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STUDIO VISIT

Jose Davila’s Eternal Pursuit of
Equilibrium

After spending the pandemic year researching circles in
Guadalajara, Jose Davila emerged with newfound perspective on
stasis, resistance, and forward movement. The self-taught artist

now channels his findings into a new body of paintings,

sculptures, and silkscreens that prove his ruminations on balance
and tension resonate in any medium.

BY RYAN WADDOUPS
May 07, 2021

Davila’s studio in Guadalajara, Mexico. All photography by Agustin Arce unless where noted

You spent the pandemic researching the circle—a symbol of perfection and
human progress. What compels you most about the shape, especially during this
moment?

It’s a shape used for movement, to get things going forward. Let’s remember it’s
also a cycle—an end and beginning at the same time. So if we don’t learn, it can be
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like Uroboros, the snake eating her own tail. However, it’s a shape of resistance and
balance, a form of life.

“The Circularity of Desire,” your new show at Sean Kelly Gallery, is the biggest

y 244
presentation of your paintings yet. Was it challenging to pivot from sculpture to
two-dimensional works?

It wasn’t difficult at all. In different ways, I’ve been painting all of my life. The
difference now was to embrace painting as the anchor of the project, and that was
something I haven’t done before. The most interesting part of this process was
realizing that the preoccupations and concepts you are working on are present
regardless of the medium—they just unfold in different ways.

You’re mostly known for assemblages of found objects that embody balance,
equilibrium, tension, and stasis. These paintings are a different type of
assemblage —pictorials and texts on canvas—that feel like 2-D manifestations of
your sculptures.

I’m trying to find that stasis—that tension and that equilibrium—graphically, but
also conceptually, as it is conceptual painting. I’m trying to find a balance between
what you see and the historical research that nurtures the work. The paintings are
executed according to a defined plan and composition, very much in the way of Sol
Lewitt. The expression of impulse is not what these paintings are about. They are
like a kind of palimpsest, using the history of painting to repaint circles that have
shaped that history graphically and metaphorically.

Jose Davila. Photography by Retrato Junio
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These works include written statements that discuss how light can be used as a
compositional tool. What was your biggest revelation while sourcing these texts?

It’s impossible to talk about painting without talking about color, and we can’t talk
about color if we don’t talk about light. Light is the fundamental source of color,
but also the fundamental source to achieve a mood in people. It was indeed very
revealing to find out how precise were the intentions of the vitals in churches back
in the 17th century to create certain moods in the congregation. The churches were
a vehicle to create very specific narratives, just like contemporary spatial
installations, centuries ago.

Do these works have any political undertones?

I always want my work to touch and move people. I like to view my work as an
artistic tool rooted in the capacity to trigger people’s minds and open all sorts of
questions. Maybe this is a political undertone. I don’t know. However, I’'m not
looking to use my work as critical propaganda, as I believe that for specific cases
and unjust situations there are very precise ways to address this, and art being
shown in fancy institutions and fairs is way less effective than joining a
non-government association, for example, and doing something real. I aspire for
my work to be beyond that.

A key part of your practice involves recontextualizing history’s greatest
artists—Sonia Delaunay, Frank Stella, and Willys de Castro. Is this a function of
being self-taught?

Undoubtedly, as you teach yourself about art history you find all sorts of affinities,
coincidences, aspirations and motivations. A way to reflect on the research is to use
this as a source for my own work. I assume we’re standing on the shoulder of
giants.
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Many artists you reference have created an entirely new universe within their
oeuvre. Are you consciously following suit?

Creating your own new universe is one of the ultimate goals. I'm conscious of this,
but I’m also aware that this is something you can’t “craft.” It either comes as an
organic result of what you did in your career or it just doesn’t. You have to take
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risks to enjoy working, to be positive, to follow your intuition, and the rest comes

along.

What’s the backstory behind one particularly important piece in the show?
The largest sculpture in the show is made with driftwood, which I had because I
was building a vegetable garden with my wife in the pandemic. After we had
finished, I had this leftover wood, so I took it to my studio and just embarked on
the goal of turning it into a sculpture as I like the capacity for my materials to be
many things. The work is in the will, not in the material.

You studied architecture in Guadalajara. How has it influenced your sensibilities?

I never worked as an architect, never practiced. I did study architecture 25 years
ago but it seems like another life. The city has been important for me because it has
constituted a platform of peripheral thinking. Guadalajara is a savage place. It’s
hard—full of limitations—and horrible things happen here. It’s definitely a place
where you have to find your own way and endure all circumstances. At the end,
Guadalajara has influenced me into endurance and resilience.
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What keeps you rooted in the city?

My family, my studio, my walks in the city... The freedom of time and very few
distractions. Some good friends and a sense of community in the art world. I’m not
sure if it’s better or worse than any other place, but it does feel like home to me.

How has the past year of disruption shaped your creative outlook?

It made me rethink my priorities in general and where my time was being spent.
This has obviously had a great impact in my creative outlook. I'm doing things
more slowly and trying to walk with stone feet in the creative decisions I’'m
making. The rush is gone.

What are you itching to learn next?

Patience!
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Jose Davila al Centro di Scultura
di Peccia

JOSE DAVILA - Il 2 maggio € stato inaugurato il Centro Internazionale di
Scultura di Peccia e nel nuovo spazio espositivo si & tenuto il vernissage
del grande artista messicano Jose Davila, che ha usato il marmo di Peccia
come il principale protagonista delle sue opere.JOSE DAVILA CORR
2.mp4

JOSE DAVILA TRAVESIA CUATRO



artishockrevista.com
11/09/2020

i 't_'__ - 2=

o

=
=N
" Wt Tlﬁ-’ ™~
= 2 4. =
A H‘r.

JOSE DAVILA: EL PRIMER FUEGO

El primer fuego es una exposicion que replica el ecosistema matérico y
relacional que se ha gestado en el estudio de José Davila a lo largo de anos
de produccién constante y continua. Aprovechando la proximidad geografica
del estudio y Travesia Cuatro, en Guadalajara, la galeria se ha convertido en
un espacio de trabajo y opera a manera de espejo de los procesos que
anteceden a la consolidacion del trabajo escultérico de Davila.

La exposicion presenta los diferentes momentos que ocurren desde la
seleccién del material en crudo hasta la concretizacién del objeto escultérico,
resaltando la importancia de la interrelacién de los objetos que es canalizada
por el artista para generar sistemas estructurales de dependencia. Esta
dependencia se caracteriza por el préstamo y el intercambio de propiedades
entre materiales contrastantes para asegurar un cierto grado de balance y
permanencia. La creacion de estos circuitos hibridos refiere a una
comprension ciclica de la transformacion de la materia, un vaivén entre la
auto-preservacion y la desintegracion.
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Vista de la exposicién «El primer fuegos, de José Davila, en Travesfa Cuatro, Guadal ajara, México, 2020.
Cortesia de la galeria
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La obra central de la exposicion representa un retorno a una obra temprana de
Davila (Guadalajara, México, 1974) exhibida en 1999 en el Museo de las Artes de
Guadalajara. La recreacion de esta obra consiste en una hoguera que es encendida
intermitentemente dentro del espacio de la galeria, rodeada por madera acumulada
gue espera a ser utilizada a manera de combustible. La charola de metal que
funciona como plataforma para activar la hoguera, se presenta a si misma como un
espacio liminal en el cual la materia asume un proceso de transformacion. El gesto
minimo de Davila presenta al fuego como un simbolo autosuficiente que hace
referencia al origen y a lo primitivo, una energia potenciadora que puede
reconfigurar la realidad de las cosas y en ocasiones develar dinamicas internas de
los objetos que permanecian ocultas.

A manera de preambulo, la fogata es antecedida por un par de esculturas que
funcionan como contrapesos reflejados. Una roca en crudo es sostenida con una
polea desde el techo y se ve enfrentada por una manzana de bronce suspendida en
el aire. Estos elementos forman parte del vocabulario escultérico recurrente en la
obra de Davila; la manzana simboliza un recordatorio reconocible de las
consecuencias de la fuerza de gravedad.

Estas formas compositivas son replicadas en la siguiente sala donde unos
contenedores industriales de liquidos se encuentran fijados a muro. Esta secuencia
de obras genera un ritmo tangible que sugiere la prevalencia de un cierto orden. Los
cinchos industriales, los cables y las cadenas que Davila utiliza para conectar un
objeto con otro son formas de mediacion que producen un itinerario estructural.
Estas trayectorias reconfiguran la experiencia espacial del espectador pues
introducen la tensién como un elemento activo que afecta el desplazamiento de los
visitantes y también dialoga con la disposicion arquitectonica del espacio,
modificando y fracturando las dinamicas que normalmente surgirian en la galeria.

La intuicién de un cierto orden es interrumpida bruscamente por la acumulaciéon
caotica de materiales en crudo en una de las salas proximas. Volumenes de
concreto, rocas, losas de marmol, placas de acrilico, trozos de cantera y otros
objetos de construccidén ocupan la habitacidén casi en su totalidad. Esta instalacién
es un vistazo a los materiales que normalmente circulan por el estudio y a la ética
de trabajo de Davila que se caracteriza por intuir los diferentes modos de relacion
que pueden existir entre esta gran diversidad de objetos.
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El hecho de que muchos de estos materiales son utilizados comunmente para la
construccion implica la sugerencia de ciertas relaciones practicas. Davila no reduce
las interacciones de los objetos que utiliza a este campo, sino que se inclina por una
resonancia poética que pueda otorgar autonomia a los materiales. La coexistencia
de estos cuerpos liticos y objetos industriales en el estudio es aquello que permite el
surgimiento de estas posibles conexiones que se caracterizan por ser mas
organicas en lugar de ser forzadas desde una concepcion preestablecida de lo
escultérico.

La circulacion de estas presencias matéricas a través de los diferentes edificios que
conforman el estudio culmina con una obra que muestra un librero inclinado sobre
una acumulacion de carbdn. La relacion entre ambos objetos surge como algo
principalmente cromatico, agregando una dimension pictorica al objeto escultérico,
pero también resalta la configuracion ciclica de la exposicion en su totalidad: el
circulo que se desdobla sobre si mismo hacia el infinito, variando intermitentemente
entre el mundo de lo humano y la configuracion original de las materias primas
inalteradas.
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J ose Davﬂa challenges accepted boundaries
with exhibition at the Dallas Contemporary

The Mexican artist makes social commentary with his large-scale sculptures
¥ g

For several years now, the Dallas Contempaorary has sought to program important exhibitions of
significant artists who make challenging work.

With "Direetional Energies,” Mexican artist Jose Davila, 46, munages to commenl on serialized social
structures with large-seale seulptures that use the language of minimalism, remarkably derailing the
styles' core tenets to further his own ends.

The work on view, in one way or another, both formally and intellectually challenges accepted
boundaries, This exhibition was curated by sdjunct curstor Pedeo Alonzo, and it was realized with the
help of a structural englneer who worked directly with the artist.

Diavila's interest in space and structure is a combination of his study of architecture in Guadalajara,
Mexiow, in the 19905 plus the time he spent ot the Fine Arts Academy of San Miguel de Allende
grappling with sculpture.

Essentially s conceptual artist, he has worked variously with photographic cutouts, sculpture and
installation art with the goal of overturning preconceptions about both symmetry and balance by
investigating precarity, gravity, tension and stasis.

The curatorizl statement contends that the suspended objects found in this exhibition are “a
metaphor for the constant struggle of opposing forees as well as a representation of the friction
between modernity’s tendency to homogenize and humanity’s need for diversity.”

‘This may sound like a mouthful, but it directly places the work in context, suggesting how industrial
materials can interact with natural elements. A tvpe of dialogue ensues that represents humankind’s
attempt to solve problems, whaose solutions can simply be described by the word “culture.”

The pieces themselves are complicated arrangements of industrial 1-beams, wire, locally sourced
boulders and volcanie rocks. Some are stacked compositions of the beams and rocks that revel in an
asymmetry easily depicted in the graphic arts but rarely seen in the real world a5 in Perpefuum
Muobile.
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It consists of fve I-beams stncked as if they would rotate an o contral axis, topped by a volcanie rock.
You can imagine the entire thing spinning out of control in an entropic delirium. With this seemingly
simple construction, Davila uproots the overwhelming presence of grids as determinants of
conformity. The playful lnnguage of chance and multivalence, suggestive of new possibilities, replaces
(HICOE

In the suspension pieces, I-baams are attached to
the gallery floor at one end, while the other end is
radsed at n steep angle and held in place by 2 metal
wire that runs up to the celling. The wire runs back
down and attaches o a boulder, which balances
the ensemble, completing the evident tension
between the two ends of o sort of tightrope
metaphysical game, In several instances, the wires
veer off at odd angles, conjuring the foree of
wectors from the realm of physics.

Speaking of physics, Newston's Faull, the most
compelling piece in the show, directly referenpes.
Sir Isase Newton and his famous apple. The
sculpture sets up a binary set of opposing vector
forces thit act upon iron beams with two boulders,
e on either gide,

They hold the piece in tension, with the difference
here being that the connection is elegantly broken
and replaced with a synthetie, and equally
symbaolic, apple. A long vertical beam hangs from
the ceiling, supported by a boulder on one side,
stopping just short of the apple by aboul an inch.

In turn, the apple rests on a horizontal heam that

carries the lines of the piece toward the other side. It delicately hreaks the point where the heams
woild usually connect, placing itself within a visual tight squeeze, This gap is the “fanlt™ referred toin
the title, creating a visually anxious space where the I-beams are prevented from joining, which
sugpesis that they do have a weakness.

Sorprising moments like this make all the différence when it comes to the visitor experience,
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Davila has ereated o space where patrons can walk around and beneath large-seale suspended
materials that wouldn't normally be set up as they are here. In & way, the oblique angles that define
the pieces act as his meta-narcative eritique of society’s dominant hierarchies, suggesting that
alternate and fruitful pathways are avallable if we look for them.

Johin Zotos is a Dallas-based art eritic and essayist.

Details

Jose Davila's “Directional Energies” runs through March 15 at the Dallas Contemporary, 161 Glass St.,
Dallas, 11 8.m. to 6 p.m. Tuesday through Saturday and noon to 5 p.m. Sunday. Free,
dallascontemporary.org.

» Special Contribulorn John Zotos s a Dallas-based &t erithc aml assayisl.
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" Vista de la exposicion "Pensar como una montania’, de José Davila, en el Museo Amparo, Puebla, Mé&xico, 2020, Foto cortesia del
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JOSE DAVILA: PENSAR
COMO UNA MONTANA

El Museo Amparo presenta la exposicion José Davila. Pensar como una montafia,
un proyecto realizado especificamente para esta institucion en Puebla (México),
bajo la curaduria de Amanda de la Garza. En la muestra, Davila parte de una
investigacion sobre las cualidades matéricas y fenomenoldgicas de la piedra, uno de
los elementos primigenios no solo en la escultura, sino también culturalmente, al ser
usado por los humanos para erigir sus edificaciones. Con el transcurrir del tiempo, la
piedra se convierte en ruina y vestigio. La investigacion emprendida por el artista
para este proyecto se origina a partir de una amplia gama de referencias visuales e
histdricas, asi como de una reflexion sobre los procesos de produccion en donde el
trabajo en el taller juega un papel central. Artista autodidacta y multidisciplinario,
Davila (Guadalajara, México, 1974) presenta en esta exposicion doce obras
escultoricas y pictdricas en las que explora las relaciones entre materiales naturales
y materiales industrializados, simbolos y significados, para producir nuevas
articulaciones entre ellos. El dialogo se establece en buena medida por medio de
citas, alusiones y guifios con la historia del arte. De manera especifica, incorpora en
su trabajo las reflexiones planteadas por el minimalismo, la abstraccion geométrica,
asi como del arte concreto brasilefo, el constructivismo y el brutalismo. Sin
embargo, también abreva de la literatura y de la poesia, de sus imagenes visuales y
mentales, de la condicion instantanea y a la vez duracional del arte. Davila ahonda
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en las diferentes potencias de la materia y la forma, las frecuencias de transmisién
de los significados que comportan, y su relacion con el espacio de exhibicién. El
artista reinterpreta el vinculo entre el objeto y su contenido simbdlico para hablar no
s6lo de la materia, sino de la relacion que sostenemos con los objetos. Produce
reflexiones que inquieren y profundizan sobre la especificidad de la materia por
medio de un trabajo a la vez metddico e intuitivo. La obra responde al contexto, pero
lo hace de una manera abstracta, sin abandonar el sentido temporal que albergan
los materiales que emplea.

Vista de la expo n "Pensar como una montaiia’, de José Davila, en el Museo Ampare, Puebla, México,
2020. Foto cortesfa del museo

Vista de la exposicion "Pensar como una montaiia’, de José Davila, en el Museo Ampare, Puebla, México,
2020. Foto cortesfa del museo
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Investigaciones materiales Pensar como una montara es producto también de una
investigacion artistica emprendida por José Davila que parte de la idea de principios
de trabajo, que a su vez constituyen modos de relacidn entre los objetos: equilibrio,
suspension, acoplamiento, resistencia, progresion, transparencia, negacion,
dependencia y voluntad. El artista indaga en la condicion material de la piedra vy el
vidrio, al mismo tiempo que esta condicion se hace visible y concreta por medio de
las interacciones que sostienen con elementos constructivos como el cemento y las
vigas de acero. Sin embargo, las relaciones entre estos materiales estan planteadas
a través del limite de los objetos, su lucha y su relacion de dependencia con la
gravedad. Simultaneamente, el espectador es quien produce y contempla estas
relaciones de consonancia y diferencia.

Vista de la expo
2020. Foto cortesia del musec

Vistadelae icién "Pensar como una montafia’, de José Davila, en el Museo Amparo, Puebla, México,
2020. Foto cortesia del museo
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Reordenar y coexistir En el estudio, los materiales conviven entre si, coexisten con
personas y objetos, asi como con el propio edificio que los alberga. Su condicién
escultorica esta latente en la medida que los objetos interactuan entre ellos, o
permanecen largas temporadas en un sitio esperando a ser utilizados o
ensamblados, esperando pacientemente su lugar como objetos publicos. Los
objetos gozan de autonomia y, tal vez, de una cierta voluntad en la medida en que
ofrecen resistencia entre si. El estudio es también un centro de operaciones; en él
habita una ecologia de objetos, algunos intervenidos directamente por el hombre,
mientras que otros permanecen en el estado en el que fueron encontrados.

Vista de la exposicion "Pensar como una montafia’, de José Davila, en el Museo Ampare, Puebla, México,
2020. Foto cortesia del museo

Vista de la exposicién "Pensar como una montaiia’, de José Davila, en el Museo Amparo, Puebla, México,
2020. Foto cortesia del museo
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Vista de la exposicion "Pensar como una montana’, de José Davila, en el Museo Amparo, Puebla, México,
2020. Foto cortesfa del museo

Poética del fragmento Cada una de las obras en la exposicion esta constituida por
vestigios y fragmentos, a pesar de que algunos de los elementos son unidades en si
mismas, o bien, s6lo pueden existir en la medida en que establecen relaciones con
otros. A partir de un sistema hecho de fragmentos, los objetos constituyen
composiciones escultéricas y también paisajes liricos posibles, que hablan de
aquello que es humano y al mismo tiempo montana, roca o pefasco. El ojo sigue el
fragmento para encontrar las tramas invisibles de los objetos. Con una observacion
detenida, aquello que esta presente o ausente frente a nosotros permite establecer
sus contenidos simbdlicos, asi como el sistema de relaciones que soporta a cada
una de las partes. Son, al mismo tiempo, metafora y materia.
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Jose Davila, Directional Energies, 2019. Photo by Kevin Todora. Courtesy of the artist.

VISUAL ARTS

The Tension Is High 1in Jose
Davila’s Directional Energies at
Dallas Contemporary

The Mexican artist's precarious sculptures illustrate the struggle between humans
and nature.

BY TRACE MILLER PUBLISHED IN ARTS & ENTERTAINMENT FEBRUARY 5, 2020 11:20 AM

Jose Davila’s installations are the kind of art that makes me think, I could do that myself,
except [ couldn’t. His sculptures require the quarrying of large, moss-covered boulders and
the procurement and transportation of construction-grade I-beams. At minimum, I’d need
myself plus a few machines. Then there’s the fact that Davila’s work depicts and discusses
the fundamental violence, irony, and contradiction of our time. There’s more to the artist’s
minimal compositions than what meets the eye.

In fact, the work of Jose Davila is “a metaphor for the constant struggle of opposing forces.”
His “erratic freestanding structures defy the formal order and repetition commonly associated
with modernity and minimalism.” At least, so claims the brochure for his solo exhibition
Directional Energies, on view at Dallas Contemporary through March 15. The claims hold
water.

Take, for example, Untitled—a sculpture comprised of an I-beam bolted, at one end, to the
floor and hanging from a wire slung over a ceiling beam and anchored to a large boulder on
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the floor. The tension between beam and boulder begs the question: Is the dangling beam
struggling to uproot the boulder? Or is the boulder struggling to yank back the beam? Science
would tell us that the suspended beam has a potential gravitational energy of gm#h and is
therefore pulling on the boulder, which has only inertia and is therefore at rest. But the eye
and the imagination are not so sure. It’s the primeval struggle of knowledge and belief.

Jose Davila, Directional Energies, 2019. Photo by Kevin Todora. Courtesy of the artist.

Directional Energies includes four iterations of Untitled. The repeated theme of boulder
versus beam, also found in the sculpture Newton s Fault, suggests the struggle between
capitalism and climate. The squat boulders, covered in lichen and moss, recall the natural.
The brightly painted beams recall the unnatural. This leaves the strained and skinny wire to
ruefully intimate some sort of tenuous balance between the two, between industry and earth.

Of course, the irony is that the boulders aren’t natural anymore. Human touch plucked the
rock from its habitat, human gaze dragged the boulders into a human sphere of reference.
This is Davila’s first implication of the violence of human perception. His second implication
is slightly more damning. For by incorporating volume in his sculptures, Davila forces the
viewer to decide where the sculpture ends and the gallery begins. The viewer must cut and rip
the piece’s volume out of the gallery’s contiguous volume and space. As artist Wu Tsang and
poet Fred Moten wrote, “there is no non-violent way to look at some-body.” Or some-thing.

Davila’s sculpture isn’t limited to climate versus capitalism, earth versus industry. It’s not
limited to science versus religion. It’s about the violence of human perception versus the
elusiveness of the perceived. And that’s where Davila defies Modernism, a movement which
crowns humankind the master of nature. Davila questions human violence, both its validity
and its veracity. He illustrates the human-universe struggle as an eternal draw, balanced
between the force of a wire and the weight of a single, forsaken apple.
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DAVILA'S ARTICULATION OF SPACE MIMICS PRIMAL HUMAN BEHAVIORS,
SUCH =5 STACKING AND BALANCING, UNDERSCORING THEIR CAPACITY TO
EXPRESS A COLLECTIVELY SHARED IMPULSE TOWARD CONSTRUCTION.

JOSE DAVILA
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eyimbolasim, and matenial integrison of spece, Far has thind solo sxhibition st Komig Galenie, he has podved dispamie kinds of
Ntk Badles—ranpieng Trem basa) sone and voleamc reck., 1o more quonidisn maerinls Hke Qs sl cononcte—agsine
waeh odhar o eréabd o delicats mienbction of valume and mass. Intimating ulopian sdeals, incit rock and sculpted Goncneie are
Brouphd tra imaisy congnsence, realidng im eguilrium ar holds differently wiighied materials in place

While the lingasge of sculpivme tadilsonally speuks o sobdiny und permanenge, Teivilas work evmoes o decided Fraglity tha
comirasts with the dessity of the materinls he puls & use. As thouph verging an ibe brink of callapee, his ke on soulpurad
foom entredoces veeners o a closh of directiomal ‘energies, resulting in @ precassous appearance that undercuts manctithic
stahility. What comes o light is less a sinple umilied obgect than apexchamgs of phyvsical forces, 8 criss-seéction of elemental
proesses that refer 1o the mexorable lw of gravity,

Several works m Tl Womemd of Seepession eatvene smeot ook fethenad to angular concreie Blocks by o mickss srap. An aurn
ol welphilessness halos the sopography af the liikad stones. As individial works, these venad sculpiures Tosegasand th
dhisimegrateng imfustice of lne, cononilicing an abops prooces e enils in perpenial s

Places of meeting and pomis of inersecison also consithae reearring aspeces af Divika's work, Hs schiiecium| eye measts
valume itself as 8 raw meterinl, using vertieal surfaces, recmngies, and spheroed shapes o signify developmens and growth
The mahcshift srasiffeaion umbetlying cach sculpiome invokesthe urigueness of 0 onee visited plage, o rensembeied
physdque, preservmg daly its constrined essincd.
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the macrocosm collapses.
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Jose Davila

contempora ry art

Over the course of a career spanning more than 20 years, Guadalajara-based Jose
Davila has engaged with the architecture, symbolism, and material integration of
space. Intimating utopian ideals, uncut rock and sculpted concrete are brought into
uneasy congruence, realizing an equilibrium that holds differently weighted materials
in place.

Text Jeffrey Grunthaner All images Courtesy of the artist and Konig Galerie.

While the language of sculpture traditionally speaks to solidity and permanence, Davila’s
work evinces a decided fragility that contrasts with the density of the materials he puts to use.
As though verging on the brink of collapse, his take on sculptural form introduces viewers to
a clash of directional energies, resulting in a precarious appearance that undercuts monolithic
stability. What comes to light is less a single uni ed object than an exchange of physical
forces, a cross-section of elemental processes that refer to the inexorable law of gravity.
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Installation view: The Weaker has Conquered the Stronger (2019),

Baltic Centre for Contemporary Art, Gateshead, UK.
Image courtesy of the artist and Baltic Centre for Contemporary Art, Gateshead.
Photo: John McKenzie © 2017
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Installation view: Die Feder und der Elefant (2017), Hamburger Kunsthalle, Hamburg, DE.
Image courtesy of the artist and Hamburger Kunsthalle, Hamburg.
Photo: Kay Riechers © 2017
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Installation view: Somewhere Behind the Eyes (2018), Sammlung Philara, Dusseldorf, DE.
Image courtesy of the artist and Sammlung Philara, Disseldorf.
Photo: Paul Schopfer © 2018

Dévila’s articulation of space mimics primal human behaviours, such as stacking
and balancing, underscoring their capacity to express a collectively shared impulse
toward construction. Several works feature uncut rock tethered to angular concrete
blocks by a ratchet strap. An aura of weightlessness halos the topography of the
linked stones. As individual works, these layered sculptures foreground the
disintegrating influence of time, concretizing an entropic process that ends in

perpetual stasis.
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Installation view: The Moment of Suspension (2019), Kénig Galerie, Berlin.
Image courtesy of the artist and Koénig Galerie.
Photo: Roman Marz.

Installation view: The Moment of Suspension (2019), Kénig Galerie, Berlin.
Image courtesy of the artist and Koénig Galerie.
Photo: Roman Marz.

Places of meeting and points of intersection also constitute recurring aspects of Davila’s

work. His architectural eye recasts volume itself as a raw material, using vertical surfaces,
rectangles, and spheroid shapes to signify development and growth. The makeshift
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stratification underlying each sculpture invokes the uniqueness of a once visited place, or
remembered physique, preserving only its constructed essence.

Installation view: Every Blind Wonder Ends in a Circle (2017), Blueproject Foundation, Barcelona, SP.
Image courtesy of the artist; Blueproject Foundation, Barcelona; and Travesia Cuatro, Madrid.
Photo: Roberto Ruiz © 2017

Installation view: Los limites de lo posible (2019), XlIl Bienal de La Habana, La Habana, CU.
Image courtesy of the artist and Sean Kelly Gallery, New York.
Photo: Maria Rincén © 2019

Every work on exhibit embodies an architectural rhythm where the vastness of geologic time
becomes affixed to the spatial planes of a concrete surface. The necessary union of each
element functions like the organs of a body, the vehicle of consciousness. Blending structural
innovation with a cosmological understanding of duration, Davila shows how individuated
parts relate to an overarching design. If the microcosm is removed, the macrocosm collapses.
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Jose Davila. Los limites de lo posible Il (2019), Recinto stone and boulder, 174 x 96 x 119 cm.
Exhibited at Los limites de lo posible (2019), XIll Bienal de La Habana, La Habana, CU.
Image courtesy of the artist and Sean Kelly Gallery, New York.

Photo: Maria Rincon © 2019
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Jose Davila. Aporia X (2017), Brown Camberos marble and smoked glass, 190 x 183 x 102 cm.
Exhibited at Somewhere Behind the Eyes (2018), Sammlung Philara, Disseldorf, DE.
Image courtesy of the artist and Sammlung Philara, Disseldorf.

Photo: Paul Schopfer © 2018
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El arte y los
vestigios de la
civilizacidn.
Entrevista con Jose
Davila en el Museo
Amparo

ENTHEVISTA | Z811203R

Manuel Guerrers

A proposita de su nusva sxpasician enel Mus=o
Amgara, platicamos con Joss Dévilz para congcer los
detalles de esta muestrs curada por Amanda dela

3rIa.

‘ista d= la mposizide Pensar como uns montofo de dose Ddvie =r = Mus=s Ampars, 2322 Corcesle ool musmn.

Desce el 16 de noviembre gl Museo Amparo presentars la exposicion

Pensar come ung mentafia, donde es posible ver piezas nuevas del artista

Jose Dévilz, realizadas especificamente pars las salas cel recinto.

En esta exposicidn, Davila parte de una serie de intereses sobre la
cualidad matérica y fenomenolégica de la piedra: un material natural
utilizado por varias civilizacionas antiguas para realizar piezas convalor

artistico, arguitecténico o cultural.

Con unenfogue gue oscila entre las nociones de creacion y vestigio,
Dévilz realizd una serie de piezas en lzs que, si bien la cualidad plésticace
los meterizles es orimordizl, hace referencias a la historia del arte, el
urbanismo y aspectos relacionados con los modos de vida, donde
es posible notar elementos constantes a lo largo de la historia de

la humanidad como especie.

Estz exposicidn, curada por Amanda ce la Garza, incluye tambign
pinturas en las que el artista explora y pone a prueba sus intereses
creativos en torno al espacio. zlgo peculizr entodo su cusrpo de

trabajo.

Enentrevista para Cddigo, Jose Davila comparte algunos detalles
sobre el proceso detras de cada una de las piezas, su interés en el
material desde una perspectiva plastica y sus apreciaciones sobre

el vinculo entre el arte y la historia.

—Gran parte de las piezas de la exposicién estdn basadas en la idea del
vestigio o la historia que nos revelan los materiales. En este contexto
mundial que se estd volcando cada vez mds hacia lo digital, ;qué crees
que se pueda decir sobre esta circunstancia histérica a través de la

piedra?

Hay una anécdota reciente que me fasciné cuando la lei: después
del tristisimo incendio del Museo de Arte de Rio de Janeiro hace
unos afos, hubo una imagen que empezd a circular en la que se
mostraba dentro del museo un meteorito. de tamsafo considerable,
intacto. Hubo fotos donde se mostraba como todo se hablza quemado, con
las salas completamente negras por el humoy |a combustidn, y sin

embargo el meteorito seguiz ahl.

JOSE DAVILA TRAVESIA CUATRO



revistacodigo.com
28/11/2019

Creo gue las piedras nos recuerdan es0: pase lo que pase, se cesarrolle
como se desarrolle el mundo vy |z historiz por venir, [as piedras siemore van
z estar ahly en cuzlguier circunstancia siempre hay una manera de volver
z ellas. Evidentemente todo este mundo digital, inmaterial, el
mundo de la nube, en donde ya nada existe fisicamente, va a una
velocidad increible, pero creo que necesitamos la contrapartida,

de lo gue siempre va a estar ahl.

iahﬂiﬁ-ﬁ -l e Wl

—El conjunto de piezas fue pensado y realizado para este espacio del
Museo Amparo. ;Cudles fueron los principales retos con los que te

encontraste en el proceso?

Efectivamente, [as salas cel museo son muy peculiares: se trata de un
edificio histérico que nunca fue pensado para ser museo. Unz de las
cosas gue puce identificar en lzs primeras visitas fue gue las salas eran
bastante estrechas y largas, entonces quise trabajar con esa

direccionalidad y con esa proporcion.

Lo anterior lo tomé en cuents para el desarrollo de cbra v pars |2 seleccion
final de las mismas obras, a fin de enfatizar v dizlogar positivamente con

esta peculizridad delas salas.

El museo, al ser un edificio antiguo, en algunas de las salas tenia
limitaciones muy claras de peso; lo que soporta el piso. Eso fue

algo que se tuvo que tomar en cuenta para trabajar.
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\Jiste de Is exposicidn Penzar coma ure montafa de Jose Dévils en <l Museo Ampsro, 201%.
Corteafa del musea.

—La idea del vestigio y la relacién entre material y cultura son

aspectos que destacan en la exposicién. En referencia a la

investigacidn de la que se deriva la muestra, ;en qué se podria

convertir el arte de una civilizacién que desaparece?

Siempre me hallamado la atencidn cémo [por milenios] ciertas
culturas empezaron por adorar un objeto, que a veces era un
simple monolito. De pronto, era un cierto acomodo de varios monalitos,
asigue ya habiz otra intencidén o una narrativa méas compleja. Sinembargo,
ambos tienen una gran fuerza simbdlicz_ ;Por qué de pronto hay
montafias sagradas? Pensemos en el Uluru, en Austrzlia, donde esté
orohibicoescalar, 2 peticidn de las civilizacionss nativas, ya quees una

piecrasagraca para ellos.

Eso me lleva a pensar en las pinturas rupestres de Lascaux o de Altamirs,
que en general son los vestigios més antiguos que dan testimonio de un
pensamiento humano, en donde se revels su capacidad de abstraer y
representar &l entornoy también sus miedaos v adoraciones. Todo esta
ahiy alavezserelaciona en laescultura de grupos prehispanicos;
esas formas labradas en piedra hablan de mucho mas que el simple
objeto, de las que se puede deducir una idiosincrasia o una manera

de vivir, o unas practicas culturales.
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Pienso que el arte siempre va a estar ahi como vestigio de la

humanidad.

—Aunque mencionaste que lo sagrado es algo muy presente desde el
inicio de la humanidad, ;consideras que esta idea tiene cabida en el

contexto actual?

Es cificil porgue s2 suele asociar a lo sagraco con lo religioso. Estan
intimamente ligados, pero me referia a lo sagrado en un sentido a
veces un poco mistico, en donde ciertos objetos le representan a
cierto grupo de personas una conexidon con algo mas alla de lo
explicable. En este sentido, creo gue & veces (gl arte] t2 puecs
representar una relacion profunda de algdn sentimiento conalgo que ati
te significa; digamos, como sucede cuando uno tiens ciertas pertenencias
con valor afectivo. Aparentemente algo no puede valer nada; digamos una
piedra, que trajiste porgue fuiste a acampar cuando eras nifio. La piedraen

si mismaz no tiens nads excepto ese vinculo gue le atribuyes.

Habria que rescatar y entender el valor afectivo que podria tener
el arte contemporéneo hoy en dia y no nada mas, por gjemplo, los
otros tipos de valores gue se asocian al arte contemporéneo, como e

econdmico.
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—Mencionaste en el recorrido de prensa un date: «ven 2030
aproximadamente el 60% de la humanidad vivird en ciudades», lo cual
es algo que nos pone a pensar en que, conforme crece la poblacién,
también crece esta idea de que lo hemos descubierto todo como
especie, tanto en el planeta como fuera de él. Por esto queria conocer
tu opinién sobre lo sagrado como una cualidad humana con relacién a

esta perspectiva del futuro.

De hecho, creo que es un poco pretencioso pensar que la
humanidad en tanto especie conoce todo el planeta Tierra; se
sabe que hemos explorado muy poco los océanos. Lelque solaments
el 7o pasado habian descubierto cinco especies marinas en las
crofundicades del océano; o cue hay animales que se crefan extintos

desde hace décadas v de pronto aparece uno casi de |z nada.

Creo que también como raza humana creemos controlarlo todo y
ni siquiera podemos controlar el planeta, por no mencionar las

formas en las que lo estamos destruyendo.

La exposicién estara abierta al ptblico hasta el 16 de marzo de
2020.
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Pensar como una montana
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El Museo Amparo presenta la exposicion Jose Diivila, Persir come o smoniai, un proyecio
realizado especificamente para el espacio poblano bajo la curaduria de Amanda de lo Garza. A
traveés de citas, alusiones ¥ guifios, Divila establece un didlogo con la historia del arte,

Pensar como g montaia presenta 12 obras escaltbricas y pictoricas, y és producto de una
investigacion artistica emprendida por Divila, que parte de principios de trabajo que a su vez
constituyen modos de relacion entre los objetos: equilibrio, suspension, scoplamiento,
resistencia, progresién, transparencia, negacion, dependencia y voluntad,

Tos materiales empleados por ¢f artista constituyen un motor para indagar sobre la condicion
marerial de b pledra y el vidrio, il mismo Hempo que esta condicion se hace visible y concreta

por medio de bas i i quie 5081 con el 4 constructivos como ¢l cemento y ks
vigas de acero,
Las relaciones entre estos materiales estin planteadas a través del imite de fos objetos, su lucha y

surelacion de dependencia con la gravedad. Simultineamente, el espectador es quien produce y
contempla estas relaciones de i ¥ diferenci
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JOSE DAVILA

Para esta muestra, que estari vigente hasta el 16 de marzo de 2020, el artista incorpora
reflexiones planteadas por el minimalisme, la absiraccifn geomdrrica, asi como del arte concreto
brasilefio, el constructivismo v el brutalismo,

A diferencia de otros artistas, José Divilg ~que considera al arte como una investigacion
personal y empirica- no transforma los materiales para generar obras, su practica consiste en
evidenciar |s materia de la que éstas se conforman.
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exican sculptor frained architect Jose Davila's work originates

from the symbolic languages that function within art history
and Western visual culture. With strong sculptural languages, they
reconfigured as confradictory and contrasfing relations, faking the
correspondence between form and content fo its limit.

It's his third solo exhibition, The Moment of Suspension” at the stunning,
1967 Brutalist church, Kénig Galerie in Berlin — Several works in the
exhibifion features uncut rock tethered to angular concrete blocks by a
ratchet strap. An aura of weightlessness halos the fopography of the
linked stones. As individual works, these layered sculptures foreground
the disintegrating influence of tfime, concretizing an entropic process
that ends in perpetual stasis.
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His architectural eye recasts volume itself as a raw material, using
vertical surfaces, rectangles, and spheroid shapes fo signify
development and growth.
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Photography byRoman Mérz
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plantation workers in the Dominlcan Be
pribilic. Reflerencing Haition Rara traditions
{kmow s Gayn in the Dominican Repub-
lic}. wibch are shoswn in an accompanying
widen, the pdece speaks of resistancs in
the faee of adversity. Nearby at the Casa
Guayasamin, José Bralthwalte presented
a coheslve sslection of sculptural rellefs
i Noar scialgituines, Ciipoded ol bned
msateriale and intervened with white
marks, thit reliels were siructured as
grids, Infasing the legaoy ol geomatric
abstraction with a sense of randomness
aml disorcler. The foor sculpiures, con.
sisting of mownds of earth with tndivideal
tiles interspeersed within, rellected on the
priecarily wl architecture.

Farther afield in thee Vedado districe,
Fabellit Culba bealuredd & lirge aelection
uf artists, lachding Dayans Trigo, Danla
Gongdler, Adonis Flores, Nicodis Con-
suegrie tavier Hinojoso, Manal Hafbouani,
Murcla Abvarais. Malulia Bonddin, Markanse
Faluay. Moatae Naar, Cheikh Miiaye, Pedr

“abirita Riets, Huns Haniid Hasmusen, and
Karln Andre fharra. Among these, B
presfere [Stratosphere, 2019) by Adonls
Flisres, a pmject envisioning a network of
cabile cors over Havana, was ooe of the
mast complexed. lnstalled in o cormers, it
Juxtaposed & photogeaphic remdering of
the eity visualbzing Uhe ¢alle cars hanging
owertveaid with tramsil maps complete with
stathion npmes and connecting points lor
thie proposed urban system: In the states
mend, the artist pointed ool that instead
Ui weeiinl g utopic, thils ldes s elevated
over the dystopéa that i Havans today,

Los Covpintavos. Alocenas Fanties| sere Z01E. rstatabon sith dichen et e 208 ssund seceedngs (Hodutod by hancanes, Vanisie dise o

everpopulnted and sulyjected to the gl
ual impesverishment of its spaces.” Natalia
Randdén slao coniritnded a cartogeaphis
series to the selection. Titled Contogiio
ot Clivetos abe sl (Portabile Carfog-
raphy. Travel Objects), the peces wene
weaithored textiles with maps, and transi
plans from Wenezoela printed on them,
I somie coses barely visible, Suggesting
blankets, these cloths spoke o erlllective
nustaliga for a country that has become o
shiarlow of its Brmer sell,

The Misen Navional de Rellns Aries
[eaburesd sesveral eabibitions from tha Blen
mind, A solo show of recent sculptures by
Chabriel Oroeco was presented in the baikd
Ing dedicated o intérnational art. Instal-
lations by the heavywelghts of Cuban ar
ol the Last few decades wese installed on
thae gresamd foor ol the Culian art budlding
its parl of the exhibition Mimeos @renomes
{Interior Musemms]), featuring wiorks 1hat
receilly pribered the collection. A regaita
by RCH, first made in 1953, el egually
relevant today

An inslablation of eight cabenets, Ao
cemas {upshesirols ) Kafrion, Sardy, Gusing
Michelle, fomn, Witma, Flor, fovas, oned
Andrew (2(HE—each wamed after omajor
hurricane that las alfected the region—
comlalning an audke track of siorm sounds
collected by the arists. was poigiant bath
B 1ta subject mabter and [oe being one
Fhe o s List werrks that Los Cargiintemns
made toggether, The selection akso included
Fartiter (Soore, 200 T) by Carlos Guaralooa,
i Iratallatbon of videss on small schesns
placed on lecterns and mimicking the

S8 | AriMexus 118
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configuration of an orchesirg, arcme o
ceniril profection Featuring a scops Dased
an masic playes) by buskers in an wrbon
spmce. Thiemirst arresting ol U palecaes ol
display was Tialier e Repaneobsies (Kepair
Shop, 1597} by Hepé Francisoo Rodrigueas
It 1% a tascinating collection ol objects, arl
regeroaductions, amd machines that hold a
special significance [ the otk A cor-
temporary caliviel of eeriosithes, the e
I & kel o sellgeirtrail through things.
coimmeits on e process ol coll@ciing us
autobiography while alsa being remark-
alsle lor having been mode during Uhe
Spreclal Perbind, demonsirating ingenaity
tansleer adyerse living conditoms. Originally
exhibited ab the V1 Biennial at La Calssin
the codomial fortress thing uasd tio host thi
evenl, il was adapied 1o s new setiing
wilthh & chali-ink fedace thal crested an
apEr comiaial spaca 1 Peerall, 1w sethi-
bl o Mipsens futewitres demoistrated the
strength of Cuban art over the post thiee
decades. Whal was disappoint ing was [hal
i woinen were lisclidesd in the sebeciion

The ity itaell algo gorved as on
exhitition apace [oF diverse projacts
Gilestcl Letiin i 1l installatbon
Megalimiva Nofura! (Natural Mechanics)
al an aluindoned ferminal fram stabion
i Vestado, The artist placed in this cav
ermons nongardike space two peintedd

A grop o free branches replels
jtthe Loy cars driving stop thism s
il erstale 2 fual wehilcle

wiarmpleiely wreekicd- Ef o Ol
trew, The jestaposition was slarthing: As

described In the curatoral text written

Cilmeeli v, W4 idvuis Aot ol (Rishars! Mechanic

JOSE DAVILA
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EXCERPT: EXHIBITION

A New Jose Davila Exhibition in A
Stunning Brutalist Church

by Monica Khemsurov

If you’ve ever visited Konig Galerie in Berlin, which is housed in a renovated 1967 Brutalist
church with a skylit concrete nave, you’ll know that there are only a few places in the world
to experience contemporary art in such a breathtaking setting. There are also only a few
artists whose work would be quite so at home in that nave as Jose Davila, the Mexican
sculptor who trained as an architect and is known for his focus on space, balance, and
proportion. In his third solo exhibition at Kénig, The Moment of Suspension, Davila has
created a dialogue with the surroundings by way of two of his favorite materials, stone and
concrete — stacking them into totems whose textures echo the walls, yet whose
precariously balanced forms introduce a quietly charged uncertainty into a room that was
quite literally built as a paean to symmetrical perfection. This is one we truly wish we could
see in person, but scroll down to see the next best thing.
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Jose Davila: el arte de estibar

Ya desde |los inicios de su trayectoria fue posible
advertir &n la obra de Jose Dévils (Guadalajara,
Méwicn, 1974), una predileccion por la pureza
formal y &l uso de lenguapes plasticos gue logra-
sen condiliar un peculiar balance entre awsteridad
¥ exuberancia, Es asi comao a lo largo de los anios,
5uUs propuestas han estado invatiablemante
conformades por gestos Ampios, categaricas y
motundos, tras los cuales subyace siempre una
fuerte carga emocional.

Wisual, matenal y culturalmente oscilando
entre lo caganice, |o geométrico y lo sintético,
entre lo frdgil y fo estable, entre lo erudito y o
popalar, entre o caltulado y ko azaroso, entre lo
contingente y lo trascendente, la obra de Jose
[idwila se ha distinpuido pos revisar con lucidez
los fricclones modernas entie las artes visuales,
In arquitectura v el diseds,

Iritrigade fundamentalmaente por s nodio-
et de equilibrio, vacio, descalce, transparentia,
reflejoy repeticion, durante la ditima década
Davila se ha encargado de habilitar en su ciedad
ratal un laboratono de expedmentaciin, inves-
tigacion y produccion desde el cual ha explorada
la maturaleza transitoria de ciertas estructuras
fisicas, a trawds del desarollo de una suere de
“ingenieria postica”

A veces & partir de gestos diminutos y otras
veces por midio de ambiciotas operaciones,
su obia consigue crquestar fuerzas opuestas y
evocar los misterios de la condicién humana, en
toda su inestabilidad, precaiedad y grandeza; en
#se sentido, su trabajo se permite ser juguetdn
{sin perder la compostura), sentimental (sin ser
candidal), y salemne [sin dejar de lado la picardia
tan progia del folclor ¥ las artes tradicionales
mexicanas),

Desde la permanente negociaciin con ka
fuerza de gravedad, cads peeza de Jose Divila
constituye una especie de acuerdo, de pacto o
tregua momentanea y armdnica entre ebementos

Cristian Silva

divergentes, disparatados, a weces hasta anta-
ghnicos. En extremo alejado de la “desaparicion
del abjeto” propuesta por el arte conceptual mas
ortodoxo, Divila saborea, celebra y exalta a ma-
terialidad y su presencia, enfatizanda los alcan-
oes simbolicos de ciertos objetos y matenales, v
buscando el moda para que todo aquello resue-
ne vivencialments ante la particularidad

—y caald la complicidad— de cada espectador

Poniendo en practica la mayoria de los tér-
minas que el escultor Richard Sena sugind en su
célebre lista de verbos de 1967 {..plegar, dima-
cenar, loroed, anudar, insertar, rolar, enganchar,
colgar, suspender, recolectar, agrupar, Tensar, em-
paquetar, amontonar, distribuir, supetar, eryolver,
amarrar, aparear, abisagras, expandir, modular,
estirar, forzar.”, #c.), Davila se ha convertido en
ol maestro estibador por excelentia, y hasta po-
ciriia afirmarse que las estrategias de configura-
cidn visual y espacial de sus obras surgen desde
la capacidad misma de acomodo, elasticidad,
aguante y resistencia de la materia,

Los slempre elegantes efercicios formales y
racionales de Jose Divila intentan ambiciosa-
mente acercar la abstraccion —tanto geométrica
como cigdnica— a un nivel mas intima, afectiva,
humanista, incluso sensual; se trata de piezas
gue no solo van al rescate del asombeo y la con-
termplaciin, sino también de la interaccion entre
la espiritualidad y las dindmicas fisicas

Para Jose Davila el arte et y serd un espacio
de libertad: la construccion sensible de sistemas
de relackones en los gue conviven diferentes eras,
estilos, emociones y corientes de pensamiento.

Cristicn Silvo es as ciitico y profesar

urversitovio en Chile.
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¥ou can't step into the same Hver twics, o1 so peopla 53y,
Thiz adege refers 1o the way time acts an things, mowing
tham., altaring them, dragging them alang,

The instaliation Sanse of Flace by Mesican artist Joss
Dieila (born 1874 in Guadalajara) elevates this ides to
its guiding principle. in Saprember 2017, in cooperation
with Los Angeles Namadic Division (LAND)* and Pacific
Standerd Time: LA/LA®*, he srected an B-ton, 2.4-meter
concrete cube in West Hollywood Park, Los Angeles
— Diivila’s Iargast and most complex outdoor seulpture
to date. The abject s no monolith, rather i consists of
farty separate congrote alemants that anly make a cube
when eormectly assembled —a glant thrae-dimensional
Tairis puzzie.

From Movember 2017, Davyila began wking the sculp-
lure apart again, step by step. In three phases slemenis
remaved firstly from the 1op traveled 1o twenly selact
‘ozations in Los Angeles. including Santa Monica Pier,
Hellywaod, Bevarly Hills City Hall, UCLA, Downtown,
and Los Angeles Union Station. Eventually, all of the
ciiba’s ploces had been removed ond for six months
“fosted” around the city. Frae of any specific Deirpas,
ey appaared hern and there, were usad 1o 86t 6¢ climb
on, and beoame covered in dirt and graflti,

JOSE DAVILA

Sense of Place

After interactiing with the city and its various inhab-
ants in this unplanned way, in May 2018, the ports
found their woy back ta thair original location In Weast
Hollywood Park, No langer the same ax it had bean
before, the cube told the story of its joumaey, As curaior
Shamim Momin explained a1 the outset “When thay
come back, visibly or nat, they'll-bring thair higtories
back to the site, creating a portsait of Los Angeles”

In 8 shoft essay, fiklm director and author Gulllermo dal
Toro (Pan's Labyeimth, The Shape of Wited), who was
alaa bom in Guadalajara, refers 1o Davila's installstion
whan he describos Los Angeles as & city |n fius, it
togethar lika o puzte, and which cannot be reduced to
@ comimon denominator: “the dynamicof |..| LA is
flubd, everchanging”

*Lak Argeles Nomailic Divbefon LANT & & Rttt arpanliadion
Tiitudisdd 1 200D wilh dhe eommAmEnt to caisong st ssocifis puabsti;
ort ulhditioss n Los Angyles and Sown

**Fnoitic Slasdard Tlose LALA fs o coiisbarabion of bris lnstitutins
DCroWS S4u Rt 31000, sl press g i il by b ked e
hitines anif gtoge e deakmmed v celabale Din mghie's witmand cufhwssl
histnry,
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Guillermo del Toro
Untitled, LA

JOSE DAVILA

Los Angeles [s not a city, it's a puzzle of cities. When peaple say that they
love or hate it, | always wonder which of the many cities they are talking
about,

One of my favorite puzzle cities in Los Angeles is Koreatown.
Even its denomination hints at the ever-changing nature of Los Angeles,
In the early part of the twentieth century, a few Korean families
bloomed around its churches. By mid-century, the area contained many
beautiful architectural landmarks of the cosmopolis—some, like the
Ambassador Hotel, were linked with the film community {Academy
Awards were hosted there), while others, many others figured promi-
nently in the emerging film nioirs, most famously the D.0.A. building on
Serrano Avenue—and its very urban landscape proved to be incredibly
photogenic,

After the 1960s, economic decline dominated the area but solidified
its Korean identity, establishing in the "8(ls the proper Koreatown, and
the area rose again.

In my opinion, many of its streets and buildings stand as some of
the most cinematic of this city, and both culturally and on the culinary
front, Koreatown offers innovation and enormous power. The dynamic
of every piece of the puzzle that is Los Angeles is fluid, ever-changing,
Each area holds a secret history in its genealogy and identity; faded
splendor coexisis with gritty street life and stands side by side with pop-up
restaurants, old eateries, and avant-garde art. It's hard to know exactly
which of these energizes Koreatown the most. Much like all notable
things in our life, it is their polychrome nature—the very fact that their
parts seem both deep and irreconcilable—that make us fall in love with
them so hard.
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Perderse para
encontrarse

El mexicano Jose Davila expone en Madrid los
totems con los que amplia su definicion de
escultura y ratifica su defensa del arte por el
arte

ANGELA MOLINA
13 SEP 2018 - 11:27 CEST

o=

El artista Jose Davila, en su estudio en Guadalajara, México. AGUSTIN ARCE

Las esculturas de Jose Davila (Guadalajara, 1974) estan intimamente ligadas a las
preocupaciones de los primeros artistas abstractos que realizaron tétems o cuyos
titulos delatan un interés por las practicas rituales y el movimiento. En Not All Those
Who Wander Are Lost (No todo el que vaga esta perdido) esta contenida esa idea,
como una brujula que apunta al Sur, en el pabellon Villanueva del Real Jardin
Botanico de Madrid, donde estéa su “gliptoteca acumulativa”, que en unos dias
pondra a disposicion de los visitantes para que deambulen mientras exploran los
procedimientos de modelado, de adiciones y sustracciones de material, huellas y
ecos de un territorio que otros ya habian descubierto. Davila reelabora
continuamente sus fuentes, ancladas en la escultura moderna que considera el
volumen no un objeto sagrado y arcaico, sino la expresién condensada de un
complejo de sentimientos y deseos que el artista siente operar en si mismo. En
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paralelo, la galeria Travesia Cuatro exhibira sus ultimas pinturas y serigrafias
compuestas con textos e imagenes apropiadas de la grafica neoconcreta.

PREGUNTA. En el arte moderno, era comun que los artistas jugaran con los
diferentes puntos de vista de sus esculturas. El propio Matisse hacia que se
tomaran varias fotografias de la misma escultura y disfrutaba con las
discordancias entre ellas. ¢ Le interesa provocar o burlar al espectador?

Respuesta. Concuerdo con la riqueza de la tridimensionalidad y las posibilidades de
que una obra ofrezca mas de una sola vision de si misma, pero eso no implica una
burla o provocacion al espectador. Yo soy muy a menudo espectador, y desde luego
no me interesa que intenten burlarme. Lo que me motiva es ver una exposicion que
me haga reflexionar, y me dispare procesos de pensamiento, de imaginaciéon y
emocion. Mas que una provocacion, lo que busco es la complicidad con el
espectador.

Mi obra esta llena de referencias. No entiendo el arte como un
concurso de originalidad sino como un ejercicio de libertad.

P. Los trabajos que exhibira en el Jardin Botanico muestran la oposicion entre
la escultura como fragmento y la escultura como totalidad. ; CO6mo gestiona
esta paradoja?

R. En mi trabajo parto de ciertos principios para guiar un desarrollo de resultados no
controlados. Me centro en lo que busco y no en lo que puedo obtener. Si la obra
supera o0 no esa paradoja, acaba siendo circunstancial, no algo que busque per se.

P. Entonces se parece mas al proceso de un pintor.

R. Si, es mas parecido a estar frente a un lienzo e ir trabajando con una paleta de
colores. Procuro tener la cantidad necesaria de materiales en mi estudio e ir
utilizandolos segun el momento. Me parece fundamental tener en cuenta que es el
material el que habla, los objetos estan llenos de poder simbdlico, también de
valores que les damos personal y culturalmente. Es en esta medida que he
intentado amalgamar un amplio espectro de materiales para esta exposicion en
Travesia Cuatro y generar un amplio compas de libre asociacion de ideas. Hay un
ecosistema de materiales que estan en el estudio. No tienen un fin especifico, estan
ahi esperando para que en el momento adecuado los pueda utilizar, como el
resultado de una necesidad inmediata que se desprende de la improvisacion. Esa
interconectividad es un distintivo de este cuerpo de obra que se basa en un lenguaje
clasico y atemporal de la escultura.
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Al mercado le encanta la repeticion incesante de una formula
para controlar al artista e identificarlo en el pasillo de una
feria.

P. Reivindica el idealismo y una vuelta a la modernidad como un valor casi
ético, aunque su obra es formalmente posmoderna.

R. Soy un artista, admirador, espectador, mi obra esta llena de referencias y, como
Newton, pienso que nos subimos a hombros de gigantes que no supieron patentar
sus conocimientos. No entiendo el arte como un concurso de originalidad sino como
un ejercicio de libertad.

P. ; Como se enfrenta a la industria del arte, a la conmodificacién del objeto?

R. De la manera mas honesta que puedo, y es no pensando en ello. Los procesos
creativos no estan mediados por el apetito del mercado. Me gusta trabajar con las
ideas y con las necesidades que encuentro de manera personal para no estar
repitiendome o copiandome a mi mismo. Al mercado le encanta la repeticion
incesante de una formula para asi controlar al artista y poder identificarlo sin mayor
esfuerzo en el pasillo de una feria. Yo trabajo sin preocuparme por esto. Tengo
varios cuerpos de obra que son muy distintos entre si. Y no solo el mercado castiga;
a veces también la critica puede entender la busqueda como dispersion.

P. Sus obras esquivan temas tan actuales en la escultura como las
condiciones del espacio colectivo, urbano, publico. ¢ Es una critica indirecta a
la superabundacia de obras politicas?

R. Me parece que el peligro esta en el manierismo politico de muchas de estas
obras que se llaman “comprometidas”, que desde la ingenuidad no solucionan nada.
Se hacen desde la ligereza y acaban socavando el interés de las buenas obras de
arte que si plantean seriamente el tema. Creo que la via civica suele ser mucho mas
efectiva que la artistica cuando la intencién que se tiene es atacar el problema de
fondo. Yo tengo contacto con gente muy comprometida en México que ayuda a
gente muy desfavorecida y no les interesa el foco del arte, y conozco también a
artistas que no donan ni un solo euro a las causas que dicen defender en sus obras.
Prefiero ayudar desde mi responsabilidad social como ciudadano y ser honesto
como artista en mi interés del arte por el arte.

P. La tradicién artistica mexicana es politica y realista...
R. Estamos involucrados en un entorno que no deja a nadie indiferente. Hay cientos
de cosas fatales en mi pais. Lo que intento decir es que el arte tiene sus propias

reglas, las reglas que cada uno le pone a sus obras. Debemos inventar las
montanas para después poder escalarlas.
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JOSE DAVILA:
DECONSTRUCTING IDENTITY

BY MILLER SCHULMAN

Photographed by Agustin Arce

With a solo show at Mexico City’s OMR Gallery, and a multi-site exposition of large-scale public
sculptures throughout Los Angeles, Davila is quickly defining himself as one of Mexico’s most
renowned contemporary artists. Yet Davila’s artistic practice—and views toward Mexican
contemporary art—deviates from the status quo of the Mexican art world. Mexico’s scene,
including the best galleries, museums, and private foundations, is largely centered around
Mexico City. The US-Mexico border also has its own creative centers and idiosyncratic culture,
which many prominent contemporary artists explore and examine in their work. Davila belongs
to neither of these groups. Born and based in Guadalajara, Davila rejects the label of Mexican
contemporary artist.

At first glance his art is placeless and timeless; his sculptures and paintings interrogate,
reproduce, and deconstruct canonical pieces of 2o0th century art and architecture. In other
works Davila explores structural tension and balance; pieces of raw construction material are
placed at precarious angles, or constructed seemingly on the verge of collapse. Yet his tensions

JOSE DAVILA TRAVESIA CUATRO


https://flaunt.com/content?author=5bb3fa9bf4e1fc31f3bfcecc

flaunt.com
27/04/2018

and interventions always neutralize the art works. Famous paintings and photographs are cut
out and flattened, and sculptures are safely counterbalanced and structurally sound.

These tensions and pressures come forward in Davila’s personality. Speaking to Davila before
his opening at OMR, he explained that he dislikes the concept of the “Mexican” contemporary
artist. “As a Mexican artist, it can be difficult to escape the perceived exotic,” explains Davila. He
then told us that he has always been skeptical of national identities, and has attempted to make
his art more universal. “I am interested in international materials—these erase borders in a
way,” says Davila in front of his sculptures. “The same steel beam, for example, in this piece,
can be bought in the US, in Brazil, in India, wherever in the world.”

While most of Davila’s materials are inherently global, selected components tether him to
Mexico. For some of his sculptures he incorporates boulders found outside of his hometown of
Guadalajara. Though these boulders are innately Mexican, in a way they are also global. “They
are at once placeless, and completely of the location from which they were found,” says Davila.
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Davila reconciles his Mexican and international identities in his Los Angeles sculpture
exhibition, Sense of Place. Commissioned and curated by the Los Angeles Nomadic Division
(LAND), Sense of Place is a public sculpture exhibition that migrates and integrates into the
diverse urban landscape of Los Angeles, drawing a portrait of the city's varied experiences and
storied past. Beginning in September 2017, Davila installed an 8 square-foot cube composed of
40 pieces of reinforced concrete in a West Hollywood park. Over the course of nine months, the
form has been disassembled and scattered throughout diverse spaces in Los Angeles. At the end
of the project in May 2018, the cube will be reassembled, “holding its travel histories in its
reunited form.” While the components of the cube are aesthetically placeless, they were
produced in Guadalajara, Mexico.

Like many of Davila’s architecturally-influenced projects, Sense of Place is based on the
deconstruction and disassembling of a structure. With an academic formation in architecture,
Davila often takes inspiration from iconic Mexican designers like Luis Barragan and Mathias
Goeritz. Though he tries to distance himself from his Mexican identity, Davila is constantly
being drawn back to his national roots, whether through his explorations and deconstructions
of Mexican modernism or through his use of Mexican materials.

It is in the pieces that examine both Mexico and the world beyond that Davila is most successful
as an artist. Like the components in Sense of Place, Davila has been marked by his personal
history and place of origin. He is at once aesthetically international, and deeply Guadalajaran.
Yet these tensions aren’t negative or contradictory. Davila thrives on tension, and harnesses its
energy to posit himself as one of Mexico’s most influential artists.
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Questionnaire: Jose
Davila
Q: What should stay the same? A:'The North Pole.’

BY JOSE DAVILA

What images keep you company in the space where you work?

I'm surrcunded meinly by my own work, which changes now and then, At the
moment, |'ve hung up a photograph of Marce! Duchomp smoking a cigarette
next 1o his urinal, Fountain (1917) - except he's been cut out of the picture.
There's olsoa painting | recently completed, based on graphics by Hilma of
Klimt, and onother small painting by my daughter, clongside a photograph of
the two of us taken by a friend.

What was the first piece of art thot really mattered to you?

Every morning, on my woy to school, | would poss by Fernando Gonzdlez-
Gortdzar's public sculpture Lo Torre de los Cubos (Tower of Cubes, 1972). Even
though | was only six or seven years old, It always made me wonder,

If you could live with only one piece of art what would it be?
Erased de Kooning Drowing (1953) by Robert Rauschenberg.

What is your favourite title of an artwerk?
Throwing Three Balls in the Air to Get o Straight Line (Best of Thirty-5ix
Atternpts) (1973) by John Baldessari.
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What do you wish you knew?
Haw to play plana well enough ta lose myself all afterncon.

What should change?

The corruption and Impunity affecting all levels of the government and
judiciary in Mexico.

What could you imagine deing if you didn't do what you do?
Owriing a small restaurant where | would buy the produce myself every
morning at the market, and cook it myself every night for my guests.

What music are you listening to?
Simdn Diaz's album Tonadas (2003).

What are you reading?
Tales of the Greek Heroes (1958) by Roger Lancelyn Green.

What do you like the look of?
My wife and doughter laughing together.

What is art for?
To trigger people’s minds,

JOSE DAVILA

Jose Davila is an artist based in Guadalajora, Mexico. In January, he hod o solo
show ot Galeria OMR, Mexico City. He has forthcoming solo shows at LAND,
Los Angeles, USA, in May, and Kunsthalle Homburg, Germany, in June,
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ARTES VISUALES

POFTICA DE LO TECNICO

La practica de José Davila, que expone "Mecanica de io inestable’ en la OMR, engendra una
reflexion sobre las propiedades de la materia y su potencial para genesar conrastes esiaficos.
Aqui, una entrevista con el creador.

CARLOS RODRIGUEZ | martes, 20 de febrero de 2018

José Davila elabora el discurso de Mecdnica de lo inestable, su exposicion en la galeria
OMR, a partir de las caracteristicas de los materiales que conforman sus esculturas. “Me
interesa exprimir momentos po€ticos a soluciones aparentemente muy técnicas”, comenta
el creador, que se formo6 como arquitecto. En la primera parte de la muestra, en la planta
baja de la casa ubicada en la calle de Cordoba de la colonia Roma, hay dos largas vigas de
acero suspendidas del techo. Contrastan con un globo rojo, un pequeiio gesto que acentia
la diferencia de los materiales. “Ademas de ser un discurso sobre el equilibrio y la
gravedad, las piezas también exhiben lo primitivo y lo industrial, lo fragil y lo s6lido”,
asegura Davila.

JOSE DAVILA TRAVESIA CUATRO



latempestad.mx
20/02/2018

El titulo de la muestra, que el creador asegura podria ser el de una tesis de ingenieria,
revela que gracias a la gravedad es posible entender conceptos como el de estabilidad,
balance y desequilibrio. “Las piezas que estan abajo se sostienen a si mismas.

Evidentemente me interesaba la altura del espacio de la OMR y que la reticula de su
techo, que estd hecho de casetones, permite pasar el cable metalico para sujetar los
elementos, no fue necesario poner argollas y anclarlas. Las cuatro columnas prominentes
de la galeria, por otro lado, también entraron al juego de sostenimiento de las vigas”,
explica Davila. Arriba, donde contintia la exposicion, se decidio hacer contrapeso a lo
contundente, sélido y grande de estas piezas con otras mas fragiles y silenciosas.

A diferencia de otros artistas, Davila —que considera al arte como una investigacion
personal y empirica— no transforma los materiales para generar obras, su practica consiste
en evidenciar la materia de la que éstas se conforman. Panopticon, una pieza con
volumenes apilados, que forma parte de la segunda parte de la muestra, por ejemplo,
juega con el contraste del peso de sus materiales. Un elemento interesante de la obra es la
escultura que simula un atlas griego que sostiene un cubo de yeso, un bloque de madera y
una roca. Encima de esta torre pende una esfera dorada, rematando las fuerzas que
mantienen en pie a la escultura.
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Este entramado de piezas en equilibrio es matizado con elementos a través de los cuales
se visibilizan de forma poética las propiedades de la materia. Otra escultura de la muestra,
Every Finding Has a Consequence, es coronada por una manzana roja. El creador lo
explica de esta forma: “Hay elementos simbolicos que generar otras lecturas. La
manzana, por ejemplo, tiene que ver con la gravedad y lo cientifico, pero también con la
religion y las tentaciones”. Sobre el globo rojo, que convive en medio de la pesadez de las
vigas, Davila comenta que “alude a lo infantil, lo romantico y lo naive (lo opuesto a lo
racional). El globo, por otro lado, siempre va en contra de la fuerza de gravedad, aunque
parezca fragil tiene toda la fuerza para trabajar en un sentido opuesto y elevarse en lugar
de caer, debido al helio que contiene”.

A Mecdanica de lo inestable, que genera imagenes entre sistemas aparentemente opuestos
que son interpretados a partir de la dicotomia entre la ecuanimidad y el desequilibrio, la
constituyen un cimulo de contradicciones matéricas que son inherentes a cualquier cosa
que ocupa un lugar en el espacio. La muestra se podra ver hasta el 24 de marzo.
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CODIGO

ARTE—ARQUITECTURA—DISENO

JOSE DAVILA

Jose Davila: Un didlogo

entre el arte y la arquitectura

ENTREVISTA 09.02.2018

Ricardo Porrero

El artista y arquitecto Jose Davila nos habla en esta entrevista sobre sus
procesos, exposiciones e influencias.
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Jose Davila, imagen de Elogio de la Sombra, 2012. Cortesia: Jose Davila.

Jose Davila, artista originario de Guadalajara, ha construido una obra a partir del
dialogo entre la arquitectura y las artes visuales. Su trabajo, que explora conceptos
como el espacio, las sombras, la gravedad o el vacio, intenta que el espectador se
involucre en el proceso creativo; a veces de forma involuntaria.

—Podemos comenzar esta entrevista hablando sobre las escuelas de arte. ;Por
qué no estudiaste arte?

Fueron multiples factores. En la escuela de arte de Guadalajara no encontré lo que
estaba buscando. Es una escuela muy tradicional y yo no queria estudiar arte para
aprender a dibujar desnudos o hacer escultura de bronce vaciado o bailarinas de
ballet. Tampoco recibi apoyos para estudiar arte en otro lugar. Sin embargo, la
escuela de arquitectura de Guadalajara tenia cosas mas interesantes. La manera en
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gue pensaba el espacio, las maquetas, las posibilidades de los materiales, y, por
supuesto, la teoria que revisaba, me llamo la atencion.

Jose Davila, The rules of attraction, 2013. Cortesia del artista y galeria OMR.

—Eres parte de la generacion de artistas que comenzoé a exhibir su trabajo a finales
de los noventa y principios del dos mil. ; Coémo era la escena de Guadalajara en ese
momento?

Era bastante peculiar porque estaba Expoarte, la primera feria de arte en México.
De hecho, yo hice mi servicio social en sus taquillas. Expoarte convoco a una
cantidad importante de artistas, galeristas, y criticos. Guadalajara quiza vivié
periféricamente el movimiento que se estaba generando en todo México respecto
del arte. Era una escena bastante llamativa. También hacia algunos proyectos con
companeros de la facultad donde trabajabamos con el contexto. Desarrollabamos
arte in situ a partir de proyectos de una sola noche en un colectivo llamado
Incidental.

—¢ Podrias decir que Expoarte fue una especie de incentivo para ti y para los
artistas de tu generacion en Guadalajara?

Si, sin duda. Expoarte nos mostré cosas que no habiamos visto. Por otro lado, en
esos afnos pasaban cosas interesantes en el Museo de las Artes, a cargo de Carlos
Ashida, y en la galeria Arena México, también de los Ashida. Era un momento
especial.
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—¢ Qué estrategias del arte y la arquitectura has puesto a dialogar para crear tu
propio lenguaje?

Una de las herramientas del arquitecto es analizar las cosas en general. El
arquitecto analiza como se debe sostener algo, como va a envejecer, coOmo se va a
construir, dénde se consiguen los materiales para hacerlo. Este tipo de analisis, de
caracter técnico, lo he trasladado al arte. De hecho, es ahi donde lo he desarrollado,
porque como arquitecto trabajé solamente un par de afios. También he puesto a
dialogar aspectos como las dimensiones del espacio, la escala, las maquetas, los
dibujos de planeacién. Por otro lado, la arquitectura tiene sus propias limitantes
técnicas y el arte me ha servido para romperlas. En el arte uno puede tener una voz
propia y libre. En la arquitectura, por ejemplo, debes presentar planos para que te
den permiso de construir una obra, es parte de un proceso. En el arte los procesos
son mas intimos, personales y experimentales.

—La arquitectura esta comprometida con la funcionalidad...

La arquitectura debe ser funcional para ser efectiva. De lo contrario se convierte en
un capricho. En el arte las cosas son al revés. Es extrafo que el arte funcione para
algo. Una de sus grandes bellezas es que no es funcional.

—Has recurrido a referencias de la arquitectura moderna, especialmente a Le
Corbusier o Mies van der Rohe. ¢ Se puede leer esto como un comentario a las
utopias de la arquitectura o al fracaso de la modernidad?

Si, sin duda. Son temas con los que he trabajado siempre y me ha gustado
abordarlos desde el arte, porque desde la arquitectura es dificil hacerlo. La
autocritica es una herramienta que la arquitectura no tiene.

— ¢ Crees que la arquitectura ha pretendido perpetuar esa utopia?
Si. Creo que la arquitectura no puede dejar de pretender hacer la vida mejor al
hombre. Por su parte, el arte no necesariamente persigue el mismo proposito. Justo

leia una cita de Tolstoi al respecto. Hay gente que piensa que el arte debe mejorar la
vida, pero la arquitectura lo hace puntualmente.
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Jose Davila. Cortesia del artista y OMR.

—En tu obra has recorrido la historia del arte y reinterpretado piezas iconicas del
arte conceptual y minimal de los sesenta y setenta, produciendo piezas con nuevos
significados. ;Como funciona este proceso?

Quiero comentar piezas para generar significados que no poseian las originales. Por
ejemplo, para comentar las pinturas y graficas que homenajean el famosisimo
cuadrado de Josef Albers (que fue un estudioso del color que incluso daba en Yale
una catedra al respecto) hice una repisa de madera que sostiene vidrios
transparentes de un color monocromatico pintado en la parte trasera. El efecto
luminico que se logra a través de los vidrios hace que cambie el tono del color. La
reflexion que hago a partir de Albers es sencilla: el color es luz. Tomo como punto
de partida las obras para hacer comentarios personales.

En el arte soy autodidacta. Me he formado a partir de la lectura. Una parte
importante de mi trabajo es investigar y repasar la historia del arte. Asi, en mi obra
hago naturalmente este tipo de sintesis y reflexiones.

—1L a serie de fotografias recortadas, como Moments of Equilibrium | o Topologies of
Minimalism, me recuerdan la frase de Ortega y Gasset: «Yo soy yo y mi
circunstancia, y si no la salvo a ella no me salvo yo». ;Qué buscas cuando separas
al sujeto del contexto de las piezas?

Dentro de estas series hay dos intenciones. Las primeras imagenes que recorté
eran de edificios icénicos. Al sacarlos de su contexto hago un comentario
arquitectonico entre el edificio y el entorno. Una especie de simbiosis: cuando quitas
a uno de ellos observas que lo que esta a su alrededor es parte de él.
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Sin embargo, me di cuenta que al quitar los edificios, la gente los sigue viendo. Me
interesa trabajar respecto de la memoria colectiva y la memoria personal: observar
cémo funciona el proceso en el que el espectador tiende a llenar un espacio vacio,
ora a través de la memoria ora de la imaginacién. Aunque no lo quiera, el
espectador se involucra en el proceso creativo.

Vivimos en una época con un bombardeo de imagenes. Asi, traté de investigar
cuales son las cosas que pasan por la cabeza del espectador.

Jose Davila, Topologies of minimalism, 2012. Cortesia Wikiart.

—A mediados de los ochenta, Dan Graham menciono, a propdsito de la obra de
Gordon Matta Clark, «los arquitectos construyen mientras los artistas destruyeny.
En tu obra, ¢se puede hablar de la destruccion de la forma? Pienso en piezas como
Daylight Found Me With No Answer, Magic is not Absurd o Make Your Own
Sunshine.

Mas que una destruccion de la forma es una de la funcién y de la l6gica. Recuerdo
las palabras de Robert Smithson: «El edificio era mas bello cuando estaba en
construccion, a medida que se iba terminando se le iba quitando la belleza y en el
momento que estaba terminado la perdia por completo». En estas piezas cuestiono
mas la funcion que la forma.
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Jose Davila, imagen de la instalacion Daylight found me with no answer, 2014. Tomada de Mousse Magazine.

—¢ Y su significado como obra de arte?

Me interesa cualquier pieza que haga reflexionar al espectador sobre dénde esta,
addénde va, qué hace ahi...

—En La invencidn de lo cotidiano Michel de Certeau menciona que el espacio es un
lugar practicado. ;Coémo relacionas estas palabras con piezas como «The Space
Beneath Us» o «Espacio continuo»?

Estas dos piezas son funcionales e intentan dar vida a los espacios que no la tienen.
Espacio continuo activd un patio trasero que no se usaba. Al quitar la fachada de
vidrio y hacer que las columnas que la sostenian fueran parte de la pieza la gente
comenzo a usarlas. Por su parte, The Space Beneath Us, en el Collins Park de
Miami, era una especie de plaza para que las personas pudieran sentarse y convivir.
Estas obras sefialan la inutilidad de ciertos espacios urbanos y tratan de habilitarlos
de otra manera.

—En tus exhibiciones, «Elogio a la sombra» y «La sombra como rumor», ¢;sugieres
que las apropiaciones que has realizado de modelos arquitectonicos o de sistemas
de pensamiento se convierten en espectros?

El titulo refiere a la alegoria de la caverna de Platén, donde lo unico que podian ver

los presos eran las sombras proyectadas por el fuego de la caverna. Asi,
observaban una proyeccion de la realidad. Desde la historia del arte hay muchas
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maneras de interpretar este acontecimiento. De alguna manera estamos viendo
sombras. Cada quien ve su propia sombra. Pero claro, no hay nada nuevo bajo el
sol.

—La ola de corrupcion y la violencia que han invadido el pais, ¢influyen en tu
trabajo?

No. Me influyen como persona, como ciudadano. He optado por no hacer de mi
trabajo una radiografia del entorno social. No creo que le esté dando la espalda,
pero me interesan cuestiones mas universales. Me gustaria tener soluciones
puntuales para mi contexto, porque es un tema que no se puede negar.
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Jose Davila, imagen de Elogio de la Sombra, 2012. Cortesia: Jose Davila.
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HECHO EN MEXICO,
MADE FOR 1A

Guadalajara natives Jose Davila and Carmen Argote, who & now one of Los Angeles’
brightest lights, talk about the intersections of memorny, architecture and home In their
interactive art installations for Pacific Standard Time:

WIRTTEN ANDHROCLICED By MICHAEL SLENSKE 5017 POSTHAIT B¢ JOSE DAVILA AND CARMEN ARGOTE

“AFTER THIS, | NEED TO GO DEEP INTO
i shado for sreme new sk, Jose | ala el me = we deve oo
thes Paciffic: Dhesigges Cemtrr 0 oy hewne m Hollvwood for s tallk wali
Carisren Angeite. By “this” the Guindaljam-tws-and-hased art s
neferring o thee dight compurrest exlbution e lan work being
shewar i asorsd thee ghabe. Tht i o oy mothing of hei baggest
prmjeot bodube, Sevesrof Moce, # 12 5 12 112 foot cement eulse built
Eremyy 40 Tietyinlike wnaluines —each weighing up o 450 ponidi—
ot e crstrsne of Wird Hollywood Park The stalloti s been.
iy theemaking with the Los Angedes Nomadic Divison and
will diamsernbile in teee dages awd send the varions pieces o 20
shiftrerrnt bocation thoeghut the ety fom Flusmires Fark 1 the
Sanks Moniea Pier. In May, it will ressemble affer v stabe
al e (o aliise) ot thie park b offer up sise kind of prechic
tonmbprind of et city, Without & dowlst il 5 one of the most
arnbvitious projects on duglay o the Cetty's Pueifie Stamdund Time
LALA. Sor wlhen Dhiwila sy that he's going nght back inio the
st fox peridiace erstirely new besdies work for anothes rsund of
sl shwoms—at Cosdalaius’s Trevesia Cuuto aned Mesico Ciny's
Calerta OMR during Zons MACO—in sddities o twa
rraregraphn (e with 31 suthon s g meces oo stout ech
of fhar destiviabiesn for Sarme of Ploce | ' mrprsieig. bui hen nol.
Abter stimlying arclhiteetare, but iever practicing, be lamehed his
ait coneer with & scrice ol photographs. dulhed There Bt Nt
feestorierng avehibhural el srt history scoms that be lserally caf out
al the printed image. Since that suwspicioos debot his practice has
tuskawce Bt can b v in voided images ar shabs of maebbe ang
gl anchaored b o boulder with industrial tie downs (or smply
ety

et e it dbewrny it o oo of teguita, Argne balch borty e
her prarnlled tewjeetory. “Both off my perenbs-ane from Cusdolaem,”
she savs, noting her family moved io LA when she was § "3y
Liffert wenil b wnchirchune achool snd he fud th way of doing
It i s = vy mivirmual ard smperieet bt i plan — and
iy by i s paier-makes so thei s g different viel anensoey
| tuink of thew = wqurste and that | im whers they come

g™ Hlie find wiiek, 720 Sg, 1 Household Mutations (2011,
e these twe ontoces im the yeor of 8 padnied comet ot
wad fecenthy sequined by LACMA i Augrt unid i currenthy on
diwplay in the mameum's “Home—So Different, Sa Appeaking”
sunvey. “Deep donm amside mv wark s erallv shout econeomy snd
ol s Argete, whoie pasnted st hoiechors] gemens wer st
feutured in the 2007 Califomis-Pocifie Trienal at the Onige
Coitity WMumzum af At and o collaboratior show with Rafa Fapama
ot Ballsrrmm Masts M=o file, her 2014 installnen “Hao He
Wantes o Build” —abstroction af her Bither's domyings that were
emginally draped e a Highlard Parl sessdenie — it flaating shens
the booth of her Colomdssn gallery Institete de Visidn
ProveetaalA. Shie's alsa boen in nesidence for weeks thi fall =t
Pamel LA msbing uee of condbaand, eoffee s piitl, and & binch
of fmund pine necdles md chaas-link fonee fo o peoiect niled
“Pyrunids,” which mibwer the Blve hietichion e was spoon fed
=i & wirrking clas expat from Gosdslaiara. *T grew up wilhi the
famtory of Canslalupars ameld the fostan of npaard bty 5 | o
Angelen and | relute therm o my experitnoe ssan st ww Argte.
wha plany to travel back b ber bidbplace in the Gl f 0 new
progect tht wll spxpume bher fo vdow desen o bt While Diivila wem'
harve that lefsure he s the languomus prce sl ease of the city
should help hiv process, In fact, lo echoes Jalin Baldesait's
eramming fox loving in Los Angeler— 1 lve heve bovamme LA s
wgh.. W] lineed i o grest hegatiol ey, why woold | do ani™ —a
Inia rativmale for semakning (o i hametown,

Here, the two artish meet for ihe fird time god s
everything Fom their cumen proects in LA s o Cosdulajan
mansion they've both partied ut o an upooring Mesiesn
modievehe adveniire.

Michainl Slensha: Where did tho projeet st for vou?

Jose Diivila: | sevied io plan an wiban mieromtion with Ls
reasand the projeet dide't happen, Whien Shamion Maman wis jug
starting. (LAND gy sioscior, | way ome of the fird artinty she
apperoaas bl AR e it | il o siiis progect tht s mees of
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"The individual pieces will go to different sites in Los Angeles.. Some will be
graffitied; sorme will be smashed. | don't know if one of thern will even be
missing, so all of this history they will bring as a sponge back into the work."

i oalii-firinal seitphare al comes il of e cisbe asmn anchor
farns Bhat vou couhl apen ina patk amd have i different shapes
dhuriteg cettain time kpees. Brsd it was o way bigger cube, made with
waire: framnes and metal, miore ke o playground. For one: ceason or
anither we didin't feel that it was good enomgh, We didn't find the
fumiding, theze were same technical e in how to make il in
Mexicn, bt ab some paint Shamim ealled e and il “We have
ST eoming up, woilil you be inlersbed i devaloping a pred
i i comnnisgion.” | gook up the other project uwhere it ended and
devalepid it one thad imeohed all of ToA 2= o citye

WESE Hlie Bt by it s whsese it Begant

J0: It lias changed in materiad, it has ehanged i size and it has
changed m seope. [ think ity vmch becader to spread $0 ddferent
piecss in 20 dtesamound LA than jist being albe o shifl il form
of wciibe in cme sngle park. But i has common ground . Cdousdy,
thete i & certain neference bo minimal at with the cobe 25 2
platimic solid base, but this project has to be with o natae of i
own. At some paint, i you think about it you can pinpoint
relationsbips hat wese nol planmed. For sample, Joseph Bemna's
project o the tiees bevase it brings into yuestion ihe wdes of how
b e ooe project dat b dissensinated inde many pheces af any
el Pragenonibibion wnd hee bo lave one sculptiere thait cin be
sl all around the ity

M I alenest fiels like Tetris in o way

JO 1% very musch fridimensional Titris und | was an avid Tetris
player asa kid

Carmen Argote: In liearing von talk, it peally sevsinads me of when
I go 1o Gusdalajors and the disemdnation of these ideals of
miwirriadisnn, bal inbesptibed i differen wav

30 Exaly.

CA: Every neghborbicod mbesprety it differenily and it remimeh me:
nflhuepiﬂcunf'.imluf?ﬁmiulnp.hlﬁunm:l[pﬂﬂd
Ilﬁlbiggﬂ'rylhmt]ﬁmﬂa‘phnﬂc.

10 1 chink what & intesesting bn whal Canmen b spmg i how
dilTerend mervemnenin or sleas of ant ae localized ar tropicalise]
gl ihe aithasl Rbrication of things i Guadalafan, For
i mplbe, i this case, v can iee the cube i not about this perfect
Mmﬁlanﬂ}'m.nihnhthk
Io luamidersfty bt 1 fhink that is what makbes it very Mexican inou
way s opgemed o 19606 or Tl minimalism, which i very piecie
CA: | think with 720 Sq. Fe. the handmade b5 gt an e cape
sl st o pesilly (itevesbed in hearing Jooe speak abouf where
U Anliievsces comie frana, Whien | was mmakeng that piece | haidn's
ooitiecied my Bathers pricbce asan archisect with my work When
we firt came here he tried o get o job so bhe mads all af these

—Jose Davila

archatectural plons by lind: They were all rom above mid drrwn
ok i very specific shle and when | was o kid 1 soahd ok oat
Hmand[ﬁﬁnl'lhlhmprhm&nndmndmtnt.Tum,m
1 lock at those dmwimgs they Joik minimal bt (£ not Deaakl fudd
ab sl 15 ned ewlecng from thal point 5 These lavened
inbergretatingn of mivwements from Ewope thal have been
traimdabed anil sdapied. When | wus working an the piece [ vwanled
b ke work ihat was more persomal, hot about aschitecture, w01
waas sitting in the hosse that | hed growe wp i §and | was koking
at thiix dirty, 0-plus yearald brown carpet with all these sain We
resyver had thie money to change i, What | decided bo da wey ieveal
the shape beeauise b iy visb sty e dupes of yuces wete
very mesningful, wo 1 taped maybe sight to 12 inches from'the
and then | paanded the middle area of the entine
apartment whibe and 'Iblm'lhrmqh &Em—bﬁm'ﬂ!ﬂpﬂm
is 7 peans ald —all H::pme'hegjmmwlhruﬂhniﬂ:uaﬂ.ir‘
imelf thremgl Hme.
400 When 1 was looking ut your work joday T wes thinking low
indemestivg it that the carpet ends up botng i ob jecd that monion
perwal b actndty himagh all the saim or certaln parls
whiene cerinit Rirmithare was aod it might not ook ke the et af
hmwlbcmucillm1md.[umlhinﬂn‘nhmkfm'ﬂld
related o the work Fm daing and haw the ndvidual pieses will
Yeave the cube 1o ga o dificicnt siles in Los Angcles and T poaple
will unteract willy those isilisidial prooes i dilferent wans. For
instamee, the anes (i the Yemoe skate pork will be sated om and
Trve all e trases of Hiat skatitg while maybe soe ollsers that are
il the Beverly Hills Seulpiure Garcden no ane might achaslly touch
it Those pieces will come hack 1o form ihe cube amin with the
imprint of whatever happensd to them and anind them, Sons of
them will be graffitied. soamne will be anashed. T don's lknvow if one
o them will even be missiig, s all of (his history or stories that
heppes tn them while they were away they will bring as a sponge
back bt the work and 1 #imk about how the carpet s 2 spange of
the histry af the Fomily, in tleis case youn.
M5 In segarcs to e work @ Provectosl A and Panel TA; do you
thimk that work cverlsps with 720 5g. Fit. and the concenis voa had
then?
G 10 really given e w wary of workimg. ani just hecanse 1% ane
o by [l pieces, bt hican 05 prramal, | eater i fheoagh iy
e im @ pormotual wary, b if ofill has io moke what § call “the
fiip” se it has 2 coiversation wikh mimimalisi or paiating aod whet
I eall “ihie graphic element” and fips between & painting sl the
alsers that it is. So“Houwses He Wanted ta Build” i 5 combination
of g rabing of o Fovse in Flaghbis Park an siishi il eomlsics
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several of my Bther's architectura] drawings of these honses that he
sttt o bnidle] i Mexicn, There was a feeling that yon conkdn't
gt these lisuses The poal and the pany and the whale famfasy was
sanewhere else back in Mexics and that teally stayed with me
g chiled ard when | leok 3t the LA londscape that's lavered in many
ways i Front of it T abwsns encounder that when T see that ouse.
It just this rice four bedroom house, 1 becomes this imaginary
hmmmlmeqﬁmimﬂnfhﬁrglhmmﬂwhmwm
Hﬁﬁmpzﬂmtb:h"zplllpmycdwlm

JOx Wa, I'me showing a cople of new sculptures that deal with the
nistien of gravity, balance, and something very primitive ke 2
bonlder or rock with a quintessential material S o seulpane, which
is marble historically, bui in a very precarious balance in o very
precariour way, There's ne modification of the ¢lements ar
matenals, U5 oaly the composition of the posiioning. No tie downs
MS: S0 it's kind of dangerous in & way.

40 Ol in LA, [LAUGHS] | tend nat to start with o iketeh of
n'}ulh-hhulnngu:ihﬂ‘ﬁlwmlhnﬂhehlﬂmﬂ
elemients dialoguing with bulance. squilibrivm, like | have to
halanee His rock otheewise Bas piece of marbie will fall und what
da | have af hand? Okay, [ hove snother mek. 1§ woulkd be
iimgposstble o sketcl the iden beforchand. The process is very imsch
ihe simse with ilve michet sieaps. Bub | guess ab some point richet
sieaps have their own limitations,

CA: 19 s st this ilea of beamg surprised i the studio. You
were talking aboat this concept of just respending and T'm thinking
ahout the projects 1've heen doing. The last three projects that Uve
worked oo at OCMA. Ballroom burda, and LACKA the Heeloes
are minch faster s 'nidn o position of sink or mam. | eed b omake
these models bo think and plan and now its more sbent responding
Io the space. How is the spsce making me feel? 1t cormes from
staving eere, sbeeping tvere.

MS: You're lierally slocping there?

CA: ' i residence, yeah, For Paned LA 've been sleeping there
foor thiree wesks and for Marka i wes two weeks from the conceptinn
fo prodluction, ['m respanding (o the spuces and that dctates the
muberial ard that dictabes how the whole B & going 1o respend
i the arelitechne.

MS: Where do the wearable pleces come from?

CA: | just call themn garments. They ane paintings it imnsfarm
inths architecture because Huey are so big e ten | cut inlto i@amd
thie architecture becarnes doors and windows that get reconfigured
osvr the body. Architocture i attached to the grid, but how do you
oaganizs aver the human bady? My snawer was throngh pattem-

miking, taking these ciob ok pieces and then laymg these patienm
that are designes] for specific garments. The arclatectiral move,
Hlse cmve-tr-onie do the body was something [ was intenssted .

M5 I sounds like Serse of Place.

JOx The eube in West Hallmoad Fark, st same peint, will ot be
thoere, it will dissppesr completely and @i some pond it will come
hack in o different Brm asing elensenis Hil bring buck memery
and imagimation. |t evolves coganically snd then somchow [ believe
tlaat every work you've done is inchisded in the new work vou'ie
dm!_ Foven if it's nat there, if's embedded. E\ﬁ]’u‘mﬁ;mlﬂu‘u all
tlve it works.

A rernrndls e al whien 1ot to Murfa. Tooticed all these boses
and in Los Angeles vou never really see boves hecause they get
callected. People have routes. 1 competitive. Buf in Morfs [ was
on @ heeycle collecting bash, and when people siw me collecting
beses they were like, “Oh, do you want anather bea™ So #t beeame
i way for e o know the ten and o falk o peaple beeause
everyhody hid these bowes and the baxes had this beautiful shape
wien 'ﬂm]' Fid I.ﬂ.mﬂ.l.l. like @ crisd. I'ﬂ bemﬂlh\}.i.ﬁgahumlh:
wily Hiings are arcanged and creating pavchological architecture, if
that imakies semse. You amnge your flings amd ereiie new spaces
hetaise vou armaige Heem bn o certain way. Dibaried thinking sboais
4 previous piece that | hed dene in Mansidn Magnolia in
Cuaduluiars,

JO: My fricnad got married there,

CA: My sunt o o8 18 belonged to ooy grapdmather 15§
beautiful homse. Bot the work m Mada is aboot l}dﬂlﬂ&
pempecives, e things differendly amd that process of being in
thee monient and respomding and being surprised and letting that
guide me is beesming increasinghy impartant. So the work, e
smaterial shifts ab Panel LA Tim really surpeised how it urmed out
1 ihvimk the shem is really shout apward mohibily ferme, T grew up
i that neighberhood about twe miles away. Vs called “Pyramids”
and T think about when 1 was in clementary schoal and 1 e this
pyramid dizgrammed that said, “If vou don't go-lo college vl
make no money; §vou go o commmmity college vou'll make a litle
money; anad if you go to college youTl be fine” I've thought o kot
ibsaut these systerns that have o do with idess of success ar ugwarnd
mobility. Ui staying tnse o fhe matertals that are available so U'm
using cardbeard boxes and cofee becawse U'm always deinking
calfee and W's always aronod and o using chain-dink fences and
pinie needles Hut Teallech on walks, I aceessing emotions | 1l
s a child and emotions 'm having cumrently that relate o
ey and clas

M5z Same other Larin artiss |'ve spoken with who are participating
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| grew up with the fantasy of Guadalaiara and
the fantasy of upward mobiity in Los Angeles

JOSE DAVILA

and | relate them 1o my expenence as an arst”

s PST s carom sk the Lingr marslabe =f the prowect snd
thai only in the US soull we preame o sk, “Fley, Latin
Adrierica, will you come dhow s vour s You weuld news e
o vl eitpricle show abosit Amarricarn art o Cisdalajan.
RCTTH LALICH

IO Celers of power ary i magnet aid then abviously that sa
i thee sabseonseions anil you abuays expect thimgs o com e o
insdenid oof going o thesr, s i Ghat sevse 1 pues that i jsme
s il chom: ws what yas) s, whist you ase. [ remesnher yran
s there wan ths st faay im Norw Yootk Cly that wan devobed io
Lstin Amervican ari and Aliican st el | omeht. "Whey il
dherrn am et fanr desotedd o Canc mian Fimpean s 10 b s
i’ everywhies, el every Gie. Bl IF you deo oo ust faie of
Lukbny Aamerican it o Africas ot of Asiun art h many ways i
hettmencs certaim art that sheouldl be mom oniversal.

CAz 18 15 what you make it The systermy were already in plac
helore ST, There's a trajectony, flsere’s an areow posnding fnom
Lt America to the UK. unil Eusrope. There always hus been
S | doa't think fhat's the point. | think sctuslly what is
insbrresting tight sow i tht we ste meeting for the Sind e
S0 | hvesr'r et thst PST st esoticrring thee Lalin Amerscan
et That's whest | was wryng with thone ot b proyects, shigh
sened o eanticine bevwe thragh kst o'y aluo camer boowmll i
wery proces bow. b thin case., PST i ivore abioul gatharimng w it
b abrracdy here. 1 ihibnk o' bt b ey (e elation berieen Los
Augele and Latin Amarica is—wall, Los Avgeles win Latin
Mt

CA: Yo friend ot enanred ot Sdansdn Magnofia.

—Carmen Argote

CA 1Y all g i
m.ﬂhliﬁd“iluarﬂhw-m.m.-ndhmg
tbee to huve o show, | ilink (s nsoee ahout sconpting them
urstl waakimg them misne open o everyome snd focusing i s
flririgs Hhat weren't seel.

WS 1 o 0 snremidipitons that PET b happening i thie
pﬂh

K Definiicly Thes fhing hoppen, fhew  lorfunsie
rmeETTL

M S what's nei”

CA: D bemminig o risde @ mokuseyche after Fanel. T going s
b going to Guadslajagi b wstk on g piece in November. The
mabarcyele s parl of that, bup 1o dowing dewn g [otle biv
bewnuse the bt prosecis liave been o Gnt. L want do bring wihsl
I"ve learrsed froem the L e prajects bt dow i deown snd bl
the work develop with thit caifdence. | e dillerent with sl
ek s sl tlaly b the tomee o take oo eething lag

JO: V' gning hack e Ghe sivwli. | woekd jud ke W kovp os
working in the same way Uee been doing smd iry in fimsl wsne
iw priaili | oo thast weght sound contridctors bereaaee
you've booking lor new ool then von shanbl ehangs vour

pproc b

M lin® that the definition of manin®

JO¢ Right, bt | gooss | am e ard mare camnfident sl the
processes gring oo in oy shudio snd Fmomare corios shout the
piew Keimgs that ean ousie out ol them Tndead of changmg (e
proces I'm tryng te go deopes.
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Artist Jose Davila Plans a Portrait of LA by
Sending Out Blank Sculptures—and Waiting for
the Graffiti to Arrive

For Pacific Standard Time: LA/LA, Jose Davila and the nonprofit LAND will
scatter sculpture across the city.

Julia Halperin, September 14, 2017

Jose Davila's Sense of Place in West Hollywood Park. Image: Ben Davis.

If you visit the Santa Monica Pier this winter and sit down to look out at the ocean, pay careful
attention to what’s underneath you. You just might be sitting on an artwork.

The Mexican artist Jose Davila has teamed up with the public art nonprofit LAND to create a
sprawling, continually unfolding installation that will travel to 20 carefully chosen spots across Los
Angeles over the next nine months.

The project—the most ambitious work Davila says he has ever created—was developed as
LAND’s contribution to Pacific Standard Time: LA/LA, the Getty-funded initiative sponsoring Latin
American and Latino art exhibitions that kicks off across Southern California this week. (The
Getty supplied LAND with a total of $160,000 to research and execute the complex project.)
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Installation of Jose Davila’s Sense of Place (2017). Photo: Jeff McLane.

Right now, the work looks simple enough. Installed Tuesday on the edge of West Hollywood
Park, Sense of Place (2017) is an eight-foot-square white cube of interlocking parts that looks
like what might happen if Donald Judd met Jenga.

Over the next nine months, however, the cube will dissemble. Workers will transport its 40 heavy
concrete slabs to different sites across Los Angeles, from Grand Central Market in downtown LA
to Langer’s Delicatessen-Restaurant in Westlake. After the last of the slabs depart in March, the
park will be empty—but only temporarily. In May, the 40 pieces will reunite at their original
location.

“When they come back, visibly or not, they’ll bring their histories back to the site, creating a
portrait of Los Angeles,” says Shamim Momin, the director of LAND. “We’re not exactly sure at
this point how they are going to look,” she continued, but they can be expected to accrue graffiti,
grime, and other site-specific wear and tear over their stay.

The idea of creating a fragmented sculpture felt particularly fitting for LA, which Momin describes
as “one of the most condensed, fragmented cities that exists.”
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Sense of Place Artist Rendering, Estudio Jose Davila, 2017.

The slabs—made by hand at Davila’s studio in Guadalajara and transported to LA on two flatbed
trucks—will travel to tourist destinations, neighborhood gathering-spaces like the Brand Library
and Art Center in Glendale, and more traditional art venues like the MAK Center for Art and
Architecture in Hollywood.

The modules will be delivered in three batches, or what the artist calls “movements.” The sites for
the final two movements have yet to be confirmed. (Davila hopes to pay tribute to the sculpture’s
Modernist form by displaying a module at one of LA's great Modernist homes, but he hasn'’t yet
selected the lucky recipient.)

Despite its deceptively simple form, the cube required years of planning and complex
engineering. Each slab—which weighs between 330 and 440 pounds—had to be carefully
measured to ensure it would fit into the larger cube without any adhesive or rebar. Davila, who
originally trained as an architect, supplied LAND with a 400-page instruction manual to make
certain there would be no questions about its assembly or disassembly.
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Model for Jose Davila’s Sense of Place (2017). Photo: Jeff McLane.

Although the work, like most PST: LA/LA projects, was conceived before President Trump was
elected, Davila says it has taken on new resonance in light of the current administration.

“I've been thinking about [how the piece relates] to immigration: individual pieces have to travel
and interact in a community, coming from outside, and then come back together—very different
from when they left.”
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Installation of Jose Davila’s Sense of Place (2017). Photo: Jeff McLane.

Sense of Place Artist Rendering, Estudio Jose Davila, 2017.
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Guadalajara artist
Jose Davila moves

around LA

by Gerardo Lammers | Sep 5, 2017
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Jose Davila, Sense of Place, 2017. Concrete, 40 pieces, Overall: 8'x8'x8', individual dimensions variable.
Courtesy of Estudio Jose Davila, 2017

When | heard the title of Jose Davila’s recent book, Daylight Found Me with No Answer, it
sounded familiar. During the years | was living in Guadalajara, | frequently talked with Davila and
other mutual friends at endless parties that lasted until dawn. But | hadn’t seen Davila since
those distant days and this was the first time | had ever paid him a studio visit. He was finishing a
public project to be presented this fall at Los Angeles Nomadic Division (LAND).
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Jose Davila Portrait

His studio is located on Colonia Artesanos in downtown Guadalajara in a workshop
neighborhood whose chaotic atmosphere signifies what many consider to be a specifically
Mexican aesthetic. Daylight Found Me with No Answer is also the name of a Davila sculpture
made of twisted metal frames.

Jose Davila, Daylight Found Me with No Answer, 2013.
Metal frames and enamel paint, 550 x 250 x 270 cm.,
Courtesy of Galleri Nicolai Wallner, Copenhagen, 2015.
Photo: Alejandra Jaimes.

This area also features many colonial churches (a couple of blocks from here there is even a
church, El Refugio, right in the middle of Federalismo Avenue), dilapidated old houses with
barred windows and central patios typical of early-20th-century architecture and streets lined with
orange trees whose fruit nobody eats.
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The fagade of Davila’s studio reveals only a number graffitied in purple, but when | cross the
metallic threshold | discover an ample space with pieces made of rocks, concrete and glass. An
assistant leads me across a patio filled with pots to a flawlessly kept library on the second floor,
where | am given a refreshing glass of agua de ciruela amarilla. | am looking through the
bookshelves when Davila appears in a short-sleeve shirt, bermudas and white tennis shoes. He’s
fresh from his honeymoon and the next day is his 43rd birthday.

Jose Davila, Untitled (Duchamp), 2012.
Archival pigment print, 174.8 x 133 cm.
Courtesy of Estudio Jose Davila, Guadalajara, 2017.
Photo: Agustin Arce.

“I'm very happy to make an urban sculpture in Los Angeles; it is something new for me,” he tells
me while seated at a large wooden table in another huge space of this—I now
realize—enormous studio. Here, under a two-sided roof, | can see one of his paintings (from the
series “A Copy is a Meta-Original”), one of his cut-outs (Duchamp and his Fountain) and on a
small piece of paper pinned to an office board is a geometric shape that gives me a first glimpse
of what will become Sense of Place, his work at LAND: a cube, 2.40 meters each side, made of
concrete, able to separate itself into pieces — as Davila says, like a Tetris game. After a first
exhibit as a complete cube in West Hollywood Park, the sculpture will then be deconstructed and
each part will be taken to different places, both public and private, in LA.

“The idea,” he relates, “is that the pieces should present themselves in different contexts. Then,
after eight months, they return and form the cube again. The cube will say something about how
LA as a city is made up of many mini-cities.”
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Jose Davila, Untitled, 2015.
Acrylic and vinyl paint on loomstate linen, 200 x 220 cm.,
Courtesy of Galeria Travesia Cuatro, Madrid, 2015.
Photo: Agustin Arce.

Jose Davila, Truly A Difficult Subject to Express, 2016.
Acrylic and vinyl paint on loomstate linen, 182 x 226 cm.,
Courtesy of Galleri Nicolai Wallner, Copenhagen, 2016.
Photo: Agustin Arce.

Davila’s fascination with squares and cubes brings me to suggest that Sol Lewitt is one of his
main influences; he adds the name of Josef Albers.

Although Davila has been drawing and sculpting since he was a sedentary child — he was born
with cancer, and treated for many years in a Houston hospital—he decided on finishing high
school to study architecture rather than art. The old-fashioned oil-painting classes at the public
school of art didn’t appeal to him, and when visiting the faculty of architecture at a private
university he was attracted to the layouts and models on display.
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| suggested to Davila that Luis Barragan, the award-winning Mexican architect, might have

provided his introduction to art and that he would have discovered the work of Josef Albers when
he visited Casa Barragan for the first time. “Yes, indeed,” he confirmed. “Actually there is a story |
love about this Albers painting that Barragan had in the hall of his house, the yellow one
(Homage to the Square, 1969). It isn’t an original but a copy Barragan made himself. |
understand that Albers, knowing who Barragan was, wanted to give it to him but Barragan said,
‘Oh, no, thank you. | don’t need a gift, | only need your permission to replicate it.”

Jose Davila, The Bison Had Been Painted Over, 2016.

Acrylic and vinyl paint on loomstate linen, 144 x 194 cm,

Courtesy of Galleri Nicolai Wallner, Copenhagen, 2016.
Photo: Agustin Arce.

In the absence of good art schools and galleries in Guadalajara, Davila and his fellows of that
time —Gonzalo Lebrija and Fernando Palomar—had an idea that grew as time went by. In 2000
they created Oficina para Proyectos de Arte (OPA), a space based on the 22th floor of the
Condominio Guadalajara—a functionalist tower, the first skyscraper in the city, with a spectacular
view of the four cardinal points. Many contemporary artists were invited to work there over the
next decade. The Albanian artist Anri Sala made his notorious work No Barragan No Cry (2002)
there, in which Davila helped Sala to ride a pony by elevator to the roof of the building. “OPA was
for me a kind of master degree or even a PhD. It was really what helped me to learn lots of things
| hadn’t studied. As a self-taught person, helping other artists produce their work was a school in
itself,” says Davila.
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Jose Davila, The Lips Are Bright Crimson, 2016.
Acrylic and vinyl paint on loomstate linen, 168 x 126 cm.,
Courtesy of Galleri Nicolai Wallner, Copenhagen, 2016.
Photo: Agustin Arce.

Some years have passed since then and Davila now has a workshop and a growing reputation
with international projects like the one in LA. At a point in his career when he can move wherever
he wants, | wonder why he chooses to remain in Guadalajara. “Guadalajara gives me time,” he
replies. “I mean, when | have been in other cities like Mexico City, New York or London, | realized
these cities are very time-consuming places. There is great culture on offer but it takes hours to
get around. By contrast, here in Guadalajara it takes me 10 minutes to get from my house to the
workshop. | have all the time | want. I'd like to quote John Baldessari when he was asked why he
lives in LA. He said it was because it seemed so horrible to him. If he’d lived in a beautiful city
like Paris or New York he wouldn’t have arguments to make about art. I'd like to apply this
sentiment to Guadalajara.”

| mention seeing a photo of his at OPA. | recall that nobody appears in it—there’s just a table with

three computers and that’s all. “We had nothing,” Davila remembers, smiling. “The truth is that
many times we only went over there to listen music for hours on end.”
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Jose Davila’s
Monumental Concrete

Sculptures Journey
Through L.A.

Sense of Place is the Guadalajara-based artist’s poignant
public-art project for LAND and Pacific Standard Time: LA/LA

BY KATY DIAMOND HAMER

AUGUST 30, 2017

Mexican artist Jose Davila's *Sense of Place* will debut September 16 in West Hollywood Park.
PHOTO: COURTESY OF THE ARTIST AND LAND
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As part of a successful Kickstarter campaign, LAND (Los Angeles Nomadic
Division), a public-art initiative dedicated to site-specific art, raised $20,094 to bring a
project by celebrated Mexican artist Jose Davila to fruition.

Opening as part of Pacific Standard Time: LA/LA on September 16, Sense of Place is
made of 40 pieces of reinforced concrete that, when put together, form a large cube.
Blending contemporary art and architecture, this sculpture will be disassembled and
reassembled, with the individual geometric shapes placed at various Los Angeles
locations chosen by Davila. The artwork will be installed first in West Hollywood
Park and, over the course of nine months, be taken apart and journey to the farthest
corners of the city.

The 40 pieces of reinforced concrete form a mammoth six-ton cube.
PHOTO: COURTESY OF THE ARTIST AND LAND

It is the artist’s goal that the concrete will show signs of physical interaction with the
public— graffiti, cracks, or even smoothed-down edges from human touch. The
sculpture functions metaphorically as an hourglass, documenting its own passage of
time. But instead of grains of sand, the pieces are concrete blocks that slowly trickle
through the city and then reunite, solid with solid, in May 2018.

It also serves as something of a mirror to the human condition; it’s taken apart,

broken, and used, before becoming whole again. “When it comes back together, it will
never be the same,” says Davila. “I think it’s a metaphor for the passage of life and
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how we age, have experiences and get hit and obtain scars along the way. We’re not
the same, yet we are the same. It is not only a fractal of the city of L.A., but it can also
be a fractal of oneself.” It’s a poetic gesture and one that Davila is apt to make.

> >

A rendering of Sense of Place as its pieces begin migrating.
PHOTO: COURTESY OF THE ARTIST AND LAND

Working often in a sculptural format, he tends to use gestures that revolve around
physical tension, gravity, and the concept of fragmentation. Weighing approximately
six tons when assembled, Sense of Place is the artist’s largest public undertaking and
is perfectly suited for LAND and Pacific Standard Time, the latter of which highlights
Latin-American and Latino artists throughout Los Angeles. With a studio in
Guadalajara, Mexico, Davila travels about half the year, using that time not only for
meetings and global projects but also to read and develop his ideas.
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The sculpture will travel to 20 different public sites throughout the city.
PHOTO: COURTESY OF THE ARTIST AND LAND

Davila first met Shamim Momin, director and curator of LAND, at a café¢ while she
was on a research trip in Mexico City in 2004. “We had been talking for a while about
doing a project for LAND,” Davila says. “Ideas came and went, and we didn’t find the
appropriate project until she had the idea to do something with the Getty, which
organized Pacific Standard Time: LA/LA.”

“Many architects and philosophers have addressed the idea of place,” Davila explains.
“My project intends to absorb the many different parts of L.A. like a sponge, and
bring its many elements back together.”

A catalogue is in the works featuring 20 essays by a combination of Los
Angeles-based and Mexican writers and will chronicle Sense of Place in detail. Free
public programming will also accompany the exhibition through the duration offering
new ways to engage with the city.

Sense of Place runs from September 16, 2017, through May 2018.
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Pintura con pies
de hormigon

El mexicano José Davila propone en Barcelona
una alternativa posimpresionista

ANGELA MOLINA
8 AGO 2017 - 00:04

Vista de la exposicion de José Davila en la Blueproject Foundation de Barcelona. JUAN RIOBO

Las preguntas sobre el arte posminimalista son a menudo mas interesantes
que las respuestas. Ocurrié lo mismo con el posimpresionismo. ¢ Fue una
evolucion o una ruptura con el impresionismo? ¢ En qué grado el puntillismo,
el cubismo, el fauvismo, el futurismo, el expresionismo, incluso el surrealismo
son deudores de un estilo que volatilizo las barreras del taller del artista para
centrarse en las formas geométricas de la naturaleza y su luz prismatica?
Sobre el posminimalismo, ¢ tradujeron los artistas del povera, la performance,
los procesos, el land art o el conceptual los principios formales del objeto
tridimensional puro a “actitudes” y materia excéntrica o sencillamente
buscaban colapsar la escultura?
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La obra del mexicano José Davila (Guadalajara, 1974) propone una
alternativa posimpresionista sobre una de las corrientes artisticas mas
fructiferas del ultimo tercio del siglo XX y que consiguié llevar la escultura al
grado cero de visualidad. La Blueproject Foundation de Barcelona reune
cuatro piezas recientes de su serie Joint Effort (esfuerzo conjunto), donde la
I6gica de los materiales industriales —vidrio, acero, hormigdbn— y crudos
—rocas, marmol— descansa en la “actuacion” (la gravedad, el equilibrio, la
permanencia, el contraste entre lo rigido y lo fragil), pero también en su
estetizacion, la luz y la composicién de formas y figuras.

De formacion arquitecto, José Davila toma como referencia las esculturas de
autores seminales de los afos setenta (Smithson, Heizer, Serra) y las
reconfigura a modo de imagenes, destacando los materiales como si fueran
elementos basicos de una composicion plein air. A esto ayuda el uso que
hace del color —qgrises, negros, ambar— tratado sobre el vidrio. Las
esculturas verticales colocadas en un orden preciso se someten al escrutinio
del espectador para que las aborde, las atraviese o se refleje en ellas. El
artista entiende la gravedad y la luz como fuerzas suprematistas en
descomposicion, materia increada, manipulada y apilada en un unico
momento, una forma pasajera, desterritorializada. La escultura revela su
fluidez esencial no como forma, sino como color. Podriamos pensar en una
pintura performatica que remite a estructuras y lineas geométricas con pies
de hormigon.

Otra caracteristica de estas obras, y que refuerza su caracter ilusionista, es
qgue no han sido hechas especificamente para un lugar: la danza a la que el
artista las somete hace que puedan ser contempladas en el espacio limpio,
acorde con el esquema tradicional pictérico de forma/fondo, un hecho al que
sucumbieron la mayoria de los maestros posminimalistas, Richard Serra, Carl
Andre, Robert Morris, y algo menos Eva Hesse, pues se preocupo mas por la
psique, los impulsos y las obsesiones. Para qué engafnarnos, muchas de las
esculturas de aquel periodo no buscaban el concepto por el concepto, ni la
transgresion del objeto en el marco de un espacio institucional, sino que eran
una investigacion de la evolucion del campo visual.

José Davila reflexiona abundantemente sobre estos limites. Es el salto que
llevé a Cézanne y a sus contemporaneos a cambiar la historia de la pintura.
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Quilting Points

The Baltic Centre for Contemporary Art inaugurates its biennial
artists’ award with a show marked by the idea of transference

BY EN LIANG KHONG IN OPINION | 24 JUL 17

Vienna-based sculptor Toni Schmale has been thinking a lot lately about ‘transitional
objects’, the term coined by psychoanalyst Donald Winnicott in 1953 for the items
that young children seize as tools for psychological comfort: dolls, stuffed toys, even
blankets. On a recent Wednesday, | followed Schmale around her installation at
Gateshead’s Baltic Centre for Contemporary Art, for which she’s created her own
‘family’ of ‘transitional objects’, she explains. It's a punishing constellation that
reaches out to the inner machine. ‘Nothing can make you believe we harbor
nostalgia for factory work but a modern gym’, Mark Greif writes in his mischievous
2004 essay in n+1, ‘Against Exercise’. And just so, Schmale’s objects dissolve the
last vestiges of industry — a language of pulleys, racks, levers — into their simplest
elements, rearranging them into compositions that invoke, in equal measure,
exercise and BDSM equipment, finished with a military-black polish.

Toni Schmale, waltraud, 2016, BALTIC Artists’ Award 2017, installation view,
BALTIC Centre for Contemporary Art, Gateshead.
Courtesy: © 2017 BALTIC; photograph: John McKenzie
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Schmale’s sculptural production in The Good Enough Mother (2017) and waltraud
(2016), in which industrial remnants are resurrected in stone and metal as
sexually-charged silhouettes of guillotines and treadmills (minus the gym bunnies),
find an admirer and clear echo in her former tutor Monica Bonvicini. This year, the
Baltic has asked Bonvicini, along with Mike Nelson, Pedro Cabrita Reis and Lorna
Simpson (all established artists with strong links to the art centre) to each nominate
an artist for its inaugural biennial artists’ award, receiving GBP£25,000 to create new
work, along with a GBP£5,000 fee.

Dominating the Baltic’s vast, warehouse-like upper gallery, Mexican artist Jose
Davila (chosen by Reis) has installed The weaker has conquered the stronger (2017)
which calls on the rhythms and materials of construction and architecture and
produces an unsettling transformation of the functional into a gravity-defying illusion.
A steel cable plunges through the floor, shoots back up to the ceiling and seems to
visibly strain as it ties together iron girders, boulders of sandstone, and a red latex
balloon into an impossible concatenation of events. Davila likes to ‘subvert the
logical experience of things’, he tells me — his closed-loop structure takes an
anxiety-inducing moment of drama (the balloon swaying ever so slightly under a
mass of rock, suspended in mid-air) and freezes it.

Jose Davila, The
weaker has conquered
the stronger, 2017,
BALTIC Artists’ Award
2017, installation view,
BALTIC Centre for
Contemporary Art,
Gateshead.

Courtesy: © 2017
BALTIC; photograph:
. John McKenzie

Davila, who is currently based in Guadalajara, started on a series of photographic
cut-out works in the late 1990s, in which he stripped out landmarks from their
surrounding landscapes, leaving a gaping white void. This sense of negative space
is flipped in recent compositions in which found, raw materials — glass, marble and
concrete — are strapped into a precise perimeter. The blank spaces created between
the components of The Weaker Has Conquered the Stronger are filled with the
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phobia of physical threat, the idea that the whole thing might come crashing down on
you. At the same time, this hovering megalith also wants to ground you in an
appreciation of place and time: the girders reference the industrial history of
Gateshead, and Davila has made sure to source the sandstone from a local quarry.

Davila’s mass effect renders Eric N. Mack’s installation, which occupies the other
half of the gallery, even more fragile and weightless. The New York-based artist
(chosen by Simpson) collages the traces of everyday, domestic labour — a knotted
brass bedframe, crumpled tent cover, splattered clothes — into a rag-tag, painterly
blur: ‘a transference of utility’ as he sees it. A performer, dressed in a toga of vividly
patterned fabrics, drifts through the installation. Mack quilts a contorted fragment of
fencing into the ruffles and flourishes of a bed skirt in The opposite of the pedestal is
the grave (2017), while stained fabrics are stitched up with a slice of dried orange
and a sequined dragon in Implied Reebok or Desire for the Northeast Groover
(2016), playfully curved into the contours of the Reebok ‘cross check’ logo. He draws
inspiration from Sam Gilliam’s drape paintings, and continually thinks about how
‘absorption, the depth within the fabric, the staining’ all manifest within his own work.
Mack makes his mark by pushing pigment through peg boards, imprinting a
sequence of dots across the surface of his select textiles.

Eric N. Mack, A Lesson in Perspective, 2017, BALTIC
Artists’ Award 2017, installation view, BALTIC Centre for
Contemporary Art, Gateshead.

Courtesy: © 2017 BALTIC; photograph: John McKenzie
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‘When I've seen Eric’s work before, I've also seen him come up against architectural
limits, but now to have that height...’, Simpson says, pointing towards the gallery’s
high ceiling, from which a gently gyrating parasol cloaked in a cascading quilt is
hung: the giant umbrella of Palms on Cotton (2017) implies a deeply private
architecture, but is rendered at such a scale that it almost resembles a banner. For
Mack, this new relationship to space became a challenge: ‘| asked myself, what do |
want my practice to become, to be realized in a full sense?’ He uses rope to carve
through the gallery space (a scaling up from thread), literally tethering the fabrics to
the space: a clothes line that creates a framing of sorts.

Heading back downstairs, past Schmale’s row of fetishistic gym gear, another
darkness beckons beyond. Mike Nelson has chosen London-based Chinese artist
Shen Xin, and her sprawling video installation feels refreshingly cool. For Nelson,
there was an intuitive attraction to Shen’s interest in stripping apart belief systems
and vast narratives — ‘the distillation of a lot of confusing aspects of the world from a
person half my age’ — as well as a preoccupation with the idea of the theatre set.
Provocation of the Nightingale (2017) uses four screens as dividers, forcing people
to watch a series of films one by one. The first video sets up a dialogue between the
manager of a DNA testing service and her meditation mentor, dressed in grey and
red robes, which veers between flirtation, denied romance, and a heartbreaking dive
into personal history. Shen uses the theatre of the Asia Culture Center in Gwangju,
Korea, as a backdrop throughout Provocation of the Nightingale, accentuating the
choreography and physical interplay at work within the piece. The next two films lace
together a screen showing archive footage of misbehaving monks, and female
Muslim communities in China, and another documenting two dancers facing off (their
performance stripped out), recording a process of decaying physical energy. The
final piece animates YouTube recordings of people commenting on the experience of
having a DNA test, their voices matched by undulating, looping yellow rings. There’s
a hazy, meditative sensation at work throughout the entire installation, in which
image and sounds are increasingly arranged in slippage.

Shen Xin, Provocation
of the Nightingale,
2017, BALTIC Artists’
Award 2017, four
channel video,
installation view,
BALTIC Centre for
Contemporary Art,
Gateshead.
Courtesy: © 2017
BALTIC; photograph:
John McKenzie

JOSE DAVILA TRAVESIA CUATRO



frieze.com
24/07/2017

When | visited Shen’s studio late last year, we discussed her latest pieces, including
the 2014 film Counting Blessings in which she documents the work of her father, a
realist painter, and his deployment of rural Tibetan life as his subject. Shen was
drawn towards her father’s paintings’ fetishization of Tibetan masculinity, and more
broadly, the ways in which muscular sexuality is always something to be both
promoted and oppressed in Chinese society. Meanwhile, her 2015 project Shoulders
of Giants staged a symposium of artists and theorists (including the late Mark
Fisher), using their voices to animate fantasy beasts from the 4th-century Chinese
text, the Shan Hai Jing (‘“The Classics of Mountains and Seas’), unpicking the power
dynamics and ritual of a radical politics seminar. While Shen’s latest work continues
these themes (belief systems, unorthodox behaviour, righteous practice), it does
begin to feel different: less rooted in the personal, and like the other work created for
this year’s Baltic prize, foregrounding close studies of energy in moments of
resurrection, immobility, and transference.
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Jose Davila
BALTIC Exhibition review

by Josie Burdon

Jose Davila, BALTIC Artists' Award
15 July - 30 October 2017
BALTIC Exhibition review by Josie Burdon

Jose Davila is an innovative artist who explores the spatial occupation and “transitory
nature of physical structures,” using: sculpture, installations, painting and
photography. Originally from Guadalajara and born in 1974, Davila produces works
which engage and occupy spaces while delving into the instrumental values of
architecture and art history.
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Currently, Davila’s work is being shown at BALTIC on level 3, as part of BALTIC’s
Artist Award, where visitors can vote for their preferred artist.

Immediately as | entered the space | was astounded and intrigued by the pure scale
and simplicity of Davila’s huge formations! Two large steel structures stood
“balanced precariously but in perfect equilibrium.” As if defying gravity! Davila
purposely composed the structures at particular angles to create an almost imposing
feeling as you enter, but also sparking visitor’s curiosity. By designing work that
compliments the space around it, Davila has emphasised BALTIC's height and
volume, creating sculptures which encompass the space.”How” was the first
question | asked myself when | entered the exhibition. | was amazed at the angles at
which the artworks appeared to be balanced, shadowing the room in their precision
and magic.

My favourite part of the work was the rock and balloon balanced on top of each
other, because | liked the use of antithetical imagery suspended at a height. |
interpreted the red balloon as the embodiment of new aspirations meanwhile the
boulder above signifies our cracked society which appears to be trying to crush the
cluster of new and unheard of innovations. Boulders usually have properties such as
strength, weathered surface and weight. In this work it appears the balloon is
pushing against gravity, or society until it reaches a balanced compromise. My idea
of new innovations also links to Davila’s original theme based on Gateshead’s
industrial past and new innovations- like BALTIC. The balloons' positioning and
height therefore may symbolise how far Gateshead has developed, but how fragile
its development is and therefore how easily it could be destroyed.

This piece makes me feel curious and therefore fuels my imagination, however
simultaneously it creates a sense of calm throughout. The simplicity and stillness of
each structure feels almost like a snapshot of time as if they are free falling. The
pure, earthy rocks juxtapose the impenetrable steal, yet they also appear to lean in
perfect equilibrium as one. | appreciate the fact the piece does not come with any
text or sound, (as many sculptures do,) because it allows peoples thoughts to hang
in the air without interruption or influence.

Overall | feel Davila has created a work which has a clear theme yet is intriguing and
open to interpretation. Their imposing silhouettes leave visitors astounded. Leave
children as believers of magic. And left me inspired! My only criticism is the
combination of exhibitions in the room, because | feel like Davila's work needs space
to be fully appreciated and shouldn’t be surrounded by other objects, however |
would highly recommend this exhibition running until 1 October 2017. And maybe if
you visit you will be able to answer Davila’s question: where do the artists hands
begin and end?

Written by Josie Burdon.
Photograph courtesy of BALTIC Archive.
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Dialogo de
marmol y cristal
en Blueproject

El mexicano José Davila expone sus esculturas
trampantojos en la fundacion barcelonesa

ROBERTA BOSCO
Barcelona 14 JUL 2017

Davila, en su exposicion en Blueproject. JUAN RIOBO

¢, Como se crea una atmodsfera poética a partir del dialogo entre marmol y
cristal? Lo demuestra el artista mexicano José Davila en su primera
exposicién individual en Barcelona, abierta en la Blueproject Foundation hasta
el 29 de octubre. Con solo cuatro piezas, Davila consigue crear un espacio
que envuelve el visitante en un fascinante juego de reflejos, contrastes y
ambiguedades visuales. Mientras deambula por el espacio, el publico no
puede evitar rodear las piezas sorprendiéndose al encontrar materia donde
pensaba que solo habia un reflejo y al no hallar absolutamente nada donde
pensaba que habia un trozo de marmol. "Los cristales, que se mantienen
verticales gracias al juego de fuerza horizontal entre los dos trozos de
marmol, crean un juego de ilusiones opticas, reflejando los elementos de la
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pieza asi como las demas obras y el propio visitante", explica el artista, que
por eso ha bautizado la serie Esfuerzo Conjunto.

Hace tiempo que Davila investiga las potencialidades del equilibrio entre
contrarios: fragilidad y solidez, resistencia y flexibilidad. Su amor por los
materiales y su control del espacio delatan su formacién como arquitecto en
la escuela de Guadalajara que fundo el célebre Luis Barragan. "Me licencié,
pero nunca he disefiado un edificio que llegara a construirse", asegura Davila,
uno de los valores en alza de la escena latino-americana. En Espaia le
representa la galeria madrilefia Travesia Cuatro, que desde 2003 tiene sede
también en Guadalajara, pero ya se lo rifan pesos pesados del galerismo
internacional como la mexicana OMR, Wallner de Copenhague, Konig de
Berlin y Sean Kelly de Nueva York.

En Espana se le conoce desde 2005 cuando impacté Madrid con una
instalacion monumental para la fachada de la Casa de América. "México era
el pais invitado de la feria ARCO y me pidieron crear una obra site-specific”,
indica el artista que montd una estructura de andamios transitables que
proporcionaba una nueva e inédita vista de la Cibeles. Dos afos antes con
otro artista mexicano, Gonzalo Lebrija, habia fundado en Guadalajara, la
Oficina para Proyectos de Arte (OPA), un centro independiente por el cual
durante diez afos pasaron algunos de los creadores internacionales mas
interesantes del momento.

Tras inaugurar la exposicion en Blueproject viajara a Newcastle donde como
ganador del Baltic Art Prize, inaugurara una escultura de grandes vigas
metalicas que sostienen un contrapeso al revés entre un globo y una piedra.
"La pieza es una referencia al pasado industrial de la ciudad y a su momento
actual, como el globo y la piedra suspendidos en el espacio y congelados en
el tiempo", explica Davila, que también en esta obra, como en las esculturas
de Barcelona, utiliza materiales sin modificar. Su ubicua presencia se
desdobla en la Kunsthalle de Hamburgo, que le dedica la muestra E/ elefante
y la pluma y en Trienal de la Fundacién Getty en Los Angeles.

Ademas hasta el 1 de octubre, Blueproject presenta la primera muestra
individual en Espafia de David Ostrowski (Colonia, 1981), que ofrece una
aproximacion a su universo plastico a través de una seleccion de pinturas que
rodean una gran instalacion, creada para Barcelona.
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“THE UNITED STATES AND MEXICO ARE
NEIGHBOURS, WE ARE INDIVISIBLE. EVEN IF [TRUMPI
WANTS TO DIVIDE US, IT'S IMPOSSIBLE"
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Baltic Artists' award 2017 review — big
balloons and fetish steel get too close
for comfort

Adrian Searle
Fri 30 Jun 2017 18.43

There are some great moments, but this disjointed show makes our critic pine for
more wildness, more excess — and more naked encounters with oiled steel

a
(4=
L

Get a grip... work by Toni Schmale on show at Baltic, Gateshead.
Photograph: Baltic Centre for Contemporary Art

After last year’s successful Hepworth sculpture prize in Wakefield, Gateshead’s Baltic
asked four artists to choose candidates for an innovative new prize of its own. The
selectors — Monica Bonvicini, Lorna Simpson, Pedro Cabrita Reis and Mike Nelson —
have each nominated a single artist, who receives £25,000 for production of work,

plus a £5,000 fee to show something new in the gallery.
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Arrested danger ... Jose Davila’s I-beam work. Photograph: Baltic Centre for Contemporary Art

At the front of the top-floor gallery, Mexican sculptor Jose Davila (chosen by Reis)
shows a single work. A taut cable connects steel I-beams, two large sandstone
boulders and a red helium balloon. These grounded, suspended, dangling and
floating elements don’t so much dance in space as give the impression of danger
arrested. One boulder hovers like a cloud over the balloon, the space between them
full of tension. I'm tense, too: pop the big red balloon and you imagine everything

will come crashing down.

This, of course, is a piece of theatre. The illusion is destroyed by a little wedge that
the gallery has insisted Davila place under the foot of the tilted steel beam that angles
up from the floor. It is only a little thing, put there to stabilise the beam and prevent
it swaying, but the wedge effectively wrecks the illusion of precarious equilibrium on
which The Weaker Has Conquered the Stronger depends. I wonder, for a moment,
whether the artist had been thinking of critic Michael Fried’s early objections to

minimalism, which he denounced for its theatricality.
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Fun ... Eric N Mack’s fabric arrangements. Photograph: Baltic Centre for Contemporary Art

Beyond Davila’s balletic conceit, Eric N Mack’s various arrangements are fun: tent
covers, paint-soiled and patterned fabric, clothing, clothes rails, a large garden
parasol, chains, an aluminium stepladder, and — in one work — a cowboy hat. A live
model, draped in raggedy fabrics, wanders between Mack’s sculptures. I think of
windblown yurts, washing lines, rag-picker’s yards, kid’s make-believe houses,
poverty-chic street fashion, and plenty of art I've seen before, from Robert

Rauschenberg to Jessica Stockholder.

This in itself is fine, but I'm left wanting more wildness, more excess, maybe more
paint, definitely more life. Selected by American artist Simpson, Mack’s work also
takes its cues from street life (Colombia-born Mack lives in New York) and fashion,

as well as the textures of the everyday. I wish his art were less polite.
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One of Toni Schmale’s intriguing objects.
Photograph: BALTIC Artists’ Award 2017.
; Courtesy BALTIC Centre for Contemporary Art

Chosen by Bonvicini, who showed at Baltic last winter, Toni Schmale’s art resembles
Bonvicini’s own. Schmale’s objects are mostly black, slightly sinister and threatening,
and cousins to industrial presses, gym equipment (she is a former athlete), and
(following Bonvicini) the hardware you might find in a well-equipped BDSM
dungeon. There’s also something fetishistic in her list of materials: “sandblasted,
black-finished, oiled steel”, “stainless steel, polished, tempered on 170 degree brass”.
Mmm, don’t you just imagine your naked body against all that black, oiled steel? Or,
of course, it could just be me, trying to imagine a use for her art, to make it more fun

for myself.

My biggest problems are with Shen Xin’s vastly overcomplicated, four-channel video
installation. There are lovely moments in the London-based Chinese artist’s work —
in particular a conversation between a younger woman and her older meditation
teacher — but also a great deal of confusion, and what I regard as a meretricious use
of some of Shen’s material — including old footage of Jan O’Herne, a devout catholic
girl bought up in the former Dutch East Indies who describes being forced into

sexual slavery as a “comfort woman” by the invading Japanese army in 1944.
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Touching scene ... a moment in Shen Xin’s video installation. Photograph: Baltic Centre for Contemporary Art

The parallel, broken narratives of Shen’s Provocation of the Nightingale don’t cohere.
You have to hop from screen to screen, and try to find your way through it all.
DNA-testing and Buddhism, corrupt monks and missionaries are also in there

somewhere.

The Baltic artists’ prize does not make for a satisfying exhibition. The four selected
artists have little in common. Putting the work of the four selectors together in a
group show wouldn’t make sense, either. People love prizes, I suppose. There is no
overall winner, though to pep things up the gallery’s audience can pick a favourite.
This, apparently, “will inform” a further commission “enabling a deeper engagement
between one of the artists and local communities in Gateshead”, to be announced

next year. This is all a bit opaque. I wish it worked.
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José Davila. Joint effort, 2017

Hamburger Kunsthalle cuenta con un espacio para el desarrollo de proyectos
especificos anuales a cargo de artistas invitados: Uncharted Territory; por €l ya ha
pasado Haegue Yang (del 30 de abril de 2016 al 1 de mayo de este afio) y desde este
junio al de 2018 su inquilino es un creador mexicano con el que Yang comparte
generacion: José Davila.

Los creadores llamados a exponer en esta sala tienen en comun la reflexion en su
trabajo sobre asuntos vinculados a los procesos de transformacion globales en lo
relativo a migraciones e identidades y Davila, que vive y trabaja en la Guadalajara
mexicana y ya ha expuesto en grandes museos europeos y americanos, aborda esas
tematicas proponiendo también un cuestionamiento de las formas: apropiandose de
obras de ciertos artistas del s. XX y reconfigurandolas, hace hincapié en como esas
piezas han sido registradas y puestas en circulacién como fotografias, como imagen.

Recurriendo a la duplicacion y a la alteracion, rompe con las dinamicas de
reconocimiento que habitualmente nos permiten establecer iconos distinguibles y nos
propone transformar nuestros modos de ver, o al menos ser conscientes de las
convenciones de las que son fruto. Es frecuente también que llame nuestra atencion
sobre esa reduccion a imagen de las tres dimensiones utilizando él el procedimiento
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contrario: transformar lo pictérico en elemento escultérico, concediendo asi cualidades
espaciales a lo que fue bidimensional.

Lo primero que llama la atencién al contemplar esas esculturas es la especificidad de
sus materiales; Davila busca que advirtamos su procedencia o su valor para jugar al
contraste: materiales industriales como el vidrio o el acero interactuan en estos trabajos
con materiales naturales apenas alterados por su mano, como rocas o0 marmol. También
emplea objetos comunes, como cajas de carton, para generar réplicas de otras
esculturas facilmente reconocibles, evidenciando asi como algunas formas de ocupar el
espacio también forman parte de nuestro imaginario y se inscriben en este sistema de
referencialidad visual en torno al que su produccién gira de forma constante.

Influenciado por su formacion como arquitecto -en el Instituto de Bellas Artes de San
Miguel de Allende-, Davila dispone de los objetos como si fueran elementos basicos del
dibujo (punto, linea y plano) para crear construcciones basadas en equilibrios,
permanencias y desafios a esos conceptos.

Mas alla de estas lecturas, podemos entender también sus obras como reflexién ludica
o critica sobre el arte del s. XX y también como homenaje a los logros de los artistas
sobre los que trabaja, entre ellos Richard Serra, Dan Flavin, Donald Judd, Josef Albers
y los arquitectos Luis Barragan y Mathias Goeritz. Parte de sus ideas para generar
trabajos que a veces son continuacion légica del legado de sus antecesores y, en otras
ocasiones, contradicciones absolutas a sus principios.

Para Uncharted Territory, ha desarrollado Davila una instalacion fragil en su fisicidad e
imponente en lo visual. Juega en ella con las tensiones inherentes a las fuerzas fisicas,
el equilibrio y la masa, experimentando con materiales y formas muy distintos entre si
para generar, paradojicamente, una pieza arménica que es también vulnerable.

José Davila. Joint effort, 2017
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Neither Land Nor Sea: A Q&A with Jose
Davila

.F wFCEIOaN) gl (TwTER) lp (AU PINTEREST)

Inmalatian viewal Jone Ddvilac Stanes Do Mawe™ a0 Sean Kely, hiw York
Phomgrapin: fson Wehe Sew rork / Courtesy Sean sall, heve ook )

Jose Divila's new show, “Stones Don't Move,” up now at Sean Kelly Gallery, brings together new
examples of the artist's signatuve bodies of waork: his delicately balaneed seulptoeal arngements,
freestanding and forever on the verge of eollapse; his “cutont” works, inwhich he exeises the central
oliject or form from photogeaphs of ieonie artworks; and his = Homage to the Square” mobiles, which nod
Lo Josel Allers (fartists/ 3218 josef-albers Vs various investigations into the square, In the gallery's
downatairs exhihition space, Ddvila also presents new entries in his sevies, A Copy 15 a Meta-Oviginal,”
which feature sparse gestural marks in paint on top of prints from a hook analyzing cave paintings, as
well as 4 new seulptoral work comprised of stones arvanged in an imperfect cirele, One of the show's
highlights is Divila's newest cutout, inwhich he takes Roy Lichtenstein (fartistsg roy-lichtenstein-225)'s
“Femme d'Alger” from 1963 as his sulyject. Lichtenstein's painting is also a reference to Pablo Plewsso

1/ wrtista/ pablo-plessso-111)s “ The Women of Algiers” from 155, which itselfwas inspived by Engéne
Deloeran's classic 1834 painting “The Women of Algiers in their Apartment.” Divila's version of the

R wevew b - e oy |67 el e -] s - g el - e vl (1]
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tmuge 18 presented 1o eight different versions, esch with move materials eut out fromit than the
previons, Just before the show's opening, Ddvila sat downwith Artinfo to discuss the new work, and
some of the Lenets that run through his multifceted practice.

Invirtually all of vour work, there's an element of traversing medioms. In this show
alone, vou reimagine paintings as sculptures and photographs, book pages as prinis and
paintings, and o on. What is the significance of this gesture for vou?

Is one of my central interests; it always has been, Through the process of ranslating awork into a
different medinm, vou also change the content, Forexample, Pve also been interestad in how the act of
eutting ot an objeet makes the paper react and hehave as a physical ohject in the worlkd, Normally in
photography the paper is used merely s a vehicle to putan image into the world, representing
something else, But by eotting it, the paper is suddenly representing itself; the viewer is aware of its
phvsicality, its fragility, It becomesa three-dimensional work, There's & Mexican poet named José
Agusting who has a line about wet sand being neither the land nor the sea. [Us both and if's neither, 1'm

interested in those areas, and how vou can convert and change meaning,

That's what's so great abowt the seriality of the “Femme d'Alger® cutouts, Your
understanding of the work transitions gradually from a photograph to 8 sculpture as you
start to see, for example, the edges of the paper curl, the shadows on the wall behind the
print, and so on.

Exanetly, Through the process it stopsacting like an image and instead aets ke asenlpture, And, by
losing the color, it looks like the trace of the original image and starts to feel more like a deawing than a
painting, There ore many things al play.

Let's talk about the *Femme d'Alger” cutouls, In those works, there are three different
generations of artists present within it

In every devision, there's always maore than one interest or answer, [ wanted to do a secial eatout that
wiottld make very visible just how muieh vou can inlervene into an image Iy calting oul and stripping
away its parts, When yvononly show one, the audience hasa certain memory af it that they vse it fill in
the missing space, but it's just 4 memory—that's theivonly point of reference, T alveady had the iden of
presenting a cutont serially, to let the andience see how the aviginal work could be reduced 1o varions
stages, When 1 came upwith this idea, T was thinking abont which image would have the maost
dimensions, hoth visual and historieal, Teame to find Roy Lichtenstein's “Femme ' Alger” from 1963,
which, as you point out, has alvesdy been twekled by Delaeroix, Plessso, and Lichtenstein, The image in
itself 15 o fractal of the work, And the seriality of the works represents the fransformations that the
original image has gone throngh. In that moment, it made perfect sense, and 1 had to think no further,

Figs e Bl smsetindo costidme wodstior ! | 6745 AW nesthice B e sosy- g with- e oy 1
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Why is it important for vou to so directly eonfront art history? For other appropriation ist
artist, the act of using another image in their own work tends to be a more aggressive
movie—the artist takes the image, perhaps illegally, and makes it their own. But in vour
waork, Lhat move is much more Festrained. You may cul oul one aspect of the work, but
vou're still operating on their picture plane. You're altering it, butl you're asking the
viewer to still think within the framework of that previons ima ge.

I think it eomes oul of the direet experience of me being a sell-tanght actist, [ learned abont ad throngh
throngh hooks and images T could find on the internet, All at onee, in the same process, 1 had to learn art
histary, art theory, and art-making, So it was an organic collusion, in away, | was never interested in
trying to hide the references; I wanted to be very blunt in the nse of other wor ks,

I likee what vou said about aperating on top of the other work, becanse 1 think that's exactly what it is, It's
using that werk as the prime material, while also generating a space for eritical response, Forinstanes,
when I retmugined Donald Judd (factists/ donald-jodd-32217's stacks with cardboard: embedded inthat
wiir K was o palitien | commentary about how vou eould achieve the same spatial impact with much lesser
means, that an artist from Latin America or a thivd world eountry would work with cardboard while a
firat workd artist winild have to work with very strong, expensive materials, So there are always certain
types of commentary aboul the works that I'm inleracting with in the cutouts, bul ultimately it remains
aboul the oviginal creations, In away, its not about my wark.,

Why do you choose to show vour different bodies of work together? In the case of this
particilar show, the eutouls, paintings, and different series of seulptural works all exist
together,

Certainly that’s alwayvs a prima ey congern, | work with diffevent badies of work that don't necessarily
have a corvelation between them, bot [ like to have present a wides pread range of interests and reseavch
and work, Rather than simply focusing on one thing and repeating it over and over again, T prefer to he
open to finding new materials, new interests, ete, Sometimes it ean be a challenge to make two works
addenly collide and to generate a dialogue between them, But §have found through experience that,
when 1 do that, I start to find the not-so-obvious point of intersections between them, That doesn't
happen until 1 risk it and put them in the same space. There's ahways the chanee that it won't work, and
that they'll just be two bodies of work cohabitating in the same space. T was afraid that might be the case
tor this show, but, through the process of instullation, T started to realize, forexample, the form of the
cutouls has a lob of similavities with the seoulptures —the eansparency of the glass and the interaction of
geometrical and non-geometrical shipes.,

Going in, 1 didn't feel that @ ther body of work conld totally stand on its own in the gallery's big space, IL
allowed] me to say, Okay, U'm going to by bo make two works talk to each other., Then [ have two other
spaces Lo then fully concenteate on the other works, Bul, asvou'll notice, theve is one work that isn't
apart of o larger sevies but just stands on its own--the paint-on-linen work, Gted © Here the
simplification,” in the higapace, Twanted that to semve as a lmcehpin for the other works,
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That painting is also visnally similar to the works downstairs,

Exnetly, Dwanted it to provide a pivotal point for the show, That's why there'sonly one, 1t obviously has
avery graphic and visunl similarity to the other forms, especially the sealptures and the paintings
dowmstuirs, For me, it also invokes Ellsworth Belly {fartists fellsworth-kellv-ag61), who tulked abont
entering into these forms by looking al the shadows, which also has a lot to do with the seulptires and
“Femme d'Alger” cutonts, as they internet with the light inthe gallery, So it made sense to me bo present
thast particular painting therve, so evervihing would feel connected.

What about the sculptire downstairs, which is comprised of stones arranged in a cirele
on the gallery Door. The stones are made of many of the materials you often use, but M've
never seen vour work presented in that way.

Thee title is = Impeertfeet Cirele, I stands against the cube—the cube being o symbal for the plitonie human
desire to constroet geometrical, perfect shapes. The stones ave, obviously, primitive elements of
constrietion, ot ave also ahstract forms unto themselves, Same for the imperfect cirele, It connects to
the very childish, divect gestures of the paintings on paper dovmstairs, Dwanted o address this idea of
the essential desive of expressing and making art that we've abways had, Those texts, that the paintings
are o top of, ave fromoa book that analyees cove paintings, and the origing of art, Additionally, the circle

i reminiseent of o fireplace—a primitive form of sustenanee and way of bringing people together.
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The Delacroix Masterpiece Thar Unires Picasso,
Lichtenstein, and Jose Divila

i RR
i ddedar, Caak

What does 2 Dan Flayin scelpiure look like withour the Auoresconi bulhs?
O a pharagraph From Richard Prince’s “Cowhen”™ series, minas the rinslar
ranch hand? Spend some time with Joos Dhivila's wark and ool have
yewr answer. Since 208, the Mexican amist has besn crearing
phasgraphic cumsis in which the fecal poinr of an inage b srpped vy
to lesve anly a blank slhouetre—firs eliminaring norable architecouwml
wiigs Fram lils owa _:||:||||::l‘r1.|_||'||.. flaen lates Jpplymr ihe e e in

reougnirable picoes of modom ar.

Far Bils upoming shaw ar Seam Kelly © u.llu:r:: i Mew Yark, Ddvila narms
hiz amention to @ single wodc Koy Lichtenstein's Semmee o Afrer (19630
But im ahve 'case of this particular paintieg, ir's nog smply a work by
Lichsensrein thar's going under the Imife—it's worics by Pablp Picasmo and

Eugiae Delacnba 45 well.

To undemcand what Links tbese throe an-historical beavyweights, we mus
vewind abmose 200 FELIN Tik 1832, when Delacrvix oraveled winhy a
diplomatic convoy o nonh Africa. The French painter was immediarely
enchanred: *Lam e 3 mar ins dresm, seelng things he fears will vankh
from him,” he vanee, Dcacrais Fverishly skotched the turbancd men,
|ewrash meddm['_'u. and harems he encountered. These iravels would serve as
Ipegration for the sese ol b life, rl:\lu.|l.ll'||_.'| i almoss S0 L1>||||.-|:tl:J il
painrings. And ir was 1 vour of an Algenan home, arranged by a convened
Mlisalla who werked far the Frencl povernnwnt, 15l ey el ai the e
fon vwo of the anis's myoss enduring works, Bodh wiore vided oo
d'-l.fl?'( alirwes Sevir Afurrieraenr [the Firse version comalered in 1434 and the
wecosd betwesn 1847 and '49) and offer a rane, sumphacus glimpse o
the women's quanizrs of s Muslin residence,

‘ ART SY ‘
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The 1834 verinn would set off 2 firestarm of besser imirationy when b was
cxhibited ar the Salon in Paris that year, fanning the fames of orienalism
I Wesrern . B this pastency wiigld exiend far beyond Debicmix's
liferime. A cenrury kaser, while living in Paris, Ficassa himiself began m
wbscs over the painting. “He had often spoken oo me of making his own
verion of Fesmmer o Alger and had rtaken me to the Loavee on an average of
onee & month 1o swady i,” Picasse’s muse {amd artise in ber oen

||g‘h|:'| Frangodse Cilor once secalled, ©1 asked him how he telr shou
Dielscraix. His eyes narrowed and he said, “That bassard. He's really

poend, ™

Thee dearh of Henrl Magsse I M

ceiber 1954 was thic |u-.-.I| Pliasss

needed 1o finally embark on the praject. In honor of his laze rival and

friend—a stannch admirer of orientalism in general amd Delacmis in

pariuilar—Picesso ended up paining 15 versbong af rhe W

|fgters bevween December 13, 1954, and Febrisary 14, 1955, “When

wert af

Matisse died he left me his odalbsques as his logacy.” the Spanish paines

remiarked to a friend. These canvases are dessgnared A through 2 and

reveal Picaso frecly mixing and matching elements from both vemsions of
Delacroin’s masterpiece, sl heavily flrered throwgh & Cubisy lens. Ve

) went on 1o become the most expensive work sold ar awcion m

dake when it achleved 3 $17%

itlllos price nag ar § lerlenie's I My 2015
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Lesx than a decade after Pleasso had completed the series, it would serve as

fodeder for o youny Lichtenstein seking work to appropriate. Similar o
the way in which Picasso had decply {albeir beprudgingly) admired
Delacroiz, Lichrensrein revered the Spanish painver as one of the grearess
artists of the 2(hth century. 71 think he had just more magic, more insankty,
more images, more styles, greater production than many others,”

rthe Pop anist said, In an eche of Picasso and his frequent orips 1o the
Lowvre, Dorashy Lichtenstein fondly recalls attending exhibitions with her
hushand. "It was scrually grear poing 1w o muscum with Riy,” she once
sxicd, *Everything was grist for his mind, He was always looking at
painrings and how he might be able to cransform them.” Lichrenstein's
1963 interpresation of Ler feavmer a Alger isolates a single figure, giving her
an owlish face thar ebscures any emorion. Picasso’s bold colors and forms
are simplified and fracrured, leaving the woman floating in an abstracied
background that no longer Features the lavish furnishings carried over from
Dielacrodx’s original,

When Diiviks finally kappened upon Lichrenstein's wark, he felr a
particular affinity for this inherent serialicy. "I was an image that had
already been interpreted by different artists on top of each other,”™ he
noted, “Ir's ke i fracral of whar hagpened chroughour dme, throughour
history.” Dhivila's previous works wuch on similar themes, including
sculprures that pay tribuee to painger Josef Albers and the repetitive nature
of his “Homage to the Square” serew. With Ferme o diger, Divila
emphasizes the painting's sertal pamure by trying something new—rhis is
the firet time he has created multiple curoues of the same work. The show
at Sean Kelly will feature a string of 13 cutouts, cach with more miissing
than the ane before. The final cutour is nothing more than blsck ourlines.
essentially rransforming the painting into a line drawing.
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Thiis, says Diwila, is his contribution to this string of interprotations—an
experiment (o mediun. Shifiing berween different modes of representstion
hay been on his mind since his carly days in the darkimom. °1 abways
wandered why there was this prlﬂ:in: uugrnl ph.nl:n:;gupl'ry swathour 4
notion of photography in physécl terms, in werms of the paper inclf,” he
b, “T wanred 1 make a m'ullghl: sone berween a two-dimenskonal work

and a three-dimensional work, berween a sculpture and represeniation.”

And with his “Fomime d'Mge™ sories, that dichotomy beging o blur, “The
mere paper you ciet aut of an image, the mare the paper starts to react
phvsically to the Faecr that there arc holes i ie” Divila said, “The moare |
cur our af the paper. the mose ir reacrs and rwises. 1 want the paper o
belave as a plysical object, as 2 scalprire il rather than just a vehicle m

CAITy an -mag,r:.'

— Abigail Cain

e Dhafeil: Seomes Dot Mlove ™ 15 o vieas ar Seven Kelly Clallern, Nirse Fark,
e, 28=-Der 3. 2006
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Jose Davila's Sense of Place is a public installation suppor les Nomadic Division (LAND) curator and ctor Shamim Momin, in

conjunction with the Getty's Pacific Standard Time-LALA. The concrete artwork was unveiled in West Hollywood, then disassembled, and will be situated m

site-specific installations to be continued in five self-contained “movements” reflecting an orchestrated migration around Los Angeles.

These movements are also improvisational, in that Divila and Momin he

¢ not prescribed how audiences should interact with the works. “How the pleces
function in those spaces is up to the people who encounter them,” Momin said. People may use the work as benches, or tag it, or treat it with reverence like

the concrete memorials in Mexico, Davila's home

tives of the city, one that

Home and identity play critical roles in Sense of Place. The 40-plece cube is a visual translation of multiple languages and na
explores the fluidity between aesthetic composition and these languages of representation. As a participant-observer in LA's fracture and complexity,
Di y. He has

become an artist in Mexico and yet he is eng v activating a work that inserts itself into the continuum of migration

ila plays with notions of insider and outsider, interpreting the social, cultural, architectural and geographic modalities that inform the

ging in the politics of subjectivity
stories in LA, even though he is not actually a ULS. immigrant, Through this installation, Davila is appropriating material, narrative, form and identity to act

oy a mirror for the city,

At one laver of discursivity, Sense of Place highlights the elemental building blocks of modern architecture, as well as the concept of loe symbol of

lination of minimalist architecture that, Momin notes, "is an

communal awareness and identity, Ddvila conceives his multipart conerete cube asan exa

ongoing injury to so many working-class Latin American neighborhoods," However, Divila's interest lles in discovering the potential of the object, through

its material and its form, to be more than its particular history. Momin and Davila began this exploration by provocatively anchoring Senrse of Place on a

platform in West Hollywood Park. Here it takes on i majestic air, ennobling the quotidian and thereby rewriting its history from humble material to revered

ohbject, riffing on LAND's mission to elevate the transformative power of art.

Divila unpacks the contradictions of place and expression by assessing the locus of the modest and flawed material with the social implications of situating

s forced to reexamine the moments where

elements of the object in neighborhoods whose locations represent specific cultural narratives, The viewer i

truths, fiction, stereotype and mythology intersect. This is not a white cube with a canonical cosmology, Sernse of Place is an art object with its own narrative,

and these public spaces provide opportunities to expose the p es between language and visual subjectivity. Through this practice, Divila creates a

new, more useful episteme for understanding the aesthetic and conceptual considerations of his project

Sense

Pluce is richly embedded In another laver of the language of materiallty, specifically the connection of the movements of the piece—components of

thie cube will truvel to multiple locations in [ive sets of movements—to historically important Latin Americon kinetic artists, Jesus Rufuel Soto und ot

= from the

rchiter

visualization of three-dimensionality in order to dissolve t soundaries betwesn ar

ire-and design. In these worl

itation with

postwar period, as in Sense of Place, the viewer is engaged Lo grasp the meaning of the work beyond what is there. Divila furthers

expectation that viewers will join his ethnography, becoming participant observers themselves and intervening in the piece with their own uses ani

1ds ils narrative 1

signifiers. The evolution of the work through sudience interpretation and i CEKION eX[H

sOnanCe

Mivila's considerations of motion also replicate the individual body and the body politic, whereby the elements are greater than the sum of their purts, This

metanarrative challenges viewers to contemplate the performative and funétional aspects of identity and the significance of intention. Los Angeles is

1of Am

from many. even while social

¢ reflecting the larger suppaosi AN consclousnes

composed of multiple stories and ways of see

stratification grows so disparate that many communities will fall apart, perhaops to be reconstituled elsewhere. Sepe of Ploce sugges!s this cycle of building

and reimagning 1s inherent in social agency, and Davila's projéct offers o succinet and sophisticated visualization of this archetype

Clearly, Davila ls a polyglot, excavating multiple social, historical and aesthetic allegories for public consumption. Sense of Place 1s a travelogue with which

ney Thisdiseursive practice Is readily aceesgible because Divila is quite

to educute participants, both engaged and encountered, about art and socia

-"II||!'--I'I.1!IH"-t|l||'.|u";r:;rl--\'i-‘;n'lnil-ui\[Ir.lu'.\ of his object's call and response with multiple communities, Accepting both the tension and ,\|u..—.-|i1'.n:'

the experience, Divila welcomes the appropriation into the cultural nareatives of the spaces Sense of Place will occupy, in whatever manifestation it oceurs,

as part of the life of the object, 1t is this concept of bullding that makes it such a powerful metaphor, and such a powerful artwork
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UNE GENEROSITE ET UN ENGAGEMENT
MAGNIFIQUES POUR LE PATRIMOINE
NATIONAL.
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teurs stucisus de wair réities an son sain
des o vres témalgmant de art do tempa.
Grdoe aux donat ims suocessives, nalam -
mant celles susnitdas par son pramiar
diractenr, Jean Casson, et ceux qui ont
=ulvl, les collectlons du musée national
d’art maoderns ant pu bétieleur dentité zur
de grands snsambles unigues an manda.
Adnsi, les bnds Bramcusi, Bmgue, Chagall,
Datlaunay, Dfy, Gonzédler, Kupka, Laumens,
Matissa, Pevsnar. Fioasso ou Rouault ont
dansuna largs mesure §td constitués grice
aux doms at lags consantis par las artistas,
leurs familles ou las eallectionneurs qui
leurétateniproches. La nouvalle présants -
tlon des collactlons modernas, inaugurde
auprintemps dernier, a permis de mesurer
cambien ¢cés danateurs avaiant, an Hlde
gqualque satzante-dix années, contribud &
leurrichasseat & laur dclat.

Aujourdhul, cette géndrositd at cel
angagemeant partleipant toul autant 4
l'enrichissemant du patrimaineg national
Cle=l pourgquoi le Centre Pampidou salue
les donateurs de tous haorions, habités par
la méme passion pour 'art af le sens du
partage. La Soclété des amis du musée
natisnal d'art moderna (voir ol -cantral
permeat & ceurquile sovhaitent de 2" enga-
ger 4 ln mesume de laurs dbslms el de leurs
choi ¢ legronps « Perspectve o, gui néminit
les jeunes amis, o aingd récemmemt acguis
pour la musde une euvVTE THmATGuaa de
Chrigtodoulos Panayioton, La Cantra
Fompidou Foundation, quant & alle, fedére
depuis 1977 ceux qul, depuls les Etats-
Unis, souhaitent délendre la présanca des
artistes amérioains dans lesoallections. En
temaigne, antre autres, la superbs cuvre
d'Edgar Arcensaux exposée an majestéd

dansla granda allda du nivean 4.

Langagamant, blan s, dépasaa la cadra
des groupes constitude. Artizies, galeries,
mécdnes d'entreprizes, landations st
mnaombrables pasgionmnés dart drogment
chagque anndes 4 titre indhidoal de leur
attachament & 'inslituticn. Yoyes Danjal
Cordiar, Aubs Elléoudt Breton, Florence at
Damial Guerlain| Yoz la Scaler Founda-
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de la collection, une collection unigue en
Bumpe qulleurdalt tant. Mered | 3¢

LE CENTRE POMPIDOU SALUE

JLES DONATEURS DE TOUS HORIZONS,
HABITES PAR LA MEME PASSION POUR LART
ET LE SENS DU PARTAGE.

ton | Voyas awssi commant, en 2015, d'im-
partantesceuymead’ artlgtes cont em porsaing
diont Ding ¥i, Wang Jianwei ou Thang Enli
sontentréss encallectongrics & d'ardants
diéfensaurs del'art chinada

Parceibe préssniationexcep o nelle, pre-

miervalet d'hommages désormals régqulia-
rement renouvalds, la Cantre Pompldou
souhaibe saluer l'engagement et la passion
die 101w ces acteurs indispensables i la vis

A'pARTiR

[ 14 FARS M6

Créde en 1903, la Soclété dea amiz du
mnisée national d’art moderne ast plus
qua jamais engagda dans l'art de son
temps mrec pour wecation d'enrichir les
callections d”an moderna et contermrpo -
rain du Centre Pampidou. Entretien
aver DidlarGrumbach, son prsidant,

la Société des amds et sur e décladson-
nament yers d'aulres disciplines :la
photographia at lo design parexempls
Comment [onctionne la Soclété des
amis du muséa?

L'association est ouverta & toutes at
tous, les montant s descotisat ona dtant
variables. Elle bhmédficia du soutlendea
plus de huit cents particuliers, toules
brmes d"adhésion confondues. Cest le
beau panal dactivités proposéas gul
permet & nos donateurs de sautenic les
prijats du musée. La France béndaficis
d'un diapositf 1égal trésatmunlant @ 1la
ki Adllagan, qui permet une déliscali-

sant nos amis.

congarvateurs anx différents comitas
d'aoquisition eat ezsenticlle au suocds
denatre action. Dansle cadee duGmops
d'acquisition pour l'art contempamin,
cegant les collectonneurs qui pracé-
dent aux propoaitions d'achats at las
ponseriateurs qul chalsissent les
muvres parmi ces propositions. La

guaranta ans, = Farspactive «, an
conatruizant une offre adaptée & lours
atbentes. Cette jounes gémndratjion se sen-
sibilise au macénat. C'est trés impor-
tant.

La Bociété desamis est-elle interna-
tionale 7

A IMmage du Centre Pompidou, noos ne
cesmonns de nous ouvrir au monds &t A
dlaul s sodnes artistiques Motre Cer-
cla Intarnational compie una clnguan-
taine de mambres et 28 lamgll dannde en
anmée, oequl permel de riches dchanges
entra amateurs d'art et collectionneurs
de tous horlzens. Motre misslon ast de

doriging ou lauroul ture. 3

Quals sont los Hens avec les équipss DEVENEZ AMIS
BPLLE IDN dhu m usée nat lomal &' art med erme 7 A S
D'AMITIES L'harmoniense participation des :::iih':'_? UALITE

DU MOMDE DE LART
CONTEMPORAINGRACE
& DES RENCONTRES
AVEC DES ARTISTES,
COMSERVATEURS

ET AMATEURS DART,
PARTICIFEZ & MOTRE

Vous arvives d 1a thte da la Soclété des  (roupe intervient comme une téte ' oo & - ROCRAMME
amis du musie. Juels sont vosobjec- cherchsuse pour la plus jeume géndm- DEWISITES, DANS
tt=? tion d'artistes Il thmoigne de notre DES CONDTIONS

Jo prends la sulle de Francais Tréves el engagement. EXCEFTIOWNWELLES,

e Tucq wes Botssmmis doit la fadlinm.  Queliewet 1a placeides fsanesgiode~ A1 CENTRE POMBIDOU
{ant cmuyré pour lenrichizssement de ls  tions au sein dels Sociéti desamis? = Dons LESPLUS
callection. J¢ voudrais porter mes  Nous avons créé une catbgore pour de EE;L:L;:E L;xm

affrts sur I'ouverture internationala da.  Jeunes donatenrs, Mesrwde au moinsde L ENEI ;

LES ACTIONS DU MUSEE
ET LEMRICHISSEMENT
DESESCOLLECTIONS
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gation importanta et qui encourage la  oréder unlangage commun entoe lOUS nOS sy, T, EMAL S META.
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géndroaité des amourenx de l'art que  adhdmnts, quels que sodant leur pays Ll 0 o b e s
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Einir reflenicin wofire Josd Didy vilat v sux clespliegur el dlifngfer en fa escudter
lﬂ-:;- OO OCLEre e dos rﬁl‘ﬂﬁﬁhr amirmendos, fn redil siempre es mialeahly,

For Vedenfing Jalgq;-r

o Pl inttenen wn costal de plissco por s cxmremos. En ese momenio, e
custal descanss hotizomeatmente. paralelo al pio, host qoe ung wecer pesuna
deja casr una piedn salee 61 Esios tres individuis son testigon de ls colsiadn, en
b ol {xoe calidi Bbee, la moca choea con el suela, con el eostal de niemmedianio,
firrimndo  seguir v misma toyeceonia. Bl costal pierde a5 s fiema horsremtal:
comio se defrme, asi se qued. Tanto s velocidsd de b mes como b del ool
0 devrmicdes por Ls feres opaiesta de L terra v ambo s congelan en e poicion. Paslelamenie,
B aca impacts contra el sclo, sobre oo coual, Cualguier cuerpo nspendido en el espacio
frmanecer anjenididn hasts ser comciente de su stuscon. Cualpier cusrpo e novindenio
el 4 veguir moviendose hasts que alguna msens sl intervenga repentimamente. Asf ko
can b primmers v la segomds ley de B fisics anierads, pros tlgaddas wm 19800 por Mark O'Diomnetl
| pewista Ergudee,
En otm escera, e pencniye extiring e alid del borde de un mscciclos costy ety i cuerds o,
gende i pasa sospendide en el sire, Podris comioar variod kilimetros sempite v comda no e dé
enta de dinde esed parade: sobre 13 nsdi. Floesr et un gjerticio de romtrmcta ooniry o contml de
vkl e la arqmitccrues v de mdo aquello que pese. En los dibujor sismados, mmbisn e
SO0 en conie de b consceenvis: i caso meiy de 1 Wgica de b imposble-verialenl. tipica de s
nichura clissen de b cancamina oocdenial
Wil E Coyoie expenmens comfirmanente con b naberian. Le ba el un VuiqUe encimms en o
nera, al wadesiie dy Esindos Undos, y ko ha disjado cous e m el sasbo. Cuaarsdhs ¢l yangue
desmibegre o cuando por aliguna raetn ses setiade, o coyote volverd a ui frg ongival, Ewo dque
B spiree domp dge cisual §, an vinbargn, cusdsdisawmte coloada —mo limprta 1 dnde e
eva el copoee, € yimniuie serpre b= ooend en b caberz. Lo roes whiztiee § carmino vemical e A 3 B
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de arriba & abajo, v s figom del coyote se aplata —aiin detiro de ls evidone bids-
mueremicubcad de B cancibura, Adgul, oo en s ol de Jole Disal, e abserm
e pepreseicsin de bos signo v efecios de Ja pravechd, o una eaglicacion visual
de un concepto v un process, ¢l de li Bered que s Therna ajerce lacls m cenim.
Al gzl quoe en L historices, s olyjetos son un regresn & bos hisicos de la fooma
Hnsta, supeeficie v volumen: A e vez, b rechuccitn de ot recumon vmuales vy ma-
terisley sirven par mander caracteitcas sencale v Degar o significado dn
rodiecs: indo cae por s progio pesn

[hvenos personsges srmvisan bs paredes de vos estudios, talleres u otrts e
pacin de mabam. Algunes dejan o us medelos de s, experando & w regre-
w2, Mo se sabe o, ] han deaparecida de ls mmagen mpres. Cu:i:p.nn
cuserpe que amaviess 3 matenia solida —por eempla, 1m e, s phedi, una
muesa— defard uma perfemckin shpo wined com w siloem, pronmilga b ey ndmens
e o O Dhonenel], La susencis s

. ee
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perceptile e f papel homdado
v en bod perfiles de lue gue b
wonpiberas shelimizan al fouslo. A
del vidrin-gaotalls de los =iy
de Diavila s encoenian dis inid-
gence la recortadh § b “aparsa-
da™ También conocdo como el
decn de “sthirs de |r-u.|" el
“recorte de gallen™ —vmakie mir
-, 2 trata del fendineno enel
qar la prresitn o le hishda repetin-
a de diches Rguras son dirigadac
dirccmmente 3 maves de b parod
de jima cana, O, e e cmo, 4

avis del papel

IMos enfrentamos a la abegoria de b coverm de fantm. Sin enbargs, 1o relacidn de Lis sombeas con Jox objeros s
sibibes itk vt o s soatibras by fijpers qus pervibinos 3 eravés de Jos senitidos, sino |a b, b somibea bla
A veees, b hae pedin & wn larenen de dasle coerpo a b sombras 3 esoilpsr agiaclio guie no o a b vies, Oles e
a e vacko b sustancia misma con b que s abeg, 51 ke penonajes encadenados en b cusva e dieran i e
[ ver 8 i Coinpaficts de afaera, b lur mmpoco les pennmina vedos: selamente podrian sprciar w il

En b novela satine de Edwin Abbott Mlanikordie, wes movads e mishar Smeosen, Bsfera o prsena  Cosd
do en la segmda dimensite, pero &, o ceguen: de:doy dursmasoms, fcan en reconocerh, En ks vinism
Cizmbesdo, Fafera e slenpre w nes que, & diftrencia de-él, mi dqusers canbia de tanmaiio dependiendo el dngl
&0 gque sea it .. haso que lega o dia de levarlo 2 iy il . %i baen el problena de Cuadrdo
uno de percepeiin enene L wperficie y o epacie, & pao de ona dimensitn & o o leva s comprender gqueh
caslnes e Lis qise loi garsharos escapan &) papel v se desdoblan en el expacio, come ¢l Cusdrado e Calba
come el Corpote escapandi del espacio-tetpo a traves die an agupero pristade oo ol ssdo, que Jo levrd o omo sl
o a oo sgajer, del sl e shemos nad, 0l dodeead o o =

En la lsgica d= o dibujos. snimiados, |s reticuls wempre e nuleable. Com ooare con le rendencis del o
culbor |ose Divila a destruir, retorcer v retrasas la retfouls, de enmurear o hacer suya e esinartum exisbemi
esharatsels, de hacer bolita un papel, estirrle de nunevo g colgario en T pared. De desdoblir wna imsgen pl
en volumétrica: o dingo de ui elefinte en i etructer de metal cuya B canhis ceestastemente. s=pin
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Juse Diivila on the Poetry of Precarions Balances

Bodsaze M s
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The Moz srtler Jass Ehirila ums cimple maneriake 10 evplors prafoand
tharnea, hailit ng asbireeminly inipims emlpnues end enearing skecring
plensggrapiiz | ierw. The Duaiblajen b ariie’s woek bm gainel
imtsmanons’ sdair, and b paesing pans prmogripte piese m el
bope gone winl. Las Dlecrries ke won the AriNorus Lafie Somesics A
Morard, md culics thia yeu e wa picked wp by $ean Kelly Gallery. He b
e it ik ith Lops Augrive Meownedis Divisem om0 previais,
uitbstiiouily sealed projecs [ il 21T edition of Pailic Frasdied Tiee.

This week, during Mexico City's Zona Moco arl ldir, Arspoce and LAMD hove debuled an exclusive new edilion
with Diévila thal Erndions as a summa of many of the themes enlivening his work. To mark the occasion, Ars
editorin-chief Andrew M. Goldstein spoke 1o the arfist aboul his work, his presccupation wilth Josel Albers, and
his complex perspective on the slale o arl in Mexico loday.

You're renowned today as an artist, but you started your career as an architect. How did
you transition frem one field 1o the ather?

My enginal intention wos to sudy o, bl | eouldn dferd 16 5o 16 univerity cutside of Guaddajara and the
schiosl ﬁ’ler& wrsa'| |eﬂ|-|?- whol | wecs |Oﬂk'rr!r,-] for—it woas very old-lashioned, and notin qmdwmr Bul | also visit-
ed some orchileciure schools, and | found the idea of working with clay, light, medelmeking, meterial (29 bobs, a1
celera o be very appealing. So | wenl inlo archileclure school, bul | abways had an inlerest in arl, and during my
summer braaks | storted taking sculpture and photogrophy dasses af the Institute of Fine Aris in San Miguel de
#llende, o little colonial town about two hours from Guedalojara,

At the time, in 1974, | also had o darkroom where | was living, so | wos dlready very active in photography. My
very firs eshibition was in the loyer of the university cinema in Guoddlojora in 1994, showing o few
blad:-and-white phatographs. Almas immediately after, 1 lormed a collactive with o group of fellow students whers
we mode one-day happenings lor exhibitions in very paricular archilactural contexds, daing ort projects that high-
lighted the eswence of prluce where we were inlervening. It wos colled Incidental

Did you see the phetography as being related ro your architectural srudies, or did you see
them as different pursuits?

| saw il os complelely relaled, bacouse | was also using pholography in my orchitectural composilion process. |

would phelograph cerin models that | was making and then use those photographs lo create the plans lor my
student projecs.
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To this day much of your werk seems to incorporate both the functional aspects of architee-
ture and alse its nen-funclienal, purely aesthelic aspects. For instance, your sculplures
employ the some hypes of materials you would see in a construction project and call upen
the same considerations of archilectonics and counter-balance, but they're clearly wseless
as architecture,

Yes, | think those were very formative years, | was mixing the different aspects of the fencticnal and the nat-hune-
tional, wsing the materials of construction, the idec of making, and being coreful about the history of things

What would you say was your first sculptural project?

| was in @ group show in 1999 of the Museo de Las Arfes of the Universily of Guadalsjora where | used coromic
costs 1o mass-produce 200 small identical buildings, which mimicked government housing ot the lima, 1o create o
sort of squora in the ground all over the museum. It wos both an abstrecr composition and o kind of architeciure!
model aiticizing government housing,

Teday yeu're well known for your gravity-based sculptures of glass and stene, or thin
slicas of marble and stene, held together by ratchet straps. These pieces are enlivened by
this duet of delicate and very hard materials and by the idea of precarious balance. How
do you generate these tensions in your work?

I've always been interested in using row, unlouched molenials rather than tronsforming o molerial’s shage or form
I'm mare inferesied in creating en interploy batwean elements os they are. Therefore, for exomple, the glass planes
are o4 they ona. Tha maorble sfobs are just os you con find them of marhle suppliers. The fie-downs are just commer-
cial ohjects. So there’s no modificahion of ony of the elements, but the play betwesn them comes bock fo the univer-
sal siruggle of humanity ogains grovity— thal's been o confinuing preaccupation with me.

| remamber, since we ware falking oboul my university years, that | used to ioke a closs called “Proctical Structures,”
which was kind of like an engineering dass buf without any mothematics. |t was |l empirical work about how
materials reacled fo cerfoin forces, and you would have to put them fo different tesis. | boved that class, ond | think
that these works owe a lof to that kind of ihinking, of working with grovity and fension withaut any engineering
calculations. With my work, | don't do any calculations in o theorefical or mdthemdi cal woy—| da them all practi-

caily.

Your works acknowledge the legacy of Latin American concrete art—particularly artists like
Helio Citicica—as well as western arfists like Josef Albers and Richard Serra. Can you talk
about how you employ these references?

I didn’t ge 1o art schedl, se | was really self-taught in the sense of ort histary. I'm an arfist but I'm also ebvicusly an
ar lover, and since Guadalajara is not an art capital in the sense of Paris or Mew York or London or LA or Mexico
City, even, the way | got to know ohout ar wos through books. And the resull of consulting all these books to lsarn

af history wes a natural contamination, iF you will

Josef Alkers is a particularly impertant touchstene for you, singe you've dene tribules to his
famous Homage to the Square series in all manner of fermats—frem wall picces o
Calder-esque meokbiles te swimming poels of cencentric squares ef different celors. What is
your relationship te Albers, whose approach was so painterly and principally concerned
with coler theary?

The very first pices | mode ebeut Albers wos o wooden shelf that held four different-sized glass planes thal were
all in the proportion of an Albers painting, leaning ogainst a monochrome backdrep. | did that becouse | was
trying fo maoke @ comment on the Fect that color is the rosult of |ig}1r and connel cxist withou jigh'l. The g|m1 plnnt::
modify the light os it posses through them, giving you different shadas of the some color in the some perspodive of
en Albers painting. While | wos doing thet, | roolized thet another thing | reclly liked about Albors was the wery
he intraduced seriglity, chonging rh::rﬂmdc ot the colors from piece fo pices,
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What about the ceramic pieces in your Homages to the Square series, such as the new edi-
Hion you recenfly made with LAND and Artspace?

At the time | wos also werking with ceramice in the very Foditional Mexican way, and | realized how impertant
Albers's fime working with applied arls of the Bouhous was 1o his arl. | became interested in working in this
applied-arts style in ia ceramics fociary, putling lhe same ideas of decoration and hand inlo an arlwork. With
ceromics you don’t get o perfuct square, ond | asked for tham to be cut by hand—rether than with on engle or
ruler—ia give them the imperfeciion af the henderafied.

| like to work with the multiple format becouse it has that aspect of seridlity that | was tolking about. | dso [ike te
dresw connections between different artists, somafimes connections that go beyend what | can rationally explain but
arise from personal admiration for the arfists and the focl that | find junciion points belwesn them. | used gold-leaf
manochrome in this ediion becouvse | relale et technique ta the work of a German artist named Mathias Goertiz
who come to Maxico fo feach, first in Guodalgora ond then Mexico City. He wos very interested in Jossf
Albars—thay were all from the some historical period, and | guess they eoch in their own woy were working with
color and mysticism. The anist was Famous for using gold-leal monochrome, sa | wanted 1o make this junction
batwean these o figures,

Whai are some other examples of connections between artists in your werk?

Cince | &d two different paintings, one of them in the persendl color chart of Albers and the olher ore in the
personal color chort of Denald Judd. | theught Judd and Albers have a lot in commen, since Judd profited rom the
wearks thet Albers hod done with sericfizasion, and then | discovered that Albery's color chart wes from | 945 whils
the Judd chart vas frem 198 4—o perfedly arithmetic coubling of the kind thal wes important 1o Judd, who abeays
warked in the some proportion of 1:2 ar 1:1

Another body of your work that has become very well known is your cut-outs, where you
take photographs of architectural landmarks or notable artworks—like Richard Prince’s
cowboys—and excise the ceniral imoges, leaving only their contexts. I've read that this
series begon in 2003 when you lock a copy of the C.M.A. book Small, Medium, Large,
Extra-Large and cut out pictures from there. Can you talk about the origin of that work, and
how it has evelved over ime?

| purpesely wark with wall-kncwn imoges, to dwall on that exdsting reletionship that these images have with people
alrececy. By subtracting the main subject | intene 1o compel the viewer to perform o areative ol beeause they have
be somehow fill in thal cenlral image from their memeory ond imoginction, And even if il's on imoge you've seen
many limes, whatever you might recall mighl not be the same thing that | recall,

Fhis interest moy hove begun in architecture school, where we somelimes were asked 16 cut out an image of o
building and ploce it in o new ssiting. destroying the original context. | realized that the surroundings themselves
ainel the missing building were wery appedling 1o me, because it forced people 1o think about whel was ne longer
there. In foct, | olso remember once visiting Bome ond being siruck by the site of the Circus Moximus, of which not
even o singls done remains, only o digh! impression of the ragetrock upen the ground, | remember seeing louriss
walking around and taking pictures u?lhemsel'-:es, but with nething! | thoughl, “That's really using your imagine:

fian.*

In these referential series, your werk plays inte o greal radifien in Mexican medern art,
and olso Latin Americon modern art in general, where ideas that came out of the Eurepean
canon were absorbed and reconfigured. Locking arcund the Mexican art scene loday, in
!hudim of glebalization, de you find this kind of exchange to siill be dynamic, widespread,
and relevant?

That's o diffcult question, but on interesting one becouse | think the scene of contemporery art in Mexico has
changed o lot in the los 190 or 15 yeors. | remamber that when | waos younger and fire storing out there weren'y
reclly any conlemperary orlists at the ime, or there were conlemporary artists bal the artistic languages they were
using were were nol conbemporary, inslead bosed on more traditional arl from the 19205 or even the 1 91h cenlury.
Younger oetisls like me couldnl find an orfist lo work for os on ossigont er anything, so we hod 1o form our own
profects, like ane-dey projeds or arlist-run s We had lo develop the scene ourselves. 'm tdking about Guo-
dalojora but that's someathing that hnp;awmmdm Cify os well,
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F'm not saying that artist-run spoces don't exist anymore—| know there are some in Mexica City—but | think it's
shiftee inta 1o & more professionolizec scene and also @ more marker-oriented, museurm-show-orienied, interna-
ticnal-exposure-oriented scene than it wes belore. | guess it sounds diché, but you can see the globdlization
process playing out in the Mexican art scene, Obwioushy it hes some Mesdcan aspacts fo i, as avery kind of art will
have in this place, but | think we are in a cerain process of internaliondlization, 5o | see younger generafions of
oists in Mexico who find it quite difficul lo know where they are from, since it seems very much fike eny other art
soeme, like Berlin or LA or Maw York, 'm not suyinn_:] ifs negofive, I'm just soying that's what | see. Parh::ps it's P-azs.l
fiva, | den't know,

How do you use your own arlisk-run project space Oficina para Proyectos de Arte, which is
lecated on the 23rd story of a skyscraper in Guadalajara, to nurture artists in this context?

Well, that's an arfist space | farmed with another two tellow artist friends in 2002 becouse for o long time there
wasn'| o single space in Guodalajora that would show reclly contemporary art. Al some point other spaces
opened, so I'm nol saying we were the only one, but af the fime we opened it there was really nothing areund, o
we thought we should do semething, and it started 1o grow beyond our expecictions. We were always moed inler-
ested in this particular projedt in inviting isﬁtrnuﬁm?arriﬁa to be able 1o come and produce work here, rather
then having o deal with shipping and insurance and oll these things in order 1o put or o show. We gove them com-
plete freedom 1o do whatever, obvicusly, in @ more risky woy than a museumn would, because we wanted to give
young people here o way to sem ol in the fesh, notin o m or o3 on image on the [aternel. | think sesing some-
thing in person fransmils bo you a certain energy, o cerlain veradity and weighl, that you can only see through the
physicolness of a sculpiure, for example, end which o photo con't commurienie,

I¥s interesting that you were talking about your embivalence towards the globalizotion of
the Mexican art scene, since it sounds like you actively scught to help import these glokal
il‘E'ﬂi—i

F'm not at all advecating nafionalism. We brought a ot of international art inle Guadalgjara, which had 1o have
had an effect, and | think it did, but we have to be careful with nationalist sterectyping of what it takes o be a Mead-
can orist or o Jopanese artist, Thesa du}'s ir's difficult te say mmuﬁ'lin-g is Garmon ar or British art or American
o in the same way you usad to be able to, but it's sill easy 1o say thot something is Brozilian ort or Joponese art.
So we were intorested in showing these different artistic languages that could help develop ideas that wers not
rooted in nationalization. Thal was why when | was talking abeut the shilt in the Mesican anl seone, | wasn't saying
that that it's necessarily bad, | hope thot it con create on art thal is universal, That would be perfect, | guess.

Speaking of international dialogue, you have a major project in the worlks for the next edi-
tion of Pacific Standard Time, which is coming up in the fall of 2017, Could you talk a bit
abaout thai?

The nest edition of Pacific Slandard Time is fied “LA/LA” and it will focus on the rﬂ|ﬁ|crns|'1l|‘1 betwenn Lalin Ameri-
ca and Los Angeles. My project in particubor hos to do with the vm‘r sirong relationship between Mexico, o3 o con-
tinent and @ culture, ancﬁ. A, given that af one point it octually used 1ug|::c part of Mexico, and that it halds the
second-lorgesl population of Mexican peophe in lhe world cutsice of Maxica, | think for the curators it was injeres-
ing o do something with semeone from Guodalajera, becouse Guadalajara has a very direct relation with LA,
mven maove han Mexice Ciry. Guadalajor is geegraphically in the Foeific, so it's doser and the weather s very
similar, Guadalajara is ulse kind of an urban sprowl, I may be o bit of o wild comparison, bul | would say that
Maxico City is more like the Mew York of Mexico and Guodalajora is more the LA, of Mexice.

‘What F'm planning is an urban soulpiure that will s aut in different pleces throughout very specific oreas of
LA The procass will be documented phatographicolly, with pictures token of what happens to every pieca over the
courze of o yeor, because I'm frying to moke the sculpture o kind of urban sedclogical cultural study of the many
difterant aspects of cullure induded in LA, and the diterent communities within, This will oll come together again
w when | present an exiensive disploy of these photogrophs. I'm very exdted obout this. I'm looking

Io seaing what the results are.

hergs e pate.com fmogazime /intreisvs oturs/joe-dovila-inerdnw
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Born in 1974, Jose Davila lives and works in Guadalajara, Mexico. Working across a range of

mediums including photography, sculpture and installation, his work questions the inherent
gualities of modern architecture and art.

Davila has exhibited widely around the world including exhibitions at P51, New York;
Kunstwerke, Berlin; San Diego Museum of Art; Reina Sofia, Madrid; Prague Biennale, Camden
Arts Centre, London; Museé de Art Moderne, Saint-Etienne; Fundazione Brogovico 33, Lake
Como; IVAM, Valencia. He has also been the recipient of support from the Andy Warhol
Foundation, a Kunstwerke residency in Berlin and the National Grant for young artists by the
Mexican Arts Council (FONCA) in 2000. Davila was a co-founder and Director of Oficina para
Proyectos de Arte, an artist-run space in Guadalajara.

in your work you reflect on modern and contempaorary art, architecture, urbanism and human history.
You originally studied architecture; can you tell us about how you came to work as an artist?

I originally intended to study art. | was living at the time in Guadatajara and the art school there was
offering old-school techniques, such as figure drawing and bronze sculpture of ballet ballering. | was not
looking for that, so | visited the architecture schoaol and my connection to it was immediate, when | saw
the model workshops, experiments with light and space, efc. Durng my architecture studies | shared a
studio outside the school with some friends, two of whom were painters. | had a darkroom, as | was
heavily invested into black-and-whita photagraphy, A curator, Guillermao Santamarnna once came to tha
studio to see the work of the painters, and realized they were not alone: we were a group of about 7 or 8
creative people doing things, o he invited us all 1o do an art show.... after that, one thing led 1o another,

It has been commentad that your work is .. _fuelled by the interest in the relation between place and
fiction, space and temporality under architecture...” Can you expand on this?

A space in the built envircnment becomes a place due to the architecture that constitutes it Architeciure
is history written in stone, but it is slso the cradie for the fictional story we come to believe is our life, the
fiction that comes naturally as memories of our past, of our childhood. We can go back fo a place we
used to live in or visit often, and realize that as we have changed through time, the place is not the same
either; we had a place in our head. This perception, this sort of creative illusion is something | pursue in
art.

Your work also reflects on the work of key artists and architects in history, expressing humaor,
melancholy and a sense of loss. Tell us about your influencers and inspirations.

I'm naturally and have always been fascinated by art. I'm an artist but also a viewer, part of an audience;
and | like to research and read about art. This has led me to try to shed light or comment on specific
aspects of certain works, However, | want to do this through art, and not through writing for example; |

imtend to generate new meaning on top of already existing meaning. I'm inspired by artists that generate
universes through profific creativity. I'm very much influenced by Minimalist and Conceptual American
art. and also by Brazil's Neo-concrete movement.

To what extent do you view yourself as a Mexican artist, responding to the complex and distinctive
traditions, history and soclo-political cireumstances of Mexico?

: and 1 like to
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I'm against naticnalizm. If that is the case, my work i3 Mexican just because | hold a Mexican passport
and is made within Mexican borders. My mother's family used to live in Texas, then the border moved
and they became American...so what am |7 My work is nurtured by the manual skills of artisans,
carpenters, and locksmiths. The socio-political situation in Mexico affects me first and foremost as a
persan, therefore affecting my work subconsciously. | fry not to make my work the recipient of that, |
rather have a mose universal approach.

You are a co-founder of the Office for Ant Projects in Guadalajara, Mexico's second largest city, Can you
tedl us aboul how this project evalved, what role it has had in your practice ag an artist and how it
continues to function today 7

Offics for Art Projects (OPA) is now afficially closad. | ran for over ten years and | think soma fantastic
shows of great artists took place there. We had the policy of spending a mirimum in insurances,
shipping, handling, atc. We fried fo use manaey far artists to produce new wark, to come o Guadalajara
and develop a refationship with the place and the city's circumstances, and create something out of

that. | hatpad to produce many shows, doing all sors of practical and logistical work and trying o alwaye
make the artists’ intentions or wishes possible, whatever they were. 50 | leamed a ol in many levels
and had very good conversations that have stayed in my mind.

‘What are you working on at the moment?
I'm working on a show for Figoe Vion Rosen Gallery In Cologne, to open in September, It's a show

comprised only of sculptures, as a link to our behavior in a given space and traditional notions of size,
scale and the plasticlly of matenals thal generale meaning through their use.

What projects do you have coming up for the rest of 20137

A ghaw at MUAC (Unlverisy Mugeum of Comemporany Arl, UNAM) In Mexico City, titled The Parsistence
of Geometry; and a show at a museum in Lithuania, curated by Lorenzo Bruni,

Which international art destination would you like to visit or exhibit in?

| was just there six weeks ago, but I've always liked London very much and I'm always very excited to
be and work there.

JOSE DAVILA TRAVESIA CUATRO



e arte
Al NA

JOSE DAVILA

By { proeareq Lindguis
il ondical

suggested that the migration and

digastion of contermpaary art from
Naorth to South Amefica sometimes takes i e
many decades to be reflacted in the are Amidtica dal Korte
Parhaps, the rapid increase in distribution refieje 2n el a
and circulation of art through the Internet nerement
and Intemational fairs has abo sped up
this process, However, Jose Ddvila's
sculptures and photographic manipulations,
s pending te many North American and
European threads of medernist traditions
and movements, demonstrate that this
process of exploration and imestigation
can be a slow, protracted and rewrarding
act Through emall dialegue, Greg Lindguist
and Jode Davils discussed thess concerns
surrounding his work,
Greg Lindquist:  In Untitled (The Space
Beneath Us) (2012) at Art Basel Miami
Beach, nothons of the purity of color are
toppted In favor of an improvised sense
of material and place. In reworking the
structure and scale of Joseph Albers's
Homage for the Square  into a public ! ] "
sculpture, how did notions of site play § arl welura y la s
infarm the way this piece was made? & larob: Seph A Homage
Jose Ddwila:  Public space s a utopian
context for an artist to wiork in. Bveryone
can exparence the work, an old lady,
children, ste, Mot people that come across
the wark were not sasrching for It, so their
axpectation is somehow totally "clean®,
Toweork i public space always presents
this opportunity. To ghee the work the
opportunity to confront real life and see
how it adapts to it, | was indeed interestad
in doing & work that woulkd interfere in
a positive way with the park, with what
people do in the park, to become an activity
and not just an object to ook at. | wanted
to do a staggered real space. out of the
notion of & suggasted space by a fake
perspective that comes out of Albers's
paintings.
G Lz Through the Fesal removal of these
artists from the photographs with their
wiork—largsly men, such as Henrl Matisse,

E South American artist friend recently
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Abero Giaoomatti Pollodk, and Yuss Kiein—
in Tewerkogiss of identity (018 for esarmple,
B -pnudﬂm|n‘| thiz Vs stsm Eumpssn
rrezle grand ramsine that 15 beivg euosed?
Thizy also have a chsturbing quedty as
photographic portaits, fowing one 10 focus
an the cretive work mthar than the ceston
WD diddn’t inbend Lhis ook 1o be e
precise cnigue of 1he Western Euup:ﬂn
Mzde grandd rarmtie bub mther a critiges of
the motion that fuels the myth of the amist
gs i personsge. The sdulstion of 5 sor of
g Michis, in which ewsrdtheng be does

L
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[ ihink healthy worke of are faise |

for. |

A jsgo el predde 202
Partiad viw of trshowViom
P b b e sicidny
Cooriesgoll Coreande s
G e Ty Tl
Wil Spnflopan
e Pl 2012
Woeden po ke, netal bams,
EGaB0y T,

[ PE g —

iz good, just bacause ha touched it Vs a
proposal mether Then s ailicus, o semin
us 1o facus an the work mther than the
chmcter,

G. L Do wou fieed like that aclultion of

the artist’s regdhology is a proklm in
sonlsmporEny B o ?

Al D Yes | da,

G. L: In Uintitl (207 2 the sculptural
rrobile e on the atructuns of Albera’s
sguars, The emoel of aslor unetions
siniarky o Tepoioges of Lght (20713 in
which you cut out the tuomscent tubes
fromn photogrphs of Dan Finan's light
acuptings_ Im a way. in both vworks, you
am BImoving & key guality in thesark
Henw much dio thess warks m your opingon
complioate hormege? And oo they function
toopou 38 @ critical gestume toweards, for
sarmple, the letishization of purity o
reduction of form P

A D The very first mobile | did was indeed
all black, because | warted 1o waork with
the proporticn frRemes Slbers usad. That
sorrehowy functioned 35 a oontainer o be
ikl izt with divetss combinations

jusstons, which I don't have the anewers

e el atE corpRmpordnes & b sct labchd |
J DS bomo

G. L: En Untithed
i mseuAGren b
el eusdracks oe Albery

hoprara e COREOEIEd
SOEnE LA et Silian ol Bapacka, gl
sjempbh. o= |8 Etichimoon de s pusso o
el ucoeon (s ke i ot
A D= El prrresy F i o | o
st SniRErrS e, oijue glers
sl b ooy kas patdrretios de proporcdin
filimcloa por Alkers, gue funconmban en
R farme 00omo un aenbenacion fue podss
o flerecio Miaches wioas con dife e
birsonres e ook Uusris dmples)
3 prrAmeims desce un punio ge uists
espacnl. oo una obm tndirengonal guws
sumeR de ura chm bidmaraional miencs
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of colors. | wanited o use those frames ina
spatial way, a theas-dimarsonal work that
cama ot of & two dmersienal ons dhout
perapsctiee Howvedar o the search

of tryng to produce a sculpturs o of a
painmrg | ealized it could woek sk wh
cobor and so i dd

Meghsating the lght ks in Flavin's
phaotagraph is 8 stratagy to rass the
rpaesstaon i the wesoar aboaet which mie fhs
tubas played in Flavm's waork, are they tha
work? Or do thay produce the waork? | think
Fesalitvy warks of arm rarse questiors, which
| dhen't havwe the anseeers for

G L Absolumaly 1 you remove e lght
fubers, then i have thes alrnosp e |igl:l.
which 5 a rasut of the hght tubes But the
tibes sone do et make ths -.mlg. EvEn
thaugh when Flaan frst exhibsted ts
wairk, this was the most challenging pan of
thes work. Blo one wanted 1o acknasladpe
the resulr of the whes Are vou interested
narey spaaual implicaton of the light?
D e ol persanally intesasted m
spintual enphaations moart, hoveesver, o s
incspastabla that ight deas have a great
gt an Furman behacor and machons

tiy pareoie spacas and awen fealngs, s
intagasting how suscapiibl human festngs
are i lighit

Gk Inomany of vour works, wou locate
et mmatenale of ways 1o recanfigurs amd
resomesidest Modemist and blairmalist fosms
Thits comes up several Bimes wath the

rrerif of Dhanald Judd's Stack formations
For mcample, m Horrontal Vel Q0021
wou re-amaging therm with vesathanad
anftweood, Linfitls o 120060 with sagrmeanbed
shipping containers, e {20071 and
G200 with consurmanst cardboard boxes
Judd's doas ideas of spivamatry. repaniticn,
the speaficaty of a paroudar ohgect and

ther inherent quakties of the surtace are
placed oy lenae conirast o the ephemieral
aned wreqular quabities of your chaies of

ki Lij Delrsapasi b anemalinet inh Lteid
TR ST
tardutin podi

il s fLiriban it la ol 1 lisEs
G. Lo Alalutarresiide cienn 5 el
fbsers e g, wpdecda’ i e rrpam st gu

fiors seipEniE
chdlis ol P ollwif idify
o e tercaless o fom che recotigrmat
I msif las: forrmia lerrimta
marirraistas Ealo sungs war arial
Leryas e Lo Tiprimsaceienss ok giliimini

Fccng de b pasids 200
Lk, 10G6x 723N

Coudtisy 8/

Emanvin
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matanals In addition with using a shipping
coritainar ard prodect packaging, for
exarmiphs, you confiont head on the medas
of transponaton mconsumear chans Do
wou bedieve these wiorks speak to ey
and canel charsobeisies of a gobal
eoonarmy arkd are ne longer as Amancan as
dugkf would have liked 10 have sean them?
£ 0 et melate thesa woks b udd
e in the sarea of tha athrmatc of spacs,
and b we operate il How the distance
beateseren thimgs inflisances our bahaion, mon
than o the pristine quality of the matanaks
Juckil g

This = webe | e, for estarmple, cheap
cardboard or sarple diftaosd
el s oo suraly hiokds trus, bt 1 bk e
uniarsal and can ba achieed vath matenals
assncsatd with poomess o thind warld

G Lt A thasa matonals that you
ansacaabe wWith econotneg Status also
sormething that raflects a parcuar oufture,
i Wesiea oo Latin Arrienca, Of slassdiens in
aur weorkd! 1T so, ho?

o) O dromarry poor arnas of the weald, chizap
ated i matenaks are r\cﬂ:nnﬁu.lmi [T+
craate something ek than the pamaoss these
materiats of ohipcts ware onginally creatad

for | Bk that cus. T a vary ntassting
ferm af recyciing reusng whch brosts the
creatme forcs that cofnes out of the scarciny
off resounces | remesinbar o mmpmessed |
s when | s anoe, 8 house ina fnesd

n Hio e Jarwarn, that one of s walls was
amated by slackng old boken eingeraors
G. L.: In "Bichos Gigantes,” 30058 you
aite the matchbos: forms of Lygia Clark

as irspaaton. How much de recant Lite
American movaments of art, such s the
Brazdian Constristivists, < auBiure at large,
e pieses oo ekl

S D Certamdy the Braglion Constrootvisis
maewvartenl and artests fasomate me, ool
as madarm achaectore n Labn Smencs

or Afnca, outscla of the nch westem
coumdnies Yes, these hwo fual g creabs
PSS W TN WS, SOMEITES i
muitredy arvl scmetenes mare rationally
G, Lt Cirin ou v some sarmples of moden
archileciue i Latn Arrenca and Slnca?

L D For example; the Chaterm Awolowo
Unresrsity carmpues i Migesa, banlt m the
suchies, D the Ggadir atfardable bousing
praject m Momcon. Hawe to manton,
awidantly, the city of Brasiha i Brazd  The
maain campus o tha Matonal Linnsersity

of Meaico, in Mamco Ciey. O the ganeral
weirik of Mano Pani o Féls Canclels, in
Ieian, arnongel others
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Jose Davila’s work makes constant reflections on modern architecture and urbanism,
contemporary art, its forecasts and failures. For this exhibition, the artist has
produced new works exploring notions of logical and illogical systems of thought and
perception, the hidden geometry embedded into them, whilst offering a moment of
reflection on modern history and its cultural tropes.

The exhibition consists of a selection of hybrid works. On the walls are shown a
series of prints of iconic Dan Flavin’s neon sculptures, intervened on by the artist by
removing the central subject. With this iconoclastic gesture, Davila reduces these
images to pure context, reminding us of the indivisibility between the subject and the
site, posing the question: what is, or was, more important — the subject, the moment,
the place, or the context? With these works, Davila comments on the role of images
in our cultural and subjective memory, and develops an active relationship between
the work and the viewer — we are compelled to fill in the void, recurring to our
memory or imagination, thus performing a creative act. Reproducing this absence by
arranging the frames with a void at the centre, the artist leaves a space for the
viewer to fill, personally and symbolically.

A large metallic sculpture placed on the floor offers a link between the
two-dimensional works on the wall and three-dimensional space. This structure
seems to extend beyond balance, presenting us with a nonlogical system of form,
questioning the relationship between form and function and its significance in art.
The sculpture draws a continuous line in space, a sideways eight, the symbol for
infinity. This Mobius strip is disrupted by the artist, who breaks it up with angles,
twists, and colour blocking that do not follow a discernible pattern. This sculpture
actualises space in relation to movement. The viewer is here invited to walk through
and around the sculpture, filling the void with his or her body. Ever changing
depending on the point of view, yet uninterrupted, the sculpture becomes a metaphor
for history, suggesting its eternal recurrence across infinite time and space.

Davila appropriates history, works of art, systems of thoughts, architectural models,

and takes up their potential by repeating them in a series of critical homages that
open them up to discourse and create new moments of creative possibilities.

at Max Wigram Gallery, London
until 13 July 2013
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Jose Davila, Topologies of light I, 2013
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Jose Davila, Untitled (Monument 4 for Those Who Have Been Killed in an Ambush),
2013

- L |

Jose Davila, Untitled (Flavin Pair), 2012

Above — Jose Davila, Shadow as Rumour, installation view, Max Wigram Gallery, London,
2013

Courtesy: the artist and Max Wigram Gallery, London
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Online published article Friday November 5, 2010 Bach 12 home
I
José Divila
OMR. Mexico City
by Adriana Herera
In Josd Dawvita's one-person exhibfion at OMR Gallery

In Maexico City, Ningun donde pusde s&r agula litie
inspired by tho expression “Mowhore can be thore®,
found in a letter by Gordon Matta Clark this artist borm
In Guadalajara in 1874 festures a show that |s as
consistent |n ferms of his own bajectory as |t is
enbghtening with regard to refecton about the properfies of the bodies and the ways in
which matter and represantation imf@rreiate in the bordering lemitonss bebtwasn arl and
archijscture.

This photography Instaliafion featuring 35 shots, manlpulated and framed saparataly. of
constructions: that have an loonic character from tha Pyramid of Cheops to Frans Lioyd
Wright's Faollingwater, the house above the waterfall; from the Roman Coliseum o the
Miemeyer Mussum poses gueries about the refationship betwesn space and the
canstruction of forms, of between contour and volume, Through a look thal has drfted
away from the naturainess with which we Incorporate in the world buildings that then
become an inseparabla part of the landscape. and in & certain way. we cease to ba
surprsed by their forms, the artist revises the great architectonic projects of mankind in an
unissual wy; ha irensforms them mis cutout silhousttes Sasn in this way, they becama
shapes withoul perspective, rominiacent of shadow puppets, and tinged with unrealty, And
navaitheless, they ara real, Oddty encugh, this distance bnngs these architectures, whose
comman tralt is immensity, back to the malm of the human dream, which s wltimately the
origin of evary consfrected space. And back fo sn umususl relationehip with utopia,
Because they have existed. Bud their visual intervention rigorous, insofar as il does not
alter the forms but only dissolves volume and detalls refers them to the empty apoece,
Ddvila makes a dissection, nat of tha constructions, like Motta Clark, but of o porcoption
of the way In which. by darkening them, these legendary constructions become abstract
shapes. And, Bs the artist himsell explains, this involvas the lacanian notion of “extimacy”,
o reference to the shift by which the inlimale interonty coincides with the exterior and vice
versa, For the work refers the viewer to the biography of the artist's searches. to that long
fascmation distance refatonship with archatacture, from which he |earned the ngor of
requisites and key rules for composition during his formathee perod, but which ke had o
transcand in arder o enter the domain of arbslic creation In archéacture, thare is no suckh
thing &% a blank page: the point of departure |8 always a place.
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Pari of the search for a no place and af the same fime, of the posing of & sol of rules,
unfolds = another fantastic work,  photographically documented; thaif exploras the
possibility of making 8 drawing without the dinect intarventon of the hand, Davila tied a red
bakoon leden with a poetics, with references to a siring thal remains verticsl thanks o a
small waight thal keeps it balanced, and at the end of the string, he placed a fall bip pan.
He allowed the pen to descend graduafly on & page so that it would imprint its trace
randomly until # went beyond the edge of the page of stopped moving, Mone of the
resulling drawings ane ideniical. even though the number of limes this procedure s
repeated eguats the number of images that comprise this subsal

Another way of approaching fhe relationship betwean painting and archilecture is o resort
to consfruchon elements such as glass and s shadow, or the wall he has intervensd in by
featuring black sguares of stripes io creats, three-dimensionally, abstract geometric works
that evoke a feng piciorial tradition, from the Russian supromatisis, through the optical
griists or the minimafsts. lo the pioneers of Coporele Invention ar Reflection on mather
and form reaches its culminating point in the sculpture the artist fabricates with building
bricks ‘which are very cheap and thorefore rusBic, endowed with organicity and slightly
diffgrent from one ancthar and which he aurrounds with neon sguares on all sides. While

the pieca evokes Carl Andsé, ar Dan Flavin and Lewill, al the same time It frans- figures
all that tradition through the salsction of an Imperfect material, such as the brick that
consirects the wvolume. and #s contrasts with the perdfection of neon. In his waork, the
relationship rules he explores based on 3 certain set of pre-pstablished procedures, bul
frem a vast mentad Beld, are subject to a permanent lension babtween art and architoclure
(with all thew tradition], or between the conceptual and Bs formal soluton. But the
uneguivoca! sign s unceasing transformaton
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Jowa Divvila/ Uaechitefo ilegole
Una conversaziane ba Josa Dévila & Manca Seatinl

MS Profarirgl cominciare o re dhal tue lovors p
dalle line. E eloé dalla va mesira “llego! archilect” presso lo
Studio Dabbani di Lugena,
Iri questy case all'ierne della galleria nean ci wne oo che
parsfi da vedere o unb spazio vuslo do alffoversare. Co-
struisel i ambisnse intemno maedionta cinque anfita-dnwolucrs
¢ pareti che honno una i di diverse colo-
re L= paral| pesd sembrone [osciote In fose di allestimento &
rivalanc [o lgrg moterio - legno & corbongesso - lo lom sk
turn volumalries — un refiocio geomatrica — cosl come | oo
ivld & wmpomoneild - pogsans essers spostobdi, Sem-
o addlrifira dei sisem sericli minimalish di cui nen ee
nosciome ko Matons In scann la definiziors di
ums spazio i cui o sfugge o grommotica cosiruiiva. Come
noson quasio progafic & quole &, se c'8, ks suo grommatica.
Edl rncg&ludl gualcosal
B Gussio pragetio riguarde le relazion spaziali, con all-
sionl @ strutture indetermingle @ incompivte dalls viks qual-
diara, quall mut di cartengesss o sfruture che dividona gli

spozi
Vispirazicne di opero & noto dalle o stk
mfmrﬂincmm Wm"mmm:lw—
31 spazi eapodiivi,
Prima che guasti muri fossers findti, polevans susers per me
dalla szulture in s
i senso di indeterminoiezsn = incertezza mi ha intitessato
mila, ad ho quindi usaie quess foiografie come punio di par
tenzo per ko creazione di Sidera aperfo. He earcato di cor
turare questo momérts di indsterminatezza nal processe, oo
ot ﬂﬂ]lﬁhqﬂi’l aie I
& Spera POIEONg 835N v
mnﬂminmimtﬁpﬁ,qmdndﬂh@u "
fuazicne sparsale. Possono shore do sol o hitte insieme in in-
finit] meodi " -
In questa senis ‘opero @ semgre lo stesso, mo =2
rm; nmdmmlvﬁhch-hauudlm.
M5 [| eolore ha perd qui un sus rvolo o coi non mi hai par
levtes, Prino o un adiro o lovees del 2003 in Svizzero
esi inhervenuln focenda dipingsra ufte ln paredi che seziono-
vono lo spazio intersa, Guale realt hanne gul o Lugono que-
off pianl cohorati®
JD Guande vanni imvitols e Eeole Cantenale d*Art du Yolois
un seminaris agli sudens a par fore un progesio per |o seuo-
, e quasta strithuro ma & bisnca, una soro d
spazio ferisico, nel quole gli shudeni moskono | propn pro-
geiti olla fire di ogni anna, Par il ress dall'anns lo sttt ri-
mane Iruliizzolg, un pe’ reppa per non opprckitiorme.
L mia imenzione, nel dipingere sgnl murs con un colore di-
werso, aro qualln di combiore lo funzione defla struftura; comer
firlg in un'opens in 18, pistosio che in un “recattora” di cpar.
In guesie ose, sono riuscito o produrre un infersmh sul pe-
sio affrovarso un‘aione semplicissma: o plturo.
| ealaii vivaei 8 || lora uso indiscriminalo fanno parte del fu-
go d'origine dol quale prevenge, non ho poura di usarli.
una relazions i
Mi ha anche dota I‘ap||:ufl4nlﬁ di sparimentars con i colore
In mada idimsnsionale, una specie di lakiriite crematice,
nal quole il colore & guast in foecio ollo spaticiore, in gron-
dissime asensioni, L

WIH&

l'a i

10 merze— 29 aprile 2006

Shadio d'arke contemparansn Dublben|

Joia Déwilay legol orchiec
A& convarsation bebecen jowe Divila and Moieo Scolisl

M5 | would like 1o otk cbout your woek dlarfing fresm #a It
wif, yaur sxhibdiicn "Nisgal orchitec!™ of fhe Studio Dabben|
In lugania

Here thens b nothing %o see inside the gallary but gl and
on ampty xpoce fo be crossed, You heve consrucied an inle
g walh frem antitescosings or winilly velth thair surfoces oo
et wilh differsnd colours. The walls laak gi Fthey howa bee
=l ol the pregaroion sioge ond redma thasir i - wisod
and plostarboord = ihsir volumairie srochire — o gesmeic
grid - and thel precorsusmess ond mmporateily - they con
£a moved. Thery even fook like Minmmalist serial sysssms with
an. unknown. progression. They produce o definlion of o
spocs wilh o constructive gromman et eicnpas v, How dad
fhia projad] onginoded ond whaol; it aty, 18 ils geammas

IO Thia project o aboid spatial relofanships, with olluicns o
natarminate and unfinished struckares inous sveryday lile,
such as walle mods af plasterboard ar srctures thot divide
FO0eE

Thie Iraparaticn bishind this work coms fom oking picum o
wioll ruchnas being bl lor mimemy piepowes (6 wiroo &
hibifian spocas

Bafoie thess wolly wera hrichad, | Ihnugl'.l I|'|E-||l ok b soulp
wurm in (hemsslee

The sence of indeterminomnes and incerituds fascincied s
1cr | wied these pichues oa the sarting point for the cvollon
&f *Sistang aperfo”, | tried o cophare this mamant of |ndssss
minaiensss in the process, o 0 purposs of iy work,

Tha fve anfifiee in ship work o relale iy eock other in mony
witys depending om the siie o spatial location. Thay can send
alare or all rr.rBltle in andies combanmion

by ks wamzs, thin vk [n the same yet will be difecart avary
iy wie see 1l

ME Calour ploys its own spocibs rele shat you howe nal el
manficnad. | o shinking of anclber of yeur warks dofeg fom
2003 in Swirzerlond, in which you bad all i winlh cvidieg
the: indarior Imo several porks pointed. YWhot roke da fhess
coloured pianes play herm in Loganal

4D ‘Whan | wis [nvised by the Ezole Contenale d"&r du Valai
i6.da B workshop with students ond o project af te scheol, |
bewred #his reaily big, white srucluss, o sort of od far type
whera sudents show thelr sroject ot the =id of sach veor
Ther rest of the year this strichurs won unused ond oo good ke
Wssn

Wiy irdenion |n palning soch wall d difesnt colour was 1o
change the hmctice of the sruchire and furn I inks e wan
iraell, rather thon o receplocs bor warks

i this coss, | wos oble to produce o very lavpe onsie inke
veplion with o simple aclion: pointing,

Bright colours and their indisctiminale wee ks por of whirs |
come koer: 'm not alraid To vse tham, Iy a netwal meiaton
i,

[t ot gos me the opperiunit o axgEriman| wil sl
30, o wort of cheomatic ||:||:|r|i|‘.1|‘h ji which cofoar |y pesity
mich in your foca n kerge parts of 8

Yyies Klesin soick: "B (5 nol concegdually fhe same & peind ane
square cepdimetre of calowr o %0 o malies” | beliess
fhis 4= b fnun

Alter the shew wan over, (e siruchsre ves poinfed white
ageEin and wanl l;h.:u:|-| o bcmﬂ whedt |t ulu-nﬁ hoc been
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Yy Klain dissn: “MNon & concaltualmantn o stesso coso di-
et cantimets quadio di colore o diec) mes quadi®,
Sia varo,
Dop la fine della mastra, lo srufura fy ridipinto di bionco,
& rilormid od eisers cid che sra sempre siato, || colore e sio-
o if voicolo por urre quest'opana,
M5 Allintecne della galleria & dungue della mostra <6 un ol
huanduhmimﬂnﬁ;thmhhhgmﬂw, In
eul delle sibuasiant eventuali incontrate per <ome un
barcola di loterizi, un blocco di merma, un reticele di melal-
Io ehbandanalo 5i trasformono in modalli di orchiteiurg eo-
aaniiie, 1| ke & amblemetica: *Shadies. for Riture buildings”,
Lo moguats & sempre sain (n onchitarura una previskons in
scaln ridofa del luture. In qualche mods wno simulaziona di
it cha dowrd) essene nello realid. bn questo casa pert i mo.
dello & cosuale, imprevists, inconbrolo per coso: for dal pro-
gefo. Queste m e el i par ossocio-
gione od edifici modernisti del possata. £ come se 1 invartissi
lidea del in guanio joke.
4D Amo | [l M inderessa molse || moda in cui | modek
It homna une wila propria. In ess| esise 'architetira, che ven-
ano coslruib e N,
Ha vt malfi progatii di archiletiuro nei qual ‘
proceso treative sana mella gl Inkressanti dogh sdifici ve
i @ propri. Pargh dimi ire anni cireo o scototo [eiografie
di quast oggetti cha ho inconsrate in siluazioni & leeghl mal-
hjlmlrmﬁhmmmmhrﬂhﬂ-vﬁumlnqmmqr-
chisafure, non come un obfed rouede, come edific] che gia
esishone offtovesso il proprio mededlo. Modelfi creati dalle cir-
coafonzs, che fomisons idse anchietoniche.
MBS A Prags in “Acsion Direcha® hai scritte sul mure lo pare.
la “lomarrow” con vernice nera ¢ gocciolonte, Anoorg un T
mando ailiden del progetie: sl wotfa di une conlesiazions ol
l'idea &i pionificozicne, ollides di un rinvie ol futeeo® in
ferere immonenzo®
4B Lo porola lomorow & plena di significall mullipll aitro-
yerss | presis o spiegare lo toria e lo sociei ofols.
L'idea di “domonl® & una chiave & volta nellidea di pro
gresao, di comseguenza nall impidso di modernismo & nalls
taple, che harne in un cerla mods controllot i| X" secolo,
Lo nozione df fulur ero un metars mobia impartanie per lo se
cisd rioderisia & onche vno strumenio per imporne le pro-
ia voctule & inlenzion]. Ho dipinke lo parole *lomorow” o
con estetivn dello decodenzo e del semplici
ch vedeve novmalmisnis vivews a Bedling, fors pes
wun'alfro cithd concsce maglic grashs porola , hewl prin
i sona ora viol, Ghuest' resanio |'utopio pardu
gp. ler spomanito. ded prhdrqmﬂduniﬂm s

mhunuﬂunmhbngrlmu o dal fuer lavara
de “l'archiletiong & | wo ppln*.mm un du
plizale speculars me differante deli‘slamento architefionice
che asumi come d'indagine, Come pord ci hanno in-
segnote | moestr ; Mistziche, Kisrke
goord @ Delowze, nalla ripatizione non s riproduce ['identice
me re i i I'ingombro dello moc-
chino o Fioo, e colonne di Prage e d| Santiege del Ci-
h,h;mﬁ:ﬂ ighione Borceflono di Miss & quella in le
gne di una Fovelos, Che senso ha per te quesin operoziong
di duplicozions?

JD Par me quests opere dl duplicozions sana phi una par-
dia che una ripetizione, Lo parodia & sempne shibka nella sie-
tia un infersssonte strumente: par o crifics,

Camie hal detin, In quest| egget che ripradues o catiurs con

lo fedogrofio non ho mal cencota di fornire una -
ziane equivalente, non sons mal idenfici af reale.
M intedassa | lparrectiveo defld simulozione® di cul parlova

Bawdrillard, nel quete dlla fine del processs di ¥
il reale divenia non sallanks h'h che p.l&m:-'uriprnd::.
ma cid cha & sampre gia i [iperreale..

Colout wou the vahicle by which this work wos creoted.

MS Them v orother profed i4 the gallery, and therefoos in
the euhiibition, thiit | find imparten - o photogrmoghic ons this
fime, in which sitotions poaslbly sncouniersd in the strom
suchoso ot belchs, o block of morble, o7 on abandoned
vt grid beorme models of comructed orchitecim. Tha i
ther * Shucbes or huture bulldings” | emblamatic. Models in ar
chileclisrs howe clwoys been o smallsogle anticipaficn of e
fubore. o some degres, o almukedfion of what the reoliby will
be, In Hils cone, howinvet, the mode i comnl, unplonned, en
eounisted by chanee - oulside the praject, This micro-grchi
fecture: Jeods us by association 1o the Modernint buildings of
the pasd. i is.05  you wore inverting the very projact Iden.
JO | love imodsls. U'm very intereed in the wiy models ko
their cwn lives. Archijeciore exists in tham, whether Ihey ams
bl ar not

I'vs sy toaary archissciaml plajests in which the models of
the crocfive procast are far more inisesting thon the Buikd
Irags thermsedvas, For about she loal thres yeors, 've boen ok
ing pichuras of thewe chjact | come aereu |0 very diflael st
wattons and ploces; off of them have coprured my otenfion os
cechileciur, notos an objer irowvds, ax bidlditgs that almedy
eadsl in Hielr models, Models crected by circimatance. which
P e anchitectina idead

MS In "sicrion Difecka” in Progue yvou wiote e wond "io
martew - on lhe woll [ dreppéing Black paint, |s it another ref
amnce i fhe project idee; & it an abpection fo the concept of
plonning, of ceferring 1o the fusure? |n fovous of inmeansnzed
JB Tha woed domartowe s ome Hled with mihiple Mg
frem which wes con eploin hidlory and fedoy's sociay,

Tha iden of “lamarros™ [y a keysione in the idea of progeess;
tharskore the drive of Moderdsm and ha say that seme
hew grevarnnd the 2070 century. The noticn of the uture was
an impariont malar in the Modarnist sociehy and o kool with
which to impose their wews end Inlealisns. | painied |he verd
“lomorrew” i Frague with the oethetic of decodance ons
slemgabe gyroifhi | uﬁmmunmn when | fived in Berlin; per
o no atter cily knows fhis spant ward of now wvoad princk
ke bellist. Thin wiork stands for tha less of viopic ond the di
Hiusizmmant with e Modarmish principles

M5 In a recent pince, whan ﬂ;uu',l.iin bl YR skl | said
*mrchilmeture ond |k doubis® You a ays consitrct [ e
I ot lifhoront i at tha archileciurn! slemem sdopl
&d oa lhe ﬂl!ﬁill:f your irvesfigofion. Howewar, o fhe mo-
:m ol repifition swch oz M u, Fiarkegoord and Delaurs
ave laughl s, with repebifion you do oot uce samathi
|:Iaﬁ||-c:|l-|gb|ﬂ somiathing hal urmd'm nf:rndﬂw bulky pg
dhaficin meschinery in Pygrio Sico, the cobimna b i cnd
Sanhoga i Chile, fhe wall of My’ Borewlona Pavilion ond
ihe woodan ane of o fowele — wior does s work of dupll
calien mean lo r:m'?

JD [ 1ee thase duplicotion works mors as o parody than o rep
oftion. Parody hos historically bean an interesting critical ioal.
As yob mantion, | have vl fited o offer an equivalisit rep-
ragantation in the obigcts | reprotliee o capture pholograph
wcally, they are mever identicol b tha real thing.

P inherased n the “hypermaism of simplotos” Baistnllard
spoko of, in which of the snd of the egreduciion proce, 1e
alily tiscodies ol anly thot which con be reproduced, but thot
wihich i obersys alneody seproduced: fyperealin

I Fhase cluilicaficina, T hove oiwmpled a kind of circulor se
dutkion in which ane oan'adally bighlight the diffarencss and,
therefore, the crilical peime oll hewe works oddess and
thasscater v i quakiies of the original object Like o machina
fhat dosen 't work or prodice amthing, o colusn thof doesn’
wppoff, & Mies povilion ceated via improvisafion and pes
AT RS

MS The scoffolding for the Comden Aris Tentre {2001] dnd
the Criso de Amerco in Madsd [2005) ale sveld a s
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In questa riproduzioni, iemo uno soria di seduzione cirealors
In ol st possans foellments distinguamm la differanze @ di con.
ugumull*ipurﬂdl'miﬁn,m s apere 8 rholgann o
hegang & infrinseche dell'aggeiic originole, Come
wmdﬂmenun hmwuthimpmmd?unulln.m
colonng cha non regge. un Podiglione di Mies foRa alirover
20 ['lmgrovwirazions & ko precarish,

M5 Anche | g?arllﬂﬂrrﬂh‘l.ﬂﬂCﬂ[‘?{ﬂHnw
la Coues e Amorica di Madri | implicavans una sarda
di duglicats delle faceiate degli edifici: erana perd una spe-
che dl pormsito complesse perché diventayvona un percosso
praficabile e richiomavone it une serde di alve El.nllml.
Come nosceva [ides?

40 Wi seno inferessats allidea mohisio negll aned *40, di

esprndere | [imili dello gallerio & all'idea di un oggene che.

diventa ante al punio che o offre who cerlo esperianza che 5
pud chigmaore arfe, || ponteggio & di solita w nonewanic v
sive, lo facciato fisico di un refrosceno perduto; queste sirl-
fure nomadi venne di adificls in edilizio coprende il pos
saggio urbono,

Al Camden Arts Cente, ned 2001, ho costruite una siruftare
di porteggio per un’ opsies ultive o funzionale, mo

foal pubblico. He irssiarmedn questo cggefs costruttve in im
ﬂhumﬂﬁhrhﬂm.ﬁﬁmhﬁﬂnﬂummd&
WVIErSE

Erar inv realid, come fulli | panteggi, i 1N peric-
ducﬁllri'pu,[lchnﬂgnﬁ’r:rdﬁ,dn-p Hnnzlrluf!:::u,
sarebbe nuovamense iomato o essere un for per fa e
Mﬂuumhhemmﬁmun'mmd'm
s & cosi cha lo si vuole chiomora.

In guadin cow & chiorissime che forte nan & I° cha s
guorda, ma l'esperienza che questa oggetto i da o K fa v

Ve

MS i rappatio to ko citié formole e quella infirmola ha un
ruolo el o lovoro®

Penza ai vari llvelli di complesiss di una cittd come Maiico
CF & defle cifid In Amariea latine, Guesho roppords & sialo

malte imperante per alcuni arflsifarchitedli come Marjaticn
o Francis Per Te?
JD E molio difficlle nen aueare in sinkanio con la cifd se vivi

in wr Popse come || Messico, dove spesso o reolid & pil siro-
na dalia finzlone & migliors di malio arta. F
Alcuni orishi 8 dedicano pi dirstioments o questo & alkun)|
Finistone per fame il itmotiv delle proprie opere,
antlﬂnmg]:nmmludirﬂnﬂ evidenie rn:;nﬂ-npr
i, ma spesso olimenlo | mie processl creolivi; od essmpia,
o legica dall'improvvisazions a e lecniche immaginaive di
colruzlsng i pane aone shate di granda isps
oo i . Clsconetonis, cso i oo e Ttk
invece di odurre |o suo esielica diretomante nelle mie ope-
e
Cerco di mantenaras lo mia epero | pll a possiblle, cre
oo o g by ol i et s
wiebbe ewere losciata [bere di esplorave. Lo mia relazione
can ko cita & quindi pid promisci, non & plonifieoin, pe-
aecadere o parfire do wn quoleosa di o al
Guals sono nrm.
MS Gual & 1l luo ropporto con 'eredits dal Modarno & con
orchileti messieanl come n, Jugn O'Gormon o
Mothias Goeritz da un leto, dall’ cion Rem Koolhaas su
cui hoi foka un lovaro®
ID Sone affascinato da come Panchitetura i sia wiluppom,
ideclogicamanie e lecnicamente, pil in 50 anni di i
sme che nel 200 precedent, Lo mio rmiczione parsonale con
il modemismao non pud essere dissociala dall'archikefur pib
che do qualungue olfro cosa.
H&lﬂmﬂﬁﬁhhﬂmdﬁhnﬂinw Barrogan e do-
e itz vanne per lo prima velio it Mesaico per insegno-

al duplieate of the building tocodes; however, thay ware 3
sorf of complex porotile beeouss they become o prodlicabh
roule and conjurad up g whole hoal of oiher funclions. How
dicd the Ideo wrigineind

JO | hives been interested in the idea from the 807 of o
panding gallery bourdories ond the idas of an obijec baing
arl sb long aa i 3 & catigln dxpariencs which con be
rolled ot Seoffolding is commonly o vitual nor-event, o iy
ical frand ko o lost backstoge; thess nemad shuchies go from
butiding o Is-u-ldlng covering the urbon 'n.nd.lcui:.
Ad the Camden Arts Cenire in 2001, | bulh o sesifaldiag s
lute loe nenprodysiive or furctidnal wark a1 a place Tram
which jo contemplie the ety ord spen io tha public. | ban-
farmed this conafruction object into o noaulfinran ane, an
|§p Because it wot serving o Aiflarant purposs

Achmdly, liké all scaffolsing, il was rented for o certain lmo,
which mesnt i wos galng to become construchion scaffilding
again after the show wos finished and would stop baing =1
art instodinton, H his s what yeu would ks i :ﬂ i¥,

[ this cows, I is vary clear ad art s nol an obsed) yoo loo
af bt the axgerience the objoct provides you with o ollews
you o houe

MS Doss the relofionship betwean the formal city and the i
tnrmol one ploy o pail in your workl

| 'om thinking of thm vorlous levaly of compleaily of o city such
i Mexica OF and Lafin American cities, This relaBanship we
exiremely importan! for some arfish/architech such as Mok
jtic: Potre and Froncia Alps, What abau youl

20 B b vy difficult nat b reldie b the city oo e o e
country like Mazico, whers reality s olten skcnges than fic
ey arnel batier than o great deal of art.

Some artiat will addrew fhis mene direciy ond tome will u-
fimaely moke 0 the leitmetiv of fair werk

Tha ity disems not plery 0 divact or abvisus rola in my wark bu
It ehiwn lusly sy creofive procasses: bar insance, the logic of
imprervizsafion and imoginotive consrustion Rechaiques foond
In poor areos insplre me graatly. MNevertheles, | 1o hold
aniaa ¥ cxs can bedeny el e trarislle i onsthedic directhy in
o rrl'!ruﬂ:lri

| iy bo Resp iy wiork o opm op posible. | balieves o B o
vahicle foe ideas and should be s&f |loos fo noplore. 5o, my
ralationship with the city is more promiscious, nol o alan; §
miry hoppan accidenally, which I'm ogen e

MS Whal is pour ralatiamhip wilh the Moden legacy ard
Mecicon orchitects soch oy Sarrogon, Juon O'Garman ond
Mathios Goerllz on the one hand, ond with Rem Koolhom
an the ::w, the subsject of o rew work?

30 I'm bascinatos by how amhitechrn developied idesogical
ly end technically E:m-nﬁ[l ru of Modernism than an the
previow 200, My persona| reeriionship with Maderdim con
ot pe detached from archibechure oy mom fhen anyhing ele
| actuelly come fram fhe city where Barragan wes bom ane
where Geoerity first tought in Mexjoo in the fose 1940, Tha
clty b & shiong errehitestures] harilaga, in many woys thsn
ke Ba ri-and Goeriz.

Theeir calloboarofion ond [nvestigations fnks the pednty of itker
section betwean archilesiure and seulphrs. bova Been impar
et e ma; and also the vy they gove thelr worka o slrang
emaiiantl one mysierious content, | ike e “emofional onehl
fectura” proposed by Gosrite, ohowgh | do net sympolfizg
with Goerilz’s MIPM| Py eficisn,

A bor Knobhous? | don’t think | howe amy kind of spesific reks
fisnahig; i is groat 1o sae him accemplish and eatry many of
Iz ideos ans Inmerdicns presented in Mew Bobdon by Can
arcart [nbes el Bk, | ibsink Koalhoes s o friend of botl god and
thie cereil

| ewiat e o wark e one of s | slioed the fomou bock
he prestuced in collobarton wilk Biues Moy, S8 LEL Inhs

"DIJ[ r}ﬂl’l‘l
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re afla Hine degll annl ‘40, Gluesta citd ho uno forte sreditg
cithrale che = deve, in molli modi, o Borrogan & o Gosritz.
L bores colloborazioni e indegini sl purk di inlerseziane fra
architettura & sculturo sano siofe imporianti per me; e onche
i| moda in eui hanno fomi alle proprie cpare un con-
tenuto emozionale m migtesioso. Mi pioce [ orchitefure smo-
sicnale® propasia do Gossditz, sebbane non simpofizzi con il
misticieme religioso di Goeritz

Kaiolhoas? Man credo di avere un gualungue Hpe di relazie-
ne specifica; & swaordinorio lavarare & realizzara

mehe delle ides e inlenzioni presantote ollo Mew dn
Constont. Credo che Keolhoos sio omico di Dio e del diovwe-
& al abusac

Mo creoi una volie @ oo una delie sue, ho logliols in
quatiro parfi il fomoss | che fece |n colleborozions con
Brce Mo, 5 M, LEL
MS Tutiovio mi domando guale ora lo twa idea quando hai
sazionate in guatta parti 5, M, L XL di Rem Koolhoas. An-
che |7 guess oo un duplicals oleroio? Uno parodio, coma
dici w, di un libre che frosformavi in scubtra® Anche in que
#ho cone prendevi od oggetts ke forma e il wolume del ko o
et 1l sue eantenule, Oppure sl trotava di quolche cosa d'al
trofd
JD la mio infenzions nall‘intervenite sul ibre e quella di
CrEare una SOV ziane lisken di informozioni, distorcers
i| contsnuto del libra mischionde pogine diverse in sezsoni di-
vorse, per esplorare il eoos come trumante creative, per crao-
r iy spicee dl “ipesdnformazions” nal Rbro.
Mo mentra lo focevo, ho capio che non foceve alcuno diffe-
renza, o olmeno nienke di particolone, dol momenio che que-
ae lbro e ssmplicemants do guordare, non do leggee.
Guesto fibre & l'esempio orchetipo di cid che mods libri d'ar-
1o sons diventali negli ulimi anni, un'sisessiane di immaginl
rive di contenuia, s i
divise il ibro in quatire , eon misure diverse che vo-
Hawana dal piecole nﬂ'mrn-l%.
Il e & saesies qoind] Frasformoto. in uno sculteo fouhclogico
o in wne metgsculum,
M5 All'inizio deflo tuo offivitg i hal ricoperie uono mocching
con carta argentota, appallotolons fole di possoggio con
lines do conoling cho pei espaneyi 1 zzali, Viogliems §-
nire pationde di quest et origini® Come hai co-
mircioin?
JO Lauta venne realizzosn nel pericdn del wev el Came
dea Ak Canlra, & slove nsovamante lovamando all'idea di
espondare | limin dafla gallaria,
Ho eoperin e mocching con un incorio metallico, in mexzo
allo strodn, fuon dof Centre Cullared d'Mexique, usando lo
stroda come posto per o creazions.
Divenne un orione che inlerveniva sulla strufues dello wio ure-
bong, per o swa rarle Inuilid.
Siave usondo |o scullure per “congelare” un dato mements,
come una strumento decumanhoristics, quasi come fi una lo-
fogrofio. Parché il cales metalfics di questsurs, che veniva
porcheggiols tul | giomi nalio steswo , anne pio o
nfrodofio. come s ol nterne galletio per lo me
aha.
Gli prizzonfi occarioociafi sono (n commenta sullo !n‘l?d:r
s dell'ulopa attaverss lo distuzicns dell’ldealismo. £ un
modo di modificore § conlenuio dellimmogine intervenendo
sulle qualig fisiche della carfo. Usa le distnazions come mez-
I par lo creazions.
Ho cominciato shedlards archismirn, Amo Uidea che 'or-
chiitemyra sig storia scritio con Io pisf, ma poi ho copito che
'grin i fo slorio del pensiero wmano e delle emozion scritio
con qualsioli mezzo o disposizions.

JOSE DAVILA

ME | wonder whot yow iden wis when you cul 2=m Keal:
haai” 5, M, L X inte teur parts. |x IF arother cose of an ol
tereel duplicole? A poredy, e wou say, of o book thal wou
lurred imlg 'Il'.i|IF'|I.I1'|? -ﬁﬂmu, O W Irﬂlnl_:]. il baren ad
the miosd of thie Book o an absest, nal |k contents. Or was it
something elset

JB My inlenfinn whon sadong o fhis book wos 1o cretlke the
physicol supsrimpoaltion of infarmation; ko distort the contant
of the baok ay diffarent poges mixed in difloront seclions, o
amplore chaos as o creative kool, o creote o o of “hypersin
atmation” in the book

But, oy | wos deing this, | realized & didh™ moke any dilfer
ancw, of of lead o big o, becouse the bood was Intarided
merely ta ba loaked ot and not read. Thiz book (1 the orche
typical sxampls of whal s many ot books hove became in
recem| 'y, nbsessed with immage ond devoid of content

| cub the beok into four slices, varying the sizes from small o
axtro-lorga.

5o, the book wos lumed |nie o sulpture, o loulslogical o7
mgio-acylplure

MS A the htrgnrr'llr:g of VOUE COTREN YO criverad o cor wilk
foil wrop ond screwed up londuaps phatographs with pie
lure-pasteard sodines, which you fhan exhibited sireighinned
oul. Shell wa finksh by speaking of fhese works of the eorly
doysd How did yeu shart]

JO The car was dons o the some fima os fhe scofolding o
the Casmschan Arls Candre ond | wos, ogoin, working with the
foes o exponding fhe gallery: bourdarisg

| covmrad the car with foil wrep in the weet, autyids the Can
fra Culhirad ' Meaxigue, using the streal =& the place of ars
ofion

i1 became actan on fhe labne of urban life, appasedy wilh
oul purposs.

| was using sculphure ko *fresrs" o cernin moman, o o doc
ymary aid, almost ke phologrophy dosy. Becouss. e
mrinlic cost of this cor, porkad: outside: in the some piccs
everyday, was laler infroducsd o1 o wulplire |Rddds e
gallery for the show

The crumpled shylings cre o commmen? of the disappanioace
of viopios threugh the desruciion of ldeallsm. B by o way af
mndifying the conlent of the imoge by nisevening on the FH'IE.I:-
lcal proparfies of ive poper. It uses destction oo medni fof
cimetion

| begen by pudyirg archibeciye, | like dha cdan kot orchilec
pare is hiskary wrifien in skons, Dul then | realized thal aif o the
history of human thaigght and emations wriien with wholseed
awailable
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JOSE DAVILA

W Jose Davila

[;-ll'l'lﬂll'l Arts Centre London
September 14 to November 1

the result of & short on-gite residency, The piece is 4
shumelossly indulgent eneounter with the inlernal and
externl architectural structure of the room and its cle-
vation over Finchley Road. A scaflolding platform leads
outl through o lurge window, wround the outside wall, te
another window in an adjacent wall. Coloured mesh
adorns the structure outside, which nesintains o sense of
suthenticity, This looks and feals ke real seallolding,
prirmy and slightly wobbly. At certuin fimes the windows
are opened, allowing passage along the scaffold. Near the
exit point of the platiorm, an indecipherable floorplan
hins been sketehed on the wall. Opposite this & thick red
line has heen painted so that it marks out o territory
aeross one wall and onto the foor. Although engaging in
itself, the propinguity of this pisce to the discourses of
sovinl engagement and ethical responsibility suggested
by the work of Doris Saleede and Sophie Ristelhueber i
nafortunate; These artists are engaged in an activity that
is hoth paliticised and theoretically complex in & way
that seems far removed from Ddvila’s playful nppraach to
construction aestheties and viewer participation.
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