


This catalogue is published on the
occasion of the exhibition Miraldsa.

De gustibus non disputandum, organized
by the Museo Nacional Centro de Arte
Reina Soffa in collaboration with

La Fébrica Editorial, the Institut Ramon
Llull, and with the support of the
Fundacion Espaficla para la Ciencia

y la Tecnologia (FECYT) and BEEP.

Palacio de Veldzquez, Retiro Park
June 24 - October 17, 2010

TR i
{f.,w_ﬁ_x _wwﬂhun:s._ @ﬁmﬂ_ _

Lengua y cultura catalanas

EXHIBITION

Head of Exhibitions
Teresa Veldzquez

Coordinator
Patricia Molins

Coordination Assistant
Adriana Marin

Exhibition Design
Enric Franch

Conservation

Juan Antonic Sanchez
Virginia Uriarte

Marta Segura

Registrar
Patricia Alonso
Natalia Ferreiro

Management
Natalia Guaza
Ana Torres

Shipping
Cuttural Sense
AATS

Ordax

Insurance
Poolsegur

Installation
Alcoarte
Carri6n

Audiovisuals
E-Tech Multivisién

Lighting
Toni Rueda

BEEP|

CATALOGUE

Edited by the MNCARS
Publications Department

Head of Department
Maria Luisa Blanco

Editorial Coordination
Mafalda Rodriguez
Amaia Mugica

Graphic Design
Saura - Torrente

Layout
Edicions de I'Eixample

Copy-editing
Melissa Larner

Translations

Jane Brodie (pp. 3, 7-37, 4757,
71-79, 156, 160-151, 170-171, 220,
222-223, 226-260)

First Edition Translations (pp. 38-45)
Celeste Olalquiaga (pp. 81-86)

Proofreading
Louise Stein
Erica Witschey

Preduction
Julio Lépez

Plates and Printing
Tf Artes Gréficas

Binding
Ramos

© of this edition, Museo Nacional Centro de
Arte Reina Soffa y La Fébrica Editarial, 2010
© all texts, authors

© all translations, authors

© images, Anteni Miralda. VEGAP. Madrid, 2010

ISBN: 978-84-8026-423-5
ISBN (La Fabrica): 978-84-52841-65-1
NIPO: 553-10-025-2

Legal Deposit number: M-40620-2010

General Catalogue of Official
Publications http:/mww.060.es

[Cover Image)

La esclava Anastasia

[The Slave Anastasia)

Ric de Janeiro, Brazil
FeodCulturaMuseum Archive

LA FABRICA EDITORIAL

Publisher
Alberte Anaut

Editorial Director
Camino Brasa

Development Director
Fernando Paz

Producer
Paloma Castellanos

Organizer
Rosa Ureta

La Fabrica Editorial

Verénica, 13 - 28014 Madrid

Tel +34 91 360 13 20 + Fax + 34 9] 3601322
e-mail: edicion@Iatabrica.com
www.lafabricaeditorial.com



11

39

47

59

71

81

87

251

255

259

CONTENTS

Between Anomie and Agency: Dialectical Images
Manuel J. Borja-Villel

Guided tour
Valentin Roma

Miralda and His Time
Marc Dachy

From Food to Monument: The Intercultural beyond Rituals
Néstor Garcia Canclini

Miralda: Turning the Tables
Cecilia Novero

Miralda, Master of Ceremonies, Artist of the Ephemeral
Isabel Tejeda

Tongue in Kitsch
Celeste Olalquiaga

Essay for a Catalogue Raisonné

Amy Rosenblum
Valentin Roma

Works in the Exhibition
Biography
Bibliography



MIRALDA,
MASTER OF
CEREMONIES,
ARTIST OF

THE EPHEMERAL

Lsabel Téjada

The anti-institutional and countercultural sixtes, which soughr release from any number
of restrictions, provided an ideal context for the production of an art with artitude that
broke from the norms and the return to order that had taken hold of the field since the
forties. Arriving in Paris at the beginning of that decade from a country experiencing an
extreme dictatorship must have been like breathing in fresh air for the first time.

Miralda arrived in Paris in 1962 with a fellowship to study fine arts there for four
months; except for a brief spell when he had to do military service, he stayed in France
through 1972. Indeed, his first works using toy soldiers—fruit of thar grueling experience
in the military—and the need to go beyond the four walls that limited possible ways of
generating art experiences, must be understood in terms of his life story. Such works
would not have been possible in Spain under Franco, where even whispers were censured;
the streer and the university were taken over by gray-clad horses, and political speeches
were forced to make use of too many metaphors.

Meanwhile, Paris was a celebration, a city imbued with the desire to change social con-
ventions, a liberating and emancipating place with an enchusiastic atmosphere where
everything seemed possible. The world over, neo-avantgardes of the moment were com-
mitted to giving art the character of an event, doing away with its physical nature, includ-
ing time and space coordinates, as well as encouraging the participation of viewers until
they became users. It was in relation to these new formulations of art that Miralda found
the specificity he has been able to develop, without compromising common sense, for
more than four decades.

He was not alone in this process: in his social milieu, Catalan was spoken in addition
to French, as litdle by little members of a group that the critic Alexandre Cirici has called
“The Catalans of Paris” arrived in the city. Along with Miralda, who was from Terrassa,
were Joan Rabascall, Jaume Xifra and Benet Rossell, with whom he worked in the sixties
and seventies, making some of his first collective productions. Indeed, from the begin-
ning, Miralda’s works made use of a collective structure, which proved necessary when
his projects became monumental in scale. Due to shared affinities, he also came into con-
tact during those years with Pierre Restany, the intellectual leader of the Nouveaux
Réalistes, whom he mert through Rabascall. The New Realists employed strategies of
appropriating the real through the defense of “a fracture that would make way for a new
language based on the adventure of the object and the affirmation of urban culture.” In
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ful, festive and humorous aspects that characterize Miralda’s work mingled with the
notion and practice of the visit thar, since the nineteenth century, has been based on self-
control, order, distincrion, and courtesy. Behind the subversive and apparently surface-
level transformarion of these riruals lies a criticism, through parody, of their attendant
social behaviors. Miralda and his team respected to the letter the rites of 2 firse visit, and
no one felt unwelcome: the host greeted guests at the door, showed them the house
and its furniture, offered them music and delicacies. But there were subtle alterations:
welcoming people next to the host was Jaume Sisa singing Qualsevo/ nir poz sortir el sol
(Any Nigh the Sun Can Rise); the showing of the house took the form of an ascending
initiation rite in which the visitors became part of the setting like live sculprures, wearing
colored capes that on each floor matched the delicacies offered. And as visitors went up
the three floors—mauve, orange, green—they came upon a maid who was ironing as the
visitors came into the room, the waiter, the cook and the mattress-maker hard at work.
In Miralda’s works, everyone is invited. As ar that celebration jn 1976, in each of his

Green zone, Situacis-Color,
Barcelona, 1975

the visitors resound: “Oh! Welcomel Come in, come in / May sadness go up in smoke /
My home is your home / if homes belong o anyone.”
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