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S E R E N I D A D E S

Mar
2007
146 x 114 cm
Acrilíco sobre lienzo

Restos
2007
60 x 60 cm
Técnica mixta

Presencias I
2007
60 x 60 cm
Acrilíco sobre lienzo 
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S E R E N I D A D E S

ROJO
2003
130 x 130 cm
Acrilíco sobre lienzo 
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S E R E N I D A D E S

Óxido
2007
146 x 114 cm
Acrilíco sobre lienzo

Sahara
2007
146 x 114 cm
Acrilíco sobre lienzo
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S E R E N I D A D E S

Estancias
2007
95 x 190 cm
Acrilíco sobre lienzo
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S E R E N I D A D E S

Caos
2007
100 x 100 cm
Acrilíco sobre lienzo
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BIOGRAFÍA

1938	 Dámaso Ruano nace en Tetuán. Sus primeros años 
transcurren en el campo marroquí. Aún conserva 
nítidamente en el alma el olor fresco y sutil de los 
amaneceres, las noches de verano, con las estrellas al 
alcance de la mano, el sonido del silencio y el canto 
de los campesinos beréberes.

1945	 A los siete años ingresa interno en el Colegio de Huér-
fanos Infanta Marta Teresa de Madrid. De la felicidad 
y la libertad al sometimiento. Realiza los estudios de 
Bachillerato y el Curso Preuniversitario de Ciencias. 
Sin embargo, es el Magisterio la carrera elegida.

Muy fundamental en la vida del artista es la figura de 
José María Pérez de Tudela, su profesor de Dibujo, 
una persona maravillosa a la que le debe que se abrie-
ra camino hacia el arte y su conocimiento.

Durante aquellos años visita todos los Museos de Ma-
drid y acude a cuantas exposiciones se celebran en 
la galería Biosca y en la librería Fernando Fe, en la 
Puerta del Sol, así como en el Círculo de Bellas Artes 
y en los bajos de la Biblioteca Nacional, que fue el 
embrión del futuro Museo de Arte Contemporáneo. En 
Biosca, entonces, exponían los pintores de la Escuela 
de Vallecas y los de la Escuela de Madrid: Godofredo 
Ortega Muñoz, Pancho Cossío, Benjamín Palencia, 
Cirilo Martínez Novillo, Agustín Redondela, Juan Ma-
nuel Díaz Caneja, etc. 

1958	 Regresa a Marruecos, donde ejerce de Profesor de 
Dibujo contratado por el nuevo Gobierno de la monar-
quía alauita.

1959	 Su primer estudio en Tetuán. Era una azotea, desde 
donde veía toda la Medina y oía la llamada del muecín 
a la oración que sonaba desde la Mezquita Grande.

Tenía amigos profesores en la Escuela de Bellas Artes, 
que le avisaban cuando había algún modelo intere-
sante y allí acudía a pintarlo.

En aquellos años llegaba a Marruecos información 
más fresca desde Francia. Tánger era, entonces, 
una ciudad viva y cosmopolita, hasta donde lle-
gaban noticias del arte más reciente y de las ex-
posiciones que se celebraban en todo el mundo, y 
Tetuán la ciudad más avanzada artísticamente, muy 
por encima de otras ciudades más grandes de Ma-
rruecos, que acogían a pintores más comerciales y 
folklóricos.

1962	 Carlos Areán lleva a Tetuán una magnífica exposición 
de pintores españoles. Nombres de la talla de Antonio 
Saura, Antoni Tàpies, Manuel Rivera, Rafael Canogar, 
Romà Vallès, Modest Cuixart, causan un gran impacto 
en Dámaso Ruano. Aunque, ya por aquel entonces, 
él estaba más interesado por artistas como Lucio 

Fontana, Hans Hartung, Nicolas de Staël, Robert Mo-
therwell, Willem de Kooning o Mark Rothko. Primera 
exposición individual en la Sala del Ministerio de In-
formación y Turismo de Tetuán.

1963	 Exposición individual en la galería Aux Belles Images 
de Rabat.

1965	 Exposición individual en la galería Venice Carde de 
Casablanca. 

1967	 Exposición individual en la galería Extreme Asie de 
Rabat.

1968	 Es nombrado Director de la Misión Cultural Española 
en Kenitra.

1969	 Su estancia en el territorio marroquí se estaba ago-
tando. El país norteafricano siempre estará en el 
alma del pintor. Marruecos es un pueblo sobrio, po-
bre en su paisaje, pero está lleno de luz, de misterio, 
de belleza.

El árabe sabe vivir en la sobriedad y no dramatiza 
en exceso su pobreza. A pesar de esto, es un pueblo 
noble lleno de caballerosidad.

Perteneció a la Escuela de Tetuán, compuesta por 
pintores y escultores marroquíes y españoles. Estos 
contactos y convivencias con artistas de las dos orillas 
fueron muy fructíferos. Exponían juntos en colectivas 
que eran un continuo cambio de impresiones e ideas.

Matrimonio con Pilar Cervera, la mujer que ha sido los 
ojos, las manos y la vida de Dámaso Ruano. 

Se instala en Málaga, donde vive y trabaja, permane-
ciendo, desde este primer momento, estrechamente 
ligado a los movimientos artísticos de la ciudad.

1970	 Primera exposición individual en Málaga, en la Sala 
de la Caja de Ahorros de Antequera. Por entonces, no 
conocía a los pintores malagueños y esta exposición 
fue una manera de presentarse ante la ciudad y así 
conocer a sus artistas. En aquella muestra presentó 
obra traída de Marruecos. Eran paisajes, collages y 
dibujos, así como cosas ya pintadas en Málaga. Todas 
esas obras tenían su base en una primera búsqueda 
de simplificación, una búsqueda apoyada en el paisa-
je. También, en el afán de encontrar el alma desnuda 
de las cosas.

En el catálogo de aquella exposición, escribió Carlos 
Areán: «Era el vanguardista más inquieto entre todos 
los españoles de aquella escuela —la de Tetuán—. Su 
pintura parecía no obstante desfasada en medio del 
cromatismo rico de los grandes creadores tetuaníes. Él 
era sobrio como nuestra meseta metafísica. Castigaba 
al color y hacía que los grises o los negros permitiesen 
obtener todos los registros de variedad en una pale-
ta voluntariamente restringida en la que palpitaban 
también con sus notas calientes algunos amarillos o 
sepias. El pigmento se descascarillaba sabiamente so-

1958	
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bre el soporte y ello permitía una variedad de texturas 
en las que la luz se agarraba, en tanto las formas se 
estiraban de igual manera que un campo de Castilla 
o una de las desnudas zonas desérticas marroquíes al 
sur de Uarsasat. En aquel entonces la neofiguración 
de Dámaso Ruano era más bien paisajista y bidimen-
sional. De cuando en cuando Dámaso rasgaba la tela 
o situaba un lienzo sobre otro lienzo, obteniendo un 
juego de volúmenes avanzantes. Se presentía ya una 
búsqueda que habría de ser vertiginosa en la veloci-
dad de su evolución».

1971	 Exposición individual en la Sala de la Diputación Pro-
vincial de Málaga. Nace su hija Pilar.

1972	 En plena fase de ruptura con su inveterada tradición, 
Sevilla es un apasionante crisol donde se funden los 
inquietantes proyectos y las ilusiones de un grupo 
de jóvenes que querían dejar atrás los años de de-
cadencia artística y acometer la renovación de una 
plástica necesitada de aires renovadores. Dámaso 
Ruano participa activamente de aquel espíritu. Co-
noce a los artistas sevillanos más importantes del 
momento, Carmen Laffón, José Ramón Sierra, Ge-
rardo Delgado, Juan Suárez, Francisco Cortijo, José 
Soto, Miguel Pérez Aguilera y al recordado Francisco 
Molina.

Exposición en la galería Juana de Aizpuru de Sevilla.

1973	 Exposición en la sevillana galería Damas, uno de los 
primeros espacios de la capital hispalense que apostó 
por la renovación.

Juan Manuel Bonet lo elige, representando a Andalu-
cía, para participar en la 11ª Muestra de Artes Plásti-
cas de Baracaldo, una importante muestra que recoge 
lo más selecto del arte español del momento. Junto a 
Dámaso Ruano se encuentran Manuel Barbadillo, En-
rique Brinkmann, Jaime Burguillos, Gerardo Delgado, 
Luis Gordillo, Manuel Rivera, José Guerrero, Carmen 
Laffón, Francisco Molina, Joaquín Sáenz, José Ramón 
Sierra, Juan Suárez y Fernando Verdugo, entre otros. 
Junto a ellos, significativos artistas de toda España 
de la talla de Eduardo Úrculo, Modest Cuixart, Josep 
Guinovart, Joan Fernández Pijoan, Joan Ponç, Albert 
Ràfols Casamada, Josep Maria Subirachs, Antoni 
Tàpies, Juan José Tharrats, Manuel Millares, Martín 
Chirino, César Manrique, Otero Besteiro, Maruja Ma-
llo, Equipo Crónica, Amadeo Gabino, Juan Genovés, 
Eusebio Sempere, Eduardo Sanz, Rafael Canogar, 
Juana Francés, Antonio López, Lucio Muñoz, Pablo 
Palazuelo y Antonio Saura.

Nace su hija Teresa.

1975	 Exposición individual en la Sala de la Diputación Pro-
vincial de Málaga. Exposición individual en la galería 
Atalaya de Gijón, donde convive con Joaquín Rubio 
Camín y con el escultor José María Navascués.

1976	 Vuelve a presentar su obra en una muestra individual 
en la galería Damas de Sevilla. Nacen sus hijos geme-
los Dámaso y Pablo.

1977	 Exposiciones individuales en Córdoba y Bilbao, Gale-
rías Manuela y Dach, respectivamente.

1978	 Exposición individual en la galería Malacke de Málaga.

Nace su hija Fátima.

1979	 En diciembre del año anterior, se crea el Colectivo Pal-
mo en Málaga. Junto a Dámaso Ruano, sus fundadores 
fueron Manuel Barbadillo, Enrique Brinkmann, Pepa 
Caballero, José Díaz Oliva, José Faria, Juan Fernández 
Béjar, Ramón Gil, Antonio Jiménez, Jorge Lindell, Je-
sús Martínez Labrador, Pedro Maruna, José Miralles y 
Stefan von Reiswitz. La librería de Francisco Puche, su 
primera sede, sabe de las inquietudes de aquel grupo 
humano  cuya finalidad fue hacer reaccionar a la ciudad 
y mostrar otros modos de hacer, así como fomentar el 
coleccionismo, ante la carencia de galerías privadas.

Primera exposición del Colectivo Palmo en la Sala de 
Exposiciones de la librería Prometeo de Málaga.

1980	 Distintas exposiciones colectivas por todo el territorio 
español, gran parte de ellas junto a los miembros de 
Palmo.

1991	 Realiza dos exposiciones individuales en Málaga, la re-
trospectiva en la Sala José María Fernández de la Caja 
de Ahorros de Antequera y la de la Diputación Provin-
cial. En el catálogo de esta última, el crítico Enrique 
Castaños Alés escribe: «Dámaso Ruano, sin duda, jun-
to a Manuel Barbadillo, el mejor artista específicamente 
abstracto surgido en Málaga en los últimos treinta años 
(…) Sedimento lógico de una evolución pausada aun-
que constante, transida de una rara coherencia y uni-
dad estilística, similar a la que se puede encontrar en 
otros pintores abstractos españoles aparecidos en los 
cincuenta y sesenta, como es el caso de Lucio Muñoz 
y Salvador Victoria (…) Ese ordenamiento compositivo 
perfectamente meditado se ha ido gestando a partir de 
una particular relación con la forma y el espacio arqui-
tectónico. Desde la rigurosa planimetría de la urbanís-
tica árabe hasta la división funcional de los interiores y 
el racionalismo del Movimiento Moderno».

Pinta por encargo de la Confederación Hidrográfica 
del Sur oriental, cuyo director, Juan Manuel Calvo, se 
atreve a manipular valientemente el paisaje con un di-
seño vanguardista en una obra de hormigón, la presa 
del pantano de Cuevas de Almanzora en Almería.

1992	 Participa en las siguientes muestras colectivas: Ho-
menaje al pintor marroquí Abdel-La Fajar, en Tetuán; 
Pintores Malagueños, en el Gobierno Civil de Málaga; 
Homenaje a Mariano Bertuchi, en Tetuán, y la de Pin-
tores Españoles y Marroquíes en el Pabellón de Ma-
rruecos de la Expo’92 de Sevilla.

1988

1993	 Tres exposiciones individuales jalonan este año: la del 
Colegio Oficial de Aparejadores de Málaga, la de la 
Casa-Fuerte de Bezmiliana en el Rincón de la Victoria 
y la del Ayuntamiento de Nerja. Y tres serán también 
sus participaciones en exposiciones colectivas, Málaga 
en Aix, en Aix-en-Provence (Francia), Marina Smir en 
Marruecos y la de la galería malagueña Alfredo Viñas. 

Manuel Vargas Montiel escribe lo siguiente sobre su 
obra: «Sus cuadros adquieren mayor complejidad 
formal, con elementos geométricos —bandas rectas, 
ángulos— que, sin embargo, no restan importancia al 
color, que sigue mostrando la inspiración de una pin-
tura estrictamente pura. Introducirá en sus telas relie-
ves, pliegues y aristas que establecerán un continuado 
nexo entre el espacio y el objeto creado. El collage 
queda integrado y contribuye a crear la composición 
esencial de la obra. Es ahora cuando la preocupación 
de Ruano por el espacio se hace patente: quiere crear 
una dimensión que funcione con autonomía hasta ha-
cerse habitable. El espacialismo marcará una transi-
ción hacia un nuevo diálogo con la materia y el color. 
La obra ha salido del lienzo, invade el espacio del 
espectador».

1995	 Expone en el Colegio de Arquitectos de Málaga y en la 
galería Tudores de Marbella.

1996	 Manolo Alés lo incluye en su importante programación 
de la galería del Museo Cruz Herrera de La Línea de la 
Concepción. La exposición, que se celebra en el mes 
de abril, viaja a Jerez de la Frontera para ser presenta-
da, en junio, en la Sala Pescadería Vieja, dependiente 
del ayuntamiento jerezano.

Amalia García Rubí escribe en el catálogo de esta 
muestra: «La pintura de Dámaso Ruano es materia en 
sí, pigmento, textura, color y luz en toda su pureza. 
Una abstracción que roza planteamientos neoplasti-
cistas, sustentada en la idea de un orden totalizador 
que organice el espacio del cuadro y reafirme al mis-
mo tiempo la obviedad bidimensional del mismo. Sin 
embargo, no es sólo superficie lo que aparece en sus 
pinturas, ya que existe todo un repertorio de líricas 
aportaciones, de sutiles matices lumínicos y un cierto 
sentido aleatorio de la composición en sus estructu-
ras de bandas cromáticas horizontales, que las hacen 
más atractivas e intimistas».

1997	 Expone en la Sala de Arte de la Universidad de Mála-
ga y en la galería Benot de Cádiz.

1998	 Exposición en la galería Marín Galy de Málaga.

1999	 El Palacio de la Madraza de Granada acoge una im-
portante exposición de Dámaso Ruano. En su catá-
logo, María Guzmán, profesora de la Universidad de 
Granada, interviene extensamente analizando, de 
forma rigurosa, la obra del artista, y acaba diciendo: 
«Obras que nos transcriben la imaginación y profesio-
nalidad de su autor, fundamentada en un infatigable 

tejido de relaciones formales y conceptuales, hacien-
do conciliables la geometría con la fantasía, el arte 
con la ciencia».

Y en la misma publicación, el escritor Antonio Gala 
dice lo siguiente: «Y hay, desde luego, la misma mano 
maestra imponiendo, más que veladuras, casi aguas 
llenas de palpitación: soportando orgullosas la casi 
aspersión de los paisajes superiores, más bruscos 
e implacables. Todo está tratado con un meticuloso 
mimo aquí, con pequeñas ni siquiera pinceladas, sino 
rasgos de luz... Aparecen los oscuros morados extin-
guidos, suavizados, que concluyen por abajo en tie-
rras; por arriba, en marengos a través de esmeraldas 
muertas en mitad de una noche cerrada. ¿Cómo ex-
plicar lo inexplicable: las franjas marmóreas, los dul-
císimos relieves? Es preciso contemplar. Y contemplar 
la emoción eterna de la doble belleza: la del corazón 
y la de la inteligencia. Es la única alianza segura en 
este caso».

Ese mismo año expone una colección de obra sobre 
papel en la Sala El Portón del Ayuntamiento de Alhau-
rín de la Torre.

2000	 Importante exposición en el Museo del Grabado Espa-
ñol Contemporáneo de Marbella.

2001	 La Fundación Pablo Ruiz Picasso, en ese largo proyec-
to de exponer la obra de los artistas más significativos 
de la plástica malagueña, organiza la muestra anto-
lógica de Dámaso Ruano en el Museo Municipal de 
Málaga.
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Exposiciones individuales

1962	 Sala de Arte del Ministerio de Información  
y Turismo. Tetuán. 

1963	 Galería Aux Belles Images. Rabat.

1965	 Galería Venice Cadre. Casablanca.

1966	 Galería Extreme Asie. Rabat.

1970	 Caja de Ahorros de Antequera. Málaga.

1971	 Sala de la Diputación Provincial de Málaga.

1972	 Galería Juana de Aizpuru. Sevilla.

1973	 Galería Damas. Sevilla.

	 Galería La Mandrágora. Málaga.

1975	 Sala de la Diputación Provincial de Málaga. 
Galería Atalaya. Gijón.

1976	 Galería Damas. Sevilla.

1977	 Galería Manuela. Córdoba.

	 Galería Dacha. Bilbao.

1978	 Galería Malacke. Málaga.

1987	 Colectivo Palmo. Málaga.

1991	 Caja de Ahorros de Antequera. Málaga.

	 Sala de la Diputación Provincial de Málaga.

1993	 Colegio Oficial de Aparejadores y Arquitectos  
Técnicos. Málaga.

	 Casa Fuerte de Bezmiliana. Rincón de la Victoria. 
Málaga.

	 La Sala de Arte. Nerja. Málaga.

1995	 Colegio Oficial de Arquitectos. Málaga.

	 Galería Tudores. Marbella. Málaga.

1996	 Museo Cruz Herrera. La Línea de la Concepción. Cádiz.

	 Sala de Arte Pescadería Vieja. Jerez de la Frontera. 
Cádiz.

1997	 Galería Benot. Cádiz.

1998	 Galería Marín Galy. Málaga.

1999	 Palacio de la Madraza. Universidad de Granada.

	 Sala El Portón. Alhaurín de la Torre. Málaga.

2000	 Museo del Grabado Español Contemporáneo.  
Marbella. Málaga.

2001	 Galería Arte Contemporáneo. Madrid.

	 Galería Art Gea. Torremolinos. Málaga.

	 Casa Fuerte de Bezmiliana. Rincón de la Victoria. 
Málaga.

2004	 Galería Benot. Sala Paréntesis. Salas del Baluarte de 
la Candelaria. Cádiz.

	 Galería Art Gea. Torremolinos. Málaga.

	 Casa Fuerte de Bezmiliana. Rincón de la Victoria. 
Málaga.

2005	 Galería Aritza. Bilbao.

	 Galería Xanon. Madrid.

2006	 Taller Gravura. Málaga.

	 Sala de Exposiciones Puertas de Castilla. Murcia.

2007	 Museo Municipal de Málaga

Exposiciones colectivas (selección)

1963	 Salón de Otoño. Academia de Bellas Artes Santa 
Isabel de Hungría. Sevilla.

1965	 XXV Salón de Artistas Independientes de Marruecos. 
Casablanca.

1966	 I Exposición de Artistas de Tetuán. Tetuán y Casablanca.

1967	 II Exposición de Artistas de Tetuán. Tetuán y Casablanca.

1968	 Salón de mayo. Museo de Arte Contemporáneo. Sevilla.

1969	 Salón de mayo. Museo de Arte Contemporáneo. Sevilla.

1971	 Arte joven. Sala del Ateneo de Madrid.

1972	 XXII Exposición Nacional de Pintores de África. 
Madrid.

	 Pintura actual en Málaga. Colegio Universitario. Málaga.

1973	 II Muestra de Artes Plásticas. Baracaldo. Vizcaya. 
Diez Pintores Españoles. Sevilla.

1976	 Colectiva de Pintores y Escultores. Oliver Dowling 
Gallery. Dublín. Irlanda.

	 Bienal Nacional de Arte Ciudad de Oviedo.

1977	 Dibujos de pintores españoles. Galería Carteia. Algeciras.

1978	 Galería Juan Mas. Madrid.

1979	 Colectivo Palmo. Málaga.

1980	 Colectivo Palmo. Málaga.

1981	 Galería Manuela. Málaga.

	 Colectivo Palmo. Málaga.

1986	 I Bienal Iberoamericana de Arte Seriado. Sevilla.

1988	 Galería Carmen de Julián. Málaga.

1990	 Museo Provincial de Bellas Artes. Málaga.

1991	 Pintura Malagueña Contemporánea en la colección 
de la Diputación Provincial de Málaga. Itinerante.

1992	 Homenaje al pintor marroquí Abel-La-Fajar. Tetuán. 
Pintores Malagueños. Pabellón del Reino de Marrue-
cos. Expo’92. Sevilla.

1993	 Málaga en Aix. Universidad de Aix-en Provence, 
Francia, y Marina Smir, Marruecos.

1995	 Paisaje Interior. Sala de Exposiciones del Archivo 
Municipal. Málaga.

	 Sala de exposiciones del Palacio Miramar. Málaga.

1996	 Pintores Contemporáneos. Coín. Málaga.  
Colección del Ateneo. Málaga. 
Galería Harpe. Marbella. Málaga.

1998	 Pintura Contemporánea en Málaga. Sala Alameda. 
Málaga.  
Artistas malagueños de hoy. Dresde. Alemania. 
Galería Chagall. Mieres. Asturias.

1999	 Una mirada colectiva. Diputación Provincial de 
Málaga.

2000	 Grabadores Malagueños. Galería Reding. Málaga.

2001	 Galería Art Gea. Torremolinos. Málaga.
	 Feria de Arco’01. Stand de la Diputación Provincial 

de Málaga.

2002	 Colectiva de Navidad. Galería Art Gea. Torremolinos. 
Málaga.

	 Andalucía y la Modernidad. Del Equipo 57 a la 
Generación de los 70. Centro Andaluz de Arte Con-
temporáneo. Sevilla.

2003	 Galería Silvart. Marbella. Málaga. 
	 Galería Art Gea. Torremolinos. Málaga. 
	 Homenaje a Manolo Alés. Museo Cruz Herrera. 
	 La Línea de la Concepción. Cádiz.

2004	 Feria de Arco’04. Stand de la Diputación Provincial 
de Málaga.

2005	 Galería Art Gea. Torremolinos. Málaga.

Obras en museos, colecciones e instituciones  
públicas y privadas

Museo de Arte Abstracto Español. Cuenca.

Museo de Málaga.

Museo de África. Madrid.

Diputación Provincial de Málaga.

Colección Unicaja. Málaga.

Universidad de Málaga.

Dirección General de Informática. Ministerio de Hacienda. Madrid.

Colegio Oficial de Aparejadores y Arquitectos Técnicos. Málaga.

Colegio Cerrado de Calderón.

Museo del Grabado Español Contemporáneo. Marbella. Málaga.

Ayuntamiento de Torremolinos.

Instituto Nacional de Bellas Artes. Tetuán. 

Colegio de Arquitectos. Málaga.

Fundación Allende. Zamora.

Fundación Picasso. Málaga.

Colección Cepsa. Cádiz.

Ayuntamiento de Jerez de la Frontera. Cádiz.

Ateneo de Málaga.

Universidad de Cádiz.

Museo de Ceuta.
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Dámaso Ruano and the beauty of inner landscape
Enrique Castaños Alés

The paintings of Dámaso Ruano, since his beginnings around 1959-
1960 up to today, distinguish themselves for four fundamental 
features. Features that, in essence, survive in his works, though it 
might only be in the work he does in the solitude of his studio, as the 
preparatory work for the final painting. But it is also true that these 
features have changed positions among the plastic concerns of the 
author: that the ones that had a pre-eminent position at the beginning 
of the painter’s evolution now are secondary, though not insignificant. 
These features are texture, the use of collages, rips and the abstraction 
of landscape.

Since the beginning, but more especially since 1962, the work 
by Dámaso Ruano which was mainly North African landscapes 
still following a certain naturalism, has had a clear devotion for the 
materials of painting, for the density of pigments, for the physicity of 
the pictorial matter on the canvas. In this sense, Ruano follows the 
advice and the practice of Courbet, the great Realist French painter 
whose huge canvasses, especially Burial at Ornans are a very rich 
universe of the matter, full of different densities and textures that seem 
to announce the matter Informalism of Europe of the 1950s. Ruano’s 
small paintings, with the rural stone walls, with the humble houses of 
the Maghreb hamlets present earthy colours that fully identify these 
compositions with the rugged landscape of the North of Morocco 
which is so sober and so compact. These works of the first halve of 
the sixties are clearly linked to the informalist poetics and they could 
recall some works by certain members of the El Paso group, specially 
the ones of Rafael Canogar of the mid fifties. In general, the language 
of the Spanish Informalism has been very present in the beginning of 
Ruano’s career partly due to artists such as Francisco Farreras, Antonio 
Suárez, Salvador Victoria, Lucio Muñoz, Juana Francés, Luis Feito or 
Gerardo Rueda. I refer to the work of these authors between 1950 and 
1959, which is the work that Ruano gets to know back then thanks 
to the exhibit of Spanish artists that Carlos Areán takes to Tetuan in 
1962. He is remarkably stunned by the work of Modest Cuixart, Antoni 
Tàpies and Roma Vallès. Works such as Casas del Dersa and Muralla, 
both from 1962, and Pastoral from 1964 are clearly inspired by Lucio 
Muñoz; his burnt woods, specially the last one of the aforementioned 
paintings, which has a purplish grey tonality and a matter magma in its 
centre, very of the informalist Spanish taste of the previous decade.

That interest for the matter, just as Dámaso Ruano expressed 
it in his first production, progressively dissolved and at the end, 
substituted by the systematic use of collages, is what has given him 
the undisputable supremacy. To the extent that it is what characterises 
his works the best. It gives them an unmistakable hallmark. Ruano 
has been interested, firstly, by the history of collages, since that 
Picasso and Bracque, by 1912-1912 used it for the first time, until 
they derived into those combine paintings by Robert Rauschenberg 
in the fifties. In more than one private conversation have we talked 
about the admiration Dámaso feels for this first collage of the history 
of painting, the marvellous Naturaleza muerta con silla de rejilla 
by Picasso, 1912. I remember Dámaso’s words, when he speaks 
about the elegance and the characteristic self-assurance of Picasso 
when he applies that piece of oilcloth with a pattern that simulates 
the wickerwork of a chair and he sticks it to the cloth, integrating 
everything, painting over it, surrounding the oval-shape painting with a 
rope as a framework. The same elegance with which he places, many 
years after, in a charcoal portrait of Jacqueline a piece of wrapping 
paper as if it were the dress with neckline and he crowns it with a 
bow made of the same ribbon of the chocolate box she presumably 
has received. It is simply magnificent. This unique capacity of the 
inventor of Cubism is what astonishes Dámaso Ruano. But despite 
this admiration, the aesthetic filiation of collages in our painter 
lies first in Kurt Schitters and then in the use of pieces of painted 
wood by the representatives of Structurism. The predecessor of 
Schwitters, also influencing Ruano, is the Finnish Ivan Puni, who in 
1915 signed Malevich’s Supremacist Manifesto and he does then a 
series of polymatter relieves including objects that can be considered 

as the precursor of de Dadaist collages. From all the exponents of 
Constructivist collages, that is, Rodchenko, Puni, Tatlin and Naum 
Gabo, the ones that «recognize themselves in the Cubist beginning of 
collages» (Simon Mrachán. «Las dos Caras de Jano: entre la estética 
del caos y la sublimación en el orden». In the catalogue of the exhibit 
Dada and Constructivism, Madrid, Ministry of Culture, 1989, page 
29), it is Puni the one that has had a stronger influence in Ruano. 
Curiously enough, it has been in the last years when Ruano has 
incorporated different objects that remind us of Puni’s works, when he 
glued a hammer or a saw, in his small paintings.

Not taking the dissolvent intent of Schwitters form 1919-1920, 
Ruano, yet, has paid attention to the collage-paintings done between 
1923 and 1924 when his work offers a constructivist undeniable 
intention, probably coming from an ethical commitment and with 
the intention to reform society (see, Werner Schmalenbach. «Art and 
Politics». In the catalogue of the exhibit Kurt Schwitters, Madrid, 
Fundación Juan March, 1982). This is what we can appreciate in 
those works where he glues and orders geometrically pieces of painted 
wood that have clearly inspired Dámaso Ruano. That arranging 
vocation of Schwitters, consequence of his rapprochement to De 
Stijl and to the Dutch Neoplasticism, has always been present in the 
painter from Tetuan. One of the Ruano’s most prolific periods in the use 
of collages is the one of the nineties, mainly by the mid of the decade, 
where he gives expression to a geometrical distribution that, none the 
less, does not elude a certain poetic mystery, a romantic evocation 
as one can clearly see in one of his most authentic paintings of that 
technique: Sahel,1994. The title of this painting refers to that semiarid 
strip of the African continent that goes from the Atlantic Ocean to the 
Red Sea, an Arab name that means «edge» as, as it is, it is the edge 
between the Sahara desert and the grassland. This edge can not be 
better represented than in Ruano’s painting, by some wood pieces 
that cross the whole of the composition, a dark, warm, wood, of a 
humanized feeling. The general composition keeps a golden proportion, 
with a lower grey area, dilated and empty, exercise of peace and 
reflection. Undoubtedly Rothko has always been present for Dámaso, 
but we can not forget Gustavo Torner and the already mentioned 
Gerardo Rueda and Lucio Muñoz. In this painting, more specifically, 
the reference is Torner, even in the colours. All the Sahel series is very 
beautiful, very well-made. Another more explicit piece is Construcción, 
1995. He uses the wood as a door, an opening to play with symmetry 
and asymmetry. 

Before, I mentioned Structurism; a trend of the neo-avant-garde of 
English origin that appeared in 1957, with the exhibit Dimensions, and 
according to Simón Marchán (Del arte objetual al arte de concepto. 
Madrid, Akal, 1986, pages. 86-89), is directly related to Neoplasticism 
through Vantongerloo and Van Doesburg. It renounces to painting as 
something obsolete and exhausted, and it vindicates relieves in all their 
shapes. Victor Pasmore, for example, one of its main representatives, 
says the following (the quote comes from the book by Marchán): «It is a 
fallacy to consider relief as a transition between painting and three-
dimensional sculpture…, between a canvas painted and a sculptural 
cube there is nothing… Though painting and sculpture may relate and 
refer to the same problem, in their essence, they are different expressions 
of the problem — the same happens with relief —. Relief is a unique 
way, with its own individuality». Structurism is important, also, because 
it reinforces the sprout of the neoconcrete languages of the end of the 
fifties, which indirectly create the environment where the Postpictorial 
Abstraction from the United States would appear. This movement is 
against the subjectivism of Abstract Expressionism. One of the most 
polished representatives of Structurism, Eli Bornstein, expresses these 
terms, rethinking the problem of plastic, visual and three-dimensional 
tactile space (the quote is also from the book by Marchán): «Structurism 
explores now the visual-tactile organisation of the real colour and the 
shape in the visual-tactile art. I do not mean that the perception of a 
structurist relief is achieved with the hands or by touching, but rather, 
relief is kinaesthetically tactile». This is precisely one of the ways that 
will lead to Kinetism.

Some of Dámaso Ruano’s works seem, effectively, vindicate 
relief in its own individuality as Pasmore did. In general, these are 
small works, though it is also true that in all of them there is always a 
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pictorial background that takes us away from the purity of Structurism. 
The geometrical distribution and organization of the compositions by 
Bornstein, so impersonal, so clean, with the predominance of pale 
blue, mauve and salmon-pink tonalities, can neither be seen in Ruano’s 
works. He follows a trend marking towards the informal, the matter, 
where the tactile aspect is significant. 

In the last years, Ruano has composed small collage-paintings that 
relate him, however, to a romantic-symbolist poetics. In one of the most 
beautiful works, dating from 2004, a strip, straight in one of its sides and 
wavy on the other, painted with a pink colour full of nuances, divides the 
tiny composition in two areas, one at the top, where chromatic shapes 
full of nuances flutter, painted as if with watercolours. That, without any 
doubt, represents a deep admiration of the flowers by Odilon Redon. And 
the other area at the bottom, heavy, terrestrial, dense and dark. Another 
example of that same period is full of refinement: the way in which he 
places a small piece of wood, rough and irregular, between two geometric 
pieces of wood, setting thus a wise correspondence between the colour 
tonalities of the background and the colours of the materials.

One of the most constant features of the works by Dámaso 
Ruano have been the rips, the scratches made of paper and cardboard 
pieces that adhere to the cloth or to the table as I have said on some 
other occasion. Real wounds and fractures that allow us to speak of 
an anthropological dimension of his work: these incisions allude to 
the fragility and the fracture of the human being, to the weakness of 
his convictions. The period that reflects this resource the most is the 
one corresponding to the seventies and the first halve of the eighties. 
This technique starts to decline in the following years but he has 
never abandoned it, though. The origin of all of this could be Lucio 
Fontana, an artist that has influenced Ruano (he has never hidden it). 
In Fontana’s well known Manifesto blanco, presented in Buenos Aires 
in 1946, the artist claimed the role of space in works of art. He tried to 
promote an interrelation between the different artistic disciplines: «We 
understand the synthesis as the addition of physical elements: colour, 
sound, movement, time, space, that merge into a psycho-physical 
unity» (http://descontexto.blogspot.com/2006/11/el-manifiesto-blanco-
de-lucio-fontana.html). 

Later, when he launches in Milan the Spazialism developing 
two topics of the Manisfesto blanco, it is the moment when, as 
acknowledged by Argan, he breaks with the traditional conception 
of painting and sculpture, modelling big spheres and breaking them, 
or spreading colour on the canvas and splitting it with one or two 
quick and clean cuts, as if knife wounds they were (see Giulio Carlo 
Argan, El arte moderno, Valencia, Fernando Torres, 1984, pages. 
725-726). If we compare the sculptures by Fontana until 1945 with 
the ones done during the following decade, the break is astonishing 
(for sculptures by Fontana previous to 1945, see, Juan Zocchi, Lucio 
Fontana, Buenos Aires, Poseidón, 1946).

That interrelation of arts is not visible in Ruano. But we can see 
how Ruano uses these slashes in the cloth, that reach their momentum 
of purity at the beginning of the seventies, being one of the most 
beautiful examples the painting dating from 1971, Espacio. Here, we 
are not dealing with that clean and sudden cut Fontana did, but there 
is an abrupt break of the continuity of the spatial plane. An open space 
at the left hand side allowing to discern a background of painted wood. 
The greyish tonal unity contributes to making of this work one of the 
most relevant ones of all Dámaso’s production. The stretching of the 
cloth in the upper part, as a symmetry axis is a source of tension that 
is brilliantly diluted in the immediately inferior slit

Lastly, we have the abstraction of landscape; a landscape that 
for Ruano is always an inner one. This allows us to recall the well 
known thesis by Robert Rosenblum, developed in his book La pintura 
moderna y la tradición del Romanticismo nórdico (Madrid, Alianza, 
1993). In the preface, Rosenblum clearly says which are his intentions 
and the essence of his ambitious argument: there can be a different 
version of the history of modern art that could complement the official 
version, with its core in Paris, from David and Delacroix up to Matisse 
and Picasso. This other version, that does not intend to be anti-
French, needles to say, wants to better explain the achievements and 
aspirations artists such as Friedrich, Van Gogh, Mondrian and Rothko 
have, seeing them from the perspective of the Nordic Romanticism.

Ruano is not, unlike Rothko, Jewish, neither does he intend to 
present religious themes in abstract terms, as it might have been the 
intention of Barntee Newman, who also was Jewish, and Rothkos’s 
intention, when he tries to make an art of mystic nature. But Ruano 
is formally influenced by Rothko: mainly, he does offer an intellectual 
approach of landscape in his paintings, and he connects it with some 
aspects of the Nordic Romanticism. More specifically when Friedrich 
refers to the fact that an artist should not only paint what he sees with 
the eye, but paint what the eye of the spirit sees, that, that lies inside. 
This approach, that could also take us to Kandinsky, is adopted by 
Dámaso Ruano and he makes of landscape a theme for his painting, 
fully stylized, nearly completely deprived from any natural reference. 
One of the best made examples of this conquest and spiritual aspiration 
is the painting titled Río Negrón, from 1967. It is still an heir of the 
formal resources proper to the Maghreb period, but that already starts 
to emancipate towards that abstract concept of the landscape.

Another of the capital works of this plastic route is Paisaje, an 
acrylic, square-shaped, painted in 1988, that when seen from the 
distance seems to be a collage. This is one of the compositions where 
Ruano has included, in the most beautiful way, the blue of the sky. The 
slender and slim vertical black band, rising as a Gothic arrow towards 
the sky is the perfect counterpoint to the mass built in the lower right 
part of the painting.

Since 1999-2000 this concept of inner landscape has developed 
in an intense, poetic way, without falling in the Mannerist temptation. 
All these last compositions are acrylics. Ruano previously prepares 
the cloth with an acrylic white; then he starts working on the piece, 
soaking the cloth with water with the help of a paintbrush. Just as 
Miró, he does not spend more than four or five hours working in the 
studio; most of his time he spends it looking, observing the work done. 
Dámaso does not normally use the easel, not even for the middle-
sized and small formats, but he places the canvas horizontally on a 
table. Many times, he does use sketches in paper that will serve as a 
guideline for the final painting.

Tireless hunter of the possibilities of the pure shape, Dámaso’s 
landscapes, lit up with a light filtered through his secret inner world, 
reveal an iridescent spiritual reality, soft, diffused, where the dying 
existential dimension of the individual combines with the rising and the 
sign of hope. 

The luminous desire 
Hector Márquez

On the threshold of Dámaso, his words free of both dust and straw. 
Laden with knowledge. On the threshold of a man who looks inwards 
and outwards and reinvents desire: desire is the horizon. You can ask a 
man about his desire. Sometimes the man responds with words. Other 
times he remains silent and shows you the certificates of that desire. A 
painting. A window. Inside the painting, a crack, another window. 

Its real thickness is just one centimetre. How can one recreate a 
space that never gets any closer, that infinite walkway on the horizon, 
barely one centimetre thick? It is here, in this painting. The memories 
stirred by the impossible colours within the painting come from the 
same embryo as the colours that scream out there, around the sea, 
which we are not sure if we should adore or challenge to a duel. Mist 
and haze, a memory of movement? Of the time that flows through a 
frozen image. 

“But... this painting is still. Why, then, does it seem that time is 
passing?” 

He does not reply, yet there is an answer: a real painting is never 
still. Movement is the desire to go further. Its transforming colours are 
the very map of desire. 

Why does the human figure never appear in your paintings, 
Dámaso? 

“Man is worthy of great respect, he says. It is in the friendship of 
men, both humble and powerful, all the better if humble, that I anchor 
my reasons. At first I painted figures; the Moors of Tetuán, when I was 
young. But that wasn’t it, that wasn’t it...” 

The figure is present. Naturally it is. You are what you 
contemplate. It is through your own eyes that you see, they dress 
things in their own desire. It is the poetics of pure abstraction. That has 
so much existence in it, more than the gathering atmosphere, desire, 
much more than that which you think that you are and see. 

“A painting can tell you its secrets, it hides them inside itself, it 
tells you things that you must learn to hear. Sometimes I am silent and 
still beside it and I tell it to tell me things. I fight with it until it reveals 
all that is has inside. That is where secret yellow is born. And secret 
sienna over there. Secret cobalt in another corner. Secret Cyan, secret 
aquamarine. Most secret ochre. Milky violet. Light appears here and 
there. That flowing of the light from a dream, which you can never 
catch and which you never truly understand. Who has not at some 
time dreamed of the light and wanted to grasp it?” But there is no such 
thing as a tri-dimensional painting, Dámaso. 

“ No, it does not exist (Dámaso smiles)...but we are looking for it.” 
We have spoken of earlier times, of the things that happen to 

people born fifty-eight years ago. An orphan whose father had been in 
military. Spain was inward desire, hard bitten. Tetuán was a window 
unto the world that the rest of Spain could not see. And he, as a child, 
sought windows through which others could only see empty wells. 

“As a child I would hide under the table and paint it from 
beneath.”

He says: “in Tetuán, Rabat, Casablanca, I saw the artists that 
nobody could see in Spain. Naum Gabo, Jartum, Leger, Soulages… But 
someday Fontana came, Lucio Fontana, with only a stroke in a cancas 
and he taught me how a painting was able to absorb the light around. 
Only a stroke, the minimum. That minimalist perfection has pursued 
me lots of times. Say all you can with a simple gesture. Is there any 
that an artist could wish the more?”

(Is there anything that a man could wish the more: find a word, a 
gesture, a silence, a caress holding all the truth of a wish that would 
harmonize the desire forever without renouncing to anything?) 

I wanted to catch the light since then. Taking into the painting. 
Inviting to the light from the outside to my other horizon. 

There, in that blind Spain, he was in a boarding school many 
years in Madrid. After then, painters gave him way. We remind El Paso. 
Tapies. He saw what could be done. What happened was that he had 
already seen the pioneers there, in Marruecos. The ones that nobody 
had seen in Spain. Pilar came in with the coffees. She is Damaso´s 
partner. She knows everything.   

- “We were a lost generation. We had to follow the people from 
El Paso. But the saturation they left was so high, that quickly younger 
people were searched and they forgot about us in the way. We never 
had our real opportunity. All those opened ways to the abstraction are 
not dead. They are still there. They forgot so quickly. Could anybody 
say that Rothko has been exceeded?” 

– “This is how they discovered you and many of them are 
discovering themselves going from the figuration to the abstraction, 
Dámaso. You have grown up without being under the spotlights. 
That same happened with the association Palmo in Malaga, in the 
Seventies.  You started away in a city where there was not anything. 
You change a whole ignorant and sleeping city. And quickly, you invited 
youngsters to participate. You created a reward for them. You gave 
the first opportunity to many of them. And they were ahead and forgot 
you again. Yes, maybe that´s what happened. How many hours, days, 
years has this man been painting, searching, perfecting his language, 
changing the map again and again? Each painting has centuries of 
wisdom”. “It moves me to think that anybody could fall in love with 
this. That anybody would prefer to have a painting at home, instead of 
going on holidays. I tell my wife, you need to have balls.  Neither the 
poetry nor the painting are needed. That is the way it moves me that 
anybody could be dedicated to painting and love it”. 

(Do you really think so, Dámaso? Do you think that this is vain?)   
- “Sometimes, I have had to draw perfect objects for my students 

to help them understand that there is just a little bit after a perfect 
quince. The hand only can reach worth. But it is not difficult; the 
human eyes are a camera so ingenious. The only thing is to train your 
eyes and hand. Can you see? This is your only worth.” 

Another day, I walk into the room Dámaso has a naked canvas on 

top of the table. The poor canvas, about to be born, cannot even cover 
itself. To alleviate the tension for this unborn entity I ask him: “is that 
pencil-drawn sketch this painting? Do you normally make sketches 
before you paint?” On top of the table, a black stain on the white 
canvas, a square drawn in pencil. It is as if you saw a naked woman 
waiting for all of the pleasure that will come with your commitment, 
generosity, skill and desire. I think he blushes. The painting blushes. 
I want to cover it with a blanket. “No,” he says “I only sketch 
occasionally, but I don’t pay much attention to them.” 

It is a way to deceive me. “And do you have the paintings in your 
head, or do you imagine them as you go along?” 

“Sometimes”, he says. “I am painting in my mind as I walk along 
the street. I don’t see the things around me. This morning my mother 
waved to me from afar. When she got up to me she had to shake me to 
get to me to recognise her. In my mind I had gone away to paint.” The 
painting has gone to sleep. It is waiting for me to leave. It is silent and 
its wound is open. 

Finished paintings again. They start the dance. Creatures born of 
luminous desire. Windows unto the interior. Dámaso sometimes tricks 
the eye. A line orders the painting: it balances it. He says that lines can 
be poetic, provided you don’t let them drown your structure. Straight 
line architecture, ordered mastabas in Dámaso’s paintings. Moroccan 
houses, where the horizon is the memory of childhood. Other times 
it is a blot (or distance, the distance that the ideas of things have 
between them). Stubborn memory is capable of remembering without 
having to think of objects, focusing instead on their persistence. The 
horizon is always desire. There is always a horizon. It deceives you so 
that, when you find the truth, you will know the difference is a trick. 

To be a camera and to take in the colours of Dámaso. With those 
landscapes and architectures of an ancient Child God. A light that is 
at once possible and multiple: dawnfall, duskset, moonrise. I confess: 
I don’t see colours the way you do. He smiles and answers “Who can 
know how anybody else feels colours.” He knows. He knows many 
things. A lot of things happen there in that transitory green. That colour 
that embellishes and transforms while it grows around time. 

Time is a temple with no god. We adore a place that has not yet 
come into being. 

An invited element orders and balances Dámaso’s paintings. 
Sometimes it is just painting, the line. The false frame directs our line 
of vision and invents depth. Other times it invites disordered nature. He 
arrives like a Child God and gives a second chance to a piece of wood. 
Nature: stone or wood: stone that becomes wood. Memory seen from 
a window. The horizon is within reach now and never. I imagine him 
telling the humble wood that he picked up off the floor like a moribund 
animal: “Did you not want to be a peninsula, a headland, and reign on 
my horizon?” He manages to convince it. Here, watching again. 

Painting becomes architecture. The plywood, a wave. The cloth 
of the canvas, air and mist. The humble burnt wood, full of a new 
pride, dresses up as a mountain on the African coast of nevermore. 
Here, at the painter’s window the time of day is always impossible and 
necessary.

Dámaso knows how to teach. Not just to use his hand on paper or 
canvas. He has taught many of his friends how to look at art. He has 
taught many young artists to be humble and constant. He has even 
taught a piece of burnt wood how to be a distant continent. 

This gray Gonzaga of flowing evenings catches me by the nape of 
the neck. If I thought about it rationally, this spill of sudden colour, so 
serene in appearance, would terrify me. Dámaso can stop colour, slow 
it down. Please come with me, look in his eyes. Isn’t what I say true? 

Come with me, don’t be afraid. What harm can a painting do you? 
Look at it from the inside now. Now you yourself are the colour. You are 
looking from the horizon of limbo. That is time. It is not the end. It is 
then. Tomorrow, maybe. 

Dámaso lived before and after the sea. He crossed the line. There, 
far away, for ever. Here, our own desires are watching us. His paintings 
are still there. Don’t be afraid. They start to talk to you. Do you hear 
them? A whale is singing beyond the horizon. I could not hear it before. 
I can almost touch it with my fingers.
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Dámaso Ruano and the object-landscape
Carlos Areán

I know that Dámaso Ruano is an abstract sculptor-painter and that he is 
not a painter of landscapes. In spite of that, I think the title of this note 
about his work is well justified. As I live between Madrid and Tetuan, I 
have been able to follow, step by step, the evolution of this odd artist all 
along these last seven years. I must confess that at first sight, it seemed 
to me someone from Madrid, lost in Tetuan. He was the most enterprising 
avant-gardist of all the Spaniards of that school. A school made up of 
our compatriots and Moroccans at the same percentage. His paintings 
seemed, nevertheless, out of step amongst the rich chromaticism of the 
great creators from Tetuan. He was as sober as our metaphysical plateau. 
He punished colour and made greys or blacks to have all the shades, all 
the varieties in a palette, voluntarily restricted, in which some yellows and 
sepia tones throbbed with their warm notes. Pigments chipped wisely 
of the support. That allowed a variety of textures in which light could 
stick as long as shapes would stretch as a field from Castile or one of the 
naked desert Moroccan areas at the south of Uarsasat. Back then, the 
Neofiguration of Dámaso Ruano was rather proper to landscapes and 
two-dimensions. From time to time Dámaso would tear the cloth or would 
put a cloth over another, obtaining a recreation of advancing volumes. We 
could feel, then, a search that would be a vertiginous one in the pace of 
his evolution.

Last June I did my already traditional trip to Tetuan. The Consul 
for Spain, Antonio Izquierdo, invited me to address the audience at the 
annual exhibit of the School of Tetuan, held every year in the exhibit 
halls of our Consulate. I had already seen that exhibit in previous 
years and therefore, I was aware of the evolution and the innovations 
presented by the different artists in each new edition. I suddenly had 
a different feeling. I saw an object-painting, I mean, a structure that 
did not intend to represent anything specific. It was just a volume 
advancing towards the viewer. The idea crossed my mind that a new 
sculptor-painter had appeared in scene, unknown for me and that 
greatly resembled Dámaso Ruano. I approached the canvas and which 
was my surprise when not only did it resemble, but it was himself. 
The making had not changed, though now it was a more polished and 
smooth one. Chromaticism neither had changed, though within his 
same restricted pallet of colours, he included some new indefinable 
colours and new nuances to the already known ones. All of them 
were used, though, more calmly than previously. Dámaso Ruano had 
reached all-round bareness, but at the same time, he had penetrated, 
more than ever, in the spirit of our times. His paintings were ordered in 
the same manner as he had felt in the previous stage. Different planes 
physically separate, not simply represented. Some other times, he did 
incisions and elongated inlets in the general structure. The scheme 
could recall the one of geometric abstraction, but the spectator would 
get the impression that Dámaso was building real walls instead of 
painting. The most surprising thing was that the abstract linking of 
shapes still made me think of the fields of Castile. That is why I have 
called these constructions of a great landscape painter that does not 
intend to be one anymore, at least in a programmatic way, object-
landscape.

The art of our times has no other choice but to break its old moulds. 
We are at the threshold of a new integration of all the arts in the organizing 
womb of architecture. A single painting can be cut from its environment, 
but a wall built by the sculptor-painter in close relationship with the 
architect will always have the taste of a unitarian work. This is the fate 
that Dámaso Ruano has conquered with his new research. We now have 
to find daring architects in their searches, just as him, and that they 
discover what he has already done. Thus will one of those new teams that 
our country needs so strongly will emerge. They will contribute with their 
joint effort to take us to that second western integration of arts which our 
century foreshadows.

Originally published in the catalogue of the one-man show of Dámaso Ruano at the 
Caja de Ahorros Gallery of Antequera, Malaga, in March 1970. 

THE ESSENCE OF ABSTRACT
Bernardo Palomo

Dámaso Ruano came from Morocco, where he was born, with 
knapsacks filled with plastic emotion. His soul was printed with 
a fresh and subtle smell of dawns, the sound of silence of the 
Moroccan fields and the summer nights with its stars within reach. 
That sober village of poor landscapes was full of light, mystery, 
deep beauty, and the painter knew how to extract everything 
about subtlety that impregnated that setting susceptible of 
being represented in the means of an artistic medium. So many 
surrounding plasticity, demanded a free spirit, far from that usual 
aesthetic approaches, out of that mannered painting full of topics 
that were done without excessive criterion. This painter burned a 
fruitful stage of Moroccan lands, layed the foundations of a powerful 
painting, full of plastic essence that would carry out the postulates of 
a committed career, full of artistic passion.  

At the end of seventies, as in the rest of Spain, Málaga were 
locating the first foundations for a renewal. Dámaso Ruano came just 
married to Pilar Cervera, the woman who has been his hands, his eyes 
and his life, and become known in that environments where Enrique 
Brinkmann, Gabriel Alberca, Stefan Von Reiswitz, Paco Peinado, 
Eugenio Chicano, Jorge Lindell, between others, marked differences as 
in a scouting party that was totally needed. There were the beginnings 
of an art of renovation in the Malaga city, the germ of a vanguard that 
signaled a route to be followed, where Dámaso Ruano, since then, has 
been an important part.   

Since a first moment, the painting of Dámaso Ruano has been 
marked by fascinating structures of abstracts. The reality has changed 
its representative line over evocative positions where the plastic 
element records its deep capacity to create emotions, to transcribe the 
spirit positions, those which create the most unexpected developments 
and which wide open the locks of the artistic passion. 

The work of this painter makes possible abstract positions where 
a subdue colour exercise develops the suggestive contours of reality. 
The pictorial shape, from its chromatic atmosphere, floods with 
suggestions, makes up move to predictable landscapes, to states 
of maximum serenity where the reality is lacking in its concrete 
manifestations. Bands of pure colours unleash spectacular episodes 
where the evoked universe moves its suggestive stage to a position 
close to the extreme circumstances of the spirit. 

If we look around carefully to the work of Dámaso Ruano, the 
spectator faces a predictable universe with an open window to the 
reality by which we observe how the visual elements that promote the 
concrete aspects of it are insinuated beautifully from pictorial ranges 
that determine the subtle essence of a commitment plastic structured. 
The painter knows how to be located in the exact angle to the profiles 
of reality would offer their visual borders, to the light of truth would 
recreate its less distorted outlines. 

Although we could say that his work creates a structural unit, 
in his whole artistic life, we find data enough to value a composed 
diversity obtained by various modulations that make possible the 
fascinating contrasts with the textures produced by the plastic material. 

 Through a wide repertory, Dámaso Ruano exchanges collage and 
wood and in this way he goes almost into the frontiers of sculpture, 
searching to determine a series of plastic instants, pretending to get out 
the formal infinite possibilities that the employed materials contain. 

His work revolves around a central outline that provokes structures 
almost opposed to the search of chromatic effects dislodged from the 
proper elements. Nevertheless, the surfaces of wood – almost always 
found near El Palo beach - do not need to be impregnated by any 
chromatic pigments, accentuating this way its plastic power. There 
exists a kind of total conjunction between the different elements that 
support the work. The artist seems to tear the employed material and 
shows us its spine beautifully arranged in an amazing coloured sea. He 
discovers in the wood and in the means that he uses, an experimental 
and unusual field to produce a range of shapes, where, almost always, 
two moments are opposed to reach a point of rare plasticity: The 
surface contrasts with the formal subtleties of every outlines, which are 

opened in agile movements, in order to unravel a beautiful evocative 
infinite. 

The work of the Tetuan born painter structures abstract positions 
where the subtle chromatic exercise develops the suggestive profiles of 
reality. The plastic matter exercises its conformist authority but without 
the formal exuberances of that harsh coloured expressionism in which 
the formal diction adopts its strokes more vehement. In the painting 
of Dámaso Ruano exists an absolute arrangement to the expressive 
process without excessive pictorial outcomes. His blues, his greens 
and his bright grays, with widely distributed woods, give us brightness 
and humanity to the moment of life represented. It is not a painting to 
be contemplated, but painting to sense the deep breaths going to the 
deepest of our senses. 

As I have written occasionally, Dámaso Alonso knows how to 
conjugate perfectly the verbs of abstraction and evocation. The painter 
obtains a plastic exercise full of maximum poetics, with a strict 
chromatic manifestation in which the pictorial essence is present. His 
painting is the total announcement of a suggestion arranged beautifully. 

  Dámaso came from the other shore and took a universe of plastic 
emotions, an ocean of spirituality, and the light that reverberates 
arranging rare evocative forms. In this configuration, the essence of a 
plastic has reached records of unusual art science. Now, he crosses 
again the fringe that separates two worlds. It will take a whole course 
shaped of horizons without frontiers.

Dámaso Ruano Exhibit
Manuel Olmedo

Shape and colour in the prime of their autonomy; the pictorial 
fact lacking any carnal casing, at the margin of any allusion to the 
common shapes of the surrounding world; a painting set up in the 
area of the non imitative art, the so called abstract art, which in this 
particular case, should be called concrete art because it is not born 
from naturalist images and announcements, because it is clearly a 
non objective, non representative art; because its search is a strictly 
plastic search. Thus can be defined Dámaso Ruano’s task, exhibitor 
at the Juana de Aizpuru Gallery. The artist combines visional 
elements that are bare of pretexts coming from the most immediate 
reality in order to achieve colour and formal balances; promoters of a 
noble decorativism of soothing effects, revealing ingenuity and good 
taste.

The cloth, the wood, paper and some and other metallic 
elements, assembled in different ways, in clever games of relieves, 
cavities, cuts and gathers, materials that are the support but, at they 
are at the same time, pictorial substance conforming the pleasant 
works of Dámaso Ruano where ochre-colours, grey, yellow, blue and 
white predominate in fine and elegant compositions, with subtle 
nuisances and soft tonality gradations, or with more categorical 
contrasts; all of them under the common denominator of a great 
cleanliness of colour and a commendable immaculate handcraft.

Abstract painting, which was presented in the past as the 
redeemer due to its apparent ease, becoming the shelter of the 
powerless and falling many times — as many as figurative painting 
— into coarseness, monotony and routine, also producing authentic 
works of art, of positive interest, that will remain for posterity, still 
seems to us admirable as theory and fascinating as practice.

In the worst of the cases, Abstractism will remain, jus as 
Analytic Cubism, a suggestive experience and it is a honourable 
and respectable way of art that did not sprout in an arbitrary or 
capricious manner; it can be justified — assuming that artistic 
expressions need any kind of justification - in the denisisan assertion: 
«A painting is, above all, a surface of colours which are arranged in 
a certain order».

A constant feature in the kind production of Dámaso Ruano 
is precisely the logical order, achieving the pictorial reality with 
attractive harmonies of shapes and colours, living without trying 
to replicate nor to represent anything thanks to the eloquence of 
proportions and to the power of the colour, twinned in schemes 

made up of symbols in their net geometric sense, and whose 
essences stem from an inner reality.

Originally Publisher in the Abc journal of Seville on February 3rd 1972, for the one-
man show of Dámaso Ruano at the Juana de Aizpuru Gallery of the capital of Seville. 

Dámaso Ruano, landscapes of silence 
Amalia García Rubí

Entering in Dámaso Ruano’s work demands a previous mental 
exemption of accessories that might hinder the dialogue with a 
work based on the beauty of the elemental things. In this sense, 
the asceticism of Ruano when conceiving a painting lies both in the 
simplicity of means as in the austerity of the concepts he handles. 
And in this sense, the need to call to a wide variety to achieve the 
artistic enrichment of the work is totally denied. Dámaso Ruano, an 
artist essentially abstract, very related to the history of our paintings 
of the seventies, reflects, as very few of his generation do, the desire 
to contribute to the survival of the painting-panting and that desire 
of feeling the pleasure of painting for the sake of painting. It is true 
that in his works, we find reminiscences of the landscape, but it is 
also true that that landscape, stemming from the memories he now 
presents us, has been brewed because of a plastic necessity rather 
than a descriptive one. That is why the work from Dámaso Ruano is a 
matter as such, pigment, texture, colour and light to their utmost. An 
abstraction that borders neoplasticist approaches, base don the idea 
of a totalizing order that organizes the space of the painting and t the 
same time reaffirms the tow-dimensional evidence of it. Nevertheless, 
it is not only surface what we see in the artist’s paintings, but there 
is a whole repertoire of lyrical contributions, subtle light nuances 
and a certain fortuitous sense of the composition in its structures of 
chromatic horizontal bands, that become more attractive and instimist. 
Contemplating nature has sowed the seed in the thinking, giving way 
to the inner expression, inspiring evocations of places and feelings, but 
always Ander the calm look of the reflexive and intellectual artist.

Originally Publisher in El Punto de las Artes September 1995, for the one-man 
exhibition of Dámaso Ruano in the Tudores Gallery in Puerto Banús (Marbella).

Reasoned landscapes of Dámaso Ruano
Fernando Martín Martín

The term landscape, within the different thematic genre, admits 
multiple meanings varying from the classical naturalistic conception 
which started to be an autonomous pictorial entity with Poussin 
and Claudio de Lorena, up to the point of bearing the sentimental 
experience that responds to the famous category formulated by the 
Swiss writer and thinker Amiel, when he said «a landscape is a state 
of mind».

We can therefore refer to interior landscapes whose 
formal elements have little or nothing to do with the mimetic 
representativeness of a naturalistic reality, and it is in this context of 
rejecting to establish analogies with retinal external circumstances 
where the work of Dámaso Ruano lies, acquiring a real personal 
language.

The artist from Tetuan, living in Malaga, belongs to the renewal 
group that, since the mid of the fifties sprouts in the city as an 
alternative and an expression of a way of understanding and applying 
art out of the stereotyped cannon which was predominant up to that 
date. It is a group that since the beginning, presents a clear leaning 
towards landscape. A landscape that, having the north African city 
where he first saw the light as its iconography, it will evolve towards 
subjectivity and abstraction, entering in the minority but select group 
of non-figuration in Andalusia. In this sense, Dámaso Ruano belongs, 
together with Manuel Barbadillo, Luis Gordillo, Manuel Salinas, 
Jaime Burguillos, Miguel Pérez Aguilera or Jorge Lindell, amongst 
other personalities — leaving aside the fundamental Equipo 57 from 
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Cordoba — to that group of artists that in a more evident and constant 
way went for the renewal of the Andalusian artistic panorama, setting 
the bases of an avant-garde with its own identity within abstraction. 
An in this case, we will soon find a singular and unprecedented profile 
with regards to that non figurative modality followed in the rest of the 
country.

As many other artists from his generation, Dámaso Ruano (Tetuán, 
1939) started, as it has been said, in the field of figuration in order 
to soon derive to an abstraction whose most immediate precedent 
is that previous realist phase as his urban visits to his home town, 
or to some spots of the north of Africa are conceived, most of them, 
with a constructivist and volumetric rigor that takes us to Cezanne’s 
conception that states that in nature, everything can be reduced to 
geometrical elements. Likewise, one of the most defining characteristics 
of Ruano’s work is here already present: the radiant luminosity, direct 
heir of that fascinating light from Morocco. That light, that those that 
have ever felt it, can never forget. An emotion that marks the sight for 
ever and leaves its poetic consistency in the smooth and shimmering 
surface of the canvas.

The conventional tendency to look for genealogies in the work 
of the artist makes us place Dámaso Ruano in the lineage of those 
abstract painters that build their formal reality in the wide registry 
of geometry. Being the main mentors Kassimir Malevitch or Piet 
Mondrian, in order to state some names whose plastic research 
remained in a more persistent way in the analytical and compositional 
rigor, they have been of great relevance in the work of Dámaso Ruano. 
But, including this author — and when we use the word «author» 
we shall do it in its most notable and strict meaning - within the 
parameters of geometric abstraction must be done taking into account 
at all times that his language is expressed with a wide variety of 
nuances that not only do they give us the guidelines of his career and 
evolution, but that they show us the richness of his plastic proposal. In 
accordance to this character, great part of his production is very close 
to the so called Postpictorial Abstraction which during the sixties was 
defended by artists such as Ad Reinhardt in his famous Twelve Rules, 
where he defends a new idea of rational and essentialist abstraction, 
far from any dramatic and illusionist effect typical of the expressionist 
abstraction of the immediate postwar years..

The transition of representing an objective reality to an artistic 
praxis as the inner and subjective creation can be seen in Ruano’s 
works in an exercise of a measured organisation of structured forms 
that have their maximum experimental and analytical inflection in 
space and colour. Reasoned landscapes, formed by a dialectical and 
harmonious relationship between categorically geometrical shapes 
and the chromatic subtlety of his backgrounds, lyrically and sensually 
beautiful. He achieves atmospheric tonalities with a brilliant luminosity. 
Far from a cold rationality, the compositions offer a warmth feeling that 
invites to the peaceful contemplation of the look, becoming absorbed 
in the wide surfaces of colour, whose edges from straight profile to a 
sinuous and irregular one create a kind of horizons that close or open 
landscapes in different ways, conforming a poetic version of plain or 
rugged relieves.

The result of these visual effects have in the technical resource 
of collage one of their more efficient and splendid collaborators. 
Ruano is an exquisite handler of this procedure, taking the patches 
of paper and card, juxtaposing wood pieces as one of the most 
qualified components, achieving plastic experiences of great expressive 
sensitivity. Including these materials, alien to the painting, have a two-
fold function by means of which the surfaces are enriched because on 
some occasions we can even have virtual rips that give the composition 
a spatial depth, and whose images brings to mind the works by Lucio 
Fontana; and some other times, adhering wood gives matter qualities 
that result in beautiful contrasts between the tectonic ligneous relieve 
and the smooth and flat surface, dyed with colour.

The layout of the different plastic elements, frequently reduced 
to their purest geometric essence, normally isolated in neutral 
backgrounds, stripped of any possible reference, result in formal 
analogies whose experience is halfway between reality and fantasy. 
They are melancholic statements of an abandoned or deserted city, 
invaded by silence, reduced to visionary ruins of an aseptic and 

metaphysic modernity that has in its porch, wall or monolith, the 
wounded remains of a broken utopia.

In Filebo, Plato places the following words in Socrates’ mouth: 
«I will try to speak of the beauty of shapes, and I am not alluding, as 
most of the people would think, to the living forms, or their imitations 
in painting, but I refer to the straight and curve lines, and to the shapes 
made with them with the help of the lathe, the ruler or the set square. 
They are not beautiful for any given reason or aim, as other things are, 
but they are eternally beautiful because of their own nature, and they 
produce a particular pleasure that is completely free from desire. In this 
way colours can produce a similar pleasure». These laudatory words 
by the Greek philosopher to the geometric and pure elements have 
their match and echo in Dámaso Ruano’s work. We must not forget 
that the «landscapes» of the Andalusian painter are landscapes that 
are created. To put it in other words, they are landscapes that have not 
been inspired by nature, but they have been born by a mental impulse, 
a desire to capture an underlying reality that possess a set of linguistic 
autochthonous codes, a reality created after reflection.

Fields of colour, silhouettes of pristine outlines, collages whose 
material virtuality create beautiful stratigraphies, planes that widen or 
deepen spaces… they all are subdued to a strict and Cartesian order 
of composition that render these vedutas a magnet for the sight. The 
intensity of the chromatic shades, the harmonic and refined layers of 
colour of these essential landscapes give rise to a feeling of stillness 
that make of the act of looking an experience of a joyful and indelible 
memory.

Originally published in the catalogue of the retrospective exhibit of Dámaso Ruano, 
held in the Municipal Museum of Malaga, on February 2001. 

Dámaso Ruano
Antonio Gala

To understand the work of a painter, is difficult; to comprehend his 
sense of painting, impossible. 
The painting, as an aesthetic emotion, is unspeakable. To define it, we 
need to employ periphrastic terms in a roundabout approach. Painting 
is there; you can feel it, but it cannot be expressed: it is itself, its 
expression. This is why its effects vary according to who perceives it, 
even if it is the painter’s intention or not. The figuration, in painting, is 
always illusory; even more illusory, as imprudent and determined, in the 
hyperrealism than in any other style. Reality as it is, does not procure 
the art. The art shares an already assimilated reality and employs, in a 
personal manner, conventional means. From that distressing difficulty, 
from that risk, limitation and spirit conscience, from that certainty in 
the management or artificial realities, emerge the human creation.  
The deepest art –which does not always coincide with the most 
inscrutable- is the expression of which, in any other way, could not be 
expressed. Filled with intangible existences, its practice is ineffable. 
It tries to frame the universe, the fields.  It tries to domesticate the 
Chimera with severe flatteries. All art is a domination display. However, 
on the one hand, reality has an interspersed less simple; on the other 
hand, art dominance consists of a helplessness, once illuminated but 
previously in darkness. To create is to reach a spark would go through 
the night; a ray tearing the wide black chest of the night. In such 
epiphany, from where the light sprouts is the darkness and it does not 
contradict it, but consummates it. This is what happens in the current 
painting of Dámaso Ruano. 

I want to say something now about a drawbridge which is opened: 
I do not know what has been exposed before, up to now; I do not know 
what will be exposed in the future. I am going to comment on the last 
of his works that I have seen and the process – inner fighting - which 
has preceded them.   

I think that deep down in this man, expressionless and apparently 
peaceable, a battlefield is set. The one between the battle of Andalusia 
baroque instinctive and the search of simplification; between heart 
and intellect: between the current and the rejected; definitely, between 
the Dionysian, as used, and the Apollonian. I suppose that this battle 

is even stronger with experience and knowledge: sometimes, the 
persecution of simplicity, changing the way, makes the painting difficult; 
geometry does not have to be innocent; occasionally it is enriching, 
occasionally fallacious.  

The first thing we deduce from painting is love, which is 
predominant, not blind but longsighted; it sees more than any other 
feeling. And feelings are the means by which the painting is done 
here. Even geometry becomes cordial and is a mirror reflecting soul 
that aspires to rectilinear items and suddenly it curves and goes to 
an irredeemable conspiracy. However, despite everything, a voluntary 
tendency to purification reigns: to an exquisite purification. Despite 
everything! 

  Colours from the previous period were flickering colours, almost 
under age; in fact, maybe they were not colours, but lights that 
transported a mythicised slight gradation of colours. Current colours 
have grown up: strong yellows now. They are steady and safe, even 
sharp sometimes, with their own personality. As wood has got it; 
sometimes it really is in the work; other times, as a reflection of itself; 
others, even more difficult, as a painting about the retouched wood. 

What happens here is not an abstraction of reality, but the creation 
of other reality, not usual perhaps but, is not less real. There exists 
astonishing landscapes here about which we have to reflect as if a child 
lost in a forest; there exists schematic architectures, at random faced 
with silver or tin or matt lead seas. 

Is it difficult to jump from a period to another? Can we call periods 
to these two ways of expression? Can they be two ways of expression, 
or maybe only distinct syllable pronunciation? There are paintings of 
realms which spread as a transition from a way to another. There, the 
trembling colours are imposed to the apparent accuracy and harshness 
of rigid spaces; as a blind guide which is not always necessary.   

 And there is, of course, the same master hand which imposes 
waters full of palpitations; standing proud the almost sprinkling of 
superior landscapes, more abrupt and relentless. Everything is treated 
with a meticulous pampering, almost small brushstrokes, but strokes 
of light… Extinguished dark purples appears, softened, in the bottom 
ending in lands; in the top, blues through dyed emeralds in the 
middle of a pitch black night. How can we explain the inexplicable: 
marble stripes, sweetest reliefs? It is necessary to contemplate. And 
contemplate the eternal emotion of the double beauty: of heart and 
intelligence. It is the only secure alliance in this case. 

The small format series are a succession of small windows through 
which we see the world. Or the slightly retouched wood to become 
landscape. Or the rakes reconciled with life: it is not vain that the wood 
which burns better comes from shipwrecks. Here it is proved that the 
humble rejected wood has no other utility than beauty. In any of these 
windows there is something still: translucent lights are vibratile, ( not 
sure of this word) unstable. We have the feeling that at night, alone, 
they will change place or palpitate. This way, lines interrupting the 
pianos appear, irregular. This way, a painting of flat and horizontal 
shards, with a very dry aspect, reminds me of a full life, of shivers, of 
movement close to the vertigo. 

  What can we write about the paintings in a paper? What to say 
about those vertical paintings driven into the water, reflected in it and, 
however, attentive to the sky? Wood in the beach, erected as masts. 
Pure delicacy, pure sensibility about to faint. In so good way they 
multiply and accompany each other. 

  A last observation for those people which is not present. The 
paintings are not so photogenic. In them, transparencies are so subtle 
that appear as masses of indecisive colour when, contemplating them 
from the heart, they possess a world of colours sliding down and 
falling over, by minute, one to another. The glass is its enemy, because 
it does not permit the proximity; so enemy will not be the absence. 
Simply, it is necessary to live with these paintings; perhaps they have a 
changeable own life too, like ours.

Dámaso Ruano
Mario Virgilio Montañez

 Dámaso Ruano (Tetuan, 1938) gets with age and gesture, something 
of a prophet, something rather more of the apostle that, having 
witnessed all kinds of miracles, decides to keep all the truth and 
the passion for himself, knowing that experience is more important 
than testimonies and that, just as Earl Arnaldos from the old ballad, 
prefers to keep his poem only for those that he accompanies. But this 
fable, unnecessary, of the evasive or quiet artist has its weak point in 
the simple word artist, in the so many times named and so multiple 
and fickle art. Because Ruano, all the most exquisite palates know 
it, explains himself in his works with full power. A work that, as the 
vestments mentioned in any gospel, have the aspect of a lightning. 

Dámaso can recall, with his abstract, pure, complex work, the 
art of that one that most affinity might have with him in the 20th 
century, and though they do not resemble at all except for sharing 
the adjectives already used. It is easy, when talking about Ruano 
to recall: Mark Rothko. To put it in other words, the most spiritual 
painting of the past century. Because we can describe as spiritual 
that rise of Dámaso Ruano in beauty, starting from a group, that 
we usually call them, for the sake of convenience, the group of the 
fifties, with whom he shares the period of time and an idle air of 
family in the first works that were filled with post-cubism and an 
intention of difference with regards to the aesthetic dogmas of the 
national-naturalism. In that cultural moor, Dámaso chose the heroic 
exercise of the hermits of the Thebaid, of the Stylites (and not 
stylists). And up in a column, as Buñuel’s Simon, or from a crag, he 
opts for amazing himself in the debtfull and detailed contemplation 
of each line, either real or discerned in the delirium of the desert, of 
the horizon, of the pink colours of the dawn, or daybreaks — allow 
me please this sentimentality — until he polishes from his pupils 
the lections of that invisible and blinding geometry returning thus to 
that lesson of colour and lines. 

Because Dámaso Ruano is not a mystic, though he might seem 
one, but he is rather a neoclassicist in the Pythagorean sense of 
the term: someone searching in proportion, in precision, in rigor, 
in austerity, the keys to that indispensable thing we all call beauty. 
Because Dámaso rejects adornments, frills, the sounds of violins, 
the mannerist gestures, the decorative rhetoric, the cries and the 
romances of the superficial tenors. Not at all. Just as Leonardo da 
Vinci, Dámaso knows that painting is something mental. That is why 
he does not need referents that do not come from the mind itself, 
from the artist’s intuition and passion. With a similar will to the one 
of Lucio Muñoz and Gerardo Rueda, it is colour in its distribution 
in contrasted planes, tense or harmonious, what defines his most 
characteristic painting. By renouncing to the world is in the colour 
and its distribution, with its nuances and anxieties, with its tears 
that separate zones, with its woods full of textures, where the power 
and the glory of Dámaso Ruano lie. With the sharp mathematics 
of volumes and the composition, he means to us exactly what we 
long for and we can not reach, something that perhaps it is only 
accessible to those that have shared the communion of the just and 
the remission of our so many sins: a beauty that does not need name 
nor words to be expressed. And these, far from it.

Originally published in the newspaper Sur from Málaga on July 9th 2004.
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biography

1938

Dámaso Ruano is born in Tetuan. His first years go by in the Moroccan 
countryside. He still keeps the fresh and subtle smell of the daybreaks, 
the summer nights, with the stars at hand, the sound of silence and 
the sound of the songs of the Berber countrymen.

1945-1958

When he is seven, he enters the Orphans School Infanta Marta Teresa 
in Madrid. He passes from happiness and freedom to submission. He 
studies up to Bachillerato and the PreUniversity course of Sciences. 
Nevertheless it is Teaching studies he decides for.

José María Pérez de Tudela, his Drawing teacher is a fundamental 
figure in the life of the artist. A wonderful person that made him to 
enter in the world of art and its knowledge.

During those years, he visits all the museums of Madrid and attends 
as many exhibitions as are shown in the Biosca Gallery and in the 
Fernando Fe Bookshop, at the Puerta del Sol, and in the Círculo de 
Bellas Artes and in the ground floor of the National Library, embryo of 
the future Museum of Contemporary Art. In Biosca, then, the painters 
of the School of Vallecas and the School of Madrid were exhibited: 
Godofredo Ortega Muñoz, Pancho Cossío, Benjamín Palencia, Cirilo 
Martínez Novillo, Agustín Redondela, Juan Manuel Díaz Caneja, etc. 

1958

He goes back to Morocco where he works as drawing teacher, engaged 
by the new Government of the Alaouite monarchy.

19 59

His first studio in Tetuan. It was a terrace roof, from where he could see 
the Medina and he could hear the call of the muezzin to the prayer that 
sounded from the Big Mosque.

He had friends, teachers at the Beaux-Arts School that informed him 
when there was an interesting model and he would rush to paint it.

In those days, fresher information arrived to Morocco from France. 
Tangiers was, then, a lively and cosmopolite city, receiving news from 
the most recent art and the exhibitions done all around the world, 
and Tetuan was the most advanced city, artistically speaking, far 
more advanced than other bigger cities in Morocco that hosted more 
commercial and folkloric painters.

1962

Carlos Areán takes to Tetuan a magnificent exhibit of Spanish painters. 
Names such as Antonio Saura, Antoni Tàpies, Manuel Rivera, Rafael 
Canogar, Romà Vallès, Modest Cuixart, have a great impact in Dámaso 
Ruano. Though, he was already more interested in artists such as Lucio 
Fontana, Hans Hartung, Nicolas de Staël, Robert Motherwell, Willem 
de Kooning or Mark Rothko. Firs one-man show at the exhibition hall of 
the Ministry of Information and Tourism of Tetuan.

1963

One-man show at the Aux Belles Images Gallery in Rabat.

1965

One-man show at the Venice Carde Gallery in Casablanca.

1967

One-man show at the Extreme Asie Gallery in Rabat.

1968

He is appointed Director of the Spanish Cultural Mission in Kenitra.

1969

His stay in the Moroccan territory is coming to an end. The North 
African country will always be in the painter’ soul. Morocco is a sober 
land, poor in its landscape, but it is full of light, mystery and beauty.

The Arab people know how to live in sobriety; they do not over 
dramatize their poverty. In spite of all of this, it is a noble people, full 
of distinction.

He belonged to the School of Tetuan, made up of Moroccan and 
Spanish painters and sculptors. These contacts and experiences with 

artists of both shores were very fruitful. They exhibited together in 
shows that were a constant exchange of impressions and ideas.

He marries Pilar Cervera, the woman that has been Dámaso Ruano’s 
eyes, hands and life.

He settles in Malaga, where he lives and works. He remains, since 
these beginnings closely linked to the artistic movements of the city.

1970

First one-man show in Malaga, in the exhibit hall of the Caja de Ahorros 
in Antequera. Back then, he did not know the painters from Malaga 
and this show was a way to introduce himself to the city and to get to 
know its artists. In that exhibit, he presented works from Morocco. They 
were landscapes, collages and drawings, but also things he had already 
painted in Malaga. All these works had their grounds in the first search 
for simplification, a search supported on landscape. Also, it was a search 
to find the bare soul of things.

In the catalogue of that exhibit, Carlos Areán wrote: “He was the 
most enterprising avant-gardist of all the Spaniards of that school, 
made up of our compatriots and Moroccans at the same percentage. 
His paintings seemed, nevertheless, out of step amongst the rich 
chromaticism of the great creators from Tetuan. He was as sober as 
our metaphysical plateau. He punished colour and made greys or 
blacks to have all the shades, all the varieties in a palette, voluntarily 
restricted in which some yellows and sepia tones throbbed with their 
warm notes. Pigments chipped wisely of the support and that allowed 
a variety of textures in which light could stick as long as shapes would 
stretch just as a field from Castile or one of the naked desert Moroccan 
areas at the south of Uarsasat. Back then, the neofiguration of Dámaso 
Ruano was rather proper to landscapes and two-dimensional. From 
time to time Dámaso would tear the cloth or would put a cloth over 
another, obtaining a recreation of advancing volumes. We could feel 
back then a search that would be a vertiginous one in the pace of his 
evolution”.

1971

One-man show at the exhibition hall of the Provincial Government of 
Malaga. His daughter Pilar is born.

1972

In the middle of the break with his deep-rooted tradition, Seville is a 
fascinating melting pot where the disturbing projects, the illusions of a 
group of young artists that wanted to leave behind the years of artistic 
decadence and start the renewal of a plasticity needing new airs melted. 
He gets to know the most important artists from the Seville of those 
times, Carmen Laffón, José Ramón Sierra, Gerardo Delgado, Juan Suárez, 
Francisco Cortijo, José Soto, Miguel Pérez Aguilera and the always 
recalled Francisco Molina.

Exhibition at the Gallery Juana de Aizpuru in Seville.

1973

Exhibit in the Gallery Damas in Seville, one of the first spaces of the 
Andalusian capital that committed to renewal.

Juan Manuel Bonet chooses him to represent Andalucía and to take 
part in the 11th Show of Plastic Arts of Baracaldo, an important show 
that gathers the most select of the Spanish art of the moment. Manuel 
Barbadillo, Enrique Brinkmann, Jaime Burguillos, Gerardo Delgado, Luis 
Gordillo, Manuel Rivera, José Guerrero, Carmen Laffón, Francisco Molina, 
Joaquín Sáenz, José Ramón Sierra, Juan Suárez and Fernando Verdugo, 
among others exhibit with Dámaso Ruano. Relevant artists from all the 
Spanish territory of great importance such as Eduardo Úrculo, Modest 
Cuixart, Josep Guinovart, Joan Fernández Pijoan, Joan Ponç, Albert Ràfols 
Casamada, Josep Maria Subirachs, Antoni Tàpies, Juan José Tharrats, 
Manuel Millares, Martín Chirino, César Manrique, Otero Besteiro, Maruja 
Mallo, Equipo Crónica, Amadeo Gabino, Juan Genovés, Eusebio Sempere, 
Eduardo Sanz, Rafael Canogar, Juana Francés, Antonio López, Lucio 
Muñoz, Pablo Palazuelo and Antonio Saura are also in this show.

His daughter Teresa is born.

1975

One-man show in the exhibition hall of the Provincial Government of 
Malaga.

One-man show in the Atalaya Gallery in Gijon where he is with Joaquín 
Rubio Camín and with the sculptor José María Navascués.

1976

He presents his work in another one-man show in the Damas Gallery in 
Seville. His twins Dámaso and Pablo are born.

1977

Individual exhibitions in Cordoba y Bilbao, Manuela and Dach Galleries, 
respectively.

1978

One-man show in the Malacke Gallery in Malaga.

His daughter Fatima is born.

1979

In December the previous year, the Palmo Group is created in Malaga. 
The founders, together with Dámaso Ruano were Manuel Barbadillo, 
Enrique Brinkmann, Pepa Caballero, José Díaz Oliva, José Faria, Juan 
Fernández Béjar, Ramón Gil, Antonio Jiménez, Jorge Lindell, Jesús 
Martínez Labrador, Pedro Maruna, José Miralles and Stefan von Reiswitz. 
The bookshop from Francisco Puche, the first headquarters, knows about 
the interests of that human group, whose aim was to make the city react 
and to show different ways of doing things as well as fostering collecting 
in order to fight against the lack of private galleries.

First exhibition of the Palmo Group in the exhibition hall of the Prometeo 
bookshop in Malaga.

1980-1988

Different collective exhibits all around Spain. Great part of them together 
with the members of Palmo. 

1991

He does two one-man shows in Malaga, the retrospective at the Sala José 
María Fernández of the Caja de Ahorros of Antequera and the one of the 
Provincial Government. In the catalogue of the latter, the critic Enrique 
Castaños Alés writes: “Dámaso Ruano, undoubtedly, together with 
Manuel Barbadillo, the best specifically abstract artist of the last years 
coming from Malaga”. “… logical sediment of an unhurried but constant 
evolution, racked with a strange coherence and style unity, similar to the 
one we can find in other Spanish abstract painters from the fifties and 
the sixties, such as is the case of Lucio Muñoz and Salvador Victoria». 
«...That composition order, perfectly meditated, has been brewed from a 
particular relationship with the shape and the architectural space. From 
the rigorous planimetry of the Arab urbanism to the functional division of 
the interiors and the rationalism of the Modern Movement”.

The Confederación Hidrográfica del Sur, whose Director, Juan Manuel 
Calvo, dares to bravely manipulate the landscape with a work of an avant-
garde design made of concrete, commissions him to paint the Reservoir 
Cuevas de Almanzora in Almería.

1992

He takes part in the following collective shows: Tribute to the Moroccan 
painter Andel- La Fajar in Tetuan; Pintores Malagueños, in the Civil 
Government in Malaga; Tribute to Mariano Bertuchi, in Tetuan and 
Pintores Españoles y Marroquíes in the Morocco pavilion of the Expo’92 
in Seville.

1993

This year is marked by three individual exhibits: the one of the Colegio 
Oficial de Aparejadores in Málaga, the one in Casa-Fuerte de Bezmiliana 
in el Rincón de la Victoria and the one in the Townhall of Nerja. Three will 
also be the collective exhibitions he takes part in: Málaga en Aix, in Aix-
en-Provence (France), Marina Smir in Morocco and the one in the Gallery 
Alfredo Viñas in Malaga. 

Manuel Vargas Montiel writes about his work: “His paintings acquire 
a greater formal complexity, with geometric elements – straight bands, 
angles - that do not take away the importance of colour that still shows 
the inspiration of a strictly pure painting. He will introduce relieves, 
creases in his cloths and artists that will establish a constant link 
between the space and the object created. The collage is integrated and 
contributes to create the essential composition of the piece of work. It 
is now when Ruano’s concern for space becomes evident: he wants to 
create a dimension that works with autonomy, until it becomes habitable. 
Spatialism will mark a transition towards a new dialogue with the matter 
and the colour.

The work comes out of the canvas, invades the space of the viewer”.

1995

He exhibits in the Colegio de Arquitectos in Málaga and in the Gallery 
Tudores in Marbella.

1996

Manolo Alés includes him in his major programme of the Gallery of the 
Cruz Herrera Museum in La Línea de la Concepción. The show, held in 
April, travels to Jerez de la Frontera in order to be presented in June in 
the Sala Pescadería Vieja that depends from the Townhall of Jerez.

Amalia García Rubí writes in the catalogue of this exhibit: “The work from 
Dámaso Ruano is a matter as such, pigment, texture, colour and light to 
their utmost. An abstraction that borders neoplasticist approaches, based 
on the idea of a totalizing order that organizes the space of the painting 
and at the same time it reaffirms the tow-dimensional evidence of it. 
Nevertheless, it is not only surface what we see in the artist’s paintings, 
but there is a whole repertoire of lyrical contributions, subtle light nuances 
and a certain fortuitous sense of the composition in its structures of 
chromatic horizontal bands, that become more attractive and instimist”.

1997

He exhibits in the Sala de Arte of the University of Malaga and in the 
Benot Gallery in Cadiz.

1998

Exhibition in the Marín Galy Gallery in Málaga.

1999

The Madraza Palace in Granada hosts an important exhibition of Dámaso 
Ruano. In its catalogue, María Guzmán, professor at the University of 
Granada analyzes in depth and with rigor the work of the artist and 
she ends up saying: “Works that transcribe the imagination and the 
professionalism of their author, based on an unflagging fabric of formal 
and concept relations, making possible to reconcile geometry with 
fantasy, art with science”.

In the same publication, the writer Antonio Gala says: “There is, 
undoubtedly, the same master hand imposing, rather than layers, 
almost pounding waters: proudly supporting the nearly spraying of the 
superior landscapes that are more abrupt and relentless. Everything is 
meticulously healed, with tiny strokes of light that do not even seem 
to be brushstrokes… The extinguished, softened dark purples appear 
concluding in earth colours towards the bottom, while as they go up, they 
become Marengo grey by means of emeralds died in the middle of a dark 
night. How could we explain the inexplicable: the marmoreal bands, the 
so sweet relieves? We must contemplate. And to contemplate the eternal 
emotion of the double beauty: the one of the heart and the one of the 
intelligence. This is the only sure alliance in this case”.

This same year he exhibits a collection of works on paper in the Sala El 
Portón in the Town hall of Alhaurín de la Torre.

2000

Major exhibition in the Museo del Grabado Español Contemporáneo in 
Marbella.

2001

The Pablo Ruiz Picasso Foundation, in that long project of exhibiting the 
work of the most relevant artists of the plastic arts of Malaga, organizes 
Dámaso Ruano’s retrospective in the Municipal Museum of Malaga.
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