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The title of this essay — a phrase taken from 
his book Rendición de la hora (Surrendering 
of the Hour, 1996) — points to what I find 
most distinctive and fundamental in the 
work of Isidoro Valcárcel Medina. A first 
reading of the phrase would probably 
situate it alongside the poetics of the 
everyday and the currents of art and life 
that thrived in the 1960s and the early 70s. 
Indeed, that is the time and context from 
which his practice emerges, and it is there 
that we find the knot of problems that runs 
through his subsequent trajectory as an 
artist; a trajectory that — in keeping with 
his original stance — has been characterised 
by a protean will for a constant shifting of 

positions. His mature work developed in 
a conjuncture that would prove extremely 
fertile in the artistic arena of the late 1960s: 
the fusion between a formal literalism — 
associated with Neo-Concretist and 
Minimalist practices — and what we might 
call a ‘situational literalism’, referring to a 
variety of intermedia practices in which the 
meaning of a work was no longer contained 
in the individual pieces, but had to be 
sought in their function, in their ability to 
activate an event that exceeded them. This 
polarity between the extreme literal nature 
of forms and an equally literal character 
of the situation, between concrete figures 
(from geometry to media reification) and 
the traces of the event (from process to 
action) generates in its tension the set of 
questions that the most significant works 
of the period were grappling with. This 
was apparent in the international scene, 
just at that moment when for the first time, 
thanks to advances in communication 
technologies, it had become possible to 
speak of an intercontinental artistic debate. 
The globalisation of the art scene (which 

significantly coincided with the radicalisa-
tion and the subsequent undoing of the 
myth of the avant-garde) generated an 
increased awareness and dissemination 
of the multifarious practices and styles 
that vied for attention in the main artistic 
centres. But beyond a canonical history 
of the succession of movements in the 
late avant-garde, or a schematic history 
of influences between the centre and the 
periphery, what is truly remarkable about 
that period of expansion of the society 
of the spectacle is the fact that artists who 
were so distant from each other shared the 
same horizon of problems and, working 
individually and from very localised 
positions, managed to develop concepts 
and practices that over time would reveal 
a common affinity. Among these artists 
was Isidoro Valcárcel Medina.
 Although he is today known as one 
of the main exponents of Conceptualism 
in Spain, Valcárcel Medina does not belong 
to the generation of artists who worked 
under that banner in the early 1970s. In 
fact, as mentioned above, his career started 
a decade earlier, in the early 60s, when, 
moving away from a practice based on 
geometric abstraction (a reaction against 
Art Informel), he embarked upon an 
investigation of painting by means of 
formal reduction. From 1962, when he 
had a solo show at Galería Lorca in 
Madrid, until the end of that decade, 
Valcárcel Medina was repeatedly included 
in exhibitions of ‘constructive’ or ‘objective’ 
art, a loose movement that was never 
constituted as a coherent group and 
was never legitimated under a common 
programme. Spanish art critics of the time 
understood that movement’s ‘normative’ 
approach to art as an attempt to find some 
rationality in the context of Francisco 
Franco’s dictatorship, set in contrast to 
the expressive subjectivism of an earlier 
generation. But, in fact, the same could be 
said of the two idioms that were dominant 
in Spain at the time: ‘cold’ figurative Pop 
with political content, and social realism. 

The Everyday Fact 
as Peripety 
— José Díaz Cuyás 

José Díaz Cuyás considers Isidoro
Valcárcel Medina’s measurements of time 
and contingency as appeals to political 
effectivity. 
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That is, in the general context of that 
‘decade of ideologies’, the vitiated and 
contradictory political and moral climate 
of life under Franco unduly encouraged 
an all-too-direct and schematic political 
interpretation of artistic practices. In Spain 
the climax of Conceptualism took place 
between 1973 and 1975 — the dictatorship’s 
final years, which were characterised by 
a hardened environment. As in Argentina, 
some of the most active members of the 
movement opted for what was already 
known by then as ‘ideological Conceptual-
ism’.1 Valcárcel Medina did not develop 
his career in this arena; rather, his work 
has always been able to maintain a subtle 
distance from the seductive allegorical 
link that the twentieth century has tried 
to establish between avant-garde art and 
revolutionary praxis — a link that reached 
a point of maximum confusion during 
those years. Even at that point, the way he 
understood art and politics, the public and 
the common, had very little to do with 
ideological doctrines or partisan militancy. 
We could say that, instead, the ethical sense 
manifest in his practice is precisely what 
endows his work with its radical political 
content. The ethico-political link becomes 
clearer if we attend to a development that 
took him from that early literalism of the 
form to what we have called a ‘literalism 
of the situation'. 
 Already in his first series of works 
made following a constructivist approach, 
Pinturas secuenciales (Sequential 
Paintings, 1962), we find the interrelation 
of the themes of time and measure that 
becomes a constant in his subsequent work 
— being, of course, aware that time, and 
our way of understanding and structuring 
it, is in itself no more than a measure, and 
that only when it is conceived as separate 
from mere calculation does it reveal itself 
as that immediate and infinite present 
we are always already immersed in. 
In fact, despite his prolific versatility, 
all of Valcárcel Medina’s work points to
the paradoxes produced by the encounter 
between that reified, measurable and 
socially ordered time, and that other 
temporality of becoming as a permanent 
present. Taking the measure of time — 
that would be a fitting description of 
his work. 

 The development of his practice during 
the 1960s, as it moves away from Neo-
Concretist painting and towards the 
construction of environments and installa-
tions, foregrounds his interest in these two 
modes of temporality: the measurable one 
and that of a current and immeasurable 
present. During this period, marked by a 
process of formal rationalisation, Valcárcel 
Medina was well aware of the temporal 
implications of form and place: ‘Time,’ 
he insisted, ‘is a geometrical place.’2 But 
beyond a strict geometry, measure was 
used as a way of adjusting and composing 
the shape of things, the same way a tailor 
refers to measurements when making a 
suit, or a poet to measures when writing 
verse. Measuring presupposes a method 
of comparison based on logic and system; 
its results allow for a precise and objective 
description of the problem or thing at hand, 
but only inasmuch as they are understood 
as exteriorities. Art that is based on 
systematic procedures — as is the case 
with Neo-Concretism and Minimalism 
— implies a neutralisation of the author’s 
self-expression; however, the fact that such 
work does not deal with ‘inner’ issues does 
not hinder its ability to describe. Measuring 
here is not just counting in the numerical 
sense, but also recounting, giving an 
account of things with an accurate figure 
and establishing relationships of ‘adjust-
ment’ between the ‘figures of the exterior’ 
— contributing to the obsessive recourse 
to seriality at the time. 
 Valcárcel Medina’s paintings from 
1962 were made up of neutral planes 
traversed by a few horizontal lines that 
unfolded and extended between their 
upper and lower edges. They referred 
to a network of electric cables in the 
landscape as seen from a train window, 
an image that inevitably turned the 
viewer into a spectator facing a screen 
in a projection room. They were like still 
frames, ordered in series and, potentially, 
composing a narrative sequence based
on the model of the filmic time-image — 
according to Deleuze a ‘direct’ image of 
time.3 This was painting at the limit of the 
geometric, the sequential and the serial 
— painting with a propensity to objectify 
itself through its action and in the present, 
as befits a literalism of form, but also one 

1 See Simón Marchán Fiz, Del arte objetual al arte del concepto (1972), Madrid: Akal, 1986, p.271.
2 Isidoro Valcárcel Medina et al., Rendición de la hora (1996), Barcelona: Fundació Antoni Tàpies, 2006, p.57.
3 See Gilles Deleuze, Cinema 2: The Time-Image (trans. Hugh Tomlinson), Minneapolis: University 
 of Minnesota Press, 1989.
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that betrayed a will towards description 
or narrative. Valcárcel Medina has spoken 
about his work of this period as telling 
‘a spatial story, reflected in the images that 
were placed one after the other, normally 
suited to the habit of reading (from left to 
right, from top to bottom…)’.4 In the series 
Armarios (Wardrobes, 1964—67), which 
earned its name because ‘you could keep 
things’ in them,5 the structure of the 
stretcher itself called out from the 
‘measured’ surface of the wall to the 
current time of the spectator. This series 
was followed by Lugares (Places, 1968—
70), in which monochrome panels and 
geometrical structures organised and 
divided the space of the gallery on the 
condition that ‘something went on in 
them’.6 Another of these ‘installactions’ 
(as Valcárcel Medina likes to call them) 
was titled Algunas maneras de hacer esto 
(Some Ways of Doing This, 1969) and 
consisted of a ‘book made for a place and 
a place made for a book’.7 The viewer had 
to visit the installation with the help of 
a publication titled Secuencia (Sequence) 
that was made specifically for the occasion. 
The space, which had been conceived to 
accommodate its reading, was structured 
in three different areas that gave place 
to three different reading moments, 

corresponding to the book’s chapters. 
In the installation A continuación (Next, 
1970), that will to produce a narrative 
understood as description was under-
scored by its subtitle, Un relato en doce 
jornadas: lugares, sonidos, palabras 
(A Tale in Twelve Days: Places, Sounds, 
Words), while at the same time the work 
reflected the actual temporality of the 
spatial and aural ‘measures’. The installa-
tion consisted of Perspex modules shaped 
like three-sided parallelepipeds that 
slotted into each other to configure the 
space in a different way each day. Everyday 
a cassette tape was used to record the 
successive accumulation of sounds 
produced by a signal generator. ‘What was 
important for me was that only someone 
who had visited the gallery on twelve 
consecutive days could claim to have “seen” 
the show. I liked the fact that only Fefa — 
the gallerist — and I actually saw it.’8 
 This cycle of Valcárcel Medina’s 
work closed with Estructuras tubulares 
(Tubular Structures, 1972), in which this 
will to tell a story in the present, this desire 
for ‘something to happen’, is taken to the 
streets. The work was installed in the 
context of the Encuentros de Pamplona 
1972, an extraordinary large-scale festival, 
held in an atmosphere of underlying 
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4 I. Valcárcel Medina, ‘La memoria propia es la mejor fuente de documentación: Entrevista a Valcárcel  
 Medina’, Sin título, issue 1, 1994, p.35.
5 I. Valcárcel Medina, quoted in Ir y venir de Valcárcel Medina (exh. cat.), Barcelona, Granada and Murcia:  
 Fundació Antoni Tàpies, p.118.
6 I. Valcárcel Medina, quoted in ibid., p.96. 
7 I. Valcárcel Medina, quoted in ibid., p.124.
8 I. Valcárcel Medina, ‘La memoria propia’, op. cit., p.35. Fefa Seiquer ran the Galería Seiquer in Madrid,  
 where the exhibition took place. 

Isidoro Valcárcel 
Medina, La chuleta 
(The Student's Crib 
Sheet), 1991, 
ink on paper, 5 × 5cm. 
Courtesy the artist
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hostility under Franco’s rule, that brought 
together the Spanish and international 
avant-garde.9 Estructuras tubulares was, 
as its title indicates, tubular structures 
normally used in industrial scaffoldings 
that Valcárcel Medina used to construct 
spaces in which to walk, stand, sit or lie 
down along a city boulevard. Placing those 
iron structures amidst the flow and transit 
of the city had a profound effect on him: 
‘I presented a work that could be called 
“plastic”, but soon realised that it was an 
exclusively social work.’10 This realisation 
signalled a decisive shift in his career 
and determined all his subsequent work. 
From then on, he abandoned the attempt 
to create ‘inhabitable’ art by way of made- 
to-measure forms — however reasonably 
adjusted — and instead devoted himself 
to an ‘art of inhabiting’. The task was no 
longer to construct spaces suitable for 
something to go on inside them, but rather 
to abandon himself in the city, without 
recourse to conventional media or pre-
established ideas, in order to offer a precise 
description of the system of rules and 
regulations that govern the city, in order to 
give an account of what happens in a public 
place. After this, he produced works such 
as Relojes (Clocks, 1973), for which he 

used photographic registers of the calendar 
clocks placed in the streets of Madrid 
to construct a story about urban time; 
or 12 ejercicios de medición sobre la 
ciudad de Córdoba (12 Measuring 
Exercises about the City of Córdoba, 
1974), which consisted of a series of 
physical and symbolic measurements 
of the environment and traffic of that city. 
These exercises were followed by public 
exams, anonymous photographs, travelling 
art actions, dictionaries of common use, 
telephone recordings and polls.
 In this new phase of public art —  
understanding ‘public’ in a strict sense as 
that which concerns the citizen — Valcárcel 
Medina’s artistic practice remained 
consistent with his earlier forays into 
painting. From the construction of carefully 
measured and calibrated installations, 
where his descriptive will was activated in 
the present time, he moved on to measure 
and calibrate the ‘readymade’ places 
of the city, focusing on their transit and 
describing through actions the forms 
of their exteriority. This he did not in an
attempt to reorder the spaces and flows 
of the city, to impose a criterion on it or to 
explain through some kind of theory the 
surrounding reality. Rather, it was an active 

9 See José Díaz Cuyás (ed.), Encuentros de Pamplona 1972: Fin de fiesta del arte experimental (exh. cat.),  
 Madrid: Museo de Arte Nacional Reina Sofía, 2009.
10 I. Valcárcel Medina, ‘La memoria propia’, op. cit., p.36.

Isidoro Valcárcel 
Medina, Relojes 
(Clocks), 1973, 
365 photographs 
and cardboard box. 
Courtesy the artist 
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and present description of the maladjust-
ments and the disproportionate contradic-
tions created by the different logics or 
systems that shape municipal life. His work 
since then has continued to revolve around 
such straightforward, uncomplicated and 
elemental topics as time and measurement, 
and has continued to exhibit that desire 
to describe and produce an accurate figure 
of what happens. This is apparent in the 
artist’s book Surrendering of the Hour, 
the work with which I began this text. 
Surrendering of the Hour is divided into 
two parts, with the first a proposal for the 
changing of the clocks. The reader is invited 
to modify the time on his or her clock on a 
daily basis, as a conscious exercise by which 
to compensate for the absurdity of ‘gaining’ 
or ‘losing’ an hour every year. The proposal 
is an example of an ‘art of addition’, and 
it goes so far as to offer exact tables of the 
fractions of time by which clocks should be 
brought forwards or backwards each day. 
Between one number and the next, each 
day is signalled by a phrase that is tied to 
the second part of the work, which consists 
of an updated version of the daily proverbs 
that appear on wall calendars — a series of 
sentences, comments and aphorisms about 
light and time. The last one — number 365 
— reads: ‘Last will: make a sand-clock out 
of my ashes.’ Likewise, in the introduction 
to this comically cosmic book, which 
Valcárcel Medina has called a ‘premonition 
of an inexcusable art of the hour’, we find 
an explanation of the master plan for the 
work that could well be taken for a general 
comment on his particular method: 
‘The project that is presented here hides 
no other message, no other intention than 
that of adjusting social convention to 
celestial reality.’ 11 
 The idea, then, is to adapt and adjust 
the clocks, counting the hours; the work 
does not need anything else in order to 
function as a ‘signifying machine’. It is 
enough to compare social norms to the laws 
of physics in order to reveal with precision 
the nonsense which we incur when we try 
to subject one to the legislation of the other 
from the standpoint of a common experi-
ence, from our perception of duration and 
light as mere corporeal beings. Much the 

same could be said of such diverse works 
as the series Arquitecturas prematuras 
(Premature Architectures, 1984—92), 
which is based on a fruitful ‘adjustment’ 
between the logic of construction (as 
economic practice) and constructive logic 
(as technical practice); of La ley promotora 
y reguladora del ejercicio, disfrute y 
comercialización del arte (Law for the 
Promotion and Regulation of the Practice, 
Enjoyment and Commercialisation 
of Art, 1992), a literal example of legal
art; of I.V.M Oficina de Gestión (I.V.M. 
Management Ltd, 1994), in which 
the public was offered a service for the 
management of ideas; and of 2000 d. de 
J.C. (2000 A.D., 1995—2000), a colossal 
history of the Christian West in which 
the logic of facts is confronted with that 
of historical narrative. The same could 
also be said of the variety of interventions 
that took place on the occasion of his 
exhibition at the Museo Reina Sofía in 
Madrid in the autumn of 2009.12 When 
I use the terms ‘logics’ and ‘norms’, I am 
not alluding to arcane structures that must 
be sought in recondite places, but rather 
to simple but fundamental practices that 
anyone can observe. In fact, we could
say that all these projects belong to a 
territory that, since the 1980s, Valcárcel 
Medina’s work has often visited: the land
of Perogrullo, populated by truths that are 
so obvious as to be available for everyone, 
but which prevailing cynicism compels 
us to overlook.13 ‘Today,’ he declared in 
2000, ‘I believe that obviousness (or even 
silliness) contains the maximum degree 
of creativity.’14 It is not difficult to conclude 
that contemporary art itself, its protocols 
and institutions, is one of the most fertile 
grounds for this kind of practice. 
 As we have seen, it was the rigour 
with which Valcárcel Medina assumed 
a literalist position in formal — external 
— matters that allowed him to move in such 
a coherent but seemingly abrupt manner to 
that other literalism which we have called 
situational (and which is equally external). 
But I would go so far as to say that it has 
been the conviction with which he accepted 
the consequences of artistic literalism — the 
resolution with which he devoted himself 
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11 See I. Valcárcel Medina et al., Rendición de la hora, op. cit., p.2. 
12 A complete list of his works until the year 2009 can be found in J. Díaz Cuyás (ed.), Ir y venir de  
 Valcárcel Medina, op. cit.
13 Perogrullo is a character who makes such obvious pronouncements that uttering them seems pointless  
 or silly. In Spanish such truisms are called ‘verdades de Perogrullo’ (Perogrullos’s truths) or even  
 ‘perogrulladas’. The adjective ‘perogrullesco’ has also been coined. 
14 I. Valcárcel Medina, ‘Arquitectura prematura’, Fisuras, vol.8, January 2000, n.p.
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to a succinct description of exteriority 
— that has endowed his work with real 
value and with political potency. The term 
‘literalism’ must not be understood here 
as merely dealing with formal problems, 
but rather as a historical will and a sign of 
its time, as the result of a desire to proscribe 
metaphor, to eliminate anything in art 
that is fictitious, figurative or conventional 
— that perpetually unfulfilled desire to 
show the immediacy of a naked truth 
beyond any self-expressive flightiness. 
This will did not stop with its application 
in the Art Concret of the interwar period, 
nor was it restricted to the theoretical 
scuffles around the question of literalism 
that certain artists associated with 
Minimalism engaged in.15 Rather, its 
influence goes beyond formal problems, 
as a drive that runs through the twentieth 
century with varying degrees of intensity 
and whose most extreme and radical 
expression can be found in the last of the 
avant-gardes of the late 1960s and early 
70s. It is reminiscent of what Alain Badiou 
has called the ‘passion for the real’ that 
was distinctive of the twentieth century, 
a collective will that makes the artistic 
gesture equivalent to ‘an intrusion into 
semblance — exposing, in its brute state, 
the gap of the real’.16 This desire has made 

art turn towards the act and away from 
the work, for the practice of the avant-
garde ‘is only thought in the present’. 
 The phrase which gives this text its 
title, ‘the everyday fact as peripety’, alludes
to a particular way of understanding 
this potency of the actual.17 In Spanish, 
the word ‘peripecia’ — from the Greek 
‘peripétia’, or adventure — has a double 
meaning. Its literary use coincides with the 
English ‘peripety’, and refers to a sudden 
and unforeseen change of circumstances 
within tragedy. In common parlance 
it preserves a sense of unpremeditated 
accident, but loses its teleologic, dramatur-
gical and providential character to refer
to those simple events or vicissitudes, those 
unanticipated novelties, that surprise us in 
our daily lives. In this ‘profane’ sense, every 
day — like every journey — contains a series 
of peripeties, small strokes of fortune that 
with their capricious interruptions keep 
on altering and complicating our existence. 
However, although we could think of them
as things that ‘happen to us’, the chance that 
determines them, far from imposing itself 
on the way we plan our time, is actually 
a condition of our temporality. We live, 
as Deleuze would say, embroiled in the 
aleatory — in a permanent chaosmos, in 
perpetual self-gestation. Something close 

Isidoro Valcárcel 
Medina, Estructuras 
tubulares (Tubular 
Structures), 1972. 
Installation view, 
Encuentros de 
Pamplona 1972.
Courtesy the artist

15 See Lynn Zelevansky (ed.), Beyond Geometry: Experiments in Form 1940—1970s, Cambridge, MA and  
 London: The MIT Press, 2004, p.10ff.
16 Alain Badiou, The Century (trans. Alberto Toscano), Cambridge, MA: Polity Press, 2007, p.50.
17 The potency of the actual alludes to the historical will that attempts to evade artistic mediation in  
 order to capture the immediate — the literal, the ‘here and now’ — in the artwork. It is a paradoxical  
 will which, carried to the extreme, invokes an experience of the self as mere facticity: that of someone  
 who knows that one is nothing but his or her ways of being, someone who accepts being made up of  
 ‘now’, or whose potency cannot be restricted to his or her individual will or personal time schedules. 

http://www.jstor.org/page/info/about/policies/terms.jsp


Artists: Isidoro Valcárcel Medina | 75

to this is what Valcárcel Medina refers to as 
‘the permanent and obstinate perseverance 
of chance as the stable substance of our 
contingency’.18 This is why he cannot 
conceive of any art that is not an art ‘of 
chance’, but — as the reader might have 
guessed — this has little to do with what 
is normally understood as aleatory art. 

An art of chance does not refer to an 
inclination for gambling, but rather 
to acting in the spirit of accepting the 
result of the gamble whatever that is, 
for it is not in the result that its creative 
future lies, but in the way in which 
measures are taken to set off in the path 
that this result dictates; a path that must 
be undertaken just as any other path 
that could have ‘come up’ would have 
been undertaken.19

This radical self-experience of the potency 
of the actual, open to the contingent and 
devoted to facticity, is expressed in his work 
through the multiple and diverse peripeties 
of his ‘art of the everyday’. This allows 
us to say that Isidoro Valcárcel Medina 
has intertwined his own life with his art. 
As he has written, his work does not aim to 
become a ‘testimony of reality’, but rather 
to establish itself as ‘the reality of the testi-
mony’. ‘As if it were a moral question — and 
God knows it is! — the artwork has to be so 
faithful to its moment so as to become the 
moment itself. After manipulating it, the 
author cannot be classed as a manipulator.’ 20 
 The idea, then, is not to develop critical 
discourses on reality, but rather to actualise 
critical situations, to act in a way that 
conjures up circumstances in which every 
possible element, including the person who 
signs the work, remain in crisis and at risk 
of failing. This ongoing exercise of self-
exposure and ‘adventure’ demands an 
internal logic that avoids repetition, and 
that results in works of radical diversity.
His understanding of testimony is 
necessarily related to the personal 
experience of the witness, of he who gives 
evidence of that reality — hence Valcárcel 
Medina’s recurrent appeal to the notion of 
individual responsibility, for the first thing 

we are all witnesses to is our own way of 
passing the time.
 This is why his work, rather than being 
a testimony of its time, is a testimony of 
his time, of his disarmed affirmation of 
the facticity of the present. It is a tale that 
tells time, then, but like someone who gives 
us a greeting as he or she passes by, a telling 
of the time that restitutes the public domain 
with the kind of nakedness and intimate 
impropriety that we share and which 
maintains our community. It is an art that 
is thrown into life, a life that is thought of as 
dispossessed, without historical narration, 
without sociology or biography. The way 
Valcárcel Medina confronts the idea of 
social systems or norms with this conscious 
throwing of himself into contingency gives 
his work a sense of both cruelty and joyful 
humour. Any polite invitation from him 
will always be a passive provocation. 
This is so because the measured economy 
of his work, its implicit poverty, appeals 
to the viewer’s recognition of his or her 
own naked facticity, and it affirms the 
present without the concerns with which 
we disguise our everyday life.
 The disobedient resistance of his work 
to the concerns and values which prevail 
in ordinary life — and also, of course, 
in the ordinary art world — the will 
with which his work affirms itself in 
the potency of the actual, the ostensible 
lack of resources with which it risks its 
actualisation, endow his ethical position 
with a radical common sense. It is the 
common sense of someone who doesn’t 
have anything to lose or to gain, which 
provides his practice with a tacit and 
urgent political effectivity. 

The inspired man writes poems about 
becoming, or paints rays of ungraspable 
light. But that is not his task. It is a 
thousand times better to walk with time, 
projecting a shadow, without more ado. 21 

18 I. Valcárcel Medina, ‘El seguro azar’, in Sergio Rubira and Beatriz Herráez (ed.), Una tirada de dados:  
 Sobre el azar en el arte contemporáneo, Madrid: Comunidad de Madrid, 2008, p.28.
19 Ibid., p.48. 
20 I. Valcárcel Medina, La chuleta, 1991. La chuleta was a work in the form of a school crib sheet that  
 contained a text on the creative act.
21 I. Valcárcel Medina, Rendición de la hora, op. cit., p.30.

Translated by Yaiza Hernández. 
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