
 

THE LAUGHTER OF SPACE (Guernica) 

The title, copied from the sociologist Luis Castro Nogueira for his wonderful book The Laughter of 
Space, seeks to be a sounding board on the strange relationship we form with objects and images. 
Castro Nogueira’s book would also deal with regimes of visibility that lead to the disappearance of 
certain realities from our mental maps. 
 
Interestingly, the exhibition is the result of the impossibility of displaying the project Tiempo y 
Urgencia (Guernica) (Time and Urgency, Guernica), which was shown at Artium, Basque Museum-Centre 
of Contemporary Art five years ago and now cannot be seen due to reasons of “intellectual property 
law”. 
   
Tiempo y Urgencia (Guernica) involved reproducing eight snapshots that Dora Maar took while Picasso 
was painting Guernica. The exhibition attempted to help the spectator enter into this process as if 
through a surgical incision, based on presenting eight incisions, eight Guernicas, a slippage through 
painting. Now, in The Laughter of Space, we come across the eight packaged paintings, hidden away yet 
present. 

 

 

 

 

 

                                                

PACKAGED URGENCIA. Eight paintings in their packaging. 

Rolled up and hidden away, they whisper of what they are and throb in the protein flux through 
which Art flows. Whereas the law puts them to sleep, Art activates them. 

By law we cannot touch the image, but we can its style. The fissures are opened here to help us 
circulate around Guernica. 

The boxes are accompanied by several sheets displaying the original brochure of the exhibition that 
included the eight paintings in Artium: Tiempo y Urgencia (Guernica). 

 

 

THE LAUGHTER OF SPACE I. Oil on canvas. 347 x 767 cm.  THE LAUGHTER OF SPACE II. Oil on canvas. 347 x 767 cm. work non exhibit 

While working on Tiempo y Urgencia, Amondarain proved that although Guernica was not part of what 
is known as easel painting, it was still the result of a very specific method, given that the various 
figures making up the canvas were independently created. The cubism that can be seen in the mother 
with the dead child is completely different from that of the warrior’s hand, located at the bottom of 
the painting, and in turn these representations do not chronologically coincide with that of the 
woman holding the lamp. It can also be said that Guernica contains very different expressive levels; 
one simply has to compare how the horse is painted with that of the woman who is running from right 
to left, guided by the light. This type of Picassian fruit salad indicates that the figures making up the 
scene are in some way independent from each other and come from a Picasso with an assimilated 
digestion. In this respect, Tintoretto’s The Washing of the Feet can be seen, telling as it does a story 
from the Gospel of John describing an event that occurred during the Last Supper. Tintoretto makes 
unrelated scenes coexist in the same setting, thereby recalling the classic process of animation in 
which figures are superimposed on the background, or anything that creates an event. 



Ever since the beginnings of Tiempo y Urgencia, Amondarain has warned that it deals with research 
centred on the image. Translating Dora Maar’s photographs into the project’s eight paintings, 
resulting in a loop in which the painting is soaked by the image. During this process, the eight 
snapshots taken by Dora Maar became eight “Guernicas”. Amondarain noted that Picasso followed a 
constructive logic programme according to which a state of correspondence was confirmed at every 
moment of the process and the constant changes, inclusions and deletions due to strictly formal 
needs were proven. 

Based on this conviction, Amondarain decided to paint a Guernica by following the aforementioned 
constructive logic programme: moving like the author, acting, playing Picasso. And in a certain way 
absent, managing an operation and distancing himself from an expressive stance. Working from 
ongoing reflection, from the outside. This would lead to the appearance of The Laughter of Space I, 
in which the various figures in Guernica can be appreciated and recognised.
 
The idea to paint Guernica in colour arose from this process. Not so much because Picasso had 
thought about using colour right up to the time the painting was finally delivered, but because our 
visual cortex in the brain is responsible for providing us with an awareness of colour perception and 
this fact means that a colour image promises a certain kind of certainty. 

                                            THE LAUGHTER OF SPACE III. Oil on canvas. 347 x 1500 cm. work non exhibit 

The Laughter of Space III revives the transition from uniformity to invisibility; after the greens and 
browns appear the colours of bone and khaki, the latter of which comes from Hindustani and means 
dust. “By the sweat of your face you shall eat bread, till you return to the ground, for out of it you 
were taken; for you are dust, and to dust you shall return.” (Genesis 3:19). 
 
It tells us that the treatment of colour in uniforms is more about disintegration than identification, 
at least since the First World War. As Daniel Castillejo states in his text for the catalogue, the 
painting “opts for the brown and greenish colours of putrefaction, of decomposition, of the earth, 
which is the place where all corpses that have been and will be rest”. 

In this way, it seems as if Guernica is glimpsed like that moment between sleeping and waking; light 
sleep, restless and frequently interrupted by an insistent cubist space that short-circuits it.  

 

 

 

 

                                                            

HAPTIC. Oil paint. 90 x 120 x 240 cm. 

The term “haptic” is an adjective that describes the act of touching. It is an active perception. Touch is 
a good measuring tool. We recognise ourselves in a constant exploration of our own body, personal 
space and, simultaneously, with others. We create spaces of connection through touch and, 
therefore, territories. The pedestal also constructs a territory, declaring the separation of the 
object from the place, a territory for the spectator, between representation and life. 
 
In Haptic, painting is presented as a significant material and as a presence; what the alchemists of the 
Middle Ages called glutinum mundi, the glue of the world, causing highly disparate things to find 
each other, taking “shape” and indicating directions that seem to lead the work towards all that is 
geological, remains or details: elements suggesting that they belong to a certain genealogical matrix 
and that we come across with a certain nostalgia for their origins, an obsession regarding their 
source (carbonised paint, combined with oil and black-smoke pigment that appears in the form of a 
collection from the blurriness). Collecting (colligere), choosing and gathering, is different from 
accumulating. These objects are supplied with project. While continuing to refer to each other, 
including in this game social exteriority, human relationships. 
 



In Haptic, we can find lumps of oil paint formed by simple gestures –folding, piling up, etc.– objects 
that the author modifies with paint –bottles or shards of a glass cup, like an interval, or a way to add 
tension to the work, polyester butts– and also various plastic objects that reflect the 
representation system of the piece. If something is presented as a testament to our time, it is this
indistinctness and its continuous metamorphoses between the real and the imaginary. 

 

 

 

 

 

 

UNTITLED. Mixed media. Variable sizes.

The author uses the image of various Roman terracotta penises as a MacGuffin, a term coined by 
Alfred Hitchcock to describe an element that drives a work forward, but does not have any greater 
relevance in itself, working instead as a narrative device. In our case in question, this would be the 
ancient Roman penises. They were often used as amulets, as a remedy for envy and the evil eye. 
Symbols of good luck such as the “figa” also appear. Amondarain believed that both the use and the 
symbolism of the amulets invoking protection are positive attributes and, therefore, provide a 
positive attitude towards creation. 

Painting here is presented as an archaeological object or also as an ancient object, which unlike a 
work of art lacks the requirement of reading, given that it is self-designated and has a mythical 
factor of authenticity. Subjective accounting for which nothing is exclusive, everything can be 
arranged, classified and added. The oil paint remains suspended, on the one hand recalling Calder’s 
mobiles and their sculptural specificity or else Supports/Surfaces, the French movement that 
suggested that the object of painting is painting itself. 

As in various archaeological warehouses, the rhythm gradually rebounds off the objects –and one 
can find meaning in repetition, in the compressed– and beckons towards expansion. It is possible to 
absorb rather than decode fragments, remains, bronzes and oil paint, waiting for a contingency or 
the idea that things only intensify the action when they are needed. 

Turning his back to the glass, the spectator can string together what he sees, forming a landscape at 
eye level and trying to fit together a splash of “things” in the background (Guernica). Not as if it 
were a puzzle, but by articulating between different distances and scales, generating a type of 
cognitive map.

 

 

 

 

 

      UNTITLED (light drawings). Photography. Various sizes.                   TONER X. Aluminium, methacrylate and paint. 150 x 40 x40 cm.  

The author has called these photographs light drawings. He has returned to the technique of 
photograms: a photographic image that is obtained without the use of a camera by placing objects on a 
photosensitive surface and exposing it to direct light. 

Amondarain uses this analogue technique, which is somewhat outdated and outside the current 
parameters of the digital age, to help that which does not know it knows see the light. This is why he 
produces negatives with paper cuttings, patterns with sponges and all manner of flashlights. The 
process involves trial and error, with just a dim red light as witness to his work. What interests him 
is not the what, the subject, but how it occurs and how the results are managed. With these tools, 
the slightest change or any movement of the light will alter the image. 

Alongside the light photos is Toner X, a sculpture whose title refers to the dry powder ink used for 
laser printers and photocopiers. 

The sculpture is made from the aluminium plates employed in offset printing, but in this case with 
images from Guernica. The piece is spray painted to emulate toner powder and placed on a base that, 
as such, creates an incision, a distance between the real and the imaginary; a territory between 
representation and life. We notice the toner inside, the territory of the image that acts as a ground 
connection for the light drawings.                                



 

                         

 

                                                                    UNTITLED. Oil paint. 320 x 320 x 8 cm.                                          

The work contains a thousand small tablets of oil paint. Under the premise that the painter is not the 
person painting but the person thinking about painting, the author, with oil paint in his hands 
(manos), thought about that famous question from popular heritage: “What’s cooking, what are you up 
to? (Qué tienes entre manos, qué te traes entre manos).  

The different shapes are defined by moving the paint, in the same way that the capricious shapes of 
hand soap arise. Here, at the base with its territorial logic, the different elements make up a plot; 
the illusion of a contained image stating the inevitable: everything is representation.

 

 

 

 

 

 

                                                          THE LAUGHTER OF SPACE. Drawings. Variable sizes. 

Two hundred drawings and studies of the various figures making up Picasso’s Guernica: the mother 
with the dead child, the bull, the horse, the warrior, the woman holding the lamp, the running woman 
guided by the light, the woman on the ladder, the bird and the light bulb. 

Over the course of time, certain genealogical branches were created and a kind of Picassian murmur, 
a stubbornness reeking of historicism, filled with expressivity and innocence. Drawings emerged as a 
type of comment and even foolish remarks. The fact is that Amondarain decided to copy all the works 
and arrange them like a mirror, like a reflection, as if we had seen a butterfly in a Rorschach test to 
cause a shift from all that impulse towards the image.  

 

 

 

 

 

THE LAUGHTER OF SPACE IV. Oil on canvas. 347 x 767 cm. 

This painting is a record of resistance, a stratification of Guernica, where the different incisions at 
different heights suggest new possibilities. The details are more details and, therefore, the scene 
resonates like an echo. The image of Guernica addresses the arrival of what remains, the elimination 
of surprise. Pascal, who was interested in the construction of memory by introducing the disorder of 
the arrival of information, claimed that that what is new is not the elements, but the order in which 
they are arranged. An attempt to retain, revive and cause reason to yield to the senses, the 
affections, to feel the inner order that moves them. The same occurs with anagrams; they are the 
result of a transposition and, unsuspected as it may be, the result of an anagrammatic operation is 
something unique, nothing forced or fantasised: GUERNICA/URGENCIA. On the other hand, certain 
scientists today understand that something new, a discovery, does not depend on chance, but rather 
on surprise. 

  



 

 

 

 

 

 

 

UNTITLED. Painting on paper. 

 

Amondarain has recorded a video that collects all the information of the painting in the form of an 
archive. The camera moves from end to end as if it were on a pilgrimage, so that the recording 
eliminates the context and projects a perpetual route. By following a reading view and computing the 
information, the spectator accompanies the camera without having the chance to construct an image. 

Sixteen paintings are on display; images rescued from the imaginary and contributing to create a flow. 
By reinforcing the idea that we do not think alone, Amondarain manages representations that throb 
on the skin, on the surface, as they wait for the viewer to channel them now that they are devoid of 
message content. 

The different images include works by Bruce Nauman, people moving the works of Tiempo y Urgencia, 
the red paper triangle that Picasso used as a test on the neck of the dead child, a piece by Blinky 
Palermo, a piece by Gordon Matta-Clark, “Pablito” (Little Pablo), the robot taking care of Guernica, 
the urn in which Guernica was stored in the Casón del Buen Retiro, a sculpture by Croft, a sculpture 
by Óscar Tuazon, an image of when Guernica was unloaded in Spain, American soldiers at Iwo Jima, the 
place where Guernica was exhibited in MOMA and a sculpture by Dan Graham. 




