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Cover: Marc Audette — Les psychopompes (at Gallery 44 in May)

Psychopomp is the name Carl Jung gave to beings who appear 1o
guide us through the dreamworld into the deepest part of our
unconscious: to places — says Québec artist Marc Audette — we may
not want to go. The psychopomp leads with great ceremony and
circumstance; they are majestic, awesome beings who cannot be
dismissed or ignored. (The Chimera, the Manticore and the Phoenix
are examples from other cultures.) Marc Audette conjures his own
psychopomps, and sets the stage meticulously: objects and gestures
shift in meaning. While they are clearly personal to the artist, they are
strangely familiar .... These large-scale self-portraits are other-worldly,

voluptuous and unnerving. Janette Platana
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The Rebel Mystique: Contemporary Art in Spain

Interview with Barcelona curator Jorge Luis Marzo

Jorge Luis Marzo, a curator and art critic from Barcelona, Spain, was in Toronto over a year ago (in Febmarg 1893), as
part of an extended trip to North America. At that time, he gave lectures at York University and at Mercer Union on the
cultural and artistic transitions in Spain from Franco to Expo'62. We met with Marzo over dinner _and asked him to tell us
more about his views on the role of the artist in Spain over the last 50 years. Judith Sandiford and Ronald Weihs

Ronald Weihs: Pablo Neruda said in his autobiography ~ society was through the ecclesiastical nrgmlizalinn's. So
that never was there a war that sparked so much artistic  the church was appointed as the medium through which to
activity as the Spanish civil war. He was speaking of the channel theatre, books, censorship and all the cultural pro-
Republican cause — it was very much an artisis’ cause. duction and cultural policy from the state.

We think of the great exhibition in Paris in support of the After the suppression in '48 of the official state of war,
civil war where Picasso’s Guernica was exhibited. Per-  Franco decided that it was time to become internationally
haps that is where we should start. legitimate. The first step was religion and the second step

Jorge Luis Marzo: The Spanish Republic between "33 was the Cold War. ‘
and 39 was the first real popular culture that existed n In 54 Franco signed a treaty with the Vatican by which
Europe. For the first time Europe was able, in Spain, to the Catholic Church would take care of all the cultural
create a real popular culture. And as you have said, there  policies of the state. Franco decided that the best way to be
was the Paris Intemational Exhibition in *37. Jose Mana integrated into Western society was, first of all, to be ac-
Sert, the architect, made the pavilion. In photographs from  cepted into the UN, and then to be accepted within the new
the exhibition, you see the Soviet pavilion, the German pa- framework of the Cold War. So he pushed the United
vilion, and then there is a little pavilion, the Spanish one. It States to be accepted as a partner, because Spain was stra-
was amazing, unbelievable. People like Mird, Picasso, tegically placed in Europe, and was a very anti-communist

Julio Gonzalez, intellectuals and artists and critics partici-  country at that ime. Economically, the incredible potential

pated in the pavilion. In some ways that pavilion was the market in the United States was really interesting. So in

first real popular pavilion ever made in an international ex- ’56 Spain was accepted in the UN. And the United States

~ hibition. signed a treaty with Spain with some military bases and a
 When Franco won the war in *39, then Spain in the '40s  lot of money coming from the United States to Spain.

was like an erased land. At the beginning of the *50s, a lot of artists were against

- RW: A waste land? Franco. I am talking about modern artists. There were a lot

| JLM An erased land. Franco devoted himself and the  of people who supported Franco, but [ cannot call them

~ regime to annihilate any concept of culture coming from avant garde artists at all. I don’t know the names and |

~ the Republic and annihilate any political opposition. don’t want to know the names — very classical, figurative,

~ Until 1948, when it was suppressed, there was an offi-  heroic sculpture and painting — painting Franco, and big

m state of war, Under its terms a lot of people were  angels with big swords, cutting heads, cutting Red heads

tiw
Py
:

killed. So we cannot talk about culture in Spain between  with two horns, communists or whatever.
and i i1l First of all, let’s consider the big artists before the war

in Spain. Spain has the idea that we have geniuses. We
don’t have movements, but we have geniuses. Picasso,
Mir6, Dali were the three important names before the war.
Picasso himself was absolutely related with communist
international movements after the Second World War. He
was understood as — well, he’s our big artist. He began
Modemism, in some ways. He was our father, but the kind
of father that children don’t always want to follow. At the
inning of the fifties, Picasso was associated with a kind
Lotsof  of realism that maybe didn’t fit very well in a socicty like
‘and  Spain. You couldn’t paint any explicit figuration. S0
s a  Picasso was understood like a father figure, but you could
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The third major figure, Joan Mird, was the real chan-
nel for a lot of artists to understand the new social situ-
ation, and the new social function of the artist in the to-
talitarian society. Because Joan Mir6 was Republican,
Joan Mir6é was left-wing, but a very individualistic
painter relating with Paris, with Majorca and with Bar-
celona — the type of person who could give informa-

tion to the country from Paris, from London, from New
York.

In Paris it was a kind of battle between social realism
and the new informalist painting. When the war was
finished, there were people coming from surrealism
who decided the time of being bourgeois is over, and
the only way to be politically committed is to have a so-
cial realism, a Soviet realism, supported by Communist
parties, anarchist movements.

There was another branch of this community like
Dubuffet, Fautrier, supported by Michel Tapié as a
critic. They decided to understand the matter, the col-
our, the concept of the matter of the painting. Europe 1s
a ruin after the war. After Auschwitz, there 1s no possi-
bility to think again about humanism. So if I have to
paint, what kind of painting do I have to do? That kind
of ruin produced informalism — no form, no defined
form. So that kind of fight, Miré could translate to the
Barcelona context.

In 1948, there was a magazine called Dau al Set
[Dice at Seven]. Some people like Antoni Tapies, Mod-
est Cuixart, some critics like Juan-Eduardo Cirlot, gath-
ered together and edited the first issue. They were the first
informalist movement in Spain. All of them were really in-
terested in people like Mird, Klee — people that were

[ 5 working like Miré in a

kind of symbolistic
painting. That fit very
well in the interests of
the new artist. They be-
gan to understand that

Dau al Set magazine was
published monthly in
Barcelona between 1948 and
1953. The name (“dice at
seven”, evoking the mythical

seventh face of the die) the only possibility to
reflected its Surrealist roots. make a painting was

The core group included poet abstract painting. Be-
Joan Brossa, painters Joan

Pong, Antoni Tapies, Modest
Cuixart, Joan-Josep Tharrats,
philosopher August Puig and

critic Juan Eduardo Cirlot. jail if he did that.

the possibility of making direct abstract expressionism.

That's the point where everything came together.
Franco decided at that time that, with the new relationship
that the regime had with the United States, it would be a
very good idea to use culture as a form of political projec-

tion to foreign countries.

At that time there were several exhibitions coming from
the United States and several exhibitions sponsored by the

-

cause an artist couldn’t
work with explicit figu-
ration. He would go to

At the end of the
6 y ‘50s, there was another

group called Grupo El Paso — people like Antonio Saura,
Manuel Millares, Martin Chirino. They started to think of

Antonio Saura, Cura #8, 1959, oil on canvas, Art Gallery of Ontario

regime. The Venice Biennale was won by Tapies one year,
another year by Tapies and Saura, and the Sao Paulo Bien-
nale was won by Jorge de Oteiza. So there was an incred-
ible paradox, because the regime was using the artists.
There was a point that the regime was using modern artists
that were anti-Frankist, when they were making paintings
that they believed were anti-Frankist. So there was an in-
credible paradox and a lot of pain for the artists, a lot of
suffering for them.

It had to with several ques-
tions. First of all, with the new
relationship with the United
States. Recent studies about |
abstract expressionism have
shown that the United States

r e

Jorge de Oteiza, a
highly influential
Basque sculptor and
father-figure to many of
the younger Basque
artists, won the Grand

e

considered American abstract Prize for Sculpture in
Expl‘ESSi(}IﬂSm das d [ﬂﬂl ﬂgﬂiﬂﬂt the Sao Pau‘ﬂ
communism in the world. So, | Riennale in 1958.

for example, the Museum of |

Modem Art in New York, the

Guggenheim Museum, and several agencies from the
American government decided to put together big exhibi-
tions to export to Europe, to go against communist
factions in Europe that were trying to make political state-
ments through social realism.

So the best way to do that is through an individualistic
painter, alienated, not politically committed. Someone like
Pollock, who said ‘“In the new commodity-driven society,
the only way to be really free is to be alienated, to be
closed in my shell and then to explode” — like Pollock
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did, or Mark Rothko or Clif- |
ford Still or other abstract |
expressionist painters. When |
those exhibitions came to |
Spain, a lot of Spanish artists
said ““Oh my God! They are
painting the same as we are
painting.”” So they saw|
themselves legitimated. ot
Clement Greenberg, the &

critic, with Harold Rosen- aptoni Tapies, Pintura Blanca, Siena, Gris, 1959, oil
berg and Michael Freed, and mixed mediaon canvas, Art Gallery of Ontario

thought that exprcssmmst

painting — liberal art — is only possible in a liberal soci-

ety. But we didn’t have that in Spain. We had a liberal at,
but we didn’t have a liberal society. So I think Spain pre-

sents a real contradiction to Greenberg, because maybe
Greenberg was not thinking of a liberal society, but of

capitalistic societies, and that is different. Under Franco
we had a capitalistic society. Franco wanted a capitalistic
society. So I think it is very interesting to see how Green-
berg was in some way falsifying his own discourse in
maintaining that it is only possible to make liberal art in a
liberal society. What you need is a capitalistic society, but
it can be totalitarian or it can be democratic.

To have a liberal nationalistic art — what does that
mean? European art was so strong that America had to in-
vent some kind of identity, to say “That’s a new art. We
have taken up the torch of modemism.” Because Europe
had lost the torch in Auschwitz.

Greenberg thought that Iliberal nationalism meant
American art, but projected to the old world, to the entire
planet. And that is what Franco thought. We need an indi-
vidual, nationalistic Spamsh art, but able to be connected

~ with, and legitimated in, the international market. So you

~ can fit into the market. It is perfect — no one can accuse

ymofusmgﬂ:camsts and the artists will not be political

the market doesn’t allow political art. So Franco
ht, ‘Thaxlsmyplwc" Bulthear!lstsalsothought,

Llct ﬁabackmme me kmngpamaH&

'r s,
.-:‘Uh ':.';_IF
ot

b 0

| was interesting. The market wq the
| real force. If Saura is important, Saury
will say bye bye to the Group. Apg
that’s what happened with Ml"ﬂlﬂq
with Saura, with everybody. At the
point that they became successfy and
the American Mmuseums were inger.
ested 1n them, the group diSﬂppcarcd_

RW: What about the other arjg,
outside this high profile group ?

JLM: Completely i1solated. Toy

and complete isolation. I am not evep,
talking about women. If you’re tajk.
ing about women, it’s amazing. No women. We dop’
have women in the history of what happens in Spaip
That's as clear as water. I am quite sure that there were ,
lot of women working. What happens 1s that they don’t ex-
ist because no one wanted to see them.

All the cultural policy in Spain was run by the Catholic
church. Women don’t make sense in the Catholic church.
Franco — this is very funny — Franco gave prizes to big
families. If you had 20 children, Franco gave a gift to you.
Really, I am not kidding. It was a big contest, for big fami-
lies. I remember a photograph with 25 children, the
women, exhausted absolutely. Every year, one child, one
child, one child. In United States you have, and in Canada
I can imagine, the baby boom generation, right? Franco
wanted to create a baby boom generation.

You have to understand something. What 1s the idea of
the artist in Spain? Our idea of the artist 1s a genius, rebel
and . . . a bullfighter, if you want. A person who is very in-
dividualistic. A person who reacts quickly, maybe not very

intellectual but with a lot of passion. So you have to un-
derstand another thing. That was the idea that Franco

wanted to promote in the
‘50s, but that was the
idea that the artists
wanted for themselves.
You can see the painting
in the "50s by Grupo El
Paso, Tapies, Saura —
the incredible gesture,
the dramatic gesturc re-

Grupo El Paso (The Step) was
a group of Informalist (abstract)
painters based in Madrid. In
1957 they published a
manifesto calling for a direct art
and moral responsibility to their
era and society. Founder

“members were painters Rafael

Canogar, Luis Feito, Juana

- Francés, Manuel Millares,
~ Antonio Saura and Antonio

Suarez, sculptor Pablo
Serrano, and critics José Ayllon

~and Manuel Conde. They were
i |at9|'}0ined by painters Manue!
RIVQH Manuel Viola, sculptor

Mﬂlﬂn Chlrlno and critics
tO Aguﬂera Cerni and
: rdo Cirlot.

canvasses, really dramatic, really ex-
pressionalistic and really rebellious.”
Because this represents the idea that
not only the Spanish people, but a lot

people, have about Spain. Bullfighters.
Really strong.

The main point is that Franco did
not create the culture. The culture ex-
isted before. The painters wanted that
culture. And there was a point of in-

credible paradox, because Franco de-
cided ““I don’t need to create anyone. I
have them already. And they are left
wing, they are my critics! It is amaz-
ing, because that is what [ want. I can
use them!”

The painters said, “Oh my God, what is going on? Be-
cause we are creating painting that we believed is politi-
cally committed, but it serves the interests of the country.”

But that changed at the beginning of the *60s. There was
an economic boom. The United States sank a lot of money
in the country with the Marshall Plan. The market. the real
capitalistic market in Spain began in an incredible way.
When you have a market, American critics interested in
your art, everything began to be, how do you say — light?

The fight against Frankism began to fail, because if you
have money it 1s more difficult to be politically committed.
The economic policies of the regime towards the artists
were 1n some way ‘‘We have to sell you to the United
States and Europe. Don’t worry about that.” Well, a lot of
artists began to react.

What [ think is interesting in the *60s 1s that all the art-
ists thought that it 1s not important to go against Franco. It
was more important to accept that we have lost the pre-war
culture. It was great, it was fantastic, 1t was amazing and
so important — it’s lost forever. We have to fill the void
the regime represents with our own culture. That means a
commodity culture. For the first time in Spain people had a
car. For the first time people had a refrigerator. A lot of
tourism came to Spain. For the first time the Spanish peo-
ple began to control their own economy.

So all the painters began to paint pop art. What is the re-
lationship between Spanish traditional culture and all that
kind of culture that comes from above? What 1s that ma-
chine? Plastic — my grandfather didn’t know plastic until
the *60s. What is plastic? It was amazing.

So with the new relationship with society, Franco 1s not
so important. If I have money, if I have my refrigerator, if |
have two houses, if I have my lover apart from my wife...

Everything began to be more or less comfortable. If I don’t
think about Franco, I can live really well. Franco used that.
There are theories that Franco gave gifts to the country.
“Do you want money? Okay, I will give you money, a lot,

on one condition: you don’t have to think about politics.™

That is what happened, and the artists suffered for that,
the old artists from the ’50s. But the new generation of the
’60s thought ‘“We don’t have to re-create a new culture,

coming from the pre-war

.| culture. We have to create a

W o new one.
: : Equipo Crénica. Equipo —
that’s an important idea, col-
lective.
that began to go against the
idea of individualism, to go
against the i1dea of any rela-
tionship with the power
structure. ‘“We don’t want to

be in the Venice Biennale, or
Antonio Suarez, Las Parcas #1,1960, (he Sa0 Paulo biennale, we

oil on canvas, Art Gallery of Ontario don’t want to be cﬂ—ﬂpted at

have big painters, but
they were becoming
fascist, because they are
used all the time by the
regime. For example, I
remember a pamnting
with our Superman —
we have a comic char-
acter that’s like Super-
man (called Captain
Trueno) — m the mid-
dle of the Guemica,
killing everybody.

There were a lot of |

Y

For example,

Collective groups

all. We don’t want to be the
edge. We want be able make whatever we want.”

It was what we call pop art, in comparison with Ameri-
can pop art. Deconstructing the idea of our cultural heri-
tage, Velasquez, Goya, Ribera, big painters from the 17th
century, Picasso. The regime was using that heritage. We

Equipo Crénica, the two-man
team of Rafael Salbés and
Manuel Valdés, joined forces
in 1964. They mutually
conceived and executed each
work, attempting to remove
subjectivity by working from
photographic images
projected onto canvas, a
technique that they pioneered
because they could not affort
to work with photographic
silkkscreens like Andy Warhol.

shifts beginning to ap- |

pear in the culture. We
can no longer say there is left wing, right wing; there is the
market. And with the market, everything began to be flmd.

In the *70s everything was radicalized, because with the
end of Frankism, everybody was into the street, and dem-
onstrations ...

RW: I'm interested in that change. It surprises me that
there was as much activity that was not traditional during
this period. I had imagined the end of the Franco regime
and the transition to democracy as a very abrupt and sud-
den break. But it sounds like maybe it wasn’t.

JLM: Actually, it wasn’t. Because there were two proc-
esses. First of all, the transition itself. The transition was
made by the state. There was nobody to de-power. It was
the state that decided, ‘“We are rotten and 1if we carry on
we will be killed. So we have to change, we have to trans-
form the concept of the state and bring it alive agam.”

The Frankist state, was an economic power. Central
banks controlled all the country. So if we think about the
transition, we have to think about the economic transition,
not only the political transition.

There were two movements. In 67 Franco appointed

Spring/Summer 1994 ARTWORD 9




the prince Juan Carlos as successor of the statc. Right now
he is king. The transformation of the state Was made by
people at high levels of the state, bankers, big economic
figures, really right-wing people. I can give you a lot of
examples. Our ombudsman today was the Minister of C“l
ture in 1951. The President of the International Olympic
Committee, Juan Antonio Samaranch, was Ambassador
from Spain to USSR. He was one of the promolers of the
ghettos for gypsies and Andalusian emigrants in Bar-
“celona. Today he is like our ambassador to the world. Yes-
terday I read in an Italian newspaper that he is being con-
sidered for the Nobel Prize. He is really dangerous, one of
the most dangerous guys that Frankism created. No one
has said anything in Spain about that. No one. Welcomed
by politicians, by athletes, by artists, by intellectuals, by
businessmen. He is perfect. It is some kind of incredible
amnesia that the country has developed over the years.
: L
'So coming to the >70s. The main part of the working
class in Spain was really poor at that time. First of all they
wanted their jobs to be safe and then to have democracy.
So it created something called apathy. Because when
Franco died it was 75 and the oil crisis was in ’73. So de-
mocracy was bom parallel to the intemational oil crisis. So
the first idea was, “I cannot lose my job. I need my two

houses, I need my vacation on the coast or whatever.”” The

state says, ‘““No one is touching us so we can do whatever
we want.”’

It is amazing that after a civil war and 40 years of dicta-
torship Spain had began a democracy in an incredibly soft
way, with no violence. That’s amazing. All the country
wanted that — but at the cost of amnesia, of political
is. Because the people who ruled the country for

ing but legitimated because it was a liberal society.

The police, the real police, were able to change (¢,
clothes and begin to live in a nm_mal way. No one pusheg
them. “Hey, you have to explain things!™ That did 1,
happen. People think that it was gogrrd because there wyg
1o clash. At the cost that the real policemen have the same
rank as our ombudsman, as a lot of people in Spain, living
quietly in incredible wealthy houses and ruling the banks
they ruled during Franco. Art and .pnlmcs are so linked
that it is very difficult to make two different discourses.

Artists became de-politicized and de-ideologized after
»75_ Painters that wanted to go against Frankism began (o
be individualistic painters, making biographical painting,
landscape, narrative painting. This was happening at the
same time in Germany, Italy, the United States.

The most clear statement is that the man responsible for
finance in the Ministry of Culture, Carmen Cimenez, said,
“Today, when, fortunately, political art is out of fashion,
we need to re-think the politics of art. That means indi-
vidualistic painting.” With a lot of single painters that
wanted to be successful, it is easy to pick out several and
present an exhibition — okay, the new painting! Right?

In a liberal society, they are not making political state-
ments, but not because the State is obliging them not to do
that, but because they don’t want to do that. So in some
way they are actualizing the problems from the 50s, from
Tapies, from Saura, who didn’t make political statements
because Franco was saying, ‘‘You cannot do that.” But the
new State was saying, “Well, you can do that. Ah, but you

| the;last 40 years could fit in some way in the new system
- of democracy. | |

Oliphant-+ White-

~ Alot of artists from the *70s who were really politically et consultants
- i, When mymﬁ.‘llwsaﬂ&;m you think MadE e i Chartered accountan®
~ itmakes sense to go on painting police in the canvas, to go i 'Y
- against Franco in the canvas since there is no Franco? .
s n we do? Okay maybe we cannot paint any more i ;o }f i
Personal tax, financialplanning

 Auditing, accounting, bookkecping
 Planning, organization, feasibility studies
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don’t want to.”’

It is interesting to see the actualization of the paradox
coming from the *50s into the *80s. We are free, finally.
We have the right to make whatever we want, right? And
with that right a lot of things will have been lost. So the
concept of collectiveness and the concept of making the
real cultural structure, an interesting grant system, techni-
cal assistance for the artists, and blah, blah, blah — ten
years lost. All the people trying to exhibit in some gallery
or trying to be picked up by institutions to be presented in
an international exhibition. Okay, that’s good for him but
not for the community. There is no sense of community.

RW: And what happened?

JLM: In ’79, several critics from Madrid decided to
push the situation. They presented some exhibitions in Ma-
drid, called “the New Painting.”” Right-wing critics, like
Bonet — he wrote for some right-wing newspapers in Ma-
drid and was curator of some Frankist artists and was quot-
ing Frankist intellectuals from the 50s and 60s. In ’79 he
presented an exhibition called “*1980,” in a gallery in Ma-
drid, presenting all the new individualist painting. I re-
member phrases like, “That’s enough shit about politics in
art. Art is art, and painting 1s painting, and you cannot re-
late painting with anything else than painting — art for
art’s sake.” So ’79 in some ways was a breaking point.
Critics began to present exhibitions in two places, some
galleries in Madrid and Barcelona, and an institution called
La Caixa Institution.

Spain after 40 years needed a new image. What is the

ONTARIO ARTS COUNCIL

ARTS

new image we need for export and for import? What 1s our
own tradition in painting? Rebel painting. The traditional
concept, again, of rebel painting, individualistic painting,
young painters.
Miguel Barcelo, 28 years
old. The Ministry in ’85 made
him a huge exhibition in Ma-
drid. In the catalogue, the Min-
istry wrote, ““That’s enough
that our painters cannot €njoy
their success in their lifetime.”
Miguel Barcelo was 28 years
old. How 1is it possible to say
that? In their lifetime? I can imagine a lot of people who
deserve that exhibition and were working in the 50s, 60s
and 70s and they were 45 or 50 years old. They were great
painters, big painters, but no, it was Miguel Barcelo, be-
cause Barcelo represents well the idea that the State has
about the culture. Young, easy to export, easy to convert
as a mirror for all the painters: “You don’t have to think
about collectives, about artist-run spaces, and all that shat.
You have to think about how to become a real painter, to
become successful, to have a lot of exhibitions...”” Maybe
they did not say that but they thought that, because they
want you to be successful, because I can use you. Spain 1S
in fashion again, with that kind of new painting.
RW: Now at the same time this was going on, was there
government subsidy for the arts?
JLM: There was subsidy.
RW: Would you consider that part of the same process?
JLM: There was no structure for the subsidy. We have
juries, but on the jury there is a politician. I have been on
several juries, with critics and staff but also with politi-

Franco was saying,
“You cannot do that.”
But the new State was
saying, “Well, you can
do that. Ah, but you
don’t want to.”’

CONSEIL DES ARTS DE LONTARKD

The Ontario Arts Council offers grants to professional artists who are
residents of Ontario, working in the following media:

B FILM

cians. I have been on some juries that when everybody has
signed all the art statements, the politician adds a couple of
names and erases a couple of names. I have been present at
that. I am not inventing it. That is a real problem. Why

B FIRST PROJECTS: FILM AND VIDEO

B PHOTOGRAPHY & HOLOGRAPHY

B PHOTOGRAPHY

B ELECTRONIC MEDIA

* to assist with the production of documentary, dramatic, animated
or experimental films. Deadlines: April 1, November 1

® to assist with the production of original video art.
Deadlines: February 1, August 15

* a program to encourage and support first time and emerging film
and video artists undertaking an original project.
Deadline: March 1

® assistance for new projects or work-in-progress.
Deadlines: February 1, August 15

e exhibition assistance towards the cost of an upcoming exhibition,
Deadlines: February 15, April 15, June 15, August 15, October 15,
December 15

* (o facilitate creation of works of art using electronic media,
Deadlines: May 1, December |

For more information and application forms, contact:
Film, Photography, Video Office, Ontario Arts Council
151 Bloor Street West, Suite 500, Toronto, Ontario M55 ITO
(416) 969-7428 « Toll-free in Ontario 1-800-387-0058.

Ces renseignements existent également en [frangais.

politicians have powers like that.
®

Judith Sandiford: What is your involvement in the cur-
rent scene in art?

JLM: I am a critic and I write for several magazines,
newspapers and I give lectures. I was appointed in October
1991 as curator of a contemporary art space, Salon Mon-
cada, in Barcelona run by La Caixa Institution. They m-
vited me and I said, “Why not?”’ It was a good opportu-
nity for me and I got my first big experience. I presented a
project that was approved and so I became curator from
October to August 1992. I presented several exhibitions.
The first one was about three artists all together. ““I think
you are all connected, so if you are interested why can we
not join together — four together and we create our own
work. Not your work and your work and my work — just
me constructing all the work and you constructing all the
work like a real construction of discourse.” It was really

interesting. Personally I leamnt a lot.
After we had a series of lectures about some issues.
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of performances, because Barcelona lacks plgces to make
performances because performance is nothing in Bar-
celona. So I decided okay let’s go. It was very ﬁll:ﬂ}’ be-
cause the exhibition became very crazy. And what's that?
Performances. (Names of exhibitors) B
The final exhibition was Dennis Adams project in the
East pavilion. Dennis Adams is an American artist. He was
invited by Expo '92 in Seville. He presented a real pavil-
ion. but a deconstruction of the idea of a pavilinf:l. Nor-
mally the architecture of a pavilion at that kind of intera-
tional event is like a big dome, the idea of the future, the
idea of technology, creating a new society. S0 he built a
pavilion with an inverted dome two feet high so people
couldn’t fit in. So people are just walking around because
it is impossible to be n the centre because in the centre
there is no space.
There was an East pavilion, recovering the idea, “What
happened with countries that were formerly communist?
What kind of pavilions do they have? What kind of iden-
tity do they have?”’ So he tried to build that and it was cen-
somd.lgotincmtaﬁtwithhimtnmttlwpaviﬁm
show against the interests of my institution. We fought a
lot with the institution, and I was censored. Finally, we
won and the pavilion in the gallery was approved and pre-
sented. So it was a very interesting experience as a curalor.
Because I do not believe in the concept of being a curator
for an institution you cannot hurt — you can’t bite the
hand that feeds you. I don’t believe in that. If I work for an
institution that pays me, I am absolutely right to go against
my contract. I have some problems thinking that, but that
~iswhat I think.
~ JS: How active is the art scene in Barcelona? Are there
 lots of galleries? What range do they have?

~ JLM: We had a very interesting place called Metro-
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They applied for tWO grants coming from lhE: local city
council, and from the regional government, like Ontarin
Council, called Generalidad de Catalonia. They werc
fighting between Us, because there was no money — they
lost and it was too bad because 1t was One of the most im.
portant places that Barcelona !lad. We have a couple of in.
teresting galleries, dealers like Carlos Poy and Bene
Costa, people that don't believe in themselves; only the

L]

galleries, to construct SOMCE idea of community.

JS: What about artist-run spaces ?

JLM: We don’t have any.

JS- There are no artist-run spaces or government
funded spaces?

JLM: Well, there 1s on¢ called Artual, but we cannot
say this is an artist-run Space. Artists run thf’:- space, but we
cannot say that there 1s a sense of community. That is dif-
ferent than having an artist-run space in Canadian terms.
We don’t have any interesting magazine in Barcelona. We

don’t have one, really. A
JS: Is the situation in Barcelona similar to other places

in Spain. I mean Madrid —

J1.M: I haven’t spent time in Madrid for a long time. I
don’t know. In Madrid things can be underground. The un-
derground in Madrid is very important. But you need to be
there to say that. And I want to be contextualized. I am
from Barcelona and if I want to create something, I want
to create something from the things that I know.

RW: It sounds to me as if you feel that in the '70s and
'80s a movement started that you don’t have a great deal
of sympathy with.

JLLM: No, I don’t.

RW: Do you feel that there is a new movement starting
up in Spain now and that you are part of that?

JLM: Young people have begun to be politically com-
mitted. We have the right to create our own culture and
our own political statements with the money that we arc
paying to the State. Some people have begun to join

| Summer Session begins July 4" 1994
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together to go against the construction of the new Museum

of Contemporary Art in Barcelona. Because it is a grand
fiasco, with taxpayers’ money.

JS: What is the matter with it?

JLM: Tapies is represented on three floors. They wanted
to build a big collection, right? How is it possible to build
a big collection 1n the nineties, when a Picasso costs $10
million, when a Tapies costs $5 million, when a Miré costs
$10 million or when Salvador Dali costs $20 million? And
above all, when we have in Barcelona, a Tapies founda-
tion, a Mir6é foundation, a Dali museum 100 kilometers
away, and a Picasso Museum. We have the collections.
Why create a new mirror of our own tradition, because we
have four mirrors? A lot of people are suffering because
they don’t have money to survive. Why don’t we invest
money in that? And create a little structure.

In Guelph here, with 78,000 people more or less, they
have an incredible space for video productions, unbeliev-
able. In Barcelona, with several million people, we don’t
have one. We have some commercial video productions,
for TV or advertising or institutions. Why don’t we create
a place for people that are interested in creating their own
stuff? I don’t understand that. Why buy a Picasso for $10
million? For $10 million I can make 1 million videos. You
don’t have to think about us as terrorists. Because it 1s our
right. Why you are denying that? A lot of people at the be-
ginning of the ’80s thought that, but they shut up. People

" are beginning to think, “‘I don’t want to shut up.” They are

beginning to mobilize themselves. For example, we are
making a magazine right now. Let’s see if it is possible to
g0 ahead. I think it is possible, because we are not afraid.
That is the main question, not to be afraid. Because no one
1s going to kill you.

JS: So what would your magazine do?

JLLM: Criticize everything. Our interest is to make a
magazine of cultural criticism. I'll give you some exam-
ples of what we are interested in. In Barcelona we have a
prison called the model prison, built at the end of the 19th
century, for between 2,000 and 3,000 people. Right now
there are 8,000 people. Between 70% to 80% of the people
inside the prison have AIDS. We are interested in publish-
ing how it is possible to talk about the relationship be-
tween architecture and AIDS.
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Or cultural investment in the country. Racism and ad-
vertisement in Spain, because there are problems of how
black people are presented on TV. And censorship issues
also and feminist issues. We are interested in decon-
structing the idea of how design is understood in Spain.
Design is just spectacle, right? Whereas design is how to
build an ideological presentation. But let’s touch wood be-

‘cause it costs, as you know very well making a magazine,

the problems with the money, the problems with the distri-
bution and circulation.

RW: We don’t have very big problems about that.

JLM: You don’t?

RW: Our magazine is not that expensive. It supports it-
self by its advertisers but we could put it out without them.
If you are not interested in making money but in communi-

cating, nobody can stop you. That’s what we believe.
®

JS: Tell us about the trip that you are on now. Why did
you come to North America? Where have you been?

JLM: I had a grant two years ago that they had to stop
because I was appointed curator of that space. When I fin-
ished everything, 1 decided, okay it’s time to go. I’ ve spent
three months here. In Spanish, we have an expression
“hacer las Americas,” to make the Americas. It means go
to see the world, to make money and come back rich to
Spain. I’'m going back to Spain ruined, without a cent.

[ needed to breathe. There is a moment that you feel
constrained. I needed to go out. I am not obsessed with
work at all, like people who just live to make money. So 1
say let’s go and spend all the money I have, m New York.
I spent three months there making deep research in several
areas. And Katherine Crowston from York University in-
vited me to give a lecture. One day she asked, “"How many
days would you want to be here?” I said, “One month and
a half.”” She goes, “Oh, my God!” Because I think that
Toronto is a city with a lot of information here, like in
New York. There is a good process of production here.
There are a lot of people working. There are a lot of maga-
zines, a lot of very interesting things. It is very warm city,
so you can relate really casily to people, maybe because 1
am from abroad.

It has been a very interesting experience to sec a coun-
try that has an established cultural structure and see how it

=
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The Japanese Paper Place

887 Queen Street West

Toronto, Ontario MéJ 1G8 l
Tel: (416) 369-0089
Fax: (416) 369-0163

Beautiful papers, naturally \

— e ——

Spring/Summer 1994 ARTWORD 13



| lot of problems
Jhe tqmgﬁeﬁgl.(ﬁ{ O works. I have seen a P

t ThSF Eift N = also. To have a cultural structure does

at The Far Fifty, 26 Noble Street .
Sun, June 19 ?;2_5 A:miassinn: $10 not mean to have a gmd- structure. It 18
I interesting to see the different devel-
:;:f::::ptuosat;::; c&'ﬂf{:: St il opments. I have seen a lot of similari-
; ' ties between both countries. Some of

the works of art I have seen are really
remarkable, and some are really shit,
as it were. But one of the ideas that 1s
most interesting for me is the idea of
fragmentation. People are afraid of
talking about the nucleus of a piece,

Prints, paintings, photos, drawings by
Collins, Guildford, Kelley, Laanemets,
Parkinson, Swistun, Welbourn, Wild
plus scones, and strawberries

For more information, contact:
Japanese Paper Place, 369-0089

35 Ty the whole system. They want to frag-

\ ment reality and talk about details.
* : RW: That is very popular right now
{ “ i and I think there is a lot of energy in
o 2 \ that idea. At the same time it can be-
/ R © _;-? : come a formula. It’s an escape from
' ; ' 4 actually committing yourself and mak-

ing a statement. All you have to do is
choose your favourite issue and frag-

' e
ment it without really committing
yourself to what it is that you have to

say about it. Do you have any re-

sponse to that?
JLM: I think that the fragmentation
of the system is political. And I cannot

SUNDAY JUNE 13T1H, 1993 imagine another answer for that.
12 noonto5 pm. RW: I want to ask you about politi-

ANNUAL JUNE ART SHOW cal art because you have an interest-

ing perspective on it. One aspect of
& SALE political art was the one you alluded

| P;:::d‘;_g:zdcz;ﬂigﬂi to, socialist realism.
St i 4 JLM: Not in Spain. In Europe, be-

LIVE ENTERTAINMENT cause in Spain it was impossible.
IN THE GARDENS RW: The official line for the com-

Ouwr Celebration also includes a munist party was socialist realism. So
that was a form of political art. And

* Tea Room the American reaction at that time was
» Country Store apolitical art.
« Children’s Comer JLM: Exactly.
~ « Outdoor Refreshments RW: But socialist realism was dis-
| credited, because it was a political art

~ Come Celebrate with Us! : _
- in the service of a political philosophy.

Another political art, that started in
1968 as part of the counter-culture
revolution in Europe, critized institu-

| 225Confederation Dr. Scarborough tions but withouwt having a specific

- associated with the French philoso-
~ phers, Foucault and deconstruction.

s thought they were fascist
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JLM: Remember they sajq
“Women to bed, men to work and the
new world will be created.”

RW: So there are a lot of differen;
ways of being political. So you were
suggesting almost a simplistic kind of
comparison between political an(
apﬂlitical, but is it more complicated
than that?

JLM: Well, it 1s more complicated.
Political art has to do with the function
of the artist. You can be just a painter,
but you have to understand your own
function as a pamter in society if you
want to be committed politically. So
first of all it is a personal condition.
Then it is easy to arrive at a community.

For me, political means, I want to
be very clear on that, there 1s no mys-
tification — there are good people and
there are bad people and that’s the
classical way. Today we could say
there are the people who are rulers and
there are the people who are ruled. But
within the people who are ruled are
the people who want to be ruled and
the people who don’t want to be ruled.
You have to make a decision which
side you want to be on.

What happens is that everybody has
to accept his own contradictions. Eve-
rybody is a whore. No one can throw
the first stone. We have to accept our
contradictions, our own doubts and to
say, “Okay I cannot throw the first
stone, but [ want to throw a stone.”

To accept that we are not pure any
more and to say, ‘‘Let’s think about
the situation.”” Maybe [ might make a
bad thing one day. Can I think about
that? If I was wrong, maybe [ can
think about why I was wrong. Not (0
accept that I was wrong, it’s too casy.
That is right-wing, to say I was wrong
but I don’t want to think about that.
No, you have to think about that. To
accept criticism. You say to other peo-
ple, “Okay, what happened? What do
you think about the thing I made? Do
you think it is good, do you think it 1s

- bad?” Accept the contradictions and
~ be critical of yourself. I think that 1s
~one of the most important ways. |
~don’t know any other way personally.
- But not only in art. In the kitchen, in
~the bathroom, everywhere.
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by Milly Ristvedt

Photograph of Roy Kiyooka by Garole Itter from video
December 25, 1992 hy Trudy Rubenfeld i
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here is no beginning and no end to Roy Kiyooka, so

there will be no beginning and no end in the telling

of memories of him. Roy would appreciate that. The

perfect and magic circle, and the dynamic tension of com-
plementaries, of opposites, within.

His images, in my mind, throw out a challenge to continue

the job of transforming energy (or not to — the zen option).

I will do what I can.
I see him disturbing the air around him with the sureness

of his purpose as he walks. I have walked with him in Van-
couver, Toronto, Montreal and Halifax, and it has always
been the same.

The air around him is not passive, to be ignored. He inter-
acts with it in a dynamic way, creating turbulence and an
eddying wake behind him. An active process, his walking,
and filled with purpose and urgency.

I was a student of Roy’s at the Vancouver School of Art
in 1961-63. After a dry but thorough course in colour, I was
given the space to discover how important the magic of it
Was to me in my painting. I know this about Roy (as many
others do also).

He could open minds if they were at all willing. He

introduced me to the poets. Rainer Marie Rilke he used to

read to his painting class. Earl Birney and the many others
he brought to readings at the school. The composer John
Cage and the choreographer Merce Cunningham. The Black
Mountain poets, Robert Duncan, Robert Creeley, Charles
Olsen, and more.

He teased me about being the gutsiest person with colour
in class (my paintings looked like patchwork quilts) and
later in Toronto, when he wrote a letter reccommending me
for my first Canada Council grant described me as " great,
for a woman painter.”

Nevertheless Roy, we were good friends through many
years. He hired me as a model for his classes in Montreal
when 1 was jobless and very broke, even though none of
his students worked from the figure.

| have a wealth of memories of times spent together
through the sixties and early seventies, but saw him only
occasionally after. Our paths diverged as he rooted himself
back in the west coast and I found it difficult to go back for
other reasons, but I always loved and respected him for
being the best teacher I ever had, and for being a phenom-
enal person. No past tense. Roy is still here. There is no

beginning and no end. W
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