentioned above, it is hardly surprising to see a young Huete resolving to 

move towards abstraction when attending Trier’s class: on the one hand, the Cold War had brought 
the debates between realism and abstraction together and politicised the styles representing both 

blocs (abstract expressionism in the Western bloc and socialist realism in the Eastern countries); on 

the other hand, in the Federal Republic of Germany, where informal art had been institutionalised in 
the post-war period, there was a link between the wake of horror left by totalitarian systems (such as 

Nazism and Stalinism) and figurative art5. For Huete, abstraction made an art that was militant but, 
at the same time distant from propaganda, possible.  

 

The debate on abstraction 

 
When Ánxel Huete started to paint, in the mid-1960s, the conventions of representation in painting 

had long been abandoned.  Decades before, cubism had broken with the tradition which understood 

painting as a window through which to view the world from a single perspective.  Malevich and 

                                                        
3 The decision was lauded by Aragon, who understood socialist realism as the ultimate form of art, and denounced by Garaudy, who 
considered communist intolerance toward abstraction untenable. 
4 Ánxel Huete, in a conversation with Agar Ledo, summer 2016. 
5 “Figurative painting was inevitably associated with one or other of the totalitarian horrors; thus, inevitably, with human nature being as it 
is, any painter who continued working in figuration was discredited, however praiseworthy his political behaviour may have been.” Arthur 

C. Danto, “Lo puro, lo impuro y lo no puro: la pintura tras la modernidad”, in Nuevas abstracciones, Museo Nacional Centro de Arte Reina 
Sofía, Madrid; Museu d'Art Contemporani, Barcelona, 1996. 
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Rodchenko had also reached the end (there will be no more representation, pronounced the latter) 
and Duchamp had questioned “purely retinal” painting. These issues, which had been on the table 

since the early decades of the 20th century, had been taken up again after the Second World War, 

during that break with the conventions of contemplation that would force spectators to interrupt 
their knowledge of the history of art and of pictorial sign, and to assume certain new semiotic 

conventions in order to approach painting.  

 
Hence, the first of Huete’s works belongs to a time when painting had overcome all the limitations of 

modernity, when the very terms used for centuries to refer to it ceased to have any meaning: painting 

was no longer illusionist, but flat, with no depth; hence, the complementary opposition between 
background and figure was redundant as a resource. Painting was no longer autonomous, but full of 

impurities, linked to specific social and historical contexts, in contrast to the myth of abstract art as 

something pure and autonomous In the sixties, in the middle of the post-Modern period, space is 
understood as fragmented, non-unitary, authoritarian, or homogeneous; meanings are open and 

unstable, and codes, both visual and linguistic, are the result of pre-established conventions.  

Furthermore, abstraction gives rise to a shift in the production of meaning, from the artist’s position 
to the reception or completion of the work by the observer, and the consideration of the work of art 

as a text that demands a reversal in the traditional categories and the birth of a new conception of this 

text as the creator of social bonds6.  
 

Despite Huete's clear affiliation to abstraction, and his rapid abandonment of representative painting, 

the intricacies underlying this affirmation cannot be overlooked. The term itself implies a complexity 
(given its broad semantic scope) which, since the late 19th century and throughout the 20th century, 

has continued to stoke up debate around painting. In Huete’s oeuvre, registers ranging from pop to 

geometrism overlap each other, and his approach is more complex than that of “modern, formalistic” 
abstraction.  Huete's introduction to abstraction is semiotic and requires a semantic approach, in 

which the notion of plastic sign acquires all its importance7. Indeed, the artist sees no contradiction 

between sign and abstraction, and dialogue with the figure is a constant presence in his oeuvre: he 
will paint the same signs over and over again, not in a denotative way, but as examples8. The 

dialectics always go hand in hand with his painting, wherein one can never immediately recognise 

what is seen, where dialogue occurs within the scope of abstraction: a dialectic relationship where, 
despite being erased, forms are still visible.  As Rosalind Krauss, one of Huete’s most cited authors, 

would say, they will be present, even through their absence. Assuming abstraction as a non-verbal 
language will lead the artist to conceive art as a coding and to understand it as a system of signs 

derived from conventions which must be seized in their specificity and historicity9.  

 

                                                        
6 Concepts such as the death of the author or the social bonds of the text, drawn from works by Roland Barthes, are fundamental in 

understanding the creative act since the sixties. Essays such as Writing Degree Zero (1953), The Death of the Author (1967), From Work to 

Text (1971) and, above all, Camera Lucida: Reflections on Photography (1980), form part of Ánxel Huete's library and are key in 
understanding this approach to painting from semiotics, which the artist defends.  
7 Georges Roque, Qu'est-ce que l'art abstrait ? Une histoire de l'abstraction en peinture, 1860-1960, Gallimard, París, 2003 (2012), p. 22 
8 The function of which is not that of representing an object. Nelson Goodman, Los lenguajes del arte. Aproximación a la teoría de los 

símbolos, Paidós Ibérica, Barcelona, 2010. 
9 “The work of art seen as a symbolic asset (and not as an economic asset, although it always is) only exists as such for anyone who has the 
means to appropriate it by means of decoding; i.e., for those who have the historically constituted code, which is recognised socially as the 
condition of symbolic appropriation of works of art offered to a given society at a given moment in time.” Pierre Bourdieu, “Disposición 

estética y competencia artística”, in Lápiz. Revista internacional de arte, no. 166, October 2000, p. 37. 
  



 Curatorial text + timeline 

ENGLISH 

 

6 

 

Debate on art and ideology and the artist’s reflection on the need for abandoning the concept which 
understands painting as a referential, mimetic instrument between the external reality and pictorial 

production (as a representational resource) are fundamental; not only during Huete’s training (the 

seventies, when his works continue to abstract the motif on the basis of the external reality) but also 
in his recent work. Throughout his fifty-year career, Ánxel Huete has never ceased to ponder on how 

art can function critically without the need for meaning to conform to a referent.  Over five decades, 

his work has constantly expressed that obsession to reduce and synthesise icons to their symbolic 
value, that obsession for form and its concealment, in both monochromatic colour schemes and grid 

layout, but also in mechanical processing as opposed to expressive gesture. 

 

Dialectics of origin  

 

Ánxel Huete grew up in Ourense, where, back in the sixties, a group of painters and sculptors, 

supported by Vicente Risco and the intellectuals from the Nós Generation, had founded an anti-

Franco group which met at the Volter Café. Both the "artistiñas" [little artists], as Risco referred to 

them, and the painter Conde Corbal10 were Huete's principal reference in a town in which, as Blanco 

Amor wrote alluding to the young artists, had abjured the “picturesqueness and cloying purity” of 
Galician painting11. Huete’s relationship with Xaime Quessada, Acisclo Manzano and Xosé Luis de 

Dios transcended the political setting (along with Quessada and Manzano, on his return from Berlin, 

he was a militant in a Communist Party cell in Ourense) and this had a bearing in the sphere of his 
artistic practice, where there was an exchange which was reflected in the Ourense authors' different 

approaches to abstract art during the seventies. Throughout that decade, Huete addresses abstraction 

in series such as Ensaios sobre a violencia [Essays on violence], painted after his father's death in 1971, 

or in Azuis xeométricos [Geometric blues] (1974-1975), in which he moves on from movement to 

geometric rigour in order to explore the extensive sphere of visual representation beyond figurative 

representation. His approach to abstract realism, linked to the lectures attended during his time in 

Berlin and his activism in the Communist Party, gradually dissipated after his return to Galicia, 
coinciding with his increasing criticism of the party, which he would leave in 1977.  

 

At that time, the dearth of literature was supplemented through travel and contact with a number of 
intellectuals with whom Huete established contact, thanks to his father, a renowned journalist whose 

circle of acquaintances included writers, such as Álvaro Cunqueiro, who actually lent Huete the book 

by Gillo Dorfles titled Últimas tendencias del arte de hoy [Latest trends in art today] (Barcelona, 
1966), which would guide the young artist through the new international trends. An important tool 

in his training, along with the exhibitions in which he would periodically exhibit his work.  It is 

interesting to reconstruct Huete’s career through a review of the presentations he gave of his work in 
the Sala Velázquez in Vigo, the Jofer in Pontevedra, the Galería Toisón in Madrid (run by Modesto 

Sueiro and a space of reference for Galicians in Madrid), in provincial museums and, especially, the 

exhibition rooms of Savings Banks, where conventional proposals sporadically provided a venue for 
events which, at that time, had no visible space. Ánxel Huete witnessed how exhibition halls were 

opening up new spaces for displaying contemporary proposals and attitudes, prior to the 

institutionalisation of the 1980s in which spontaneity and associationism promoted key projects, 
such as the open air exhibitions in the O Castro Municipal Park (Vigo, 1974) —organised by Silverio 

                                                        
10 The author's biographical aspects are listed in the chronology included in this publication Agar Ledo, “Ánxel Huete. Liña de vida”, en 

Ánxel Huete (exhibition catalogue), MARCO, Museum of Contemporary Art of Vigo, Vigo, 2017. 
11 Eduardo Blanco Amor, Huete. 17 ensayos sobre la violencia (exhibition catalogue), Jofer. Galería de Arte, Pontevedra, 1972. 
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Rivas and Huete, along with the sculptor Paco Barón— and the open-air exhibitions in the Praza da 
Princesa (Vigo, 1968 - 1977), where, as the artist recalls, “the old ambition of taking art to the street 

and creating a space for breaking down the traditional barriers between art and recipient was still 

alive”12. The Princesa was one of those places where the self-management, so characteristic of the 

decade, was evident, and which, in response to institutional abandonment, "established a relationship 
of independence and disengagement with the political-administrative framework which seemed 

completely normal."13  

 

Simplification of forms 

 

The critical response to abstract realism that Huete been adhering to since his arrival in Berlin, 
coincided with an era of more active, formative and risky militancy. Back in Vigo, where he had 

moved to from Ourense in 1973, he embarked on a gradual process of detoxification from the 

excessive politicisation of painting theory and practice, a significant process of décalage for all avant-

garde movements in modern art, as explained by the French theorist Marcelin Pleynet, one of the 
intellectuals who created the theoretical basis on which the artists of the time based themselves14. 

Between 1975 and 1979, in series such as Caixas [Boxes], Xanelas [Windows], Chaves [Keys] and 

Recortes do espazo [Space cuttings], a certain reductionism in forms can be made out, wherein the 

figurative or iconic referent (punishment devices, electric chairs, clamps) introduces the dialectics 
between figure and abstraction that will be a constant in Huete's painting, and which questions 

whether figurative referents diminish the work's abstract nature. "The abstract meaning may possibly 

diminish", explains the artist, "but only in that conventional, traditional and ahistorical 
understanding of abstraction.  I'm quite sure I've always been working strictly within the sphere of 

abstraction and I've never considered the possibility of being understood in any other way."15 We are 

talking about one of those artists who, as art historian Gloria Moure points out, understand that, 
in contemporary terms, Giotto and Piero della Francesca could already be considered abstract 

painters, since back then figuration was pictogrammatic, and the pictogram had always been a 

vehicle of abstraction16. Is it not the case that Ánxel Huete's iconic-symbolic resources are merely 
pictogrammatic? 

 

In 1978 he painted A lousa de Franco [Franco's tombstone], an anchorage with the real17. The titles 

are always included on the back of works, along with where they are painted, linking them with the 

outside world. Throughout his career, they will be a key element which conditions the reading of 

                                                        
12 Ánxel Huete, “Municipio e apoio á creación plástica: una visión desde os creadores”, in Héctor M. Pose e Manuel P. Rúa (coords.), 

Políticas culturais e creación artística a nivel local, Cadernos temáticos para a acción cultural local nº 4, Interesa edicións, Deputación da 
Coruña, Universidade de Santiago de Compostela, 2007, p. 39. 
13 Ibid, pp. 39-40. 
14  Marcelin Pleynet, La enseñanza de la pintura, Gustavo Gili, Barcelona, 1978. 
15 Ánxel Huete, in a conversation with Agar Ledo, summer 2016. At the time of his invitation to the exhibition at the Sala Jacobo in 
Valladolid (1972), Ánxel Huete writes that he does not believe in the antithesis between content and form, and he goes on to say: "As for 
the supposed realism-abstraction antithesis, we should say that an idea has no meaning or value but by reference to the real, if it does not 
reveal any internal link of reality, if it has no relation whatsoever with reality, it is is not in itself an idea." The artist would go on to avail 
himself of this text, in an expanded and adapted form, for four years in invitations and exhibition catalogues. 
16 Gloria Moure, in Ánxel Huete (exhibition catalogue), Galician Centre of Contemporary Art (CGAC), Xunta de Galicia, Santiago de 
Compostela, 1997, p. 9. 
17 The anchorage of which Roland Barthes speaks, referring to the caption that links the images, or the absence thereof, with the real. He 
addresses the issue in several essays studying the relationship between text and image and how the linguistic message conditions 

interpretation. See Roland Barthes, Lo obvio y lo obtuso, Imágenes, gestos, voces, Paidós Comunicación, Barcelona, 1982, pp. 21-23. Also in 

Roland Barthes, El mensaje lingüístico, Retórica de la imagen,  
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works and unravels their meaning, setting them in a given time. The script generates a visible mark, 

the signature of which of Foucault speaks in The Order of Things. The titles operate as appendices 

which help us to note similarities or differences, distancing, for example, pieces such as A Lousa de 

Franco, from the forms and chromaticism of Chaves [Keys], sequential forms which repeat a motif by 

varying composition and colour. The sense, reason or perhaps justification for the appearance of 

figurative elements, albeit of a synthetic nature, can also be explained in relation to the historical 
moment, as since the sixties the heterogeneous nature of art had been reaffirmed and the boundaries 

between categories, disciplines and genres had gradually been broken down. At that time, the 

distance between the intellectual and the optical, the dichotomy between abstraction and figure, no 
longer functioned as a resource for analysis. 

 

Certain influences from post-pictorial abstraction, colour field painting and the artists from the 

Supports/Surfaces movement appear in these works.  Huete recognises these abstractions as a 

universal vehicle that allow him to manifest himself but, he insists, "universality is reached through 

one's roots"18, reminding us that our memory begins before birth, in the cultural cradle. He defends 
the legacy of Arturo Souto, Cándido Fernández Mazas and Carlos Maside, and rejects the perpetuity 

of the Galician aesthetics associated with the Renovadores [Reformers] that historians, such as Antón 

Castro, would later point to as one of the reasons why the modernisation of Galician art had taken so 

long to come about19. It would be Luís Seoane and, above all Lodeiro (owing to his legacy of 
combat20) who became the most direct of the painter's references; perhaps more through their 

ideological position that through their artistic practice. 

 

Gesture and the artist's presence 

 

Huete's cerebral painting, which requires an effort from the beholder to identify with its content21, 

begins to incorporate gesture as a personal imprint. The Surtidores [Pumps], a series of petrol pumps 

painted between 1979 and 1980, and presented for the first time in the exhibition Atlántica. Últimas 

tendencias das artes plásticas en Galicia [Atlántica.Latest trends in the plastic arts in Galicia] (Casa da 

Cultura, Baiona, 1980,) still evince this obsession with the plane which, according to authors such as 

Manolo Figueiras, is one of the most salient features of Huete's work during this period22. This is the 
beginning of a time during in which Huete broadens the scale of his work, in order to approach 

human proportion and he begins to lend importance to gesture as a programme of indexicality. This 

is a long, protracted route over a number of different series until the nineties, when there is a shift in 
his work, as he divests himself of any personal physical footprint.  

 

Atlántica (1980 - 1983), a collective project behind which Huete was a driving force, was a genuine 
manifestation of postmodernism, which came about probably without even being aware of it. It 

recovered the momentum of exhibitions such as Arte Jove de Galicia [Young Galician Art] young art 

1973, organised in A Coruña by Luís Seoane and the Carlos Maside Museum, and Vinte galegos 

                                                        
18 José A. Perozo, “Ánxel Huete. Sin trampa ni cartón”, in El pueblo gallego, 14.2.79, p. 14. 
19 Antón Castro (ed.), “Unha ollada ao pasado”, in Expresión Atlántica. Arte galega dos 80, Ed. Follas Novas, Santiago de Compostela, 1985, 
p. 15. 
20  Ánxel Huete, Esencial e paradoxal Lodeiro, in Lodeiro (exhibition catalogue), Galician Centre of Contemporary Art (CGAC), Xunta de 
Galicia, p. 37. 
21 Pablos, “Pintura de Ángel Huete”, in Faro de Vigo, 13.2.79. 
22 Manolo Figueiras, “Muros de pintura. El lugar de la espera”, in Ánxel Huete (exhibition catalogue), Galician Centre of Contemporary Art 
(CGAC), Xunta de Galicia, Santiago de Compostela, 1997, pp. 13-34. 



 Curatorial text + timeline 

ENGLISH 

 

9 

 

artists [Twenty Galician Artists] (1977) in the Municipal Museum in Santiago de Compostela. It also 

took over the baton from initiatives such as the Laboratorio de Formas [Laboratory of Forms], the 
institution conceived by Isaac Diaz Pardo and Luís Seoane (during their meetings in the Republican 

exile in the sixties) which condenses the lines of thought over which the Sargadelos group was 

formed. Atlántica occurred in a time when, in European painting, a return to the perceptual 

conventions of mimetic representation, of the hierarchical relationships between background and 
figure, was experienced. A new return to order, according to the interpretation of certain Marxist 

critics23. In certain circles in Galicia, there was an degree of interest in the new German and Italian 

expressionist painting24, which Huete approaches in formal aspects of body language and the long, 
broad brush strokes. He admired Markus Lüpertz, Anselm Kiefer and Gerhard Richter, but in 

relation to the use of iconic brands in the eighties, he draws attention to other artists who, beyond 

this reference of a new return to order, employed these signs. Artists such as Richard Diebenkorn, 
Willem de Kooning, Xosé Lodeiro, Tino Grandío and Juan Navarro Baldeweg, who, throughout their 

careers, shifted towards ruptures in the code, inserting or removing the referent into or from their 

work. 
 

Even though in the eighties he had not yet read Pierre Bourdieu, Huete already interpreted that in the 

"field of artistic production, the artist was debtor" and that art production was a collective event, 
where the individual enters into dialogue with the social, and in which the creative action is diluted 

with theoretical and critical components, as well as with the reception given to the art product in a 

defined cultural setting25. This position was reaffirmed in the text on Atlántica published in the 

catalogue of the review organised by MARCO Vigo (2002): "Within the creation of Atlántica beats 

the intuition of a new standard in art production and relations, undertaken as collective project in 

the consideration that culture is precisely that: a collective project oriented toward a process that not 

only takes into account reflection on art itself, but the way that it embodies its own setting and its 
recipients, in an exercise that contemplates the problems of reception and even the meaning of the 

artistic work. At the same time, Atlántica perceived the theoretical significance of post-modernism 

and envisaged that it went beyond the mere eclecticism demonstrated by its own exhibitions, and 
beyond the vibrancy and energy fostered by the return to painting, and in the very process of its dual 

conception it postulated: on the one hand, content citing the relationships between determinant 

social factors and production factors, plus the reflection on language; and on the other, a 
methodology for self-management which was both emancipatory and critical of the institution”.26 

Thus, Atlántica was transformed into a event with a powerful sociological scope, owing to a 

relationship of matchmaking having arisen between production, critical analysis and reception. Also 
a level of synchrony with what was occurring in Madrid with the UCD's exhibition policy, both with 

the opening of exhibitions such as 1980 and Madrid DF, and with projects as symbolic for the 

transition as Cien años de cultura catalana (1880-1980) [One Hundred Years of Catalan culture 

(1880-1980)], an example of the political policy of Xavier Tusell and the Ministry of Culture's 

Directorate General for Artistic Heritage, Archives and Museums. Galicia signed up to this euphoria 
of recovering identities of place in an internationalist atmosphere, with an art which was, as Antón 

                                                        
23 For Douglas Crimp, Craig Owens and Benjamin Buchloch (critics linked to the Marxist journal, October), the rhetoric accompanying 
this resurgence is reactionary. 
24 Texts by Antón Castro and by Achille Bonito Oliva were widely disseminated in Galicia, increasing knowledge on the European neo-
expressionisms, about which they theorised.  
25 Pierre Bourdieu, “¿Y quién creó a los creadores?”, in Sociología y Cultura, Grijalbo, Mexico, 1990, p. 225. 
26 Ánxel Huete, “La perplejidad de Stanley”, in Atlántica. Vigo 1980-1986 (exhibition catalogue), MARCO, Museum of Contemporary Art 
ofVigo, Vigo, 2002, p. 242. 
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Castro asserts, seeking refuge in an identity that defines the hallmarks of its culture27, a campaign for 
validation with strategies similar to those of the Italian Transavantgarde and German Neo-

Expressionism, which transcended the experience of Atlántica itself.  The term “validation”—which 

Huete eschews, owing to its colonial dimension—“uncovers deep problems relating to self-esteem 

and the very nature of art, as if art were not influenced by various other circumstances of a 
sociological, ideological and communicative nature, totally associated with the ideation and 

production thereof."28 Nothing could be farther from thoughts of Atlántica than that intention to be 

validated, as the artist insists, "A perversion in the art system itself"29. 
 

The eighties sees the appearance of series such as Amigo [Friend], dedicated to the painter Guillermo 

Monroy, who passed away in 1982 while Huete was returning from his second trip to New York.  

Working in series—a methodology that Ánxel Huete will maintain throughout his career and one 
which accentuates the procedural and interrelated nature of his oeuvre—allows us to appreciate the 

progressive increase in gesture which will characterise the ensuing work. Since the abandonment of 

the Recortes do espazo [Space cuttings] and having started with the Surtidores series, the gestural 
strokes appear determined to mitigate the harmony of forms and the "overly friendly" chromaticism30 

of the composition.  Possibly to combat this chromatic meekness, or rather to balance the whole, the 

gestural resource (almost always employing coal or chalk) gradually adopts a certain independence in 
relation to colour. In both calligrams dedicated to his daughters, Irene and Angela (1982 — 1984), 

and in Windsurf, Andaríns-Gulliver [Walkers-Gulliver], Conde-Duque [Count-Duke], Argonautas 

[Argonauts], Benvido Günter [Welcome, Günter], Cabalieri and Fellini (1983-1987)", he uses iconic 

brands, as well as text ("in a picture, words are of the same nature as the images," says Huete, 
paraphrasing Magritte and insisting on the relationship between referential object, pictorial setting 

and word), along with which appears the use of white as a support, an infiltration of the real onto the 

canvas or paper's surface. The backgrounds acquire increasing prominence, a foretaste of future 
work, but they remain on the same surface plane as the form.  He regularly presented the works in 

exhibitions (such as the the Pontevedra Biennial the Museum of the Galician People, the Casa da 

Parra or Kiosco Alfonso in A Coruña), and in galleries (such as Gruporzán, Abel Lepina or Trinta), a 
symptom of the changes that had recently come about in exhibition modes and venues, in a setting of 

progressive institutionalisation, which in the eighties laid the foundations for the structure of art in 

Galicia.  
 

In Baiona, where every summer Román Pereiro organised encounters between artists and writers at 

his O Toutizal country house (Baiona Horizonte Atlántico, 1988), Huete presents a set of mobile 
sculptures, exercises which hark back to his earliest experimentation with sculpture in Berlin, in 

1970, and to which he will return at different times in his career. These pieces constitute a practice 

which is transversal to painting, with a certain degree of continuity over the decades.  The large 
mobiles displayed in Baiona are merely dialogues with the landscape around his studio, now in 

Domaio, on the Vigo estuary, opposite the shipyards and cranes of Vigo's cargo port.  These are 

sober, monochrome pieces, a million miles from the expressionism of his earlier works. The origin of 
Huete's progressive detachment from gesture can be traced back to this time, since, at the Baiona 

                                                        
27 Antón Castro (ed.), “A nova imaxe dos oitenta: a arte como expresión da identidade”, in Expresión Atlántica. Arte galega dos 80, Ed. 
Follas Novas, Santiago de Compostela, 1985, p. 18. 
28 Ánxel Huete, in a conversation with Agar Ledo, summer 2016. 
29 Ánxel Huete, in a conversation with Agar Ledo, summer 2016. 
30 Ánxel Huete, in a conversation with Agar Ledo, summer 2016. 
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exhibition, in addition to the sculptures, he displayed virtually monochrome paintings offering an 
early glimpse of problems such as repetition, seriality or scale, quality of his latest work. The works of 

the late eighties and early nineties, the bodegones civiles y místicos [civil and mystics still lifes] (1988 -

1989) or the Fenecia [Phoenicia] series (1990 -1991), show this abandonment of gesture, which 

gradually disappears completely from the picture. A process of synthesis which coincides with the 
schematisation of symbolic elements, with chromatic reductionism as an indication of austerity, and 

with that approach to monochrome which situates these works as precursors of brickie painting.  

 

Brickie painting 

 

In Europe, the curtain was brought down on the eighties by a documenta exhibition in Kassel (the 

eighth edition, held in 1987), which focused on the functional integration of art and placed aesthetic 
autonomy and painting in a non-hegemonic position.  A post-modernist approach which coincided 

with the displacement of expressionism and the onset of a new abstraction, one which was going to 

reconcile with the referent to reclaim the ideology and content and meaning of painted works31. At 
this juncture, Huete began “to focus on the most essential aspects of painting, taking the work of 

bricklayers and house painters as one of his references, but without entering into what was called 

material art32", a process of synthesis which would result in disappearance, in the reduction of 
painting to a zero degree33, free of both genius and subjectivity.  This process, as Huete recalls, 

possibly got under way with a series of polyester resins painted in the summer of 1991 in the studio 

of the artist, Xurxo Oro Claro, in Allariz. As a support he employed a silk fabric of different colours, 
over which he spread one single pigment, understanding painting as that which occurs on the surface 

of the painting: "Thus I began to think that the visuals elements that appeared were already there, 

being uncovered by the application of a colour different from that of the background.  Despite this 
notion being somewhat of a cliché, it infers the existence of something hidden, concealed, transposed 

to the visible surfaces”34. His work Ulrike, Ulrike Meinhof (1991)—a tribute to Berlin RAF (Rote 

Armee Fraktion - Red Army Faction) and the murky death of its founder, Ulrike Meinhof—

transforms the voids into the evocation of her absence.  The title, once again, is a digression into the 
real, an extended aside. 

 
In Huete's work, the process of synthesis passes through monochromy, the complete opposite of the 

gestural. He seeks formulas to refer to the underlying existence, the loss of public memory, 

manipulation and obscurity: he hides, covers, conceals, masks, inters, buries, disguises and renders 

invisible. A process that will run for two decades in series such as Océano [Ocean], Bosnia, Recículas 

[Grids], Albanelería fina [Fine Masonry], Ocultacións [Concealment], Estrutura da Memoria 

[Structure of the memory], Invisible and Realdade subxacente [Underlying Reality] (1993-2017), works 

that mark out a long path towards the total absence of iconicity. He begins to use elements such as 

monochrome or contingency, intervening on the canvass but allowing it to be the process itself 

                                                        
31 Demetrio Paparoni, “La abstracción redefinida”, in Nuevas abstracciones, Museo Nacional Centro de Arte Reina Sofía, Madrid; Museu 
d'Art Contemporani, Barcelona, 1996. 
32 Manolo Figueiras, “Muros de pintura. El lugar de la espera”, in Ánxel Huete (exhibition catalogue), Galician Centre of Contemporary Art 
(CGAC), Xunta de Galicia, Santiago de Compostela, 1997. 
33 Term used by Huete and some authors who have written about his work to refer to the work carried out since the nineties. The term 
originates from Malevich, Tatlin and the Suprematists' attempts to reduce painting and sculpture to a minimum in the 1910s, from their 
efforts to determine the minimum essential painting or sculpture.  Hal Foster, Rosalind Krauss, Yve-Alain Bois, Benjamin H. D. Buchloh, 
Arte desde 1900. Modernidad, antimodernidad, posmodernidad (2004), Akal, Madrid, 2006, pp. 131-133. 
34 Ánxel Huete, in a conversation with Agar Ledo, summer 2016. 
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which provides the pictorial solution.  There is no script or pre-planning, rather a determination to 
conceal the author's hand. Huete waits patiently for the orthogonality to become transparent, 

brought about by the liquid pictorial substance sliding over the surface of the canvas (procedures 

which are also indexical, such as those employed by Morris Louis in the sixties, pouring the colour 
onto the rolled-up fabric to allow the paint to drip from the edges), and generating networks, grids or 

frames which relegate the support surface to the background. The Retículas [Grids], which he exhibits 

for the first time in the Galería Clérigos (Lugo, 1996), are the first works intended to evince the 

disappearance of any trace of recognisable referent; a materialistic affirmation of painting which 
works as a representation of the canvas itself. Maps of the support surface which extend beyond it, 

not inwardly, as had occurred in the first Xanelas [Windows], but towards the exterior. 

 
Huete arrives at the grid by eliminating all layers of representation, based on “the renouncement, 

never fully made, of all the iconic elements of painting, and with a tremendous speed of reduction”35. 

The disturbances which occur on the surface of the canvas gradually transform the lines until they 
merge with the background, eliminating the duplication of planes and entering into dialogue with 

that underlying it. These are procedural changes which also alter the conceptual design of painting. 

He now dominates the distancing —in the author's words36, the distance from the expressive 

intentionality— in both the Albanelería fina [Fine masonry] series (1995-1997) and in the 

intervention, Man de cal [Coat of lime]. Albanelería fina [Fine masonry] (1997) in the CGAC's 

Double space, a point of inflection in Huete's work and, as the artist himself explains, an action of 

concealment in both the literal and theoretical senses. His proposal, a reflection on painting itself, is 

resolved with virtually flat colours, in chromatic sectors divided into four sections by two orthogonal 

axes, formalising in the space the idea of house painting and brickie painting, an expression Huete 

takes a poem by Joan Salvat-Papasseit, who refers to the house painter and the use of tools and 

techniques of painters in the building trade.  Curated by the artist and writer, Manolo Figueiras (one 
of the authors who best interpreted the changes in chromaticism—colour as a structural sign, as pure 

materiality—which marked the different stages in Ánxel Huete's painting), the intervention defends 

“painting as a code and the wall as a place for painting37”, as a background where organic and 
mechanical aspects coexist alongside the gesture and the invoice, a dialectical relationship from 

within which the circumstantial signs that function as a comment emerge and once again alert of the 

presence of the artist, discrepancies in the process of depersonalising the creative act: the traces of the 
painting process, the logic of the index, the dialectic between matter and gesture, between the wall 

surface and surrounding space all show through.  

 

Matter and absence of form 

 

The impact that this intervention had on Huete's later work is immediately apparent in a series of 
large-format monochrome works which cover the object represented under paint stains. At this time, 

Huete begins to question concepts relating to the disappearance of the image or the absence of 

representation, since he understands "representation" to be a broad, polysemic field, and "image" as 

any other non-retinal formulation: “representation means being in place of,” insists the artist, “which 

                                                        
35 Ánxel Huete (in conversation with Alberto Ruiz de Samaniego), “O proceso Huete”, in Revista das letras, O correo galego, 22/5/1997, p. 2 
36 Ánxel Huete (in conversation with Alberto Ruiz de Samaniego), “O proceso Huete”, in Revista das letras, O correo galego, 22/5/1997, p. 2 
We refer to the concept of estrangement used by Bertolt Brecht in his theatre, to which Manolo Figueiras resorts in order to draw a parallel 
with Huete's work. Manolo Figueiras, “Muros de pintura. El lugar de la espera”, in Ánxel Huete (exhibition catalogue), Galician Centre of 
Contemporary Art (CGAC), Xunta de Galicia, Santiago de Compostela, 1997, p. 22. 
37  Manolo Figueiras, Ánxel Huete, exhibition leaflet Man de cal. Albanelería fina, CGAC, 1997. 
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does not reduce its meaning to mimetic representation.”38 Thus he states in the article “O rastro da 

luz” [The trail of light] published in the catalogue to Outono fotográfico [Photographic Autumn] in 
2003, where he writes about iconicity and photography, and where he already demonstrates the 

interest he had developed over the previous two decades through the study of the photographic 

image and its significance in contemporary society. 
 

From the analysis he carries out of photography, and which he conveys in texts such as“O rastro da 

luz” [The trail of light] or Authentic ADN [Authentic DNA] (2010), Huete begins to consider the use 

of the image abusive and in his painting he starts to conceal any hint of reality: the real object is the 

picture. In the Ocultación [Concealment] series (1999-2008), he nullifies any representative sense 

with the paint superimposed over the supposed mimetic representation. Once again, the title 

generates a complementary setting, a shift in meaning: the series addresses the destruction of 

memory and works as “a critique of memory loss that leads to the destruction of identity”39. On the 
basis of this information, we can, thus, read the pieces as comments on media culture and the 

programmed concealment of public memory, on the annulment of the own by the imposed. Each 

work is a fragment of a larger, indefinite series, which functions not as an aim, but as as a process.  It 
is a serial sequence and the understanding of each picture appears to be prescribed, as Walter 

Benjamin wrote regarding film images, by the series of all the preceding images40. A sequence that 

transforms perception into a performative experience, a deployment during which, along with 
affinities (that green or yellow background), our attention is drawn to the differences, the accidents, 

the dark areas that Huete calls "pools of shadow".  Processes of the destandardisation of regularity. 

 
Huete has never stopped painting, but, in his zeal for reduction, he abandoned the brush in his work 

a long time back, resorting to tools such as sponges or fumigators to achieve the flat, neutral surfaces 

that also eliminate all traces of authorship. It is down to us (the death of the author will translate into 
the birth of the reader-spectator41) to enter into the work, to produce meaning in these intervals that 

are generated in the reception space, reading between the strata uncovered by the Estrutura da 

Memoria [Structure of the memory] series (2000 - 2002), large-format paintings whose anti-iconic 

bent suggests a denouncement of the invisible mechanisms behind the structures of power.  The 
ideology underlying his series is once again reinforced by the titles, the connecting thread between 

transmitter-work-recipient: Memoria de Ruanda [Memory of Rwanda], Memoria de Dubrovnik 

[Memory of Dubrovnik ], Memoria de Sierra Leona [Memory of Sierra Leone]. Words that place us 

(alongside the work and the author) in a relational space, of dissolution between the personal and the 
political, or between the intimate and the public.  A space, as Huete wrote, "wherein arises a non-

autonomous symbolic system, in which the artist is aware of the support of the power and of the 

culture where he is situated, were he places his work and positions his language as a mirror of his 
thought in a complex, non-speculative operation that is full of critical attitude from a negotiating 

position that is political, civil and civilised”42.  A context in which the aesthetic experience is confused 
with actual experience.  

                                                        
38  Ánxel Huete, in a conversation with Agar Ledo, summer 2016. 
39 Rosalía Pazo Maside, Ánxel Huete. A estructura da memoria (exhibition catalogue), Centro Cultural da Deputación de Ourense, 2002, 
not paginated. 
40 Walter Benjamin. “La obra de arte en la época de su reproductibilidad tecnica”. in Discursos Interrumpidos1, Madrid, Taurus, 1973, pp. 
31-32. 
41 "The birth of the reader is paid with the death of the author," writes Barthes writes in the final part of his essay Death of the Author (1967) 
42  Ánxel Huete, “Civilidade artística”, in Sinal, nº 0, AGAV, Asociación Galega de Artistas Visuais, Santiago de Compostela e Vigo, 2000, p. 
40. 
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Also dependent on our mental attitude are more recent series, such as Invisible (2002 - in progress), 

in which all expressive levels are once again cancelled out. The works speak of the existence of 

something hidden, located beneath the surface, behind the painting, as it were. As Huete himself 

says, they are formulas, "calls to cite the underlying existence of something, of someone, of 
discourses, of cries for insurgency, of proclamations, of melancholy or of cause”43. Huete reviews the 

tradition of abstraction in these last pieces, in which the iconclastic gesture reaffirms his critical 

position. The iconic reference disappears, but not the discursive aspects. It is in the discourse of 
concealment where the ideological character of his latest works is to be found, as "it is in the covering 

process where the process of global society lies, where everything that is not visible does not exist”44. 

Huete summarises the approach to the real through abstraction and through a process of self-

affirmation and decoding which appeals to the intellect. Figueiras called them Images of thought. 

Carme Vidal describes them as vehicles of the idea45. An open work that generates valuable fissures 

conducive to an exercise in thought and criticism.  

 

Critical review 

 

The exhibition Ánxel Huete. A critical review is an opportunity to reconstruct the career of an artist 

who is essential in understanding the passage of artistic production in Galicia over recent decades, 
but it is also an opportunity to bring together the images of electric chairs, homages to Ulrike 

Meinhof, the concealments of the memory, military conflict and other signs from the global society 

projected in the absence of representation in the latest series painted by the artist. Perhaps thus we 
can generate a different account of our artistic practice, from the present, to study how personal 

narratives affect collective ones, and not just the other way round.  

 
It is interesting to position Huete in this account as a pivotal artist, one who serves as a bridge 

between generations. If we drew up a genealogy of Galician art over recent decades, he would, of 

course, be an essential component. And I say genealogy, understood as an aim, in the Foucauldian 

sense of the term, as a method for retracing that route along which certain interpretations have been 
displacing others. Instead of trying to understand Huete's work by adapting it to the history of art we 

were taught, we should attempt to extend the limits and, on the basis of Huete, and of his encounters 

and his work, explore the spirit of an era, given that, as the artist himself asserted in a recent 
intervention, “we will always be signals that constitute hints of a specific time, marks of a cultural 

epoch, signs of the past.”46 

 
 

Agar Ledo Arias 

Curator of the exhibition 

[Curatorial text for the catalogue Ánxel Huete. A Critical Review. MARCO, 2017] 

                                                        
43 Ánxel Huete, in a conversation with Agar Ledo, summer 2016. 
44  Ánxel Huete (in a conversation with Óscar Iglesias), “Ánxel Huete. Pintor”, Luces, El País, 30.5.2008, p. 10. 
45  Manolo Figueiras, “Muros de pintura. El lugar de la espera”, in Ánxel Huete (exhibition catalogue), Galician Centre of Contemporary 

Art (CGAC), Xunta de Galicia, Santiago de Compostela, 1997. Carme Vidal, “Ánxel Huete”, in Voces de Atlántica, Published by Galaxia 
and MARCO, Museum of Contemporary Art, Vigo, Vigo, 2005, p. 99. 
46 Ánxel Huete, “Dentro ou fóra do cadro”, in María Luisa Sobrino and Almudena Fernández Farina (eds.), Arte + pintura, Consello da 
Cultura Galega, 2015, p. 75. 
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Ánxel Huete. Chronology 
By Agar Ledo 
 

 

1944. He was born in Ourense, in the month of October, son of Mercedes Vales and journalist Ángel Huete. 

 

1958. He enters the University Laboral de Córdoba, where he attends Felipe Criado’s classes and draws 

caricatures for the school mural magazine.  
 

1960. Back in Ourense, an abstract exhibition of the work of Virxilio (1925-2011) has a great impact on him, 

and also the lecture given by Vicente Risco (1884-1963) at the Ourense Lyceum. Huete collaborates with 

Virxilio in a mural portraying peasant women Huete’s father introduces him to Xaime Quessada, Acisclo 

Manzano, Xosé Luís de Dios and Xosé Conde Corbal, and by whom he is taught.  
 

1961. Along with Xosé Luis de Dios, Queno and Jaime Parada, he founds Spacio, an advertising agency in 

Ourense, with an office in Pontevedra. The agency stays open for two years. 

 

1963. He obtains his high school diploma and enters the Ourense School of Arts and Crafts with Xosé Luís 

de Dios, where they prepare for admission the School of Fine Arts.  

 

1964. He collaborates with Conde Corbal on a mural on the Portuguese Way of Saint James to Compostela, a 

commission from the Delegation of the Ministry of Information and Tourism. He uses the 14,000 pesetas he 

earns to study in Barcelona. 
 

1965. He arrives in Barcelona in January and gets in touch with Xavier Costa Clavell, also a friend of his 

father’s. In March that year they visit the exhibition Man 65 in the old Santa Creu Hospital. The show has a 

great impact on him. He stays in Barcelona for three years, during which time he attends the Massana and 

Sant Jordi Schools and works as painter Joan Serra’s assistant. He uses the money he earns from a number of 
advertising projects and from selling some drawings to travel to Paris, Geneva, Lausanne, Bern and Zurich, 

where he visits the Louvre, and meets the French abstract artists, Tingueli, the Cobra Group and Paul Klee.  

 

1966. He premières his first solo exhibition at Sala Velázquez in Vigo during his compulsory military service 

in Madrid and continues his studies in Fine Arts on his own. The show brings together 29 oil paintings and 
engravings, still in an expressionist and “ruralist” style. The exhibition brochure includes a brief text by 

Fileno (Núria, Costa Clavell’s partner). He meets the painter Lodeiro, with whom he strikes up a long-lasting 

friendship, and MD Román Pereiro, who buys one of his paintings.  
 

1967. The works exhibited in Vigo are now shown at the Pontevedra Athenaeum, in an exhibition 

accompanied by a text from Álvaro Cunqueiro. The Museum of Pontevedra buys one of the works from the 

exhibition. He receives a commission from Professor Basilio Losada for a mural for the Galician Centre in 

Barcelona, painted within the same “ruralist expressionism” topics. In the autumn of that year he attends an 
engraving workshop at Escuela Llotja. 
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1968. In spring he travels to London, where he stays for two months. During his time in the city he takes the 

opportunity to become acquainted with Russian constructivism, Barbara Hepworth and British pop art. Back 

from London he moves to Masnou along with artist Manuel Facal. In May that year he makes the first trip of 

many to Berlin and visits the Netherlands and Paris again. His work is shown at Sala Toisón in Madrid — 
run by Modesto Sueiro —, which was a referent among Galician artists in Madrid at that time. There he 

meets Celso Emilio, Ben-Cho-Shey, Reimundo Patiño and Borobó. In this exhibition he already shows the 
clear influence of British pop art, and for the first time breaks with expressionist representation. The 

exhibition brochure includes a critical reflection by Francisco Pablos about Huete’s priests and satraps, and 

he depicts these figures as “testimonial” and “scarcely human”: “They are pretty much like monsters, 
symbols, screaming ideas trying to offend someone’s sleeping sensibilities.”  

Those same works are now exhibited in a show at the Archaeological Museum in Ourense, which includes a 

booklet with texts by Faraldo, Castro Arines and Fileno: "Huete often reaches a fierce, acrid caricature, a 
Quevedean irony, cruel, bristling with crypticism faced with the historical reality," writes the latter. Eduardo 

Blanco Amor writes positively about it (Faro de Vigo newspaper, 06.XI.68) and Luis Trabazo compares him 

with Georges Grosz (La Región newspaper, 30.X.68.)  

The aforementioned works are shown again in the exhibition room at the Caja de Ahorros de Vigo, 
this time alongside the painter Eladio Collazo, with whom he travels to Germany immediately after the 

opening. In the exhibition brochure Francisco Pablos refers to the critical nature of the works. “Don’t 

believe in painters without ideas. Painting for painting’s sake is no big deal.” As a journalist, his father 
encouraged his colleagues to write press reviews of the exhibitions and he introduces his son in the 

Café Miño circle where Eduardo Blanco Amor, photographer Xosé Suárez, Augusto Valencia, Julio 

Losada and Xesús Vázquez gathered. 
 

1969. He enters the Hochschule für bildende Künste (HFBK) in Berlin, where he studies until 1972 under 

Professor Hann Trier, and with whom he first encounters the language of abstraction. He joins the 

Communist Party in exile and opts for “abstract realism,” a term referring to a Marxist artistic practice which 

arises as a critique of Stalinist Soviet realism. This wil constitute a way of maintaining the ideological 
influence of Marx’s method of analysis at a moment when the rise of European-American art is paving the 

way for art. 

 

1970. In Berlin, to lead demonstrations against the notorious Burgos Trial, he paints large format 

portraits of the prisoners. His first abstract works were included in group exhibitions of the HFBK 
students and he begins to shift his interest in movement from painting to sculpture. He makes his first 

mobile sculptures this year — an exercise he will take up again at different moments in his career. He 

also produces his first abstract works, which were shown as part of the third edition of the open-air 
exhibition in Princesa square, Vigo. Still evident in the Princesa exhibitions is the old ambition of 

making art popular, of erasing the boundaries between art and public by encouraging the participation 

of people as part of the exhibition process. The project was managed by the artists themselves, 
encouraged by Ángel Ilarri and supported by the local government, which conferred a sort of 

independence from the political and administrative frameworks.  

 

1971. Still in Berlin he works for a few months with Vidal Souto. At the Ourense Archaeological Museum he 

exhibits 28 works, including his first abstract pieces and those painted after the death of his father — dark-

coloured canvasses and titles such as Home caído [Fallen Man] or Ensaio sobre a violencia [Essay on 
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Violence]. One of Vidal Souto’s works painted in Berlin was withdrawn by the police from that same 
exhibition in Ourense.  

 

1972. Together with Vidal Souto, he exhibits his work at Caja de Ahorros in Vigo, which includes pieces 

shown at the Archaeological Museum a few months earlier. Blanco Amor notes in Huete’s work that “almost 

every commitment of figuration has been cancelled.” In Berlin, he continues working with abstraction and 
experimenting with the movement of shapes, as can be seen in the works exhibited during the summer in the 

Sala Jofer in Pontevedra entitled 17 ensaios sobre a violencia [17 essays on violence], included in the group 

show Pintores Gallegos [Galician Painters] in the Sala Toisón in Madrid and the Sala Jacobo in Valladolid. 

Huete writes a text for the latter venue in which he emphasises that artistic creation is directly linked to 
human development.  

 

Back in Ourense he joins the Communist Party, along with Xaime Quessada and Acisclo Manzano, and 
concludes the series “Ensaios sobre a violencia” [Essays on violence]. From these, his earliest exhibitions, he 

organises his works into series, a procedure he has been employing ever since. He embarks on the series 

“Azuis xeométricos” [Geometric blues], continuing his research into movement and geometry. He is 
interested in transcending his ideological stance and in abstract realism he identifies an opportunity to escape 

banality, a fact that distances himself from his colleagues from Ourense. It is during this period when he 

meets his political comrade, sculptor Silverio Rivas — they both share the same perception of the Galicia’s 
peripheral location and of the complaisance of both institutions and artists still bound to signs of outdated 

identity.  

 

1973. Huete maintains his ongoing anti-Franco militancy, affiliated to a “cell” of the Communist Party in 

Vigo, now called the PCG, in order to address the cultural sphere. His work in the cell was crucial for 
understanding the cultural intricacies of Galicia, and for the analysis of specific situations. He takes part in 

the 1st Vigo Independent Show (an exhibition promoted by the PCG, which exploited these events, and which 

is held at the same time as the exhibition on Galician artists promoted by Luís Seoane in A Coruña). He also 
takes part in the 1st Art Show at the Galería Grido in Santiago de Compostela, and in solo shows at the 

Galería Al-Kara in Murcia and at the Caja de Ahorros de Oviedo (together with Silverio Rivas). The works 

exhibited in the latter shows, as well as in his solo shows at the Caja de Ahorros in Santiago and Vigo, reflect 
an interest in movement, a remnant of his Berlin experience and which gives rise to the “Azul” [Blue] series. 

The leaflet published for the Vigo show includes a text, in which he is influenced by what he is reading at that 

time, and wherein he states the need to integrate content and form, and he rejects the antithesis between 
realism and abstraction. In the same year he strikes up a close friendship with Guillermo Monroy, who 

introduces him in circles of younger people.  

 

1974. He takes part in the Castelao tribute exhibition in Madrid. He exhibits the “Azuis xeométricos” series 

in the Galería Besaya in Santander and at the 7th Princesa square Exhibition, held at the same time as the O 

Castro Municipal Park Open-air Sculpture Exhibition, organised by Silverio Rivas and Huete, along with 
sculptor Paco Barón, with the aim of exhibiting the state of the most prominent Spanish sculpture at that 

time by transposing an idea taken from an open-air sculpture exhibition they had visited in Madrid to their 

own cultural ecosystem. Ángel Ilarri’s enthusiastic support from Vigo City Council’s Department of Culture 
to this and other activities in the city was crucial in bringing together at O Castro works by Chillida, Alfaro, 

Martín Chirino, Venancio Blanco or Elena Colmeiro. Despite the lack of funding, the presence of 

outstanding Spanish sculptors helped to make this event a seminal exhibition.  
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1975. In the solo exhibitions at the Galería Ceibe in A Coruña, the Galería Arco da Vella in Lugo and the 

Sala Provincia in León he continues to exhibit his blue geometries — a series he will leave behind later that 

year. Antonio Gamoneda writes a text for the exhibition in León in which he refers to “the dialectic trance 

between the earliest closed and motionless shapes and the second ones here, which are tense, and dynamic, 
suggestive of musculature and action within his two-dimensional approach.” And he adds: “These works by 

Huete carry with astounding efficiency the representation of the dynamic within the motionless, of that 
which is alive struggling between barriers and regulations. Here his painting becomes meaningful; it 

rigorously addresses a historically appreciated reality.” The struggle between the dynamic and the motionless 

is a constant until Huete produces the “Recortes do espazo” [Space cuttings] series.  
 

1976. In the summer, together with Silverio Rivas, he takes part in one of Sargadelos summer experiences, 

which were fundamental for training artists working in Galicia throughout the 70’s. At the Sargadelos factory 
in Cervo and according to industrial design specifications, i. e. patterns linked together to build mosaics 

based on one form. He also attended the cultural events and demonstrations organised around the 
educational programme. The summer experiences on technology and the open school at Sargadelos, 

intended for research around ceramics, were organised on a yearly basis in Cervo at the recently opened 

Seminario de Estudios Cerámicos [Ceramic Studies Workshop] (1972). In the Caja de Ahorros in Vigo, 
Huete exhibits a new series which he experiments with repetition of an interior architecture (boxes) enclosed 

by rotating planes. These boxes deal with geometry in a way that is reminiscent of the earlier “Azuis 

xeométricos” series.  
Adhering to a synthesising dynamics, Huete’s new series are characterised by a reduction of elements to the 

most elementary geometry. “Boxes” and “Windows”, considered minor series by the artist, mark out the 

pathway towards the “Recortes do espazo [Space cuttings]” series, paintings in which the whites loom out of 
canvas together with wide, flat colour fields in which we can make out a certain influence of post-pictorial 

abstraction and colour-field painting, one that is distant from gesture and other forms of abstract 

expressionism — periodically cited in Huete’s painting. In this series, he is not suggesting spaces but forms in 
an initial stage in which he rigorously experiments with composition and colour scheme, and in a second 

stage (titled “Instrumentos de tortura” [Instruments of torture]) he includes a figurative or symbolic referent: 

torture equipment, electric and gas chairs, traps, etc. This series presents a constant in Huete’s painting: a 
dialectics between figuration and abstraction, which calls into question whether figurative referents diminish 

the abstract meaning of the work. 

 

1977. Earlier forms survive in “Recortes do espazo”: the rhomboid white, evocative of dropped lid of a box, 

now becomes an essential item, an opening which arranges the space. Huete exhibits these works at the Arco 
da Vella and Trazos-Dos galleries, in Lugo and Santander, respectively, and in the exhibition room in the 

Caja de Ahorros in Santiago de Compostela. He takes part in group shows such as the Homenaje a Miguel 

Hernández [Tribute to Miguel Hernández] at the Galería Yerba in Murcia, Mostra da Imaxe [Image show] in 

the Cambados Cultural Centres, and at Salvador Allende International Resistance Museum in Madrid and 

Zaragoza. Huete ceases to be a militant of the communist party that year.  
 

1978. He paints A lousa de Franco [Franco’s gravestone], which represents the beginning of a short series 

based on a popular Spanish game similar to the horseshoes game. Its composition is reminiscent of the space 

cuttings, and stresses austerity and symmetry. He finishes his degree in Fine Arts in Barcelona, taking the 

exams as an external candidate at the Sant Jordi School of Fine Arts. He meets Manel Lledós, who will 
become his flatmate in New York between 1981 and 1982, and with whom he shares an admiration for poets 
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and painters such as Joan Salvat-Papasseit, Salvador Espriu, Ràfols-Casamada, Antoni Tàpies, Josep 
Guinovart or Joan Hernández Pijuán.  

 

1979. In the gallery room in Caixavigo he exhibits his “Recortes do espazo” [Space cuttings], the traps, the 

chairs, and for the first time, A lousa de Franco. The chairs and traps comprise a series called “Instrumentos 

de tortura” [Instruments of torture] series, inspired by the dentist and execution chairs, and which retains 

items already used in the first cuttings and in the keys — a central item assumes here the exhibition layout. 
Texts by Xosé Lois Méndez Ferrín and Antón Reixa are included in the publication. He takes part in the 

group show on Galician artists opened in the gallery room at the local office of the Ministry of Culture in 

Pontevedra, and also in a tribute to Leopoldo Nóvoa at the Galería Kandinsky in Madrid. He begins working 

on his series of petrol pumps, which will be shown in the Atlántica exhibition in Baiona.  

 

1980. Along with Román Pereiro, Guillermo Monroy, Antón Patiño and Menchu Lamas he already spoke of 

the need for thought on a transition which needed to transcend politics, on a transition which would also 

lead to social change. Taking as a reference exhibitions such as Cien años de cultura catalana [One hundred 

years of Catalan culture], held in Madrid, they plan a mission statement which will lead to the birth of 

Atlántica. Últimas tendencias das artes plásticas en Galicia [Atlántica. Latest trends in the plastic arts in 

Galicia], an exhibition opened at the new Casa de la Cultura (former Hospital de la Caridad) in Baiona. This 

was the first of five shows with a reformist orientation between 1980 and 1983. Parallel to the exhibition they 

prepare the first review of Laxeiro’s work (an artist he considered essential in order to establish a genealogy of 
art from the time of the Renewers). The exhibition catalogue includes a text by Román Pereiro, a 

fundamental catalyst in the birth of Atlántica.  

 

Huete exhibits in Baiona his series “Surtidores”, the petrol pumps painted earlier that year before travelling to 

New York. “Surtidores” is located in the passage from the cuttings to his series “Amigo”. It consists of a 

number of vertical items replicated all over the canvas and which address the flatness of painting. This 

obsession with the plane will be a constant in the “Sesión Vermouth” [Vermouth Session] (1980) and “Poetas 
cataláns” [Catalan Poets] (1981) series, in which he uses the technique of spraying and incorporates words 

alluding to graffiti. According to authors such as Manuel Figueiras, flatness is one of in the salient 

characteristics of Huete’s work during this period, when he identifies himself with the Supports/Surfaces 

artists (a contemporary movement supported by Marxist postulates, which tackles the relationship between 
painting and medium) and with colour-field painting abstraction, which had already left behind the tension 

between background and figure, and the boundaries imposed by the picture frame, postulates that had also 

been left behind in Huete’s painting.  
 

1981. This is the beginning of a period during which Huete prioritises gesture as a personal feature, as a 

programme of indexicality in order to note the presence of the author, to denote his vital influence. This is a 

constant through different series until the beginning of the 90’s, when he will radically eliminate gesture from 

his paintings, in the process of eradicating all traces of the author’s presence. At the time of the coup d’état on 
23 February, he has a solo show at Estudio 34, in Ourense, displaying drawings from his “Andaríns” 

[Walkers] series. He shows his petrol pumps within the O feito plástico [The plastic event] exhibition, at the 

Cultural Centre in Vigo, and within Atlántica, at Centro Cultural de la Villa de Madrid. At the time, New 

York and American painting important referents to him. Huete travels to New York again between 
November 1981 and April 1982. He lives there with Miguel Saco and Manuel Lledós at 19 Street and works as 

a bricklayer. During his stay he paints “Crónica de Nueva York” [New York Chronicle], a series of small-size 

pastel paintings describing his experience in the city.  
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1982. His return from New York to Vigo coincides with the death of Guillermo Monroy, to whom Huete 

dedicates his “Amigo” [Friend] series. Huete begins to paint this series at artist Amando González’s studio, 

employing variations on a pyramid which, according to the title, can be associated to an A. Appearing in the 
series are a number of features of what Huete will go on to call “brickie paintings”, an expression he takes 

from a poem by Joan Salvat-Papasseit related to the house painter, to the cement grey mixed with lime, sand 
and gravel. Huete’s evocation of graffiti, which commenced in previous series, is still present in the “Amigo” 

series, and also in “Irene”, a series devoted to his second daughter, and in which he incorporates letters in the 

form of space organisers. In the “Andaríns-Gulliver” [Walkers-Gulliver] series, sizes are enlarged and the use 
of a synthetic iconic impression which, along with gesture, reminds us of the expressiveness of the new 

German and Italian painters, and of the use they make of signs with references to the past in order to create a 

national identity. At the time, European painting is experiencing a return to the perceptive conventions of 
mimetic representation, to a hierarchical relationship between background and figure, (according to the 

interpretation of a number of Marxist critics) a new return to the order Huete had learned about through his 

admiration for certain members of the Neue Wilden, such as Markus Lüpertz or Anselm Kiefer. 

 

He takes part in the group shows Panorama del Arte Moderno [Overview of Modern Art] in the exhibition 

room at the Banco de Bilbao, in Madrid, and in a group show with Lamas, Monroy and Patiño at Casa de la 

Cultura in Vigo. The exhibition catalogue includes texts by Román Pereiro and Antonio Bonet, the latter 
talking about a “deeply Galician painting, yet at the same time projected towards the universal” affirming that 

a link can be established between some of the artists present in Atlántica and the renewal in painting taking 

place throughout the country. That year Huete participates at the 5th International Art Biennial in 

Pontevedra and again in Atlántica, at the Castle of Salvaterra. He also begins to teach at Colexio Panxón, 
combining teaching with creation from then on.  

 

1983. He exhibits the series “Amigo” in the show Atlántica at the Pazo de Xelmírez. The publication includes 

a text by María Luisa Sobrino, an academic who followed the development of Huete’s generation, and 

another written by Antonio Bonet in which he defines Atlántica as the rebirth of Galician art. Parallel to the 

exhibition conferences and round tables were organised on the art market, on the relationship between 

Atlántica and the new Spanish painting, and on contemporary Galician art.  

 

He is offered an untenured teaching position at the Mestre Mateo School in Santiago. He then passes 
competitive exams to become a lecturer in the School of Applied Arts in Lugo. That same year he moves his 

studio to Teis (Vigo), where he begins to broaden his formats — he stays in Teis until 1986. He takes part at 

the Art Biennial in Pontevedra in the Spanish Painting from the 80’s section. Between 1983 and 1984 he works 

on the “Windsurf-Nacemento de Venus” [Windsurfing-Birth of Venus] series — in which he represents 
synthesised shapes of women — and “Andarín-Gulliver” [Walker-Gulliver] series.  

 

1984. He exhibits his work at Galería Abel Lepina in Vigo and he takes part in group shows such as Terres de 

Nantes et de Galice, at Centre Culturel Nantes; Vexo Vigo: unha visión da pintura actual [I see Vigo: an 

overview of current painting], at Casa de la Cultura in Vigo (which included works from the series 

“Windsurf-Nacemento de Venus”), and in Imaxes dos 80 [Images of the 80s], in the Museum of the Galician 
People. The catalogue edited on the occasion of the later exhibition includes a text by Antón Castro, who 

emphasises the Galician nature of the Atlántica generation, and stresses the “aim to recover identity through 

colour, through slogans related the motherland or through a protean space; through freedom and the 

agreeable gesture, through confidence, and through the reflexion of the eldest roots of the existence itself.” 
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He starts teaching at the School of Applied Arts in Lugo, while at the same time working on the series 

“Argonautas” [Argonauts], where his long, constant stroke which later on will be used later brickie paintings 

can be seen for the first time. At the studio in Teis he works on the series “Conde-Duque” [Count-Duke] and 

“Benvido Günter” [Welcome, Günter].  

 

1985. Antón Castro publishes the book Expresión Atlántica: Arte galega dos 80 [Atlantic Expression: Galician 

Art in the 80’s], in which he describes Huete’s abstract process as heroic, since he struggles from his painting 
“with the leading constumbrismo and figuration we had accepted without question.” In the same vein, the 

following year, Román Pereiro describes Huete as a pioneer of abstract Galician art in his article "A 

permanencia da abstracción" [The Permanence of Abstraction], published in of the fifth edition of the 

magazine, Galicia Moda. He exhibits the series “Argonautas” at the Galería Gruporzán in A Coruña, and he 

takes part at the following touring group shows: A Toda Tela [At full canvas] — in which he shows his first 

mystical still lifes — and Tempos de Pintura [Times of painting]. He works on the series “Conde Duque” — 

equestrian figures based on the reminiscences of Velázquez’s work, “Argonautas”, “Benvido Günter”, 

“Cabalieri”, and others. This is a period in which he resolves the basis of gesture , works in which the 
whiteness looms out of the canvas, the wood and the paper.  

 

1986. He moves to Ourense to teach at the School of Applied Arts. Here he meets the artists Xurxo Oro 

Claro, Manuel Figueiras and his future second wife, Coté Ruiz. In Ourense he begins to work on the series 

“Fellini”, a deliberation on reality and its reflexion, and on narrative within narrative. The cinematographic 

cameras are a reference to Fellini’s Roma, a film in which the production staff improvises, filming themselves 

during a traffic jam on the way back from a day’s shooting. Huete continues to work with a certain 

automatism in gesture. He exhibits both his “Andaríns” and his “Argonautas” at the Galería Trinta, and the 
latter again at the Galería S.M. in Lugo (together with painter García Gesto). He takes part at Kiosco Alfonso 

in A Coruña and Casa da Parra in Santiago, in an exhibition which draws on the collection that the Galician 

Government is amassing through grants and acquisitions for a future and hypothetical Galician museum of 
contemporary art. He paints the mural inside Armenteira Primary School.  

 

1987. In the 9th National Art Biennial in Pontevedra, he premières the diptych Fellini due volte, in which he 

extends the use of long strokes running the entire length of the paintings. From the summer of 1987, when he 

moves to Domaio, he works on two series which refer to the place: “Mar de Domaio” [Sea of Domaio] and 
“Faro de Domaio” [Domaio Lighthouse]. The latter alludes to a lighthouse that, according to the local’s 

memory, had existed in the distant past. The vertical shape that looms out, reminiscent of his earlier petrol 

pumps, highlights its meaning when associated to the title. He takes part in group shows such as Antropologia 

e memória: visão actual da arte galega at the Gulbenkian foundation in Lisbon.  
 

1988. At the O Toutizal country house, on the occasion of the exhibition Baiona Horizonte Atlántico [Baiona 

Atlantic Horizon], he premières a series of mobile sculptures produced between Oro Claro’s studio in Allariz 

and Industrias Ferri in Vigo, in which he returns to the premises of his early mobile sculptures from 1970. 

Prolific artistic promoter at the time, and owner of the O Toutizal country house, Román Pereiro organised 
summer encounters between an artist and a writer for an outdoors performance workshop. Huete showcased 

a portfolio including five engravings in dialogue with a text by Xesús Ron titled “A man esquerda” [The left 

hand]. In this exhibition he shows his first monochromes alongside the sculptures and a group of canvasses 
from the series of civil and mystical still lifes. Enlarged formats and cement gray backgrounds begin to invade 

the canvas, in dialogue with repeated symbolic elements: bread rolls and holy chalices schematically drawn in 
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order to stress their meaning. They are iconic synthetic features with a symbolic meaning which were already 
present in his “oil bottles” and “chairs” from the 70’s and constitute a frequent resource in Huete’s career. 

These series are exhibited in the gallery room at Caixa Galicia in A Coruña, and include works which preview 

new changes, such as Eneas en Allariz [Aeneas in Allariz]. The exhibition catalogue includes texts written by 

Méndez Ferrín and Bernardo Pinto de Almeida, who defines Huete as a “classicising painter”, in opposition 
to the upheaval of the Expressionists.  

 

1989. At the Galería Abel Lepina in Vigo he premières a series of works under the name “Fenicia” 

[Phoenicia], the immediate predecessor of brickie painting. A clear ongoing renunciation of gesture can be 

observed, a constant until the artist, his presence, completely vanishes from the painting, which will finally 
occur in the early 90’s. Broad spaces eventually become monochrome, although they still maintain a 

dialectics between reality and its double through forms that recall objects yet represent nothing. Chromatic 

austerity increases, alongside that of the forms, as a result of synthetic processes.  
 

1990. He paints the mural for the boulevard of Chapela and takes part in group exhibitions such as Revisión 

dunha década and Océano Atlántico, both held at Auditorio de Galicia, which had opened two months 

earlier, and over the first year he develops a highly structured, long-running programme which included key 

exhibitions such as O proceso abstracto: artistas galegos 1950-1979 [The abstract process: Galician artists 

1950-1979] (1993), in which Huete will take part.  
 

1991. By the end of the summer he is working in Allariz, at Xurxo Oro Claro’s studio, on a series of ten 

paintings in which he uses polyester resins on synthetic silk fibre. These works already depict two of the main 

features in Huete’s work: the contemplation of what has been painted as something which occurs on the 

surface of the medium, and the desire to enhance the “brickie” effect, by means of an execution intended to 
appear spontaneous in which he uses only one single colour on the fabric, as a background. The effect of a 

mirror finish is achieved by applying polyester resins on the surface — a surface painting located on the 

outside the canvas without reference to the depth of the real space. These features are discernible in the 
“Fenicia” series, in which Huete will continue working at the same time as on the resins, also with the 

intention of reaching the effect of his brickie painting. The resins are displayed at the Galería Dársena in A 

Coruña and one of his “Phoenician” works is included in the group show O rostro do tempo [The face of 

time], curated by María Falagan in the Casa das Artes in Vigo. He premières his Escultura ao ar libre [Open 

air sculpture] at the Precious Metal and Environmental Laboratory in the A Grela Industrial Estate and that 
same year he begins to work at the Faculty of Fine Arts in Pontevedra, continuing with the teaching work he 

had begun a few years earlier.  

 

He paints Ulrike. Ulrike Meinhof, a work which recalls his years as a student in the Berlin at RAF (Rote 

Armee Fraktion) and at the same time the work is a tribute to Méndez Ferrín’s poem devoted to Ulrike in 

Con pólvora e magnolias [With gunpowder and magnolias]. The work reminds us of Ulrike Meinhof’s 

unclear death by using the light and the hollows of black colour paint in order to recall a cell but — above all 
— by means of the title. All along Huete’s career titles are used as resources which place the image in the 

context of the real life and provoke a critical interpretation of the creative process, yet always related to social 

facts and events.  
 

1992. Huete premières his painting Ulrike. Ulrike Meinhof in the Casa das Artes in Vigo, along with works 

from the series “Fenicia”, his “resins” and the sculpture Cereixas, which serves as a sculptural extension of 
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one the resins painted in Allariz, and oscillates with the same kineticism as earlier sculptures. He exhibits his 
tribute to Meinhof along with his resins in a solo show at the Galería Trinta in Santiago. During the summer 

of 1992 he takes part in the exhibition Urxencias III [Emergencies III], a space for experimentation at Nave 

La Guía in Meira-Moaña in which he showcases the group work O río inferior. Proxecto para unha fosa 

común [The lower river: Project for a common ditch], alongside Pepe Cáccamo, Bea García Ramos and Coté 

Ruiz, who comprised the P.N.LAS&FILLOS collective, “a multidisciplinary and above all poetical collective”, 
as they described themselves.  

 

1993. In Ourense Museum, he premières a series of works that are almost entirely monochrome — deep 

planes in which geometrical objects and minimal strokes are drawn. The “Aura de Chirico” [Aura of 

Chirico] series coexists with references to the sea from earlier works from the “Océano” series, in which 
contingency begins to occupy a prominent place alongside a purification which heralds the eventual 

disappearance of the icon. The influence of the latter works are also present in the mural Huete painted for 

the junction at Isaac Peral in Vigo, a work conceived to be seen from the car while driving at speed along 

the highway. He takes part in the exhibitions O Proceso Abstracto: artistas galegos 1950-1979, in the 

Auditorium of Galicia, and also in Trazos e camiños [Lines and Roads]. His work is also included in the 

group show República. Un sentir, unha memoria, un futuro… [Republic: A feeling, a memory, a future…], 

in the Casa das Artes in Vigo, organised by the Asociación cultural de Amigos de la República de 

Pontevedra.  
 

1994. The United Nations Organisation programmes an exhibition with Ánxel Huete’s work at the Palais des 

Nations in Geneva — this commission coincides in time with the outbreak of the War in Bosnia. Despite the 

initial opposition by the organisation when it noted the critical content of Huete’s proposal, he finally gets to 

exhibit silk-screen prints on canvas in which time and time again he depicts the face of a girl who was a 
victim of the genocide, featured on flat-coloured backgrounds and alongside minimal strokes. These works 

had a clear relationship with earlier two-colour ones, but also with Pop aesthetics — here repetition underlies 

a reference to the press as a space for image consumption. In this sense, the “Bosnia” series becomes a 
precursor of series such as “Censura” [Censorship] or “Ocultacións” [Concealment], and can be understood 

as a commitment, as an aside in that which is real, making the stance of an artist who denounces through 
painting visible, as on occasion he has stated: “carrying the newspaper on my hand”, because his entire 

oeuvre remains in the world. He takes part in the group show 31 artistas por Ruanda [31 artists for Rwanda], 

in the Casa das Artes in Vigo, and in A carón do mar [Beside the sea], at the Casa da Cultura in Cangas, 

alongside Berta Cáccamo and Francisco Mantecón, among others.  

 

1995. At the suggestion of Gloria Moure, the Galician Centre of Contemporary Art (CGAC), which opened 

in 1993, buys two works from the “Recortes do espazo” series. The museum includes these two acquisitions 

in the group show Inicio dunha colección. Fondos do CGAC [Start of a collection: the CGAC collection]. The 

touring group exhibition Espello do interior [Internal mirror] includes one of his first works from the series 

“Albanelería fina” [Fine masonry], together with the “Naufraxios” [Wrecks]. 

 

1996. He continues to participate in solidarity exhibitions such as Construír a paz. Cultura para a paz 

[Building peace. A peace culture] (A Coruña) or Artistas ourensáns coa cruz vermella [Ourense artists with 
the Red Cross] (Municipal and Archaeological Museums in Ourense). He also exhibits his first works from 

the “Retículas” [Reticles] series at the Galería Clérigos in Lugo. A few months before the exhibition Huete 

began his purification process, already manifest in the virtual absence of images in the shipwrecks from his 
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“Océano” series or in the tributes to De Chirico. Acting as materialist assertions of painting, Huete’s reticules 
operate as a representation of the canvas itself, and they erase all kind of relationship between the image and 

its background — or any other trace of illusionism. Those coincide with his radical desire to forgo gesture, 

and are the result of his refusal to include iconic features. Hence, he searches for a starting point free of 
referents, making the viewer responsible for contemplating the painting through what is hidden. At this 

point, Huete assumes contingency as another element in his work process.  

 

1997. He premières Man de cal/Albanelería fina [Coat of lime/Fine masonry] in the CGAC’s Dobre Espazo 

[Double Space], a space which the Galician museum’s distinguishing feature during its early years. Here, 
Huete puts into practice his idea of wall painting and his “brickie painting”, and the painted white cube 

makes its début appearance. He defends the wall as a conventional medium for painting, accepting the wall as 

a wall, just as Xosé Carlos Barros describes it in an interview included in the catalogue published on the 
occasion of the show. This intervention, curated by Manuel Figueiras, belongs to the series “Albanelería fina” 

which, according to Figueiras, is characterised by “the chromatic concentration and a certain orthogonal 

schematism which highlights the flatness of the work and the intellectual characteristic of the genuine images 
of thought”. In these works Huete transfers the intentionality of his participation in the Dobre Espazo to a 

two-dimensional and reduced surface. The works are exhibited again in the Galería SCQ in Compostela 

shortly after his participation in the CGAC.  
 

The AGAV (Galician Association of Visual Artists) is established in response to the feckless, practically non-

existing cultural politics at that time. As of its constituent assembly, this inter-generational and multi-
disciplinary association is federated to the UAAV-Union of Visual Artists Association. Huete holds the 

presidency, with Rosalía Pazo Maside acting as vice-president, Isaac Pérez Vicente as spokesperson for Vigo 

and Tono Carbajo representing the Association at UAAV, with the intention of building a public artistic 
sphere. The work conducted from Vigo encouraged the spread of the Association throughout the territory, 

since most of Huete’s team members came from the Vigo area. This dissemination work included the 

organisation of conferences and the stance taken regarding Gloria Moure’s dismissal.  
 

1999. On behalf of AGAV, he attends the first congress of the UAAV(Union of Visual Artists Association) 

held in Bilbao entitled Posiciones. Las condiciones de las artes visuales en el Estado Español a debate 

[Positions. The conditions of the visual arts in Spain under debate]. All the different member associations 

came together to analyse the art-politics-society relationship. Back in Moaña, where he had moved his studio 

the previous year (and where he still remains) he begins to work on the “Ocultacións” series, focused on the 

destruction of the memory and the identity, and complementing his coetaneous works for “Albanelería fina”: 

the bricklayer covers up the previous layer, hiding what is beneath. In the same way, Huete’s works do not 

uncover, they also conceal. Taking as a reference Rainer’s Ubermalungen, monochrome paintings which hide 

and deny representation, this series comprises a critique of the media culture and of that programmed non-
disclosure of which there is no interest in disclosing; hence, a critique of is the annulation of the own by the 

imposed. The virtually monochrome surface shows a number of features, dark areas which the artist calls 
“pools of shadow”; i. e. breaches on the surface occurring due to the “memory theft by stereotypes of cultural 

imperialism”, in Huete’s words.” Here, black acts here as a means of annulment, a concealment which sinks 

into oblivion, emptiness and absence, resources he employs to denounce the icon’s privileged position in 
mass media. 

 

2000. Huete’s activist work acquires prominence as he takes part in the public debates proposed by the 

AGAV in order to encourage a wider democratisation of the art system in Galicia. As the President of the 
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Association, alongside a number of colleagues such as Pérez Vicente or Pazo Maside, he organises the first 

public experience under the title of Sinais [Signals], round tables, conferences and debates intended to 

provoke discussion in the field of art; he also organises the debate sessions Vigo, un espazo para a arte e a 

cultura contemporánea [Vigo, a space for art and contemporary culture] with a view to discussing the type of 

art centre most suitable for the city. However, the conclusions were ignored by the local government. As 

Huete states in the book Voces de Atlántica [Atlantic Voices], the AGAV rejected the idea of a museum 
conceived as a tourist attraction, rather they upheld a model in which the museum would be understood as 

art institute focused on rethinking the notion of country and encouraging the cultural scene and relations 

with the world. Also established was the Foro de Cultura [Cultural Forum], promoted by the Auditorium of 
Galicia with Ánxel Huete as a founder and member of the technical committee (2000-2001). The forum aims 

to become the framework for debate and analysis of the state of culture in Galicia in order to formulate 

proposals for the future.  
 

He premières works from the “Ocultacións” series at the Galería VGO in Vigo, and begins to work on the 

“Estrutura da memoria” [Structure of the memory] series, highly complex paintings through which he 
continues to explore the absence of the image and the medium as a political space which conceals a 

denouncement of the invisible mechanisms ruling power structures. The anti-iconic spirit underlying these 

works results from the same intention as in his previous series, yet now they show the layers of memory 
highlighted by the artist in the use of horizontal bands censoring the image. It is the symbolic level on which 

the artist works which allows him to broaden the interpretations, focused here on the loss of one’s own 

references in a globalised world. The balanced, peaceful composition derived from horizontality attempts to 
evoke storage by accumulation, organisation into clusters of memory, exposed to a chromatic vanishing, to 

interferences of continuity and recognition. It retains a reference to the ordering of the writing encapsulated 

over time achieved by the memory.  
 

2001. He premières A estrutura da memoria at the Ourense Provincial Council Cultural Centre, an 

exhibition featuring some of his works from “Albanelería fina” (1997) and from the “Ocultacións” series 

(2000), alongside the “Estrutura da memoria” series. The catalogue for the show includes texts by Rosalía 

Pazo Maside and Manuel Figueiras. In 2000 he becomes a member of the publishers’ board of the journal, 

Sinal, promoted by AGAV — two issues of the journal were coordinated by Huete alongside Rosalía Pazo 

Maside, Carme Nogueira, Manuel Figueiras and Isaac Pérez Vicente, among others. The Vigo Group’s 

feelings about the Association were quite distant from their colleagues in Compostela, and as a result of these 

tensions, the journal ceases to exist and there are changes in the Association’s board. Eventually, the 
Association will peter out owing to an ongoing estrangement between the groups, and finally the Vigo group 

will separate permanently from the Association. 
 

2002. The MARCO, Museum of Contemporary Art Vigo, opens with the exhibition Atlántica. Vigo 1980-

1986, curated by Antón Castro, and questioned owing to the curatorial discourse and to the way the cultural 
event was understood and depicted. What could have been a chance to position and analyse a social, political, 

cultural and referential event in Galician art was instead transformed into grounds for confrontation and 

disagreement, owing to the lack of research that could help situate a key exhibition on the 80’s from a current 
perspective. The protests were made public through a declaration signed by some of the participants and in 

2003 the MARCO organises the panels of discussion on Atlántica and its sociocultural context. With the 

support of the publishing house, Galaxia, the book Voces de Atlántica (2004) is released. Coordinated by 

David Barro and Carme Vidal, the publication brings together the voices and opinions of the artists and helps 
to construct the memory of that period, which had been snatched away in the previous exhibition. At the 
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Galería Trinta Huete premières a group of works from the “Invisible” series, in which he advocates absence 
and recalls the extinction of identity, renouncing features of representation and colour, and any other 

superfluous characteristic.  

 

2003. Some of the members of the AGAV-Vigo group (Ánxel Huete, Manuel Figueiras, Isaac Pérez Vicente, 

Rosalía Pazo Maside, Mar Caldas, and at the beginning Ángel Cerviño) form the Trans collective, with the 
intention of rebuilding a space for recovering the Association’s critical foundations and of promoting a 

collective critical perspective. As a collective, two works by TRANS were included in the exhibition 

denouncing the Prestige oil spill, entitled Botella ao mar [Bottle in the sea], organised by AGAV at the 

Auditorium of Galicia and Casa das Artes in Vigo, with the support of Unión de Asociaciones de Artistas 

Visuales [Union of Visual Artists’ Associations] and with the collaboration of Plataforma contra a Burla 

Negra and Nunca Máis. Other participations include a large mural decrying the Iraq War in the Plaza del Rey 

in Vigo, alongside Fine Arts students , and the printing of a couple of stickers against the war.  

 

2004. Trans members begin to interview cultural agents in Galicia with the aim of disseminating and 

keeping their memory alive. Later, entitled “Rexistro de nós” [Record of us], the project would be included in 
2007 within the University of Vigo’s programme, in parallel to the creation of the research group PE4 Fondo 

Audiovisual de Cultura Contemporánea FACC. Furthermore, the group regularly publishes their thoughts 

with a critical position of denouncement at Faro da Cultura, Faro de Vigo newspaper. 

 
Huete begins working on his “Realdade subxacente” [Underlying sovereignty] series, silk-screen prints 

representing a portrait of the Queen of Spain extracted from the daily newspaper, which will remain hidden 

beneath layers of paint. The series can be considered a variation of his “Ocultacións”, since the title refers to 
what lies beneath the apparently visible, not because it has been covered or hidden, but owing to its having 

been replaced. The series will run until 2013, and includes four-part polyptychs made using the same 

technique but with different purposes. These latter pieces are works in which the spilling of paint on the 
canvas leaves its trace, its vestige.  

 

2005. He takes part in the exhibition O lado da sombra. Sedición gráfica e iniciativas ignoradas, raras ou 

desacreditadas entre 1971 e 1989 [The shadowy side. Graphical sedition and rare, ignored or discredited 

initiatives between 1971 and 1989], in the Luís Seoane Foundation in A Coruña, performing an action 

during the opening. He uses gunpowder on the floor to write the sentence Are we metaphors of ourselves?, 
which burns and poses a question about the way people see and build the world, and about the way we see 

ourselves in the social world. Huete also used gunpowder for an artistic action performed a year later 

(2006) in Carral — a tribute to the martyrs. Using the same weapon employed to kill them, he drew the 
silhouettes and the names of the rebels who had been executed, exposed and acclaimed in the process of 

conflagration. Yet another reference to the political commitment book of poems Con pólvora e magnolias 

[With gunpowder and magnolias] by Méndez Ferrín’s to whom the Centro Cultural de la Diputación 

Provincial in Ourense devotes an exhibition later that year, including works by Huete.  
 

2006. He takes part in a group show at Café De Catro a Catro in Vigo, commemorating its 25th Anniversary.  

 

2008. He premières the exhibition Causa subxace [Underlying cause] at the Galería Trinta, which includes 

works in which the iconic referent remains denied in order to suggest or warn about what is hidden, about 

other versions diverging from the apparent reality. Here the title operates as a declaration of principles with 
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regard to his vision of art, since in Huete’s work from the previous decade lies his position in favour of the 
anti-iconic painting in which concealment endows an entire series of works with meaning. Also evident in 

these works is his admiration for Tino Grandío’s nothings, Arnalf Rainer’s overpaintings, Rauschenberg’s 

erased drawings, and for the monochrome reduction in Piero Manzoni’s, Ad Reinhardt’s or Robert Ryman’s 

works, understood as an independent practice in the history of abstraction. In his struggle to avoid the image, 
the titles will once again be an element which generates a supplementary and at times divergent setting, that 

anchorage which Roland Barthes talks of when referring to the caption that links images, or the lack of them, 

to the real thing.  
 

2013. He takes part in the exhibition Ex profeso 3 in the SALA X, the exhibition room in the Faculty of Fine 

Arts in Pontevedra. The project seeks to raise the visibility of the teaching and research staff in Faculty, where 

he continues to teach until he retires in 2015. Huete participates in some of the exhibitions organised by the 

learning centre, along with other colleagues who have accompanied him throughout his teaching career; 

these include several editions of En plenas facultades [In full faculties], in the Museum of Pontevedra, and 

Afinidades selectivas 7 [Selective affinities 7] (2014) in the Casa Galega da Cultura in Vigo. During his time as 

a teacher, Huete also collaborates on the book Arte, dicionario ilustrado [Art, an illustrated dictionary], 

published by the university of Vigo with the text offering Quintana dos mortos, a list of names of Galician 

artists placed on a par with the names of world-renowned artists. Once again, he asserts the local against the 
threat posed by both iconographic and cultural Imperialisms.  

 

2017. MARCO Vigo organises a critical review of Ánxel Huete’s artistic career. 

 


