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OVERVIEW

Containers -a series brought together for this exhibition and on which Manuel Quintana
Martelo (Roxos, Santiago de Compostela, 1946) has been working ceaselessly since 2012- has
never been shown in its entirety before now.

For the last ten years, Quintana Martelo has focused on a series of painting whose leitmotif,
which has served as a starting point and an excuse for the project, is the containers he finds in
the cities he visits. The paintings all possess a common trait that attracts the visitor’s
attention: primarily, a noticeably sculptural appearance, an attractive composition and visual
impact. The series is based on a group of containers, regarded as sculptural objects, but also
as urban still-lifes.

Along with the paintings from the series, which are exhibited in different formats, the show
includes preparatory sketches, drawings and large-scale watercolours, so that the exhibition
as a whole provides a detailed insight into the artist’s process and his response to different
media.

This exhibition, produced by MARCO, is Quintana Martelo’s first solo exhibition in Vigo
since 2003, and after MARCO it will travel to the Sala Rekalde (Bilbao, Provincial Council of
Bizkaia), where it will be exhibited from March 2022, as a result of a fruitful collaboration
between the two institutions.

+ INFO http://www.marcovigo.com/actuais

Quintana Martelo. Marqués de Cubas, 23. Series Containers, 2012-15 (polyptych). Oil on canvas. 260x780 cm.
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Painting Containers

“On the 14th of March 2012 at 14.36 walking from Gran Via to Atocha street, I spotted a yellow rubbish
container at number 23 of Marqués de Cubas, which was struck by the sun sideways from right to left: my
favourite light which I employ in practically all of my work. I took a photograph and came back to the
same container the following days on which the load inside varied, until one day it wasn’t there.

The image stayed in my eyes and my mind for a while and I thought it would be a good subject for a
painting: its visual impact, its almost perfect load (which I corrected slightly when taking the photograph)
and the splendid light. I looked at the photograph often the following days and I kept going over an idea
that was forming in my mind: the paintings would have to be big; I would try to make them nearly life-
size. So I obtained the materials I needed and accepted the risk involved when a painter embarks upon
such an undertaking with no idea of how things will turn out.

My expressive discourse is directed towards a tireless quest for the end result, studying many variables and
possibilities, working with paper, with photographic images, real images, watercolours, oils and so on,
delving into the whole panoply of forms and approaches in order to capture the image at a final point,
while knowing that actually that point is never ‘final’ and the multiple options are going to be forever
present.

Some of the works have been preserved in ‘their’ time and others have undergone variations, as I never
lose sight of, nor fail to approach, different paths, which mutate, vary and create different approaches: my
way of playing, my weakness for doubt and variation, my way of working.

On occasions, I've felt a need to repeat and repeat the same object over and over again: starting out with a
first image, I search between the lines for any other information that might serve my purpose. Reiteration,
an almost obsessive repetition, most noticeable in the Lope de Vega suite, which affects the drawing and
its potential time and time again, opens a profusion of options that channel toward the end result, a final
one, towards a transparency that leaves no aspect unstudied or unresolved. And this continual and
repetitive view creates, like a symptom of exhaustion, a need to close the cycle and bring to conclusion the
practical aspect knowing full well that this will lead to another beginning, other options that close upon
themselves and/or open different paths to explore: the path —the route followed, the journey- is the single
most plausible truth concerning the adventure of painting. It is for me, without a doubt.

I paint containers because they are an everyday feature of city landscapes, because they are more than just
a place for waste and forgotten scraps. But also because it is fun to wander off on the theory and on the
painting, and perhaps that’s what I do: wander off, find once and find yet again, see and analyse what I see,
objectivize the image seen and transform it into material for the sought-after expression.

I work the image within a plane, the dominant plane, and, as such, the only field of for the action that
takes place in front of me. I realize it is tall and wide, I realize there’s no depth, I realize it isn’t a window
through which to see the world, I realize I don’t want to fake depth as three-dimensionality only exists in
the real view of the object, and that once the object becomes flat it transforms into the reason for the
painting attitude.

It may all boil down to a thought that often comes to me: I'm increasingly becoming less interested in
painting and more interested in the exercise of painting. I don’t know if I'm right, I don’t know if it’s a
good reason to justify an action, but I realize that I don’t really care. I paint.”

Manuel Quintana Martelo
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TEXT BY THE CURATOR

The container litany, or digressions about Manuel Quintana Martelo, city walker

I met Manuel Quintana, a painter from Santiago de Compostela, in the dawning days of Atldntica,
the movement which set the clocks of painting in Galicia to international time. A movement which,
despite having more than a few connections with the “Ochenta” of Madrid, was in more ways than
one rooted in its immediate surroundings, and seemed to revive the 1920’s spirit of Galician
neopopular modernism. It was that avant-garde generation that radically transformed the scene, and
to which our painter pays tribute in the figure of Seoane who is the subject of one of his eftigies. I
think our first encounter took place at one of the editions of the memorable Pontevedra Biennial,
though it might also have been in the context of the Atldntica exhibition that was held at the Palacio
de Gelmirez in Santiago de Compostela in 1983.

After having lost contact for a couple of decades, it has been thanks to Miguel Fernandez-Cid good
work that I have met up again in recent years with Quintana Martelo, president (since 2014) of the
Real Academia Galega de Belas Artes, which he was inducted into in 2004. And I've been able to see
up close the extent to which this long-distance runner, man of action, yet also a thoughtful and
meditative artist, has deepened his artistic universe and about which I have learnt much by reading
the monumental monographic publication, in the manner of Cortazar’s Rayuela, which Miguel
devoted to him, released in 2010 in A Corufia Government’s “Great Painters” Collection. And I have
also come into contact with the painter, in the present decade, in his new guise as a Madrid walker,
specifically inhabiting an area not far from my neighbourhood, though on the other side of the
Manzanares: los Carabancheles, an area that over the last decade is enjoying a strong and highly
publicized artistic growth, making it to an extent, albeit metaphorically, into Madrid’s Brooklyn,
though the bridges leading there are less monumental than the one of the same name in New York.
Paradoxically, for this painter the capital is a more neutral, calmer place than the province, and
specifically Santiago de Compostela, where in the end he always has many things to be occupied with
and to occupy him, among others the Academy, from where he is very proud to have succeeded in
getting the Prado to exhibit Maestro Mateo. His studio in Carabanchel is therefore the perfect place
for him. Where he can isolate and concentrate on his craft.

Taught from 1966 at the Escuela de Bellas Artes de Sant Jordi in Barcelona, Quintana Martelo
mentions from among his teachers a number of relatively forgotten artists who left no lasting mark
on his education. Along with them, however, was another of much greater significance, who the
writer of these lines managed to meet through the much-remembered Rafael Santos Torroella, and
about whom many people have spoken, coinciding in describing him as the most “in touch” person of
that milieu: the painter Jaume Muxart. Years later Muxart would go on to become the dean of that
venerable institution, subsequently converted into a Faculty. It was with Muxart as his main guide
that the painter-in-training entered the art jungle of his day, inside of which he was impressed early
on by Francis Bacon a painter who at that time exerted a strong influence in our country and
neighbouring countries. It was an academic education, in effect, which was fleshed out with mural
studies in Sant Cugat del Valles, and with the prestigious landscape grant in Granada. But in addition
to this there immediately came more modern temptations. In this regard, Quintana Martelo is quite
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graphic in his recounting: if on starting at Superior Art School his foremost desire was to exhibit at
the Sala Parés, the highly-reputed venue in Petritxol street near the Ramblas, by the time he
graduated his goal was now the Ensanche, and specifically the Consell de Cent street. His aspirations
would end up coming true, when he had a show, in 1979, at Adria, an important gallery that has since
disappeared, and one that was linked to the personal background of the writer of this text who spent
seven years there as one of the Nine Painters from Seville brought there by Juana de Aizpuru.

Later came a period of travelling for Quintana Martelo, which was largely to visit museums. His first
trip was to Paris, which implied his first visit to the Louvre, but it was also a first-hand awakening, in
the emblematic year of 1968, to artistic modernity, mainly due to his exposure to the old Musée
National d’Art Moderne, whose director was Jean Cassou. The second trip was to Amsterdam which
led to his large cycle Crénica desde Rembrandt, shown in 1978 at an exhibition venue in Santiago de
Compostela, at the aforesaid Adria the following year and, subsequently, at three venues in
Tarragona, his next place of residence. The biggest of the pieces in the cycle is remarkable, a two-
metre high and seven-metre wide polyptych, whose energy and audacity bring to mind the artist’s
fascination for Italian frescoes and for Mexican mural art. The northern canal city is also associated in
its past to Van Gogh. The third formative trip was to London, that is to say, to Francis Bacon, at that
time a fixture in Spanish art studies. Naturally all of this was shared with his ongoing devotion to the
Prado Museum, further strengthened on each visit, and which would lead to his Visiones del Prado
cycle, which features versions of paintings by Raphael, Durer, Titian, Rubens and Goya (including the
latter’s Perro semihundido [The Half-Submerged Dog], which cast such a spell over our generation of
abstract painters).

In those years, the 1970s and the beginning of the 1980s (in 1981 he would return to Santiago, where
he became a professor of drawing at the Instituto Arzobispo Gelmirez), in addition to his survey of
tradition he explored many other disciplines: photographic works involving etching directly onto
negatives, very much in the manner of Man Ray; series based on umbrellas, which echo Magritte’s,
through their meticulous and systemic stylistic treatment owes more to Hernandez Pijian; a pop style
cycle, based on the Stalin-Roosevelt Yalta Summit (1977); and his most conceptual show, Cercos-as
(1979), at the Museo de Arte Contemporaneo de Ibiza, with Manuel Allué, and subsequently repeated
at the MAM in Tarragona in 1980.

Quintana Martelo would join Romdn Pereiro, a dynamic doctor and art collector, in the
aforementioned Atldntica, established in 1980. There he mingled with artists he had been dealing
with for years, such as Xabier Correa Corredoira, Anxel Huete, Francisco Mantecén and Guillermo
Monroy, and with others he had just met, such as Menchu Lamas, Antén Lamazares, Francisco Leiro
and Anton Patiflo. He coincided with all of them in 1983 at the group show mentioned earlier held at
the Palacio de Gelmirez. Together with the rest he admired, as a kind of lighthouse illuminating the
way, the veteran artist Laxeiro. In a drawing from 1984 he depicted the artist Leiro next to his
astounding wood portrait of Lamazares. In that drawing, and the others he exhibited that year at the
Galeria Novecento in Vigo, one can detect strong similarities to Hockney the drawer. That the
discipline of drawing was central to his thinking was demonstrated by the speech he gave on being
inducted to the Academy in 2004 which was titled Form: the nature of drawing. A major event in his
life, which may be related to his enthusiasm for painting during the Atldntica years, was his
participation in founding Trinta, a gallery destined to become one of the best known of all Galicia,
and which for a time had the faithful Allué as a collaborator. Even though neither of them are
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connected to the current Trinta, they are still very fond of it. It is certainly noteworthy that the gallery
was the artists’ brainchild.

Quintana Martelo’s last formative trip was more than just a trip: a sojourn of several months, in 1992,
in New York where he would return frequently, making it his other city. The confrontation with the
sprawling metropolis is at the bottom of a cycle of paintings featuring Brooklyn Bridge (with the
Twin Towers in the background), Lexington Avenue, Madison Avenue, Union Square, Mercer Street,
Rose Street and Spring Street. Paintings in which urban elements (especially telephone cabins), walls
and trash are the pretext for this masterful, painterly display... A number of American art critics
wrote about his work in this period, among others Donald Kuspit. The painter has had four solo
shows there, at the Artopia Gallery (1995), the Japan Airlines Art Gallery in Kennedy Airport (1996),
the Wickiser Gallery (2003) and the QCC Art Gallery of the City University of New York (2006).

While Quintana Martelo is also attracted to words (he has illustrated, among others, Xosé Luis
Méndez Ferrin, in his 2003 solo show in New York which was called Plastic Prose, and the 2011 one
in A Coruiia, at the Kiosco Alfonso, in which he lightly retouched his fellow countryman José Angel
Valente, Material/Memoria), he is generally a very much a painterly painter, who has depicted time
and time again in his canvases and paperworks, from 1987 onwards (the year of his Achever de
peindre cycle), his studio space, his thin and thick paintbrushes, rollers, dishes, trays, palettes, tubes
and other materials of his trade. In fact, the colour-stained As zapatillas de pintar [Painting Shoes]
(the title of one of his paintings from 2000), which remind me of a pair worn by Joan Mitchell on the
day, now far back in time, when I met her during a lightning visit she made to Madrid for an
exhibition project that never came to light. In his conversation mentioned earlier with Fernandez-
Cid, the painter from Santiago de Compostela lets slip a beautiful metaphor of the studio as a place of
dreams. It is a space in which he depicts himself, in a major painting from 1997, some 195 centimetres
tall and a few centimetres across too: Autorretrato no obradoiro. A feature, that of evoking painting’s
battlefield (Antonio Saura dixit), he shares with some of his peers, and I am thinking of Alfonso
Albacete and the suite that was part of his decisive solo show En el estudio [In the studio] (Galeria
Egam, Madrid, 1979), and in a number of paintings by Manolo Quejido (in La Nave), or others by
Miguel Galano in his Madrid years, but mainly in all those self-portraits by Miquel Barcelé. The
matter of the studio, in addition, always boils down to being that of EI cuadro dentro del cuadro [The
painting within the painting], to put it using the title of one of Julidn Gallego’s most famous books.

In contrast to the eminently rural and maritime tone that predominated Atldntica, in Quintana
Martelo’s recent work the city is foremost, and it is this city-painter facet, which was foreshadowed in
his New York oeuvre, that I find particularly fascinating, in the manner it is expressed in his
prolonged Containers cycle. Begun in 2012 (a distant precedent being the drawing of a small
container titled O tempo fisico, from 1991), this cycle would keep him busy for the following five
years, when in his own words he would develop “a geometric planimetry”. The painter’s own version
of how this cycle came about is related to the flaneur, the city walker: “On the 14th of March 2012 at
14.36 walking from Gran Via to Atocha street, I spotted a yellow rubbish container at number 23 of
Marqués de Cubas, which was struck by the sun sideways from right to left: my favourite light which I
employ in practically all of my work. I took a photograph and came back to the same container the
following days, until one day it wasn’t there. The image stayed in my eyes and my mind for a while
and I thought it would be a good subject for a painting: its visual impact, its almost perfect contents
(which I correctly slightly when taking the photograph) and the splendid light”. He goes on later to

MARCO, Museo de Arte Contemporanea de Vigo
FUNDACION MARCO: Concello de Vigo, Xunta de Galicia, Ministerio de Cultura y Deporte
Principe 54. 36202 Vigo, Spain. Tel: +34 986 113900 info@marcovigo.com www.marcovigo.com



mailto:info@marcovigo.com
http://www.marcovigo.com/

° L] [ ) 000y o®e 0%
REDE DE MUSEOS B & dET
CONCELLO DE VIGO S o g0 00 % O
MARCO ® e e o lege” Tege
MUSEO DE ARTE CONTEMPORANEA DE VIGO

recount the circumstances of that light. And explaining how, when it came to making the work it was
based on, he was quite clear that the objects should be depicted life sized. And alluding to the varied
mix of media: paper, photos, watercolours, oils... And his desire to put into practice a systematic
dubiety and the art of variation, which he calls, in inverted commas, “to repeat and repeat”, adding
“over and over again”, and hammering home: “the (almost obsessive) reiteration and repetition”.

As one can glean from the text I just quoted, in this and other cycles, and not unlike a few other
painters, Quintana Martelo —who has posed for photographers as excellent as his compatriot Vari
Caramés- reconciles his brushwork with his camerawork, which to him is like a pencil of a different
kind. Internationally, think of Andy Warhol, Ed Ruscha, and mostly of David Hockney who, as I
mentioned earlier, is very much our painter’s cup of tea. Nationally, one has to mention some
important artists of the 1950s and 1960s: Jestis de Perceval, Joaquin Rubio Camin, Fernando Zébel,
Alfredo Alcain, Luis Gordillo and Dario Villalba. As well as people who appeared afterwards, namely
Guillermo Pérez Villalta, Juan Ugalde and José Manuel Ballester, though the latter has not completely
set aside his paintbrushes, he spends most of his time today devoted to the art of the camera.

The obsessive city recording element which Quintana Martelo’s Containers is based on relates to
Eugéne Atget, the pioneer of modern photography and his vedute archive of Paris, as well as to
Atget’s colleague and friend Berenice Abbott who not only contributed decisively to preserving her
fellow photographer’s legacy but who also carried out a similar project in and around New York.
Nearer to our times, we can mention Ruscha again, a painter who doubles up as photographer, who
has skilfully set forth to show his absolutely unique and definitive vision of the non-city of Los
Angeles (and curiously, in amongst Ruscha’s earliest photographs is one of a gutter in Madrid taken
in 1961).

In various texts and in a few interviews too, Quintana Martelo has underlined the necessity of starting
with the subject, which thus explains his fondness of cycles allowing him to practice his art of
repetition and his variations on a theme.

The importance of drawing, the Hockney aspect, once again (always) for Quintana Martelo a man
raised in the 1960s, had made him stand out in Atldntica, where he mixed with younger artists who
received other influences especially those of new German expressionism. He worked his own
frequently on paper, which reflects his own genesis, with reams of marginalia, comments, texts,
photographs, his procedural, palimpsestic side.

“Very unquiet urban still lifes, with lots of noise”, clarifies Fernandez-Cid in an especially
serendipitous description of the painter’s brilliant cycle, which focusses on those containers where
leftover material from building work is deposited. Those containers are a very contemporary piece of
urban equipment, as are telephone cabins which were ever present, as I pointed out earlier, in his
output in New York. For more than a century the modern street has been a place of pure noise,
something which the futurists were familiar with (Luigi Russolo: L’arte dei rumori, 1915), as well as
Spain’s dear ultraists (a few Galicians among them: I am referring mainly to Eugenio Montes, who
described an imaginary New York in verse, and who wanted to use the word “Skyscrapers” as the title
for magazine in Orense which never came to light), and the Mexican stridentists who proclaimed
their love for the smell of petrol, and the Sao Paulo modernists, and Blaise Cendrars, a friend of the
former group, and Fernand Léger, who wrote, in a publication executed together with the great poster
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designer Cassandre, the absolutely definitive words “The show is in the street...”. The modern street:
full of noisy, strident sounds, not to mention visual noise.

Since first coming across Quintana Martelo’s captivating containers series, part of which was
included in his Orense exhibition in 2015, I admit to having discovered a new feature of the city. Art
helps us, yet again, to see the world. Brassai and other photographers, together with painters like
Dubuffet and Tapies, taught us how to see graffiti. Thanks to the painter of this exhibition who I am
writing about here, I have realized, yet again, that the show is indeed in the street and I have noticed
the enormous number of containers populating the streets of Madrid and the rest of Spain. And I
have also realized that these mobile architectures, these “geometric planimetries” (to use the
charming term he describes them with again) which have something in common with those large
minimalist sculptures, always ornamented with lettering to better and worse results (some are frankly
awful, but others are almost good, and sometimes they even echo the great age of typefaces created by
the aforementioned Cendrars and Léger, by Torres-Garcia and his friend and compatriot Rafael
Barradas, or by Spain’s Gabriel Garcia Maroto when he had his printers and publishing house Biblos).
The lettering refers to the proprietors (Aluche, Arcén, B.G., Boluda, Cano, Codisan Contenedores,
Conte Vigo, Contenedores Madrid, Contrasa, Cora Reciclat, L. Coronel, Cosersa, Couceiro, Cruz,
DSR, Duréan, Hnos. San Juan S. A., Maconsa, Mai, Osconsur, Parque, J. Pedraza, Prisma, Rivas,
Rodriguez y Sobrinos, Sacotran, Salmedina, Seurcon, S. V., Tan Automocion, Toysal, Transhelmut...
a prosaic litany, to which I could add a few more names of ones I've seen around my neighbourhood
in Madrid), which are companies that appeal directly to their clients (sometimes with just a simple
telephone number) turning the sides of the containers into adverts aimed at them. In this case, art is
the channel through which all of this, I repeat, this whole reality, reaches me.

Quintana Martelo, who is fond of turning his paintings into personal diaries, adds handwritten
comments and his own lettering to the typefaces decorating the geometry of the containers
(something which he already carried out in a few of his New York paintings: I am thinking of Rose
Street, for example, from 1993-1998, or of Canal Street, from 2000) with Madrid street names
(Augusto Figueroa, Don Tello, Duque de Medinaceli, Guadarrama, Hermosilla, Limdn, Lope de
Vega, Marqués de Cubas, Reina, Tetudn, Veldzquez), with streets of Santiago de Compostela (General
Pardifas), of Vigo (Orillamar: a curious toponym which I have always liked...), of Guernica (Don
Tello), of Sant Cugat del Valles (Francesc Macia), and so on...

The formats which Quintana Martelo tends to resort to in the larger-sized pieces of this cycle are
truly heroic, and they would fit in with the period of the New York School perfectly. Seldom have I
seen work sustained to this extent in the genre of drawing, and which ends up acquiring a truly
imposing, monumental presence. Radiant and brilliant at the same time. Built upon the most
quotidian and prosaic of things, and yet reaching to the peak of the sublime. “The Sublime is Now”,
said Barnett Newman. As if the ray of sunlight that dazzled Quintana Martelo one day nearly ten
years ago in the Marqués de Cubas street in Madrid had been immortalized.

Juan Manuel Bonet
Curator of the exhibition
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SHORT BIO

About the artist

Manuel Quintana Martelo (Roxos, Santiago de Compostela, 1946) began his artistic career in the
seventies, marked by a strong social commitment. Bachelor of the Arts by the Escuela Superior de Bellas
Artes de Sant Jordi, Barcelona, his work soon evolved into processual recordings of urban and
expressionist trends.

He was part of the Atldntica movement in the eighties, and in the nineties he settled in New York, where
he successfully exhibited his work, and also in Caracas, Miami and Porto. He has taught at Instituto
Xelmirez, Santiago de Compostela, where he was also head teacher, but he finally gave up teaching so that
he could fully focus on his artistic production.

Quintana headed the Association of Visual Artists of Galicia and, subsequently, the Royal Galician
Academy of Fine Arts. His work has been given a retrospective at the Auditorio de Galicia (2007), a
monograph at the Diputaciéon de A Coruna (2010), and a solo exhibition at Kiosko Alfonso, A Coruia
(2011). In 2012 he was awarded the Premio da Cultura Galega in the category of Plastic Arts.

Since 2012 Quintana has produced sculptural works —transferring the shapes on the canvases into three
dimensions. His own figure, his table and work tools are added to the media as part of the work. His
Containers series of paintings, begun in 2012, is the starting point for the 2021 exhibition produced by the
MARCO, Museum of Contemporary Art of Vigo.

www.quintanamartelo.com

About the curator

Juan Manuel Bonet (Paris, 1953) is an art critic, museologist and writer who has curated exhibitions in
the fields of painting, literature, and music. Former director of Instituto Cervantes (2017-2018) and
Instituto Cervantes of Paris (2012-2017), he was director of the Modern Art Institute of Valencia (1995-
2000) and of the Reina Sofia Museum (2000-2005). Chairman of the Rafael Cansinos Assens Archive
Foundation and of the International Committee of the Vicente Huidobro Foundation.

He is author of several books of poems, recently collected in Via Labirinto, of the diary La ronda de los
dias, and of reference works such as Diccionario de vanguardia en Espafia: 1907-1936, or Impresos de
vanguardia en Espania: 1912-1936; and critical editions of the works of Rafael Alberti, Max Aub, Salvador
Dali, José Maria Eguren and Rafael Lasso de la Vega; as well as monographs about Juan Gris, Ramo6n
Gaya, Gerardo Rueda, Martin Chirino, Pelayo Ortega and Miguel Galano, among others.

His work as a curator includes retrospectives exhibitions of artists, such as Mariano Fortuny and Madrazo,
Pablo Picasso, Juan Gris, Giorgio Morandi, Tarsila do Amaral, Henri Michaux, Henryk Stazewski,
Francisco Bores, Juan Manuel Diaz-Caneja, Ramdn Gaya, Eugenio Fernandez Granell, Esteban Vicente,
José Guerrero, Manolo Millares, Lucio Muiioz, Manuel H. Momp6, Julio Lopez Hernandez, Alex Katz and
Dis Berlin; photographers, such as José Manuel Ballester, Javier Campano, Francesc Catala Roca, Jesse
Fernandez, Bernard Plossu, Leopoldo Pomés, Josef Sudek; writers such as Max Aub, Julio Cortazar,
Alfredo Gangotena, Ramoén Gomez de la Serna, Tadeusz Peiper, Francisco Vighi; politicians, such as Juan
Negrin; and composers, such as Morton Feldman and Ricardo Viies.
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GENERAL INFORMATION / DOCUMENTATION / ACTIVITIES

Opening hours

Tuesday to Saturday (inc. holidays) from 11am to 2:30pm and from 5pm to 9pm

Sunday from 11am to 2:30pm

Bibliographical exhibition / Documentation

The Library-Documentation Center at MARCO has prepared a Bibliographical exhibition which is open

to the museum visitors, and a documentary dossier which brings together links to articles and other

information about the artist, which is available on the website www.marcovigo.com at_Library/News and

Exhibitions/Present

Exhibition Catalogue

On the occasion of this show, the MARCO Foundation will produce an exhibition catalogue including

texts by the curator and the artist, and pictures of the exhibited works.

Learning activities

With the support of: Obra Social “la Caixa”

Hours: Tuesday to Friday from 11am to 1:30pm / For booking please call +34 986 113900 Ext. 100/ +34

986 113908

Workshops for Children

With the support of: Obra Social “la Caixa”
Lugar: salas de exposicion y Espazo Anexo

Hours: Saturdays from 12.00 to 2pm / For booking please call. +34986 113900 Ext. 100/ +34986 113908

Information & guided tours

The exhibition staff is available for any questions or information, as well as regular guided tours:

Daily at 6pm
‘A la carte’ group tours, please call +34 986 113904 / 113900 to book

Contact Press and Communications Department
Marta Viana Tomé

Principe 54 - 36202 Vigo, Spain

Tel. +34 986 113908 /113904 / 113900
comunicacion@marcovigo.com

WWW.Mmarcovigo.com
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