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Afrocán, by Martín Chirino

Martín Chirino was born in 1925 in Las Palmas de Gran 
Canaria into a working-class family with ties to the local 
shipyard. His contact with metal from an early age sparked an 
interest in sculpture. He attended Academia Manolo Ramos 
in Gran Canaria and later the Escuela de Bellas Artes de San 
Fernando in Madrid, rounding out his education in Italy and 
London. Like Manolo Millares, Chirino was a member of the 
avant-garde El Paso group, which broke with the traditions of 
post-war Spanish art. 

The Afrocán series—whose title is a portmanteau of the 
words Africa and Canaries—was created in the midst of 
Spain’s transition to democracy after the death of the 
dictator Francisco Franco in 1975, years of intense political 
and cultural activity and change for the Canary Islands. 
The cycle was inspired by the connection between the two 
continents, expressed with an aesthetic in which the wind 
became a symbol. Using the verticality of oval shapes and a 
spiral base, Chirino created an enigmatic mask: a badge of 
Canarian identity linked to the archipelago’s African roots.

In 1976, Martín Chirino and other island artists signed the 
“El Hierro Manifesto”, a text about Canarian identity with a 
distinctly Africanist undercurrent that marked a pivotal mo-
ment in Chirino’s career and was vital to this series. The same 
year, he opened a solo show in Madrid titled Afrocán, featu-
ring anonymous sculptors and artisans from the gully of Los 

centuries. These women sold fresh milk door-to-door, carr-
ying large milk jugs on their heads by placing them in baskets 
that rested on their hats. They wore aprons with pockets for 
stowing the proceeds of their sales, and many of them went 
barefoot so as not to wear out the few good shoes they ow-
ned. Milk had to be transported in very hygienic conditions 
and its sale was regulated, so milkmaids were issued special 
identification cards. This traditional profession began to 
wane with the appearance of large dairies in the 1950s and 
1960s.

Tres campesinas canarias  [Three Canarian Peasant Women] 
by Felo Monzón

Felo Monzón (Las Palmas de Gran Canaria, 1910–1989) be-
gan his art education when he was fifteen at the Escuela Lu-
ján Pérez, where he later became a teacher and eventually 
headmaster. In 1929, he participated in the exhibition that 
launched the Canarian Indigenist movement of which he be-
came a leading exponent. Throughout his life, he combined 
artistic pursuits with political activism, which landed him in 
prison during the Spanish Civil War. An early figurative phase 
gave way to a search for new visual languages, and he began 
experimenting with abstraction in the 1950s, the same de-
cade in which he, Manolo Millares and other artists founded 
the avant-garde Canarian collective LADAC. In the late 1960s, 
Monzón’s attention veered towards kinetic art.

Las bañistas, [Women Bathing] by Jane Millares

Jane Millares Sall (Las Palmas de Gran Canaria, 1928–2022) 
was born into an erudite family, the seventh of nine children. 
A self-taught painter and sculptor, her home life and cultural 
milieu were instrumental in the development of her artistic 
legacy. At first, she depicted rural and country scenes featu-
ring stylised female figures in everyday settings. Her style, 
with its emphasis on Cubist shapes and the use of geometry 
to organise rhythmic compositions, falls under the heading 
of Indigenism. Jane also had a strong preference for rough 
textures and matter-rich impastos that made her works hi-
ghly original. Her pieces are steeped in symbolism and fea-
ture simple, spontaneous compositions that are remarkable 
for their profound expressiveness and poetry, as we can see 
in Bañistas.

Over the years, Jane’s style moved towards abstraction as 
she experimented with straight lines and colour reduction, 
creating labyrinthine compositions. Her explorations later 
extended to clay, mixed media, collage and other formats.

FISHERWOMEN

Throughout the twentieth century, one would often see 
women walking along the roads between the coast and the 
inland areas, carrying baskets of fresh fish on their heads. 
These women were known as pescadoras (fisherwomen), 
pescaderas (fishwives) or vendedoras ambulantes (pedlars), 
and their profession was passed down from mothers to dau-
ghters.  While the men were out fishing all night, the women 
would wait for the boats to bring in the catch at dawn and 
then cover great distances to sell it. They went barefoot to 
avoid damaging their good shoes, and when they reached 
a village, they would don canvas footwear. Their job was to 
sell or trade fish for local products. Fishwives travelled all 
over the island, facilitating the exchange of goods and infor-
mation among coastal and inland communities.

and greys to reds and ochres, as illustrated in his Untitled 
from 1980.

Paisaje esencial VII, [Essential Landscape VII] by Ildefonso 
Aguilar

Ildefonso Aguilar (Salamanca, 1945) came to Lanzarote short-
ly after his birth and spent most of his career on the island, 
working as an artist and in education and the culture industry. 
In 1968, he became a drawing and painting instructor at the 
Escuela Superior de Bellas Artes in Santa Cruz de Tenerife. 
From 1970 to 1976, he taught at the Escuela de Artes Apli-
cadas y Oficios Artísticos in Arrecife while doing audiovisual 
editing and recording music. Between 1968 and 1985, he di-
rected the Cultural Office of the Island Council of Lanzarote, 
where he was responsible for the musical ambiance of lava 
caves like Jameos del Agua and Cueva de los Verdes and other 
spaces. In 1989, Aguilar founded the Lanzarote Visual Music 
Festival, and in 2015 he received the Gold Medal from the re-
gional government of the Canary Islands. His oeuvre includes 
catalogues, photographs, music recordings, graphic designs, 
environmental interventions and exhibitions.

In Paisaje esencial, he moved away from figurative representa-
tion to focus on the purity of nature. Using sand and natural 
pigments, he created an abstract landscape marked by the 
force and beauty of volcanic material. The rough textures and 
dark tones succeed in capturing the essence of Lanzarote’s 
landscape.

Paisaje en llamas, [Landscape in Flames] by Gonzalo González

he essentially taught himself to paint by copying the works 
of old masters at the Museo del Prado. His art was enriched 
by several stays in Paris and London, where he was drawn 
to Rossetti’s Pre-Raphaelite aesthetic and the symbolist ten-
dencies of Whistler and Klimt, influences which enabled him 
to develop a visual language of his own. 

His greatest achievement is Poema de los Elementos [Poem 
of the Elements], a watercolour series, and Pez tamboril is 
one of the compositions included in his Poemas del Atlántico 
[Poems of the Atlantic], where he portrayed mythological 
creatures and sea animals with great realism and attention 
to detail. Néstor sought to express his personal vision of the 
world through dynamic, fantastical, colour-drenched com-
positions that convey emotions and sensations.

En el mar, [At Sea] by Óscar Domínguez

Óscar Domínguez (Tenerife, 1906–Paris, 1957) became one 
of the foremost exponents of Spanish surrealism. A self-tau-
ght artist, he moved to Paris in 1927 and joined the surrealist 
movement there. His oeuvre, which includes paintings and 
surrealist objects, is noted for his innovative use of the para-
noiac-critical method and decalcomania and for his intense 
experiments with automatism and oneiric expression, which 
earned him the reputation of “spontaneous surrealist”.

However, in the late 1940s Domínguez turned away from 
surrealism and embraced a more figurative style, with geo-
metric compositions and pastose brushstrokes influenced by 
Picasso. It was then that he first introduced the stylistic re-
source of the “triple line”, a method which entailed drawing 
thin lines in Indian ink and leaving blank space on either side 
to create an “aura” around the different elements in each 
work. This period was characterised by greater order and ba-
lance, with sharp lines and luminous colours, resulting in a 
more positive and serene body of work, as we can see in his 
painting En el mar.

This traditional occupation disappeared in the twentieth 
century with the advent of new business methods, food 
and health regulations, refrigerated fish and the fact that 
younger generations had little interest in such a physically 
demanding job.

LAVA

According to the most widely accepted theory, the Canary 
Islands were formed over 20 million years ago when mag-
ma from the earth’s mantle rose to the surface. This process 
gave rise to islands of varying age, the oldest being those 
closest to Africa. This volcanic origin produced a geologica-
lly diverse landscape, with distinctive landforms like El Teide 
and Roque Nublo. The pyroclasts formed during eruptions 
have been employed in construction, but Canarian artists 
also used them as a way of expressing their bond with the 
land. Their works have recreated the volcanic landscape, ex-
ploring it through textures, light and colour.

Untitled, by César Manrique

César Manrique (Lanzarote, 1919–1992) began his artistic 
training at the Academia de Bellas Artes de San Fernando in 
Madrid, where he lived from 1945 to 1964. In the course of 
his career, he shifted from figurative painting to abstraction, 
inspired by the volcanic landscape of his home island. In the 
1950s he experimented with Art Informel, making matter—
soil, sawdust, glue, latex, varnishes, pigments, etc.—the 
protagonist of his compositions. After living for a time in 
New York City, where he discovered abstract expressionism, 
Pop art, minimalism, conceptual art, land art and kinetic art, 
he returned to Lanzarote and launched a series of innovati-
ve landscape-related art projects based on the concept of 
art-nature/nature-art. One of the most outstanding of these 
is the volcanic cave system known as Jameos del Agua, a res-
pectful, functional integration of art with nature.

Manrique’s canvases convey the dramatic geological textures 
of volcanic terrain, using dark tones that range from blacks 

Hijas de la luna, [Daughters of the Moon] by Lola del Cas-
tillo

Lola del Castillo (Tenerife, 1952) studied at the Escuela de 
Bellas Artes de San Fernando in Madrid, where she speciali-
sed in drawing. In 1990 she earned a PhD in Fine Arts from 
the Universidad de La Laguna, and two years later she be-
came an associate professor at the same institution, where 
she taught until 2015. From the outset, her work has been 
defined by an in-depth exploration of light, shadow and geo-
metry, moving away from conventional narrative to target 
the essential: the perception of space and representation of 
the ordinary. In the course of her career, she has experimen-
ted with different styles and media, although fragmentation 
and the void have always been recurring motifs.

In her series Hijas de la Luna, rather than replicating tradi-
tional seascapes, which tend to feature a horizon line and 
a panoramic view of the ocean, Lola del Castillo focused on 
an intimate, ephemeral detail: the foaming surf among the 
rocks. Her aim was not to portray the sea in a conventional 
way, but to explore the temporality and transience of what 
surrounds us.

DESPERTARES

The thematic space “Despertares” consists of interactive 
modules with educational content, inspired by the thematic 
areas of the exhibition “Pueblo”, “Lava” and “Salitre”. Throu-
gh it, the educational community and families are offered 
the opportunity to engage in a sensory dialogue with the ar-
twork, awakening new ways of experiencing art. In this way, 
the participating public will gain insight into the island’s rea-
lity and the representation of it by Canary Island artists, in-
fluenced by the European avant-gardes of the 20th century.

Balos, El Julan and Roque de Teneguía. One year later, the 
exhibition travelled to the islands and was presented in Las 
Palmas and Santa Cruz de Tenerife.

PEOPLE

The Canarian people are the product of a rich blend of cul-
tures that began with the arrival of the first settlers from 
North Africa and continued with the influx of various Euro-
pean nations after the Spanish conquest. In the late ninete-
enth and early twentieth centuries, privileged families who 
had become patrons of the arts idealised rural life in the 
Canaries through bucolic scenes that glorified agricultural 
work. However, the emergence of the Escuela Luján Pérez 
and other initiatives soon transformed the island art scene, 
introducing new aesthetic proposals inspired by European 
avant-garde movements. Instead of depicting the Canary 
Islands as an idealised paradise, artists began to embrace a 
critical Indigenist perspective and portray the harsh living 
conditions of country folk. 

Lecheras de Tenerife  [Tenerife Milkmaids] by Ángel Romero 
Mateos

Ángel Romero Mateos (Cádiz, 1875–Santa Cruz de Tenerife, 
1963) was born on the mainland, in Cádiz, but when he was 
five years old his family moved to Tenerife, where his father 
relaunched his lithography business. His art education began 
in the family workshop and continued under several masters, 
including Joaquín Sorolla, who had a decisive influence on his 
style. Romero’s work is characterised by his treatment of li-
ght and use of sparkling colours, warm shadows and radiant 
light. He is considered part of the regionalist movement. 

In 1905, Romero gave up painting in order to take over his 
father’s lithography workshop, although he revisited the 
medium sporadically in the 1940s, maintaining the style de-
veloped in his youth. In 1955, the Island Council of Tenerife 
honoured him with a major retrospective, and in 1956 he was 
made president of the Real Academia Canaria de Bellas Artes 
(RACBA), a post he held until his death in 1963.

Lecheras or milkmaids were a familiar sight on Tenerife for 

Indigenism in Canarian art, championed by the Escuela Lu-
ján Pérez, offered a reinterpretation of the archipelago’s 
precolonial roots, although it was often oversimplified by a 
Eurocentric perspective that minimised and stripped them of 
their context and cultural significance. This approach was not 
impervious to the political interests of the regionalist elite 
who used Indigenism as a tool to construct identity and sha-
pe their vision of what it meant to be Canarian.

Felo Monzón sought the islanders’ deepest essence, identif-
ying the Negroid traits he saw in them. Inspired by the pea-
sant women of the southern part of the island, he devoted 
himself to capturing the “harsh, dry features” of Canarian 
countrywomen, especially those who worked in the banana 
warehouses or picking tomatoes, as reflected in Tres campe-
sinas canarias.

Homúnculo, [Homunculus] by Manolo Millares

Manolo Millares (Las Palmas de Gran Canaria, 1926 – Madrid, 
1972) was born into an artistic family. A self-taught artist, he 
first took up watercolour painting in 1940. In 1955 he moved 
to Madrid and developed a distinctive style, creating emotio-
nally fraught hessian paintings containing allusions to death 
and torture during the Spanish Civil War and the Franco dic-
tatorship. He acquired an international reputation by partici-
pating in art fairs and biennial in different countries. A brain 
tumour ended his life at the age of forty-six.

Millares borrowed the legend of the homunculus, a symbol 
of human suffering and anguish, from Paracelsus. His canva-
ses are marked by a preoccupation with matter and sparing 
use of colour, with a palette ranging from the natural colour 
of sackcloth or hessian to blacks, reds and whites. The su-
pport surface became an active part of the work, wrinkled in 
folds that recall the mummies of the islands’ native Guanche 
people. Tears and stitches heightened the sense of drama, a 
cry of protest against the oppressive, war-torn world around 
Millares.

Gonzalo González (Tenerife, 1950) completed his Fine Art 
degree at the Universidad Complutense de Madrid, and af-
ter teaching for several years he decided to become a full-ti-
me artist. His output encompasses painting, sculpture, illus-
tration, drawing and set design. Ever since 1975, when his 
first solo show opened at Galería Yles in Las Palmas de Gran 
Canaria, he has been displaying his works at individual and 
group exhibitions in Spain and abroad. He is a member of 
the Real Academia de Bellas Artes de San Miguel Arcángel.

González’s oeuvre addresses themes related to human 
fears, despair, abandonment and sorrow. He also experi-
ments with the landscape as a reflection of the human inner 
universe, eschewing the idyllic imagery conventionally asso-
ciated with this subject. Colour fields contain plant forms 
that allude to the connections between culture and nature. 
Over time, these landscapes have morphed into sharp-ed-
ged structures and implacable abysses, as evidenced by his 
Paisaje en llamas.

SALT

The Canary Islands, of volcanic origin, are steep submarine 
mountains in the middle of the Atlantic Ocean, and 90% of 
their territory is underwater. The temperate waters around 
them, influenced by a cold ocean current, oscillate between 
17ºC and 25ºC, although water temperature and salinity do 
vary, especially in the easternmost isles. The waves genera-
ted by winds and tides have shaped the coastline, creating 
cliffs and beaches. The sea, a fundamental part of Canarian 
identity, symbolises both isolation and freedom, and that as-
sociation is reflected in art, where the blue of the ocean has 
inspired the work of countless Canarian artists who strove 
to capture the essence of the maritime landscape.

Pez tamboril, [Bandtail Puffer] by Néstor de la Torre

Néstor Martín-Fernández de la Torre (Las Palmas de Gran 
Canaria, 1887–1938) was a painter associated with moder-
nism and symbolism who also had a distinguished career as a 
decorator and set designer. He applied to the Real Academia 
de Bellas Artes de San Fernando but was not accepted, so 



5. Jane Millares

Las bañistas  [Women Bathing], 1959

Colored pencils on paper

22,2 x 31 cm

6. César Manrique

Untitled, 1990

Mixed technique on board

74 x 104 cm

7. Ildefonso Aguilar

Paisaje esencial VII  [Essential Landscape VII] (triptych), 
2007

Sands and pigments on marine
wood board

120 x 360 cm

8. Gonzalo González

Paisaje en llamas  [Landscape in Flames], 1986

Oil on canvas

183 x 250 cm

9. Néstor de la Torre

Pez tamboril  [Bandtail Puffer], n.d.

Watercolor on paper

18,5 x 26 cm

10. Óscar Domínguez

En el mar  [At Sea], n.d.

Gouache on cardboard

48 x 63 cm

11. Lola del Castillo

Hijas de la Luna  [Daughters of the Moon], 2019

Oil on canvas

160 x 130 cm

1. Martín Chirino

Afrocán, 1991

Ink on paper
 
200 x 200 cm

2. Ángel Romero Mateos

Lecheras de Tenerife  [Tenerife Milkmaids], 1904

Oil on canvas

130 x 217 cm

3. Felo Monzón

Tres campesinas canarias  [Three Canarian Peasant 
Women], 1954

Oil on board

140 x 110 cm

4. Manolo Millares

Homúnculo  [Homunculus], 1960

Mixed technique, paint and burlap
fabric

50 x 65 cm
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Opening hours:

Tuesday to Friday, 10 am - 2 pm and 3 - 5:30 pm
Saturdays, 10 am - 2 pm

Closed on Sundays, Mondays and holidays

Roots: The CajaCanarias Art Collection is an invitation 
to reflect on Canarian identities as seen through the 
eyes of some of the islands’ most important artists. 
Featuring a carefully curated selection of works from 
the CajaCanarias Art Collection, this group show 
explores the constituent elements of our insular 
being. 

The exhibition revolves around three main concepts: 
people, salt and lava. Three words that embody the 
shared memory of the archipelago’s inhabitants, 
their relationship with the natural world around 
them, and the transforming power of a constantly 
changing volcanic territory that continues to shape 
the landscape and environment today. Each of these 
concepts, reinterpreted by the work of Canarian 
artists, opens a window to a better understanding of 
the roots that underpin identities.

This exhibition features works by island artists who 
felt the influence of the innovative avant-garde 
movements that emerged in twentieth-century 
Europe, and the creations of others active in the early 
twenty-first century who in turn were influenced by 
the islands and their forerunners: from Martín Chirino’s 
vision of the materiality of iron and Jane Millares’s 
unique indigenist language to Óscar Domínguez’s 
exploration of the triple line and the social messages 
of César Manrique’s oeuvre. Reflecting the diversity 
of perspectives that has always characterised the 
archipelago, the show invites visitors to investigate 
the complexities of Canarian identity and reality. 

Roots is also a living exhibition that will change 
while it is on display, adding new works which will 
converse with each other and with their beholders. 
While maintaining the same thematic structure, 
new configurations will be introduced to offer 
different readings with the aim of reconsidering 
what defines us as a people, connecting with our 
origins and understanding that Canarian identities 
are, in themselves, a constantly evolving process. In 
this context, art remains the most powerful voice for 
telling the story and history of our islands.
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