Elena Asins, Analitic Geometry, 1985-1990. (8 elements). 24 x 24 cm. Graphite on paper
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A painting is simply a fact, an action or an intervention, in which all the internal elements are intertwined in a
determined way. This connection or relation is precisely what I have been denominating, for years, structure.1

Galería Elvira González is pleased to present the first solo exhibition in the gallery of the Spanish artist Elena
Asins (Madrid, 1940 – Navarra, 2015). The show unveils works produced by the artist from the seventies to
the nineties and covers different stages of her career. Asins’ work was strongly influenced by the time she
spent in American and European universities, where she investigated and studied mathematical and
cybernetic aspects. Considered one of the pioneers of cybernetic art in Spain, Asins developed her own
graphic systems to produce shapes, systems which were based in numeric series, grammatical structures
and musical developments. Interested in the core fundamentals of semiotics, she studied with Max Bense at
the Universität Stuttgart in Germany and later on with Noam Chomsky at the University of Columbia, New
York. In 2011 she was awarded with the Premio Nacional de Artes Plásticas (National Prize for Fine Arts).

This exhibition brings together a selection of series and drawings which are fundamental to understand her
practice. With works that belong to her iconic long-term series Canons 22 and Zettel, the show presents a
group of works that are shown to the public for the first time – such as Black Canons,1989 – 1990, Elevation
Scale, 1989 – 1990, Die Engel, 1989 – 1990, Way of Growing, 1989 – 1990 – and seeks to provide a
deeper understanding of her innovative creative process.
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Asins artistic investigation was determined by her early experience, in 1968, at the Centro de Cálculo, Madrid,
where she took part of the seminar Generación Automática de Formas Plásticas. In this context, she started
to explore the mathematical basis of art and the possibilities of working with new technologies. The origin of
Cybernetic art in Spain took place in this seminar. During these years Asins was part of other experimental
circles such as the “Cooperativa de Producción Artística y Artesana”, a project initiated by Ignacio Gomez de
Liaño, and surrounded herself by colleagues who were open to explore the crossovers between different
disciplines: fine arts, mathematics, poetry, linguistics, philosophy, music or architecture.2 In the mid-sixties a
second generation of geometric artists emerged in Spain, linked as well to Minimalism, Cinetic and Pop art –
movements which were successfully evolving both in Europe and the United States-. In line with the work of
Spanish artists such as Eugenio Sempere, Pablo Palazuelo or Equipo 57, geometric abstraction revived in
Spain.3 Elena Asins, Soledad Sevilla and José Maria Yturralde were some of the artists leading this movement.
To some critics, geometric art incorporated the values of a new Humanism, which embraced the advances
of science and allied with technology to introduce mechanic production, eliminate the artist’s signature and
create reproducible structures.4 Asins’ work was strongly influenced by these currents, and, specifically, by
Optical art, monochromatic painting and the Suprematism of Malevich. The artist progressively incorporated
unusual mediums such as thread, nylon or folded paper. These early advances in her artistic approach were
strongly reinforced during her time at the University of Stuttgart, in 1970, where she met Max Bense and got
familiar with his theory of “aesthetics of information”. From this moment on Asins worked intensively in the
exploration and implementation of structures.
But it was not until the eighties, during her time at the University of Columbia, New York, that she produced
her first works using a computer. She was invited as a visiting scholar to the Department of Computer Science
and conducted her research on the digital application of fine arts. Since then, the use of the electronic
calculator was key to the conceptualization and production of her work. The research residency at Columbia
University gave rise to a series of work in which she explored the structure of the drawing through progressive
and generative forms, starting from the concept of scale.

Portrait of Elena Asins during the exhibition Fragmentos de la Memoria
@ Museo Reina Sofía, Madrid, June 2011 - February 2012
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Between 1987 and 1990 Asins lived and
worked in Hamburg. In this city she continued
her investigation, focusing on generating
shapes through the computer and printing
them on continuous paper. Conceptually,
these works were inspired by religious and
philosophical ideas, which ranged from the Old
and New Testament to Wittgenstein. Series like
Zettel, on view in the exhibition, allude directly
to the philosopher Ludwig Wittgenstein and
spatially wonder about those mathematical
constructions, which we assume to be perfect
and solid.5
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Anscombe and G.H. von Wright edited and published Ludwig Wittgenstein's Zettel (Papers) in 1967. It consists of a collection
of fragments that Wittgenstein had archived in order to incorporate them into future works, written between 1931 and 1948.
Zettel is considered a transitional work in Wittgensteinian thought, and it addressed topics which correspond to the author's
period of maturity: language games, ways of life, and the rules and problems of philosophy and psychology, among others.

During the nineties Asins continued to work with computers and decided to reactivate mathematical formulas
she had already explored in the past, reaching the creation of a whole new system. It was in this moment
when she denominated those atoms, or minimal elements of the work, in memory of J. S. Bach,6 Canons. In
1990 Asins returned to Spain after 10 years living abroad and focused intensely on her investigations around
the Canons 22.
Music and rhythm, constantly present in her career, were a source of inspiration for Asins. In the
aforementioned Canons series, Asins visually parted from a melody, developing imitations obsessively and
painstakingly repeating the elements with slight variations. Another example is the series Los Cuartetos
Prusianos – tittle of the last three compositions
for string quartet that Mozart dedicated to
Federico Guillermo II of Prusia (KV 575, 589 y
590)where
Asins
translated
the
compositional structure to the visual space
with linear traces. These lines would create the
architecture of the drawing, generating sound
and silence, volume and emptiness. Works
like Preludio nº6 para E59 KV 575, E 60, KV
58, Kindertolenlieder, Notas para una partitura,
o Preussiche Quartete, on view in this
exhibition, allow us to appreciate her passion
for the structure in music.
Canons, 1990. 51,5 x 73,5 cm. Ink on paperboard
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How does a Canon work?
The canon is a piece or section of a musical composition of a compensatory nature based on the imitation between two or
more voices separated by a time interval. A vocal or instrumental part plays a melody and, a few bars later, a second voice
repeats that same melody exactly or modifying its tonality or other aspects. More voices can participate in this process. The
first voice is called dux, proposal or antecedent, and each of the following voices eats, response or consequent.

