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JOSE DAVIL

Sy / por Greg Lindquist
(New York)

South American artist friend recently
Asuggested that the migration and

digestion of contemporary art from
North to South America sometimes takes
many decades 1o be reflected in the art.
Perhaps, the rapid increase in distribution
and circulation of art through the Internet
and international fairs has also sped up
this process. However, Jose Davils’s
sculptures and photographic manipulations,
responding to many North American and
European threads of modernist traditions
and movements, demonstrate that this
process of exploration and investigation
can be a slow, protracted and rewarding
act. Through email dislogue, Greg Lindquist
and Jose Davila discussed these concerns
surrounding his work.
Greg Lindquist: In Untitled (The Space
Beneath Us) (2012) at Art Basel Miami
Beach, notions of the purity of color are
toppled in favor of an improvised sense
of materigl 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
inform the way this piece was made?
Jose Davila: Public space is a utopian
context for an artist to work in. Everyone
can experience the waork, an old lady,
children, etc. Most people that come across
the work were not searching for it, so their
expectation is somehow totally “clean”.
To waork in public space always presents
this opportunity. To give the work the
opportunity to confront real life and see
how it adapts 10 it. | was indeed interested
in doing 8 work that would interfere in
3 positive way with the park, with what
people do in the park, to become an activity
and not just an object to look at. | wanted
10 do 8 staggered real space, out of the
notion of a suggested space by 2 fake
perspective that comes out of Albers's
paintings.
G. L.: Through the literal removal of these
artists from the photographs with their
work—Iargely men, such as Henri Matisse,
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Untitled The Space Beneath Us,
2012, ART PUBLIC, Art Base
Miami Beach 2012

Mexican Tlaguepague traditional
handmade cevamic, 10x 10 m

Caurtesy of/ ]
Galeria Travesia Cuatro,
Madrid and OMR, Mexico D.F.
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I think healthy works of art raise questions, which I don’t have the answers
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is good, just because he touched it. It's a
proposal, rather than a critique, to remind
us to focus on the work rather than the
character,

G. L.: Do you feel like that adulation of
the artist’s mythology is a problem in
contemporary art now?

J.D.: Yes | do.

G. L.: In Untitled (2012) the sculptural
mobile based on the structure of Albers's
square, the removal of color functions
similarly to Topologies of Light (2012) in
which you cut cut the fluorescent tubes
from photographns of Dan Flavin's light
sculptures. In a way, in both works, you
are removing a key quality in the work,
How much do these works in your opinion
complicate homage? And do they function
to you as a critical gesture towards, for
example, the fetishization of purity or
reduction of form?

J. D.: The very first mobile | did was indeed
all black, bacause | wanted to work with
the proportion frames Albers used, That
somehow functioned as a container to be
filed many times with diverse combinations
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of colors. | wanted to use those frames in a
spatial way, 3 three-dimensional work that
came out of a two dimensional one about
perspective. However, into the search

of trying to produce a sculpture out of a
painting | realized it could work also with
color and so | did.

Neglecting the light tubes in Flavin's
photograph is 3 strategy to raise the
question in the viewer about which role the
tubes played in Flavin’s work, are they the
work? Or do they produce the work? | think
healthy works of art raise questions, which
I don’t have the answers for.

G. L.: Absolutely. If you remove the light
tubes, then you have the atmospheric light,
which is a result of the light tubes. But the
tubes alone do not make the work, even
though when Flavin first exhibited this
work, this was the most challenging part of
the work. No one wanted to acknowledge
the result of the tubes. Are you interested
in any spiritual implication of the light?

J. D.: I'm not personally interested in
spiritual implications in art; however, itis
indisputable that light does have a great
impact on human behavior and reactions

to perceive spaces and even feelings. Itis
interasting how susceptible human feelings
are to light,

G.L.: In many of your works, you locate
new materials or ways to reconfigure and
reconsider Modernist and Minimalist forms.
This comes up several times with the

motif of Donald Judd's Stack formations.
For example, in Horizontal Vertical, (2012),
you re-imagine them with weathered
driftwood, Untitled {2008) with segmented
shipping containers, Untitled (2007) and
(2009) with consumerist cardboard boxes.
Judd’s dour ideas of symmaetry, repetition,
the specificity of a particular object and

the inherent qualities of the surface are
placed in a tense contrast to the ephemeral
and irregular qualities of your choice of

a la perspectiva. Sin embargo, en el curso
de |a busgueda implicita en tratar de crear
una escultura a partir de una pintura me di
cuenta de gque también podia trabajar con
color y asi lo hice.

El descartar los tubos de luz de las
fotografias de Flavin constituye una
estrateqia tendiente a hacer que el
espectador se cuestione el papel de los
tubos de luz en la obra de este artista
¢Constituyen ellos |la obra? ;O producen la
obra? Creo gue las obras de arte saludables
plantean preguntas para las gue no tengo
respuestas.

G. L.: Absolutamente cierto. Si eliminas los
tubos de luz, queda la luz ambigntg, que

€s una consecuencia de los tubos de luz
Pero los tubos en si no constituyen |la obra,
aunque cuando Flavin exhibio esta pieza por
primera vez, esa fue la parte mas desafiante
de la obra. Nadie queria reconocer &l
resultado de los tubos. ;Te interesa alguna
implicancia espiritual de la luz?

J. D.: Personalmente, no estoy interesado
gn ninguna implicancia espiritual en el arte
No obstante, es indiscutible que la luz tiene
un gran impacto sobre el comportamiento
humano y las reacciones para percibir
£5pacios y aun sentimientos. Es interesante
lo susceptibles que son los sentimigntos
humanos a la luz.

G. L.: En muchas de tus obras, incluyes
nuevos materiales o formas de reconfigurar
O reconsiderar las formas modernistas o
minimalistas. Esto surge varias veces en &l
tema de las formaciones de apilamientos

de Donald Judd. Por gjemplo, en Horizontal
Vertical, (2012), las reimaginas utilizando
madera de deriva desgastada, Untitled/

Sin titulo (2008} contenedores de carga
segmentados, Untitled/Sin titulo {2007}

y (2009} con cajas de carton propias de la
sociedad de consumo. Las persistentes
ideas de Judd sobre la simetria, la repaticién,
la especificidad de un objeto en particular

y las cualidades inherentes a la superficie

se sitan &n un tenso contraste con las
cualidades de transitoriedad & irregularidad
en tu eleccién de materiales. Ademas, al
utilizar un contenedor de carga y empague
de productos, por gjemplo, te enfrentas
directamente con las formas de transporte
gn las cadenas de consumo. ;Crees que
estas obras hacen referencia a problemas y
contenidos caracteristicos de una economia
global y ya no son tan estadounidenses
como Judd habria querido verlas?

J. D.: Tiendo a relacionar estas obras de
Judd mas con el sentido de la aritmética del
gspacio vy la forma en que operamos en &l
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materials. In addition, with using a shipping
container and product packaging, for
example, you confront head on the modes
of transportation in consumer chains. Do
you believe these works speak to issues
and content characteristic of a global
economy and are no longer as American as
Judd would have liked to have seen them?
J. D.: | tend 1o relate these works to Judd
more in the sense of the arithmetic of space,
and how we operate in it. How the distance
between things influences our benhavior, more
than on the pristine quality of the materials
Judd used.

This is why | use, for example, cheap
cardboard or simple driftwood.

Judd's precept surely holds true, but | think is
universal and can be achieved with materials
associated with poorness or third world.

G. L.: Are these materials that you
associate with economic status also
something that reflects a particular culture,
in Mexico or Latin America, or elsewhere in
our world? If so, how?

J. D.: In many poor areas of the world, cheap
and found materials are reconfigured 10
create something else than the purpose these
materials or objects were originally created
for. | like that cue. It is a very interesting

form of recycling, reusing, which boosts the
creative force that comes out of the scarcity
of resources. | remember how impressed |
was when | saw once, a house in a favela

in Rio de Janeiro, that one of its walls was
created by stacking old, broken refrigerators.,
G. L.: In "Bichos Gigantes,” (2009) you
cite the matchbox forms of Lygia Clark

as inspiration. How much do recent Latin
American movements of art, such as the
Brazilian Constructivists, or culture at large,
influence your work?

J. D.: Certainly the Brazilian Constructivists
movement and artists fascinate me, as well
as modern architecture in Latin America

or Africa, outside of the rich wastern
countries. Yes, these two fuel my creative
process in many ways, sometimes more
intuitively and sometimes more rationally.
G. L.: Can you give some examples of modern
architecture in Latin Amaerica and Africa?

J. D.: For example, the Obafemi Awolowo
University campus in Nigeria, built in the
sixties, Or the Agadir affordable housing
project in Morocco. Have to mention,
evidently, the city of Brasilia in Brazil. The
main campus of the National University

of Mexico, in Mexico City. Or the general
work of Mario Pani, or Félix Candela, in
Mexico, amongst others.
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Jose Davilz's work is basad on his interest in the
relationship between reality and fiction, space and
temporality under architecture &s a recurring theme.
Since 1995, Dévilz has exhibited in numerous venues
such as MoA PS1, New York; Kunstweske, Beslin:
San Diego Museum of Art; Beina Safia Art Museum,
Madrid; Prague Biennale, Camden Arts Centre,
London; Museé de Art Modeme, Saint-Etienne;
Fundazione Brogavica 33, Como, among athers.

His work has been regresanted in internationsl
publications such as Cream 3, Phaidon Publishing
Hause, 100 artistas latinoamericancs, Exit Publishers
and Megastructures-Reloaded, Hatje Cantz, editors.
D&vila has receved suppart from the Andy Warhol
Foundation, the Kunstwerke Residence in Berlin, and
he has been the recigient of the Schalarship for Young
Artists granted by the National Council for Culture and
Art, Mexico. He is the dire ctor and co-founder of the
0PA space for arts management, Guadalajara, Mexico,
where he currently lives and works.




