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Since 1954 the Oral History Center of the Bancroft Library, formerly the Regional Oral History 
Office, has been interviewing leading participants in or well-placed witnesses to major events in 
the development of Northern California, the West, and the nation. Oral History is a method of 
collecting historical information through tape-recorded interviews between a narrator with 
firsthand knowledge of historically significant events and a well-informed interviewer, with the 
goal of preserving substantive additions to the historical record. The tape recording is 
transcribed, lightly edited for continuity and clarity, and reviewed by the interviewee. The 
corrected manuscript is bound with photographs and illustrative materials and placed in The 
Bancroft Library at the University of California, Berkeley, and in other research collections for 
scholarly use. Because it is primary material, oral history is not intended to present the final, 
verified, or complete narrative of events. It is a spoken account, offered by the interviewee in 
response to questioning, and as such it is reflective, partisan, deeply involved, and irreplaceable. 
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In 2017, The Getty Center initiated the exhibition Pacific Standard Time: LA/ LA, an ambitious 
and far-reaching series of exhibitions across Southern California that explored Latin American 
and Latino art in dialogue with Los Angeles. In connection with this exhibition, The Getty 
Center sponsored life history interviews with selected Chicana/o and Latina/o artists, many of 
whom were featured in the LA/ LA programs. These interviews, conducted by the Oral History 
Center at the University of California, Berkeley, aimed to document the lives and experiences of 
these artists amid the dynamic and changing art world of the West. David Lamelas was one of 
the selected artists.   

David Lamelas is an Argentine artist recognized internationally as one of the pioneers of 
conceptual art. Born in Buenos Aires, he became involved in Argentina’s avant-garde scene 
during the 1960, and was a member of the famed Instituto di Tella. A graduate of the Academia 
Nacional de Bellas Artes and Saint Martin’s School of Art in London, Lamelas has traveled the 
art worlds of Latin America, Europe, and the United States for over fifty years, winning acclaim 
for his innovative and cutting-edge work. From sculptures and installations to photography and 
films, his art has creatively explored the themes of time and space, as well as interrelated topics 
such media, communication, and popular culture. He is the two-time recipient of the Diploma al 
Mérito from the Konex Foundation for conceptual art (1992) and video art (2012.) He also the 
recipient of a Guggenheim Fellowship in Fine Arts (1993) and Germany’s DAAD Stipendium 
(1998). A true “nomadic artist,” Lamelas lives and works between Los Angeles, Buenos Aires, 
and Europe.  
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Interview 1: September 20, 2017   
 
01-00:00:04 
Holmes: Okay. This is Todd Holmes with the Oral History Center at UC Berkeley, and 

I have the pleasure of sitting down today—which is September 20, 2017—
with David Lamelas. We are here at the California State University Long 
Beach University Art Museum, and we are also joined by Glenn Phillips from 
the Getty Center. Is it “Getty Center” or “Getty Museum?”  

01-00:00:27 
Phillips: “Getty Research Institute” is my part of it. 

01-00:00:31 
Holmes: Oh, that’s right. Okay, the Getty Research Institute.  

01-00:00:32 
Phillips: And the “Getty Center” is—   

01-00:00:34 
Holmes: It’s the all-encompassing— 

01-00:00:34 
Phillips: —the entire organization. Yeah. 

01-00:00:36 
Holmes: Yeah, yeah. Okay. And Glenn will be joining us here in our four sessions on 

the oral history with David Lamelas, which is part of the Getty’s initiative of 
the Pacific Standard Time: LA/LA exhibition. David, thanks for sitting down 
with us. 

01-00:00:52 
Lamelas: Well, thank you. 

01-00:00:53 
Holmes: So in these four sessions, we are going to talk about your life, and talk about 

your work, and just kind of go from the beginning to the current. And maybe a 
good place to start off is to talk a little bit about your family and background. 
You were born in 1946 in Buenos Aires, Argentina, and your parents were 
refugees of the Spanish Civil War. Is that correct? 

01-00:01:23 
Lamelas: Well, first of all, I was born as a twin, with my brother, Victor. There were 

both of us, Victor and David. And he passed away at a very early age—at five 
and a half—of meningitis. And then I just became on my own after that. And 
my parents, they immigrated to Argentina during the Spanish Civil War, and 
they actually didn’t know each other in Spain. They met in Argentina. And 
they had me, and Victor, and a sister, Adelaide, and a brother called Jose. 

01-00:02:15 
Phillips: Did you have Spanish citizenship as well as Argentinian? 
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01-00:02:18 
Lamelas: Oh, actually, I do have Spanish citizenship, yes. Yes, because for me, it’s 

more convenient, because I spend a lot of time in Europe. So for the last 25 
years, I carried a Spanish passport. 

01-00:02:30 
Phillips: But not when you were born? 

01-00:02:32 
Lamelas: No. I was born as an Argentinian, but then, about many years ago in Europe, I 

had no problems with an Argentinian passport; that was fine. But then when 
the European Union started, there was a new law that you could apply for the 
nationality of your parents if you were first or second generation. So if you 
had the birth certificate of your parents—and I had no problem, both of my 
parents were alive, and we had their certificates. So I carried a Spanish 
passport. And that’s one of the reasons why I never became an American 
citizen. I have been a resident for 35 years. When I get to the airport: “Mr. 
Lamelas, when are you going to become a citizen? Okay.” You know? 
According to United States law, you can not have three passports—you should 
deny one of them—and I would have lost my Spanish citizenship. So that’s 
why I am a legal resident for the last 35 years. 

01-00:03:41 
Holmes: Talk about your parents for a little bit. What was their experience settling back 

in Argentina—emigrating? 

01-00:03:51 
Lamelas: Well, I only knew them when they were really settled. 

01-00:03:54 
Holmes: Yeah. Well, of course. But any stories told— 

01-00:03:58 
Lamelas: It was fine. Well, in those days, it was very common, immigrants from Spain 

or Italy, or other countries, to go to Argentina, because Argentina was also the 
promise land, like the United States. So in those days, you either went to 
United States or came to Argentina. And one of the reasons my father couldn’t 
come to the United States is because of the Spanish-American War. You 
know that, right? It was the Spanish-American War. I think it was about some 
islands or something—maybe Puerto Rico? And so Spanish citizens were not 
allowed to emigrate to the United States, because there was a war. Because I 
asked him one day, “Why didn’t you go to the United States and move to 
California? Why didn’t you do that fifty years ago?” No, he told me that 
recently. It was very interesting. I didn’t know that it was the Spanish-
American War. Yeah. 

And anyway, the emigration to Argentina of the Spanish were by the millions, 
and Italians, and also Germans, English, Irish, you know? But Spain and Italy 
were the major emigrants, by the hundreds of thousands. When they arrived in 
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Argentina, they had a community, a community of people of their own. My 
father had the relative—not “relative”—old person from his village in Spain. 
They come from Galicia, which is in northern higher up in the mountains. 
They were farmers. They had somebody he knew—maybe an old uncle or 
something—who had a bakery in Argentina. So he went from the boat directly 
to the bakery of this distant relative, and he gave him a job delivering bread to 
customers. 

In those days, it was by horse. He used to talk all his life about his horse. I 
don’t remember the name of the horse, but he always talked about it the strong 
communication between him and his horse. For example, the horse recognized 
when they were getting close to where they had to deliver bread, or cookies or 
cakes—whatever. So my father didn’t have to stop; the horse knew where to 
stop. And it has to be very fast. So my father would pick up the boxes, 
delivery, and just before he is arriving, the horse moved on. And because of 
that, hundreds of times, he had a little knot in his leg, because he had to jump 
and get into the cart, because the horse was really not waiting on him. He just 
[snaps fingers] was directing him. And all his life, he had a brown mark here. 
It was all brown. It was that for thousands of time that his ankles and lower 
legs—with the carriage. It was a carriage, you know? 

 So he was a delivery man, bread, and then he did that, I guess, for a number of 
years. He was delivering bread to different hospitals. One of them was the 
British hospital, and there was a German hospital, and then smaller bakeries. 
And it was quite a big delivery sessions he was doing. And then little by little, 
he bought the bakery. And that was rather large. They were making bread 
starting at four o’clock in the morning. So he did that, and I guess just before 
then, he got married. He met my mother in one of those Saturday night dances 
that they used to get, because people used to get married with people of the 
same region sort of thing. My mother and my father come from the same area, 
but not the same town—little towns, separate, by the mountains. And then my 
mother was in the front selling the products. And he had also other people 
working with her, selling the bread. It was a salesperson. And then he had 
about 15, 20 employees to produce the bread. And not only the bread: cookies; 
whatever a bakery does.  

And my mother became a pastry chef. Her passion was being a pastry chef, 
and I think that’s why I became an artist, because actually—No, it was 
interesting, because I saw from a very early age that out of nothing there were 
these beautiful cakes, objects. Because she was really making wedding cakes, 
and birthday cakes, and party cakes, and each one had a different style, a 
different meaning. Out of nothing—she got a few eggs, flour, sugar, and a few 
other things—and by the process, she ended up with amazing structures. They 
were like sculptures. And she was a perfectionist. She made actually little 
drawings of the way she was going to decorate them before. She loved 
cooking. I mean, not cooking savory. She did that very fast. She had to do that 
too for her family, but that was [snaps fingers] half an hour thing. The rest of 
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the day, she was baking cakes, and pastries, and all those other things. But that 
was later in life, after I was born, so I don’t think she was making that while 
she was at the bakery.  

 That was the Perón days, too. And that was before I was born, actually. I 
know this by oral history, of my father. I used to interview my father all the 
time, actually. Yes. I repeated the questions until the end of his life, thinking 
that maybe he lied a little, or—But no. He died an old man, perfectly healthy, 
and his brain was perfect. But at the last few months, weeks, he kind of lost it 
a little bit, so I kept repeating, asking him questions, to see if he lied or it was 
his fantasy. No. He repeated exactly the same thing, especially a meeting he 
had with Eva Perón. People say, “Oh, he made it up. Perón, this—your father 
is lying.” And then I did ask him that. He always repeated exactly the same 
story. I tell you later the Eva Perón story. 

 The problem was that my father never wanted to be part of the Peronists party. 
In those days, you were, let’s say, with us or against us. So if you didn’t 
become a member of the Peronist party, you were kind of prosecuted. I mean, 
not officially, but you had inspectors who gave you tickets because there was 
something wrong in the bakery. And they gave you heavy penalties, or closed 
down your bakery for a week or two, or a day or two; it depends on whatever 
they find. My father was very clever. He said when the inspectors arrived, he 
already had prepared a package of cookies for each one. He said, oh, wow, 
they liked to go there, because they would have picked up some Danish 
pastries or whatever, pastries. 

But that got to be very difficult to handle. It got very difficult to handle 
because one of the things that happened in the Perón days, the unions became 
very powerful. And my father was not a member of the union, or the Peronist 
party, but most of the workers were. So what happened is they went on strike, 
they called inspectors all the time, so it was very difficult for him to handle 
the business. It was very, very difficult. So at that moment, he started—my 
mother told me this—he started smoking more than one pack a day of 
cigarettes. He was totally stressed, the poor man. And my mother decided just 
to get out of there, sell the big bakery, the production bakery. How do you call 
it when you produce the bread? What’s the name of it? A bakery is where— 

01-00:13:51 
Holmes: “Bakery?” 

01-00:13:51 
Lamelas: —you sell, right? But when you produce the bread, what is the name of it? 

01-00:13:55 
Holmes: Well, I always thought that was a “bakery.” 

01-00:13:56 
Phillips: A “bakery.” 
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01-00:13:57 
Lamelas: Okay. 

01-00:13:57 
Holmes: And then what you sell is “baked goods” or “bread.” 

01-00:14:00 
Lamelas: Okay. So, good. Okay. So they wanted to have the bakery, and then things 

were getting bad. Oh! And one of the things that were getting bad is 
because—let’s say it’s hard for me to understand as well because I wasn’t 
there. But one of them is because Perón protected the working classes, which 
is very nice, but neglected the entrepreneur. So my father became, from the 
point of view of the workers, exploitative, so he had to start to pay for the 
holidays, which is very good for the workers. Before, there was none of that. 
They had to pay paid holidays, they had social security, et cetera. All these 
things that working people do need, but also, you need to respect the owner. 
My father, he was not a wealthy man. He was day to day; he was an 
entrepreneur. So that’s one of the things that Perón has neglected, was the 
little man working on his own. He didn’t have a factory, a huge factory, or 
anything. 

So money was bad, the story was bad, and here, we get to Eva Perón. At one 
time, let’s say Eva Perón was like—let’s say, in a way was like a Princess 
Diana of Argentina. She played that role, of goody-goody-goody-goody, but 
behind that was a ruthless politician. I guess she had to be. [laughs] She gave 
big speeches, and she was very good at it. She was an actress, born actress. 
She was a professional actress, so she was very good at stage, her own self. In 
fact, I think she created the idea of the glamorous first lady. It was Eva. 

And then one of the speeches, she said, “Well, next year, every poor house in 
Argentina will have a panettone by Christmas day.” You know a panettone? 
It’s Christmas cake. Of course, that was very nice, that every poor family will 
have for Christmas a turkey. “Everybody will have a bottle of cider.” It was 
like cheap champagne, cider. “A bottle of cider,” she said, “a turkey, and a 
panettone on the table.” So it was all very nice. Yes, of course; we all deserve 
that. 

But what happened is this. My father had to deliver—originally, it was the 
British hospital where my father was delivering the goods. Let’s say he had to 
deliver, let’s say, about fifty dozen Danish pastries. Oh! Then what happened 
is Perón expropriated the hospital. Well, it was a big time in Argentina where 
Perón expropriated all of the British, because everything was British in 
Argentina: electricity; water and power. It was very big, British connection 
within Argentina. Meat industry, electricity, power, including oil, it was all 
run by British companies. So Perón one by one dismantled those, and he 
nationalized.  
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So one of the things he nationalized was the British hospital that my father got 
paid very well by the end of the month. The British hospital paid the proper 
amount. And when Perón—not Perón directly, I mean the government—took 
possession of the British hospital, they were always late in paying, sometimes 
they were not paying, so it was very difficult. On top of that, it was instead of 
fifty dozen Danish pastries, he had to delivery fifty dozen panettone. It’s not 
the same thing. To produce a Danish pastry, let’s say, it’s five cents. Or let’s 
say ten cents, right? And maybe he sold it for fifteen or twenty, each one. So 
maybe he made fifteen, ten cents per little Danish pastry. So then he couldn’t 
produce for ten cents a panettone. It would cost maybe fifty cents. So he said, 
“I can not do this. I can not do this. So I can not deliver the order.” 

So one good thing about Eva Perón is that when he–she was a hard-working 
woman. Very early in the day, she had public sessions with anybody who 
would go, and if you register in advance, she would give you an interview, of 
a few minutes or whatever. So she was sitting behind her desk. That was 
highly publicized, too. It was like highly-publicized events. Anyway, she sat 
on the top of the desk, and each person came maybe to say, “Your speech was 
wonderful,” or whatever. And my father said—he had to wait for five hours to 
get to Eva Perón. He actually did, because he told me the story many, many 
times, and exactly the same story. And so he waited for four or five hours. 

Finally, it was his chance. He came right in front of Eva Perón, and she looked 
at his paper. She said, “Yes, Mister Lamelas?” She said, “What do you want?” 
And he explained to her, “Well, Mrs. Eva Duarte de Perón, I cannot deliver 
for ten cents a hundred panettones.” You know what she said? She said, “Mr. 
Lamelas, if you cannot deliver, close the bakery.” He told me that at least 
thirty times. He said it was true. She said, “Mr. Lamelas,” she said, “if you 
can’t deliver, close the bakery. Thank you very much.” 

01-00:21:18 
Phillips: Wow. 

01-00:21:19 
Holmes: Oh, wow. 

01-00:21:20 
Lamelas: [laughs] I know. So then I think they deliver, of course, the fifty dozen 

panettone, and for a number of years—or a year or two, or seven. Then they 
could not handle it anymore, so my mother had the idea that we should sell the 
bakery. And they sold the bakery, at a very bad price, too, because he was 
kind of obliged to sell. 

01-00:21:50 
Holmes: What neighborhood were you in? 

01-00:21:52 
Lamelas: My father’s bakery was in an area that is—well, let’s say near San Telmo? 

Near there, in that area. And then they sold the bakery. They sold the bakery 
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at a low price, because my father was not clever at money, but my mom was. 
With that money, they bought a bakery just for selling, not produce. A bakery 
to sell— 

01-00:22:33 
Holmes: So people would come there to buy things rather than— 

01-00:22:35 
Lamelas: Yes. And they would buy from the producers. How do you call that? A 

“bakery?” Both are “bakeries?” 

01-00:22:40 
Holmes: Both are “bakeries,” yeah. Well, I think one makes their own, and the other 

one just sells all that. 

01-00:22:44 
Lamelas: A selling bakery. Okay. So, a small one, and with the rest, they bought a 

house. That’s where we lived. Before, we used to live by the bakery. It was an 
apartment next to the bakery. And the rest of his life, he worked in that bakery, 
and we lived in that house. 

01-00:23:05 
Holmes: Did you ever work in the bakery yourself growing up? 

01-00:23:07 
Lamelas: No, no. Well, my father expected me to follow his thing. But I was always 

busy. I was going to school, or taking art classes and everything, and he never 
pushed me to go. He asked me, but I—it was never my thing. But what I did 
for many, many—maybe hundreds of times—he brought me on Saturday, and 
I was in charge of making the packages. Let’s say you buy three croissants, 
three nice pastries, and let’s say you need to make a little package. And in fact, 
I was very good at making the packages. It was always “Mr. Lamelas, your 
son is very good. He is making very good-looking packages.” It was strong. I 
remember very well, I had the technique, and it looked really good, so 
everybody was very happy. So I was in charge of the packaging. That was 
funny. On Saturdays, because on Saturday was the only day I was not at 
school. During the day, I was going to school, and after that, I was making 
little drawings in my—I always had a little room of my own, a little studio, 
upstairs. 

01-00:24:26 
Phillips: Even as a young child, were you drawing?  

01-00:24:32 
Lamelas: Always. 

01-00:24:33 
Phillips: From your earliest memories? Yeah. 
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01-00:24:34 
Lamelas: The earliest memories. 

01-00:24:36 
Holmes: What were some of your earliest inspirations? I mean, as you were talking 

about, your mother was—it seemed what she did with cakes was an 
inspiration of getting into art. But what were some other inspirations? 

01-00:24:50 
Lamelas: Well, no. I don’t know if it was that way. I mean, yeah, I say that now, but at 

that time, I don’t think I saw my mom making cakes and I was going to be an 
artist because of it. No. No. It’s more about the practice, that you can actually 
produce something out of nothing; about the process of creation. 

01-00:25:08 
Holmes: What were your inspirations as you were growing up to get into art? 

01-00:25:12 
Lamelas: Well— 

01-00:25:12 
Phillips: Like did your family go to museums?  

01-00:25:14 
Lamelas: No. 

01-00:25:14 
Phillips: Did they have art books? 

01-00:25:14 
Lamelas: No. 

01-00:25:16 
Holmes: What was your point of reference for visual art? 

01-00:25:18 
Lamelas: No, they were very nice people, sophisticated, but also very working class. 

They didn’t go to museums. My father goes to a museum—once in a lifetime, 
you went to a museum. Once a year, maybe. So it wasn’t their influence, no.  

But to answer your question, going back to the very beginning, I don’t really 
remember, but in my mind, maybe it’s when my brother Victor passed away. 
When you are very young, death, you live death in a different way. You don’t 
understand it. I remember nothing. Suddenly, he was not there anymore. We 
are identical twins as well. So we almost have the same personality, too. It’s 
very weird, because identical twins can not have the same personality. Can 
you imagine two of me? Well, [laughs] I mean, god, what a duet! So one was 
trying to outdo the other, kind of a thing, but he was more intelligent, I think. 
He was more intelligent. He understood me. Like he said, “Well, okay.” But 
he was stubborn, too, so we were both stubborn, so we had problems of little 
things. I don’t know if I should say this, but my earliest memory of him, we 
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were maybe two and a half, three, that we wanted to do poo-poo, and we are 
fighting who will go first. He wanted me to go first, and I didn’t want to go 
first. I wanted to go second. So we had a fight with the little poo-poo set, 
whatever it was. 

So anyway, that’s my earliest memory of him. And so when we no longer had 
that at five and a half years old, he suddenly disappeared, it was instant—he 
died within seconds, and of meningitis. You know what meningitis is? Okay. 
So he had that. Meningitis is like, let’s say, the blood stops running into your 
brain, something like that. It’s like a heart attack of the brain. And in those 
days, there was not a vaccine. Later on, they had a vaccine. But it not always 
works, either. So anyway, before then, you could have had a light case of 
meningitis. Obviously, he had a very strong case of meningitis. So within 
minutes, he passed away. And I do remember, vaguely, the moment. 

And then, what I was going to say about that is—oh, okay. So then, suddenly, 
he was not there. I mean, imagine for my mother and my family, and they kept 
me away. They sent me away to an aunt or something; I don’t know. So when 
I came back two days later and he was not there, and “Where is he?” “Oh, he 
is in Heaven.” So he is in Heaven. So I always had this relationship about 
Heaven. And then—  

01-00:28:38 
Phillips: So you didn’t attend his funeral? 

01-00:28:41 
Lamelas: I saw pictures later. No. No, no. They took me away. They brought me back a 

few days later. And then I came back, and then is when I decided I was alone. 
I was totally alone. And I think that is when I decided to do something. I have 
to do something to justify my existence, I guess, or my time. So I started 
getting little notebooks and doing drawings. 

In fact, I wasn’t doing nothing. I was pretending I was doing something, 
because before, when you are a twin, you are like a star, because when you are 
anywhere—in the streets, in the bakery, anywhere—“Oh, the twins are—!” 
“Oh, the twins!” And being a twin is not like today. Today, because of 
artificial insemination, it is more common. People have two or three, or four 
sons. It lost the magic that it had before. So the twins were always an event. 
“Oh, the twins arrived! Victor and David! Victor and David!” So I didn’t have 
to explain anything, who I was, because it was just that, there. But it didn’t 
happen anymore. And I was always busy with him, so I didn’t have to worry 
about the rest, because that was me and him, so it was like a little couple. So 
you worry about each other. The rest is like the world, but you don’t bother 
with them. It’s between you and him. But I no longer had that. 

So then I had to justify to all the world that I was busy. So then the idea was to 
always do something. I am not shy anymore, but I was very shy as a child. 
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And to justify not to be bothered with questions or anything, I discovered the 
best way was to pretend to be busy, and the best way to be busy was to have a 
little paper and pretend you are thinking. And people said, “Oh, David is 
always busy,” this sort of thing, so they left you alone. So I think that’s why. 
It was a way of protecting myself. I lost that, so I had to develop another 
world, another imaginary world. So I think it was a big influence in that 
respect. 

01-00:31:20 
Holmes: As you started studying and exploring art, were your parents supportive of 

that? 

01-00:31:27 
Lamelas: Oh, yeah. No, they were not against— 

01-00:31:31 
Holmes: You’re covering the mic. 

01-00:31:31 
Lamelas: Oh, I’m sorry. 

01-00:31:31 
Holmes: That’s okay. 

01-00:31:32 
Lamelas: No, they were not against it. No, they never stopped me from anything I 

wanted to do. I mean, when you have been a child in those days, it’s not like 
today. You had to ask your parents every day if you could get out of the house. 
Kids of ten, they just go out now. Of those days, even at twelve, thirteen, 
fourteen, you had to ask permission. 

So on Wednesdays, I used to go to the Museum of Fine Arts, Museo de Bellas 
Artes. And I said, “Can I go out?” He would say, “Where are you going?” I 
would say where I am going. He would say, “Okay,” he said, “but you were 
there last week.” Because for him, it was like once a year you go to a museum. 
It’s done, it’s a job, it’s done. I say, “No, no. You have to go every day, every 
week.” Wednesday for some reason was the day that was my day out, for 
some reason, Wednesday. So every Wednesday, I started to go to the Museum 
of Fine Arts, and then I discovered there were other museums, and there were 
art galleries, and I wanted to be part of that world. So that’s the way it 
happened. But my parents were never against it. 

01-00:32:47 
Phillips: How old were you at this point? 

01-00:32:49 
Lamelas: By the time to museums? 

01-00:32:52 
Phillips: Yeah. 
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01-00:32:53 
Lamelas: Oh. Maybe I was thirteen, fourteen. But before then, I took drafting classes, at 

the early age of eight. 

01-00:33:05 
Holmes: And was that normal, that you would take art classes?  

01-00:33:10 
Lamelas: No. Totally abnormal— 

01-00:33:10 
Phillips: It was a special class? You were— 

01-00:33:11 
Lamelas: Totally abnormal. Totally abnormal. No, no. What happened is in, let’s say, 

primary school—it’s called “primary school” between—in the United States, 
from what age to what age is considered the first—how many—it’s five 
grades, right? 

01-00:33:31 
Phillips: Yeah. 

01-00:33:32 
Holmes: No. Probably six. And then you had junior high and high school. 

01-00:33:36 
Lamelas: So how you call it, the first one? 

01-00:33:38 
Holmes: “Primary.” There’s primary and secondary, so— 

01-00:33:40 
Lamelas: Okay. Secondary, what age begins secondary? 

01-00:33:44 
Holmes: I think that’s either in seventh or eighth grade, or ninth grade, depending. 

01-00:33:49 
Lamelas: Okay. In Argentina, it’s different. Well, those days, it’s another moment, so 

you went to school later. It was from five to nine, it was primary. Five to nine 
or ten. And then it was secondary school, and then other levels. So when I was, 
let’s say, at third grade—maybe about seven—the art teacher—I was very 
good at the art classes; I was not good at other things, but I was good at the art 
classes—she called my mother and said, “Well, David is very good at drawing. 
And he wants to learn drawing.” Because I told her. And she said, “Well, you 
should send him to a teacher.” And I went to a neighborhood drafting teacher, 
and I went there for—I don’t remember. During the summers, mostly, breaks, 
I went to art classes with her. It was also a teacher lady. 

When I was in secondary school—I was eleven, twelve—I wanted to go to a 
proper academy, and I found one that was far from my neighborhood, but in 
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downtown Buenos Aires. We were in the city, but in the suburbs; we weren’t, 
let’s say, in—well, you know where that is, that area, San Telmo. It’s not the 
city center. And this academy, and all the museums, and all the fancier guys 
were in the city center, so I always wanted to go to the city center. I mean, 
Broadway. You want to go to Broadway. You don’t want to stay in the Bronx. 
So you want to go to Broadway, because everything was there. 

I was lucky, in a way. My mother had a friend. Well, I used to think she was a 
relative of ours, but she wasn’t. She was a Spanish lady from the same town 
as my mother, and her son, who was—maybe when I was ten, he was twenty-
five, thirty—he was a painter; he was an artist. My mother visited this woman 
about three or four times a year, and I always wanted to go with her to visit, 
because as soon as I got there, I went to his studio. He had a little studio 
upstairs, and he had books of Picasso, [George] Braque—art books—
Velázquez, Turner. Art books, fabulous art books. So I used to go there, and 
then I said, “Oh, tell my mother that I want to go to a real, proper academy.” 
He said okay, and he gave me the address of a good place. 

We went there, and it was a fine arts academy in the old-fashioned way. It was 
just mostly about drafting. And then I used to go there for a long time, maybe 
once a week or twice a week, and I still have many of those drawings in a box. 
I have maybe a hundred—well, not “hundreds,” but eighty or ninety, almost 
100, original drawings from that time. They were like you started with 
geometric forms, and then Greek faces, and finally the naked body. So that 
was very exciting, in the class of the day the first time we saw a naked person 
there. “Ooh! Ooh, they want to do a nude!” So it’s not like children today. I 
mean, they don’t bother about those things. But that was a very different time. 

 His name was Lorenzo, this painter. So I owe him a lot, actually, Lorenzo; 
that is his name. And then— 

01-00:38:04 
Phillips: Did you just lose part of your microphone? 

01-00:38:06 
Holmes: It’s the screen. Here. 

01-00:38:08 
Phillips: Oh. 

01-00:38:08 
Lamelas: Oh, okay. It still works, right? 

01-00:38:10 
Holmes: It still works. Here, I can fix it real quick. 

01-00:38:12 
Lamelas: Okay. So— 
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[break in audio] 

01-00:38:15 
Lamelas: Can I continue? Okay. 

01-00:38:16 
Holmes: Now we can go. Yes. 

01-00:38:18 
Lamelas: Okay. And one of the things that my mother was very worried about me, 

because they thought that I was not retarded, but slightly, because I was 
always different. I wanted to go to museums, I was not playing soccer; I was 
very different to all the other guys in the neighborhood. They were all soccer 
obsessive, and they were hanging together in the corner, and I was hiding in 
my little room, making these funny drawings or whatever. And I was friendly 
with them, but I was not part of the social sports life. But I was very friendly 
with them—they were my friends, too—but by the time they got to the 
football, I just decided to go back to my house and be alone, or I used to listen 
to the radio, classical. I was very different—so they thought—because I was 
slightly off. 

So my mother was quite worried to let me go alone to the city center to take 
art classes, because it meant 35 minutes by bus, moving to another part of 
town. And so the first time, she took me there. But then, she wasn’t going to 
take me every day; she had to bake her cakes and pastries. But my father had a 
sister, also from Spain, who moved years later to Argentina who was—there 
was many Spanish women, when they came, for young women, the job, the 
common job was to be helping ladies in upper-class families. Maids. Maids or 
ladies in waiting. 

01-00:40:25 
Holmes: Like “spinsters” or whatever they are called, yes.  

01-00:40:27 
Lamelas: They were a cleaning whatever. My mother did that for a month or two, and 

she said, “That was not for me,” and she left. But she told me the stories later. 
But the first job they got was like a maid. My father had a sister who was like 
a “lady of company” it’s called. The rich lady had a lady in company. She was 
not a servant anymore; she was a lady in waiting. How do you call it? A “lady 
in waiting.” I think it’s called “lady in waiting.” “Personal assistant” is of 
today. But in those days, it was more servile, though. There was a very posh 
house where she worked, but she was only allowed to go out of the house—
and that goes to show what those days were—only on Sunday afternoons. The 
other days she has to be with the lady every day. But I think she liked it, 
because she was a lady. She became a lady herself. So we lived in this kind of 
working-class area. It wasn’t poor, but low middle class; let’s put it that way. 
And she would arrive on Sunday wearing white gloves, all chic, totally chic, 
totally dressed like a lady. She always liked her, always liked her, because she 
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was very elegant. I would say to my mother, “Why don’t you dress like that?” 
“Oh, she has nothing else to do,” my mother said. So that was a funny story. 

My academy of fine arts: Academia MiBA [Escuela de Bellas Artes Manuel 
Belgrano]. I think I have a paper still from that time there. But it was like an 
old-fashioned academy in the old French tradition. It was like where you went 
there, and there were grand salons, and Baroque buildings. A little in decay, 
but the glory of the past. And it was like academy of fine arts in France style. 
And then, luckily, it was about a five-minute walk from her house, my aunt. 
So my mother said, “Okay. What you do, the first you go, I put David on the 
bus, the bus stop; he takes the bus alone, and you wait for him at his stop 
where he has to stop.” So the first time we did that, she took me to the 
academy, and then she did that twice. And then by the third time, I said, “I 
don’t think we need to do this. I can be on my own.” So then I just became 
independent, from my mom, and from my aunt. So that’s the way it happened. 
My independence was little by little. 

01-00:43:32 
Holmes: I wanted to ask—I noticed in 1962, I believe you had your first show? 

01-00:43:41 
Lamelas: Well, maybe that little drawing is from ’62. Yeah, yeah. 

01-00:43:46 
Holmes: Because I know later on, you began to experiment and study painting and 

sculpture. But was drawing your early work? 

01-00:43:54 
Lamelas: No, no. Everything took its time. It wasn’t just easy in either. Well, I mean, it 

was very fast, because in a few years. But I worked hard for it, because after 
the academy, this academy—I think its name is MiBA—see, Argentina was 
very European in those days. It’s like being in Europe. It was very European, 
Argentina.   

My mom, her mother died, in Spain. She had to go back to Spain. And she 
was in Spain for almost nine months. And I was left— 

01-00:44:41 
Holmes: By herself?  

01-00:44:42 
Lamelas: By herself. Yeah, by herself. My father had the bakery shop and the three of 

us. So this aunt, before she became the lady in waiting, was just a maid, so she 
left her job as a maid and came to my house, and she was taking care of us. 
Not all of the time, no. She didn’t give up her job. She would come twice a 
week to take care of us or whatever. But we were mostly alone, because my 
father was in the bakery during the day, and my mom was Spain. And then I 
used that time to go out more to museums and art galleries. I used my freedom. 
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And then I wanted to go to a fine arts school, art school. But I was only twelve, 
or maybe thirteen. And then I was going to this academy, and near there, in 
the same area, was the proper fine arts academy, which it was also like 
Académies de Beaux-Arts in France: a big château in decay, but with 
screening rooms, with a sculpture department, etching, drafting, painting 
studio. It was a proper grand academy. Today, there is nothing like that in 
Argentina. That disappeared, faded away. Anyway, they were grand days, 
they were. So indicating it was the last of the good old days, and a little 
Visconti, the decay of the—[laughs] I saw these people, very cool people, 
walking around, and I said, “Oh, wow. These are cool people.” They were 
people going to fine arts school. So I said, “I want to go there.” 

So then I went to art school there. And I went one day to find out how do you 
get in there, and you were allowed to go to fine arts school after high school. 
So, but that year, for a couple of years—two, three years—a law changed, and 
you were allowed to go from secondary school directly to art school. It was a 
law that only lasted four or five years. And I took notice of that, but you had 
to do a three-day test. Anyway, to get out of school, you had to go through a 
test. So there are three days. The first day was charcoal drawing, the second 
day was pastel, and the third day by imagination. No, the first day was a 
nature morte, then it was landscape, and the last day by imagination. So can 
you imagine? This was a proper school. Now they don’t teach you that way, 
and I still believe that’s good training. I still believe that’s good training. 

And I was accepted at fine arts school. And at that time, my mom was in 
Spain, my aunt was coming only twice a week or something to supervise, and 
my father was out all day. And when my mom went to Spain, I was put into a 
Jesuit school half a day, from 8:00 to 5:00. It’s called [Colegio] Don Bosco. It 
was a Jesuit’s—like the Pope is a Jesuit—so a Jesuit school.∗ And once again, 
I was very good at art class there, and I hated all the other classes, especially 
the religious ones. So even though I was very spiritual, the problem that I had 
with Catholic school is that you had to be on your knees. Every morning, we 
had to go to—before class, it was between 8:00 and 8:30—to Mass, and you 
had to be on your knees to get Communion and everything, and it was very 
uncomfortable. So many times, I didn’t go. I pretended that I was going; I was 
just waiting in the lobby or something. But they did notice. They pay attention 
to those things. So my relationship with the priests was not that good. 

But the one who liked me a lot was the art teacher. So I got an in with him, 
and discussing with him the idea of fine arts, and he said, “Yes, it’s a good 
idea for you.” And then, without telling my father, I began art school. He 
thought I still was at Don Bosco. 

01-00:49:55 
Holmes: Oh. What was his reaction when he found out? 
                                                 
∗ Technically it was the Roman Catholic religious order of the Salesians. 
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01-00:49:58 
Lamelas: No, no, no! Well, my mother arrived, and I told her. I could tell her anything. 

And she said, “First of all, don’t tell you father. Don’t tell your father,” she 
said. “Whatever you do, don’t tell your father. I tell him eventually.” [laughs] 
So I guess she told him. She broke the news later on, and I guess it was okay 
for him. 

01-00:50:23 
Phillips: It’s the worst news a parent can ever hear: “My child is going to art school.” 

[laughs] 

01-00:50:29 
Holmes: A step below that is being a historian. They look at you like, [laughs] “What 

are you going to do with that?” 

01-00:50:38 
Phillips: David, had you—or at what point can you remember encountering 

contemporary art from Argentina?  

01-00:50:47 
Lamelas: From Argentina? 

01-00:50:49 
Phillips: Yeah, yeah. Like Madí, or people like— 

01-00:50:53 
Lamelas: Well, no. That was later on. 

01-00:50:55 
Phillips: That was later? 

01-00:50:06 
Lamelas: No, no, no.  Well, I forgot to tell you a very important detail in my life: that is, 

when I was, I guess, between seven and eight, with my mom, we went to 
Spain. Actually, this is a funny question. No, I went with my mom—she went 
twice; the second time—at a much earlier point—and that picture is a picture 
of me and my mom at the door, at the gates of the Prado museum in Madrid. 
And so I would say my earliest memory of contemporary art was Picasso. Not 
bad. Yeah. I guess it was Picasso, because when I went to see this distant 
relative’s son, he had books of Picasso. He had the big books of Picasso, and I 
remember him and his series of Brigitte Bardot. Remember that series of 
Brigitte Bardot? We knew Brigitte Bardot, and on top of that, Picasso, it was 
like, boom. Maybe Picasso is my earliest reference. 

And of course, in my house, we had two or three paintings made by this 
painter, distant relative, that the mother gave my mom. So I always paid 
attention. These were quite reasonably good paintings. And one day, we were 
discussing the paintings with him. Oh, my mother had three paintings: two by 
him, and one by another painter. Somebody in the neighborhood was an artist, 
and gave her a landscape. My mom one day said to him, “What do you think 
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of that one?” It was like a nice painter. And then he said, “Mmm.” He said, 
“Oh!” He said, “But here is the moment that she knows how to paint.” And I 
look at what he said, and it was the most messy part of the painting, because 
the rest was perfect, but it was one area with palm trees. Funny enough, with 
palm trees; I love palm trees. It was a bundle of palm trees, and at that 
moment, she made a little chaos. And I paid attention. I said, “Oh, he 
considers good painting that it’s badly painted.” So that must have made an 
impact on me. So then I realized that painting is not about perfection, it’s 
about—not painting, art in general—it’s about illusion. And that gave me the 
key, that little phrase. No, but that’s exactly the part my mom didn’t like, 
because it was messy. 

So that was, I guess, a very important thing. I guess the first time I saw his 
paintings, and then Picasso, and then I would say Velázquez. That was the 
biggest impact, yeah. You see, I had these references from this painter about 
Madrid and Prado, Picasso Museum in Barcelona, et cetera, et cetera. So I 
knew there was the Prado with the Velázquez. So when I went to Madrid with 
my mom—we spent one year, almost, in Spain, and then I said, “We have to 
go to Madrid.” We went to Madrid and went to the Prado, and I saw the Las 
Meninas. So maybe that was the biggest, earliest memory of an original. 
Because until then, I didn’t go to Argentinian museums, because my mother 
never went, and neither did I. So I had no connection with art until, I would 
say, Picasso, and Velázquez, Miró. I always liked Miró when I was very little, 
because children’s drawings, they are—Then I would say Turner. For some 
reason, Turner. 

And when I went to fine arts, the art teacher was very good. An excellent art 
teacher., art historian. The best. I was very lucky. I got a great, great art 
historian as a teacher. His name was Osvaldo Svanascini. A very sophisticated 
man, and his classes were lectures. And the art classes, he gave them at the 
auditorium of the academy, and it was like old-fashioned cinema, maybe, for 
about 80 people, with velvet chairs. Like the old days cinema: velvet chairs; 
velvet walls; and a movie screen, and a sixteen-millimeter projector on the 
other room. And here we show films, films about art. His passion was art from 
India. And his wife was Indian-born, who was an Indian dancer. So he was 
good at everything, but he talked with passion about Indian art. 

Then he showed art films, about film. The connection between art and film, it 
was through his classes. He showed films about paintings. He showed films, 
for example, films of Jean Cocteau. Can you imagine? Early films of Alain 
Resnais, the French director. The shorts. Like Alain Resnais made a film 
about Guernica, I think. And Dali, Un Chien Andalou. Can you imagine? I 
was maybe twelve, thirteen. That was amazing. So I had that information very, 
very early. Yeah. 
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01-00:57:40 
Holmes: Can we talk a little bit about some of your earlier shows? Because I know you 

then went to the National Academy for college— 

01-00:57:48 
Lamelas: Well, let’s not forget Cubism. That was very important, Cubism, very, very 

important. And the first time I saw an Argentinian painter of what I consider 
of great importance was [Emilio] Pettoruti. Yeah. Well, heavily influenced by 
Picasso, no doubt, and Juan Gris, but I don’t know, really. Because if you look 
at the dates, they are very close. I really— 

01-00:58:17 
Phillips: But you hadn’t seen the geometric abstractionists working— 

01-00:58:21 
Lamelas: No, that came later. 

01-00:58:21 
Phillips: —in the 1940s? You hadn’t— 

01-00:58:23 
Lamelas: No, that was later. No, no, no. No, because they didn’t start teaching you art 

from [Gyula] Košice. They started with [Paul] Cézanne. No, it was very 
European-oriented. It was hardly mentioned, Argentinian painters, our history. 
Totally European. No, no. Despite the kind of Argentinian art of that time, no, 
no. We wanted Cézanne, Juan Gris, Picasso. I learned about Košice when I 
went to the art galleries. But the art teaching in Argentina was totally pro-
European. It was hardly mentioned, of Argentinian art, until later, sorry to say. 
Oh, no! Maybe true. That’s interesting that you mention this, because then I 
am thinking. When I went to the Museum of Fine Arts [Museo Nacional de 
Bellas Artes, MNBA] when I went, I was twelve—that was before going to art 
academy—there were Argentinian painters that did impact me, like Cándido 
López. He did these battle paintings—it is very good.  

01-01:00:12 
Holmes: We can fill that in in the transcript. 

01-01:00:13 
Lamelas: Yeah. But there is some at the Museum of Fine Arts. There is also Àngel 

Della Valle, he is a great painter, mostly paints art history paintings. A lot of 
history of Argentina. For example, one famous one—well, which apparently, 
in those days, was very good, they considered that was very good—was the 
conquest of the Indian tribes by Spanish or Argentinian troops. Apparently, 
there were many of those. He took historical paintings where, in a way, they 
show, I guess, the destruction of the Indian cultures in Argentina, sorry to say. 
But in those days, they are considered heroes, those people. It was good, kind 
of thing. You know what I mean? 

01-01:01:12 
Holmes: Yes. 
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01-01:01:12 
Lamelas: Yeah. No. So they were. They were, they were, they were. But that was more 

information for me. But in terms of actually the craft of art, I was more 
directed toward Cubism. I would say Cubism was very important. Picasso is 
Cubist, too. Cézanne was of great importance. My art teacher was also a big 
fan of Cézanne, so we had to do many things as—well, I really come from 
there. You can see there, I come from this. Deconstruction of the object is 
Cubism. So if you look at it, this all comes from that, the idea of 
deconstructing what we see, trying to understand the layers of how reality is 
constructed through the visual arts. So I am a Cubist artist. No, but I mean, 
without Cubism, there would be no minimalism. I mean, we think that Donald 
Judd invented minimalism. No. I mean, before that, it was Picasso, it was 
Malevich, it is Cézanne, Paolo Uccello. I was a big fan of Paolo Uccello. That 
was my favorite painter of all time. It still is. I think he is the greatest. Oh, 
yeah. Have you seen those paintings? 

01-01:02:44 
Phillips: Some. 

01-01:02:45 
Lamelas: Yeah. Me, too. The famous painting with the poles, remember that one? 

01-01:02:57 
Holmes: Yeah, yeah. 

01-01:02:58 
Lamelas: The way he displayed those poles is totally Cubism, and it’s totally cinema, 

because they were like cinema screens, large paintings, and they were, in a 
way, like Hollywood productions, of later days in Hollywood. And even if 
you look at Las Meninas of Velázquez, it was like a Hollywood production. 
So I was very impressed by the way those paintings were constructed. Yeah. 

01-01:03:34 
Holmes: How did this work start shaping your own work? So you started showing by, 

what, 1962, at the age of sixteen?  

01-01:03:41 
Lamelas: Yeah. 

01-01:03:41 

Holmes: And then in 1965, El Super Elástico show, which you have mentioned.∗ 

01-01:03:50 
Lamelas: It was right here.  

01-01:03:51 
Holmes: You mentioned that was very foundational for you. So in studying these 

works, how did this come together and start shaping your work? 

                                                 
∗ The show was held in Galería Lirolay, September 7-18, 1965. 
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01-01:04:01 
Lamelas: Well, I went to fine art schools, and on Monday, we had drawing, Tuesday we 

had etching, Wednesday is sculpture, painting on Thursday, and on Friday, art 
history and other things. We had French, we had art history; I mean, liberal 
subjects. Of course, we had Spanish, the language, because we were all very 
young. And then we had even philosophy or something like that. Yeah, yeah. 
So that was on Fridays. So Friday was an easy day. There were lectures. 
Friday was the easy day. As soon as the class finished about 12:00, we ran out 
[snaps fingers] and I went to see the real thing. I went to see the art galleries. 
And as I got to know Marta Minujín, I really wanted to know Marta Minujín. 
That was where I wanted to get to. 

01-01:05:26 
Phillips: Well, how did you know about her? 

01-01:05:29 
Lamelas: Because Marta is one of those people that was born famous. She was always 

famous. I don’t know. It’s one of those things. It is like she was always 
famous. And in the art galleries of avant-garde, she was one of the ones 
making the most noise—let’s put it that way—and the biggest work, and the 
most photographed. So I always knew about Marta Minujín. And not only 
about Marta Minujín; about [Luis Felipe] Noé, well many artists like 
[Federico]Peralta-Ramos, [León] Ferrari—I mean, the whole scene. And those 
people, they were young in those days, so I used to see, when I was twelve, 
thirteen, fourteen, fifteen, their shows. And I remember seeing a beautiful 
show on Marta Minujín in the Galería Peuser in maybe ’62, ’63, that it was 
these mattresses. But no, before she painted them. I think they were the best, 
those. They were like burned mattresses with bad shape, and they were totally 
like Arte Povera, in a way. Totally Arte Povera. And so that’s how I got to 
know Marta Minujín, through that show. And it was Marta Minujín who— 
[Rubén] Santantonín. Have you heard of Santantonín? It was the time also of 
the New Figuration, Nueva Figuración; people like [Romulo] Macció, Noé, 
Kenneth Kemble, [Antonio] Seguí, many, many. It was a big time. 

So after I finished at 12:00 my classes, art classes—and sometimes I left— 
instead of I was supposed to leave at 12:00, well, I skipped the last two 
lessons, and I took some friends to see art galleries. But it was all nearby, 
because I had to be back at home by 1:30 for lunch. I had to do that, even it 
was nothing, no matter what, you had to be here at 1:30 for lunch. And many 
times, during art classes, let’s say, we had to—the teachers gave us a subject. 
For example, today, imagination, for example. So we had to do whatever we 
wanted. And then I just did the painting in ten minutes, and I left at ten 
o’clock instead of at 12:00. And then I used that time to go to see art galleries. 
And then one day, the teacher said to me, “But you are never here,” he said. 
No. He didn’t tell me—he told one of my friends at the academy, because in 
those days we had the canvas or the paper on these—how do you call them, 
where you put—painters used to paint? The— 
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01-01:08:44 
Phillips: Easel.  

01-01:08:44 
Lamelas: Easels. So it was all very big easels. It was an old-fashioned academy. But I 

went there, and I did pop, pop, pop, pop, pop, pop, and I left. I really wanted 
to go and see Marta Minujín. So he said, “But what happened to Mr. Lamelas?” 
It was “to David,” or I don’t remember the way he called me. He said, “But he 
is never here.” And then he said, “Yeah, but look what he did,” he said. 
[laughs] So I got a good note. And that’s how I got to know all of the 
contemporary art galleries, and Marta Minujín. 

Oh, there was an Argentinian art newspapers that I got a lot of information 
also. It was very fundamental in my life. It was called Art Informer. The 
director was a French woman called Germaine Derbecq, and she was a very 
influential person in my life and in the Argentinian avant-garde of the 1950s 
and 1960s, and 1970s. Germaine Derbecq. She was a French surrealist friend 
of Man Ray and all that—probably Jewish—who moved to Argentina during 
the war, and she was a painter, a curator, and writer. And she married [Pablo] 
Curatella Manes, the sculptor. Yeah. But she was very influential in my life. I 
am here because of her, actually, because she is the one who chose me to go to 
the Venice Biennale in Argentina, through her. And she wrote the first texts 
about my work. Yeah. Germaine Derbecq. She was wonderful. She was very 
much like Marguerite Duras, physically. So Marguerite Duras was like her. 
They were the same person, the same kind of French woman. And anyway, 
merci, Germaine. 

01-01:11:00 
Phillips: So you are in school, and you are learning drafting, you are learning painting, 

in this traditional way, but then you are seeing, in the galleries, Marta 
Minujín’s burned mattresses, you are reading the art journal that’s more 
contemporary art. How did these— 

01-01:11:21 
Lamelas: Including even Studio International, or Artforum, by then, already, but— 

01-01:11:25 
Phillips: So you are looking at all of the international magazines at that point? 

01-01:11:27 
Lamelas: Little by little. Yeah. I am a product of information. Yeah. 

01-01:11:36 
Holmes: Because at a certain point, your work becomes much more like what you 

would see in the international magazines at the time than a traditional 
European-style training. 
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01-01:11:50 
Lamelas: Oh, yeah, yeah. No, yeah. Well, very early. I mean, I know that Paolo Uccello 

was very good, but it was another moment in history. So, no, I never tried to 
be—I always wanted to look forward, to the future. I still do. Yeah. 

01-01:12:10 
Holmes: Well, in that same way, too—because I know for college, you went to the 

National Academy.  

01-01:12:15 
Lamelas: Of fine arts. 

01-01:12:17 
Holmes: Did that environment also allow you the space to continue your own work in a 

creative way, similar to, as Glenn was mentioning, of pairing this traditional 
training to also getting more into contemporary art? 

01-01:12:31 
Lamelas: Oh no. It was very traditional training, but progressive at the same time. But 

of course, all the teachers were not trying to destroy the canvas—let’s put it 
that way. You wanted to be a good painter. And I was trying to destroy that 
canvas, going to create another way of seeing—let’s put it that way. I mean, 
besides, painting was just not enough for me. I like cinema, I like architecture, 
I like music, I like fashion, I like politics; I like many things. I was never a 
painter, or just one of those things. 

01-01:13:20 
Holmes: And there at the academy, they allowed you the space to carve out your own 

kind of works?  

01-01:13:31 
Lamelas: In a way, I never asked permission to do that, right? I moved on. No, no, no. I 

never asked permission. No, because by the time I was still at fine arts 
academy, I was doing El Super Elástico, almost. But my teachers from the 
fine art academy didn’t know about that. I was hiding it from them. Oh, yeah. 
No, no. They were two worlds apart. 

01-01:13:59 
Phillips: And none of them would have ever attended those shows? 

01-01:14:03 
Lamelas: No. The academy was so separate from this movement. No, no, no. All my 

teachers were very good professors and very good teachers, but they were 
traditional painters. 

01-01:14:18 
Holmes: I wanted to ask: in that same vein, is that also how you began to develop a 

relationship with the Instituto Di Tella? 
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01-01:14:28 
Lamelas: Well, I was telling you this story. So Galeria Peuser and the many other 

galleries that were in La Calle Florida—in those days, Calle Florida was like 
Bond Street. It’s not like today. It had a long decay. But that was literally 
Bond Street, where you had these fancy shops and fancy art galleries, and also 
smaller avant-garde galleries. And the Di Tella was also in Florida. And then I 
realized that all the best Argentinian artists were showing at Galeria Lirolay. 
And actually, there is a book here that Kristina [Newhouse of CSULB Art 
Museum] has about Galería Lirolay.∗ You should ask her to show it to you 
later. The Lirolay gallery was also a gallery by Germaine Derbecq, this 
woman I was telling you about. She had the art gallery called Lirolay, and we 
all started there: me; Marta Minujín; Santantonín; all of us showed there. 

And then when I realized that that was the place to be, I went one day to Mrs. 
[Paulette] Fano. She was the gallery owner, but the inspiration behind it was 
Germaine. Let’s say the person who conceptualized the gallery was Germaine 
Derbecq. The one who maybe gave direction was Germaine. And Mrs. Fano, 
she was an Italian. She was also French, Madame Fano, and her husband was 
from Venice, di Venezia. And they run the art gallery, the best art gallery in 
Argentina, but we are talking contemporary arts. I mean all these young 
people. And then I realized that was the place to be. So one day, I went to the 
gallery and I said that I wanted to have a show. And she said, “Yes, okay.” 
She said, “Well, I don’t know your work. Bring something.” I showed her 
what I was doing, and she gave me a little show, in a small space, and that’s 
how I became Carlos Gardel. 

01-01:16:45 
Phillips: Became what?  

01-01:16:45 

Lamelas: The show, Carlos Gardel (1964). The poster is there at the entrance.Ψ Yeah. 

01-01:16:51 
Phillips: I don’t know about that one. 

01-01:16:52 
Lamelas: Oh, Carlos Gardel is like the Valentino of tango. Carlos Gardel is the biggest 

star, tango star. He is Valentino. That was my very first show, and then what I 
did was— 

01-01:17:08 
Holmes: And that was in 1964, right? 

                                                 
∗ Nelly Perazzo, Galería Lirolay 1960 -1981 (Buenos Aires: MACLA Editorial, 2011). 
Ψ Pinturas a Carlos Gardel, June 29 – July 11, 1964. The poster for the exhibition was designed 
by Edgardo Giménez. It has David encircled with a repeated image of Carlos Gardel. 
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01-01:17:10 
Lamelas: I believe ’64. And I still was at the fine arts academy, and the Carlos Gardel 

show was like a small room. The room, it was maybe like this. Yeah. Maybe it 
was this size. Maybe a little bit more there. And so I made three paintings, one 
per wall, almost the size of the wall, and they were fragmentations of the 
mythical image of Carlos Gardel. Segmentation of the images, fragments. So 
that was the first show, and that’s how I met Marta Minujín. 

01-01:17:43 
Phillips: Because she came to the show? 

01-01:17:44 
Lamelas: I tell you how I met Marta Minujín. After my lunch with my parents, I used to 

go to where the art scene was. And then one day, I arrived at the gallery doing 
my show, and Madame Fano said, “Shh!” She said, “Marta Minujín is waiting 
for you.” I mean, she was already famous. And I said, “Oh, my god!” You 
know Marta, right? 

01-01:18:10 
Holmes: Of her, yeah. 

01-01:18:11 
Lamelas: Genial, genial, genial. And she grabbed me, my hand, and she brought me to 

Café Moderno. That’s where all the avant-garde met. I used to go there, but to 
the back, with the students, and she brought me to the window tables, to 
where the real thing was happening, which created a problem later, because I 
used to see my friends from the back, and I didn’t know how to deal with both. 
The others thought of me as a snob because I was sitting where Marta Minujín, 
Santantonín, Kemble, Noé, all of these people. So I stopped saying hello 
because I was embarrassed. That was a very hard decision to make. And then I 
decided to go back to say hello to them, but they were very brutally hurt. No, 
those things you have to be careful with. You can hurt people when you move 
on. It’s true. You have to be very careful, because one day—you never know. 
So that was very interesting. So I owe that to Marta, that she brought me to the 
center stage, in a way. Yeah. Yeah. 

01-01:19:29 
Holmes: And that got you developing relationships with Di Tella?  

01-01:19:32 
Lamelas: It was a very active moment in Buenos Aires, so there were many prizes for 

young artists. So there was Ver y Estimar. For example, the Ver y Estimar is 
one, which it was once a year, they had these—it is a little bit like, let’s say, 
the Whitney Biennial, a smaller version, where young artists are invited to 
show the new production. And the director of that institution was very 
important in Argentina. It’s called “Ver y Estimar”: “to see and appreciate.” 
His name was Díaz Hermelo. [Francisco] Díaz Hermelo, who was the 
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curator.∗ There was not only an art institution. It’s like a private university, in 
a way. They have art classes. For example, [Jorge] Romero Brest was 
teaching art history, contemporary history, there. And they have curating. It 
was another academy where different art historians were involved, and Díaz 
Hermelo was an art historian, too. So was Romero Brest. So all of this new 
generation of curators—many women; many women—they were in those 
classes. They became, later on, curators, art historians, museum directors. 
They all come from Ver y Estimar. And so I was invited twice to the Ver y 
Estimar. I never got the prize, but I was invited. One time, I got a mention, an 
honor. Because a mention is like a fifth prize. 

And then there were others. Le Prix Braque, which is still on, which is a prize 
given by the French embassy. The idea was to get a scholarship: one year in 
Paris. And I didn’t make it to Paris, but I was in the show, and the piece there 
I did is Piel Rosa (1965), “Pink Skin.” That is today at the Reina Sofia. So 
that wasn’t that bad. And Germaine Derbecq wrote the first article about me 
with that piece. Very interesting things she said. I was shocked. I was shocked. 
Well, she was French, so she related that piece to a religious medieval sect, 
and she mentioned Mother Angelica. It has a name. It has a name. Not 
Catholic or Protestant. It comes from the Middle Ages. Well, I will remember. 
Anyway, it’s in the text. She mentioned that. So she was a big influence after 
that, because that text, it gave me a lot of—like how you say—it made me feel 
more secure. I said, “Oh, my god, I didn’t know this.” “It reminds me of 
Mother Angelica,” she said. Well, she was not a Jesuit, either. It was like 
older Catholic sects—let’s put it that way. Very French. They are still on there. 
It is one of the sects of Christianity.  

01-01:23:47 
Holmes: So this was a sort of poetic reading of your work? 

01-01:23:50 
Lamelas: Oh, very poetic. Yeah, yeah, yeah, yeah, yeah. And then that’s why two years 

later, she was one of the members, jury members, to choose Argentinian 
artists to go to the Venice Biennale. And she said, “For number one, I want 
David Lamelas.” Of course, the other ones didn’t want me, so she had to 
compromise, but she got me, and she got compromise with the others. But she 
got me in, Germaine. 

01-01:24:20 
Phillips: What was the compromise? 

01-01:24:22 
Lamelas: Oh, no. It was a very good compromise. Oh, no. 

                                                 
∗ Francisco Díaz Hermelo was president of the association, Ver y estimar. Ver y estimar was first 
a publication. 1948-1953 (first period) and 1954-1955 (second period). The association began in 
1953. The first Ver y estimar prize was in 1961. 
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01-01:24:24 
Holmes: It worked out. 

01-01:24:25 
Lamelas: I don’t know. She had to make a compromise with the members of the jury, I 

guess. No, yeah. And the poster is there. Rómulo Macció was a very good 
painter. Unfortunately, he passed away about a year ago. And [Antonio] 
Trotta, who is an Argentine artist who lives in Italy. 

01-01:24:42 
Phillips: Oh! So the compromise is that there would be three artists in the pavilion? 

01-01:24:45 
Lamelas: I don’t really know. But she said she had to fight for it. I don’t know. I mean, I 

don’t even know. But I think she had to compromise, to fight for me. And it 
wasn’t that easy. I had to go to invite the three jury curators to come to my 
studio to see my work. Three times they came, because one of them, 
“Absolument, no,” he said. And then at the end, I was accepted. By the third 
time, he kind of softened. Because they said that the Venice Biennale is an 
achievement prize for career achievement, and not for a Young Turk just 
arriving into the scene, you see? It was the first time they had such a young 
man. I was twenty-one. And many people, they were very upset about it, 
especially the older generations, [laughs] the ones who really deserved to be 
in the Venice Biennale. 

01-01:25:50 
Holmes: But at that time as well, if we look through your work, you had received 

already a number of honors in Argentina by that time. 

01-01:25:57 
Lamelas: I know. It was amazing. No, not in Argentina. No. 

01-01:26:01 
Holmes:  No? Or at least— 

01-01:26:02 
Lamelas: I never got big prizes in Argentina. That was to be overseas. Yeah. No, no. It’s 

funny enough. The prizes I got was São Paulo Biennial, and the Di Tella prize 
was a special prize. I didn’t get the first, but I got the special prize. And the 
reason I got the special prize is because Otto Hahn, who was a jury member of 
the jury—I think it was Romero Brest, Lawrence Alloway, and Otto Hahn—
and of course, Romero Brest didn’t want the prize to go to me. Even though 
he liked me a lot, and he liked my work, he had other favorites. Let’s put it 
that way. It happens. 

01-01:26:57 
Phillips: What was Lawrence Alloway’s involvement? 

01-01:27:00 
Lamelas: Oh, he was a jury member. 
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01-01:27:02 
Holmes: Did he come to Argentina, and did you— 

01-01:27:04 
Lamelas: Oh, yes. You see, Romero Brest was inviting all these international critics to 

come to Argentina to be members of the jury. Yeah. Leo Castelli was also 
invited. Alan Bowness. That’s why I got to England, through all of these 
people who came. And they pay attention more than the Argentinians. It’s 
very interesting. 

01-01:27:30 
Holmes: Well, it’s also interesting, too, to think of, as you were saying, a young artist 

that was already garnering international attention at this time, before 1968, 
right? 

01-01:27:44 
Lamelas: Yeah. 

01-01:27:45 
Holmes: One of the first prizes you won, as I think you mentioned, was for sculpture in 

the 1966 Di Tella show [Premio Internacional Instituto Torcuato Di Tella.] 

01-01:27:49 
Lamelas: Well, yes—the piece that we have here, Connection of Three Spaces, that’s a 

piece.∗ It’s 1966, and that’s the piece that Otto Hahn wanted me to gain the 
grand prix, the top prize, and Romero Brest didn’t want it, and Lawrence 
Alloway did not either. Don’t forget, those days were the days of pop art, and 
the prize went to pop artists. So what I was doing was completely out of sight. 
It was out of what was happening in the art world. It was very different. So 
even Romero liked my work, even though when he was—the reason—I don’t 
know if I should say it, but I will. I didn’t make the Braque prize given by the 
French embassy because Romero Brest didn’t want to. Germaine Derbecq was 
a member of the jury, and she wanted me to get the prize. I don’t know if I 
should say that, but she wrote this in an article, so this was already written: 
Romero Brest said of my piece—and I have never discussed that with him—
he said, “What is that?” He said it’s like—you know where you throw papers? 
In an office, you have a can. It has a name. 

01-01:29:22 
Holmes: A “wastepaper basket?” 

01-01:29:23 
Lamelas: Exactly. He said, “What is that?” The way you pronounce it? 

01-01:29:26 
Holmes: “Wastepaper basket,” or “trash can”— 
                                                 
∗ It was initially called Prolongación de una cantidad limitada de espacio (1966) or Extension of 
a Limited Spatial Volume and later called Conexión de tres espacios or Connection of Three 
Spaces. 
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01-01:29:28 
Lamelas: “And what was that?” He said, “It’s good to throw papers in.” And she wrote 

it in an article, or she told me; I don’t know. But she said that. No, she wrote 
that in a text, that Romero Brest said that—and then she ended up the text 
saying, “Le grand prix pour Lamelas,” in French. She was so upset that I 
didn’t get the prize. But no. But then I didn’t get the prize. I was only nineteen. 
But the French cultural attaché called me one day, somebody from the 
embassy called me, and he said one of the reasons that I was not—didn’t get 
the prize is because they thought I was too young, too. I was too young to go 
to Paris on my own. And I got a medal of bronze I still have, so that was good. 
And it was good because then, two years later, I moved to England with the 
British scholarship. And I think I made the right choice. 

01-01:30:26 
Holmes: I’d like to talk about that here in a minute. But before we do, I was wondering 

if you’d want to talk about some of your earlier work that you did with Di 
Tella that led up to the Venice Biennale in 1968. Well, there was the big work, 
which I know we discussed last night at the event, Di Tella put on, the La 
Menesunda? 

01-01:30:54 
Lamelas: What, La Menesunda?  

01-01:30:55 
Holmes: Yeah. 

01-01:30:56 
Lamelas: La Menesunda? No. La Menesunda was a work created by Marta Minujín and 

Rubén Santantonín  

01-01:31:04 
Phillips: But you participated. 

01-01:31:05 
Holmes: You were a collaborator— 

01-01:31:07 
Lamelas: Well, yes—but then, they, Marta and Rubén, invited four other artists to 

participate in La Menesunda. And I was Marta’s choice to become part of La 
Menesunda. But before actually I was accepted, she made me go through a 
test of ideas. You know Marta, right? We sat next to each other like this, and 
she would say something, and very fast, I had to respond. [snaps fingers] And 
it was demanding. She is very demanding. And by the fifth question, the 
telephone rang, and obviously it was Rubén Santantonín, who was the 
coauthor. And she said, “Yes, he is in.” Pow! Hang up. Typical Marta. “Oh, 
yes, he is in.” Pow! She said, “You are in.” 

 So that was La Menesunda. So that was also very important to me because I 
got connected with the Di Tella institute, even though they knew me, but I 
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was just one of the many other artists around art galleries. So that brought me 
into the institution—let’s put it that way. 

01-01:32:27 
Holmes: Could you discuss that event and your experience, especially for our readers 

who may not know the exhibit? 

01-01:32:36 
Lamelas: La Menesunda? 

01-01:32:36 
Holmes: Yes. 

01-01:32:37 
Lamelas: Oh, La Menesunda is very well known by itself. It doesn’t need any help from 

me. 

01-01:32:42 
Phillips: Well, what was your part of it? What was your part of the collaboration? 

01-01:32:46 
Lamelas: Well, it was a cooperative event, and the conceptualization comes from Marta 

and Rubén. So when we discuss ideas, it was all together, got together, and 
got ideas, so I really don’t know which one is mine. But looking back, I can 
recognize me in a few things, but I cannot determine which one, no. I know 
which one is not mine, but we are all talking. It was about a great experiment, 
because it was about ideas. For example, let’s say Marta would say, for 
example—I don’t know—a tunnel with televisions.” And then I would say 
whatever—“Oh, well, information about” this, and they would say about that. 
So it was like that. It is a cooperative instrument for ideas. But definitely, the 
conceptualization comes from Marta and Rubén. We participated, and we all 
were influential. 

But I don’t have my ego in La Menesunda. It’s interesting. I hardly talk about 
La Menesunda. I just let it go. And sometimes I get upset with Marta about 
this, because—I don’t know that I should say this—but when she shows La 
Menesunda, many times she forgets to acknowledge the other four artists. 
So—. 

01-01:34:41 
Phillips: Did you see when it was reconstructed recently? 

01-01:34:45 
Lamelas: Yes, I saw it. 

01-01:34:46 
Holmes: What did you think of it? 
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01-01:34:47 
Lamelas: Well, I was upset. This is oral history, so why not, right? So I was upset with 

Marta because when I got to La Menesunda, my name was not there outside 
La Menesunda. During the opening, I went to Marta and I said, “Well, my 
name is not there.” She said, “Yes, it is! Yes, it is. Yes!” She showed me 
where it is, but my name was literally this, upside-down. And I said, “Why 
upside-down?” She said, “Oh, because that is the way the original poster was.” 
Well, it’s a folder. But you can decide which way you put it. But my name 
was upside-down. And I was not invited to the private view of La Menesunda, 
and I was not invited to the dinner afterwards. I was completely ignored. I still 
love Marta. 

01-01:35:51 
Holmes: Well, then you also started doing some site-specific works. Like if we think of 

La Menesunda, one of the key aspects about that is—and which we see in 
your later work—is wanting an active viewer, right? 

01-01:36:08 
Lamelas: Yeah, but that doesn’t come from La Menesunda, no. 

01-01:36:12 
Holmes: I wouldn’t say it would come from that, but at least, this is something that’s 

carried on in your other work. 

01-01:36:21 
Lamelas: No, that’s very different, because the La Menesunda comes from the idea of 

happening, from the idea of an event. And the idea of an environment where 
things happen. And that talks about Marta’s work. She wants a participation, 
active participant, as a performer. My idea of participation is a rather more 
intellectual one. So it’s very different. I like a creative—conceptually—a 
spectator. It’s not about jumping from one roof to another. You know what I 
mean? 

01-01:37:02 
Phillips: But you might have an active environment, but not the theatricality of a 

happening. 

01-01:37:09 
Lamelas: Yeah. 

01-01:37:10 
Phillips: But nonetheless, your work is sort of filling a space in an active way that does 

involve the viewer. 

01-01:37:17 
Lamelas: Yes, yes. Yeah. Well, I am sure that there are connections, yeah. Yeah. There 

are connections. For example, the one where seventeen TV sets.∗ And in La 
                                                 
∗ David is referring to Situación de tiempo (Situation of Time 1967) which he showed in 
Experiencias visuales (1967)   



 Oral History Center, The Bancroft Library, University of California Berkeley 31 

 

Menesunda, there were also TV sets. And I am not the only one working with 
television, because there were many others throughout the world doing that.  

01-01:37:53 
Phillips: Not that many, in the 1960s. 

01-01:37:55 
Lamelas: No? 

01-01:37:55 
Holmes: No. 

01-01:37:56 
Lamelas: No? 

01-01:37:56 
Phillips: Not so many. I mean, that was one thing I wanted to ask you, is had you seen 

any other artists working with those? I mean, by this point, Nam June Paik is 
starting, Wolf Vostell— 

01-01:38:09 
Lamelas: No. Certainly, I didn’t know about Nam June Paik. But Marta Minujín did use 

TV sets. Yes, she did. She did. Marta Minujín, Nam June Paik, no. I didn’t 
know about Nam June Paik until Prospect 68. And I got introduced, through 
Prospect 68, to his work. 

When, in the United States, television sets became affordable to be at home? 
Which years, more or less? 

01-01:38:58 
Phillips: Probably in the `50s? I don’t know.  

01-01:39:00 
Holmes: Yeah, by the mid to late 1950s or so— 

01-01:39:03 
Phillips: Certainly by the `50s.  

01-01:39:04 
Lamelas: Okay. In Argentina, not that much later, then. A little bit; maybe five years 

later. We heard about television, but we had radios. We had radio. The radio 
was this square thing in your house, a long player where you played LPs. But 
we heard of television, and the first time I went to television was in—very 
clever of Perón, so he used the media very well; so did she—in the different 
neighborhoods, there were, let’s say, little spaces, like to promote Peronism. 
Like communities, how you call them? Like there are— 

01-01:40:05 
Phillips: “Community centers?” 
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01-01:40:06 
Lamelas: Community centers, community centers, of Perón ideology. And he was very 

clever. He put in the window in one of these community centers a television 
set. Of course, the whole neighborhood went there to watch television. Very, 
very clever, right? 

01-01:40:27 
Phillips: Who owned the television stations at this time? 

01-01:40:31 
Holmes: That’s a very good question.  

01-01:40:31 
Lamelas: Probably the state. 

01-01:40:32 
Phillips: Was it the state? 

01-01:40:32 
Lamelas: The state. Of course, yes. Probably the state. Yeah. It was the state. And 

maybe the Di Tella. The television sets were Di Tella.  

01-01:40:42 
Phillips: Because how did you— 

01-01:40:42 
Lamelas: A strong connection between Perón and Di Tella. 

01-01:40:45 
Phillips: I guess part of my question about Situation of Time is did you feel there was 

anything political about having a television set that was broadcasting nothing? 

01-01:40:59 
Lamelas: Well, I mean, from the first time I saw that TV set, it already had that political 

significance because it was at the Peronist’s—“social center?” It’s called 
“social center?” You call it—? Like let’s say the Republican party and the 
Democratic party, they had communities—how you call it—areas where they 
promote their ideology? How do you call them? It’s not the “community 
center.” How do you call that? 

01-01:41:35 
Holmes: Are we talking about channels, or actual— 

01-01:41:37 
Lamelas: Oh, no, no. 

01-01:41:37 
Holmes: —centers? 

01-01:41:37 
Lamelas: We are talking about— 
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01-01:41:38 
Phillips: Like local political offices. 

01-01:41:39 
Holmes: Well, yeah. Local political offices. 

01-01:41:41 
Lamelas: Is that what it is? Where the Republicans go, or Democrats go? People are 

pro-Hillary or pro-Trump, they go to different places. How do you call these 
places? 

01-01:41:52 
Phillips: I mean— 

01-01:41:52 
Holmes: “Institutions of dogma?” [laughs] I don’t know. 

01-01:41:55 
Lamelas: Okay. Anyway, in Argentina, they have a name, and that’s why it means. So I 

always— 

01-01:42:01 
Phillips: Like a party headquarters? 

01-01:42:02 
Holmes: Yeah, maybe that’s a good way to put it, right. 

01-01:42:03 
Lamelas: Like a party headquarters, but in the neighborhoods. They had many, many 

different ones. And it’s something that he, Perón, did very well, and the idea is 
to show a television set there. So it always had, for me, a political connotation, 
yeah, of power. I always saw it an instrument of power, and conviction, yeah. 
Yeah. Of course. It always had that significance for me. And then when I 
realized that Di Tella was producing TV sets, and at the same time, they 
owned the museum, Di Tella museum, I made a connection between, let’s say, 
the first time I saw a TV set in a pro-Perón environment, then Di Tella. And 
then let’s not forget it was [Marshall] McLuhan, it was all that theory about 
the media and all that. So I just created this as a result of what was going on 
around me. I mean, television, I already finished the work Limit of a 
Projection (1967), a spotlight with nothing. Then the next one was a television 
with nothing. It’s the same thing. McLuhan would say you do not have the 
message, but you have the medium. And the idea was going a little bit forward 
on his theory of the medium and the subject. It’s like separated; it just showed 
the medium. Yeah. 

01-01:43:50 
Phillips: But you showed the medium in an institute related to the producer of the 

medium. 

01-01:43:56 
Lamelas: Yeah. The Di Tella, yeah. 
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01-01:43:59 
Phillips: Well, I’ve thought of the piece, you are pointing a little bit to the relationship 

between all of these entities that you are describing. 

01-01:44:10 
Lamelas: Oh, no, definitely. Yeah. Oh, yeah. Yeah. And that was very clear on me, too, 

yeah. Because I wanted specifically not General Electric sets, I wanted Di 
Tella sets. There were other—Phillips; there were Sony, whatever. But I 
wanted Di Tella. These were the main sponsors, and the Di Tella, they made a 
fortune because of connections with Perón, and the Rockefellers. So there 
were alliances. 

01-01:44:39 
Holmes: Questions on that front of how did you come up with the idea of using the 

televisions in that way? And was that also your first kind of venture into 
thinking about information? Because we could see this by, in 1968, the Venice 
Biennale, your exhibit there definitely was dealing with information— 

01-01:45:03 
Lamelas: No. And that brings me back to my father. One thing my father always did 

when he came from the bakery at 1:30—always around that time, and my 
mother had lunch, dinner—and as soon as he arrived, he opened the 
newspaper. And it was, let’s say, the New York Times of Argentina—Diario 
La Prensa it was. It was a good newspaper. The same format, New York Times 
and everything. And he read it very fast from beginning to end. He was very 
fast. He went through it and read it. And after he finished the meal, he finished 
the paper, and then he went to take a nap, because he had to open the bakery 
at 4:30, so he had only half an hour nap. You had to be silent, because they 
wanted to sleep for the nap, so I used that moment to read information. So I 
think that was very important. And then I used to go to the art pages first. And 
then politics was also very important. So my connection also comes from my 
father, that he was always very interested in politics. Yeah. 

01-01:46:21 
Holmes: And that’s where that started to—and then later we see this in your work 

01-01:46:25 
Lamelas: Well, yeah. Then I started to make mental connections. I said, “Oh, but it’s 

interesting.” And I won’t give names, but my mother would speak very badly 
about a person, for example, in the house, and then that person was glorified 
in the newspaper. I would say, well, how can that be that in the paper, she is a 
queen, and my mother says she is a bad person? So I always believed that 
news was fake news, so kind of—you know? So I always doubted that news 
was real. But let’s face it: news has always been half fake. I mean, now, they 
are on the board, but we always knew that. You couldn’t really believe any of 
them. I was very clear on that. It was very obvious to me. 
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01-01:47:30 
Holmes: Both works also—if we look at Situation of Time and Limit of a Projection—

are also looking at technology, the new technology coming out, right, and also 
highlighting that. So if we look at Limit of a Projection, it’s not just the light, 
which I know you have stated in other interviews—you were trying to take 
sculpture off a pedestal.  

01-01:47:52 
Lamelas: Yeah, but it’s also about something else, yes. Yeah. 

01-01:47:56 
Holmes: What were the politics, also, behind that? Or at least, your ideas behind that, 

of looking at and deconstructing the use of technology itself? 

01-01:48:06 
Lamelas: Well, you see, I was very young, and in many ways uneducated. So many of 

these thoughts are intuitions as well; through intuition more than philosophical 
reflection about politics, or life, or space. It was just like things that came by, 
just came. You know what I mean?  

01-01:48:29 
Holmes: Yes. 

01-01:48:29 
Lamelas: Yeah. 

01-01:48:31 
Phillips: At this point, around 1967, you said you are reading the international art 

journals. Do you remember the sort of artists from other countries that were— 

01-01:48:42 
Lamelas: Of course. 

01-01:48:42 
Phillips: —standing out? 

01-01:48:42 
Lamelas: Yes. 

01-01:48:43 
Phillips: Which ones were most striking to you to learn about? 

01-01:48:49 
Lamelas: Well, yeah. Before I got to art magazines, there were art books, and there were 

history lessons, and so on. For some reason, I remember the first was Studio 
International, I guess because I—well, the Di Tella was a big source of 
information, because they had available Studio International, Artforum, Art in 
America. All of those, they were available at the library. And they also were 
available at the Museum of Fine Arts library. So I forgot to tell you that. Yeah. 
Even when I was very young, I went to the museum, and after the shows, I 
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went to the library. And they had all those magazines; French and the United 
States, Italy, they had. So they were accessible there. 

01-01:49:48 
Phillips: So were you reading about minimalism, for instance?  

01-01:49:51 
Lamelas: I was reading about everything. I was reading about everything. But don’t you 

forget that minimalism got very little attention in the press. Those were the 
days of pop art. When I heard about minimalism, I was already doing it. So 
that was a very interesting thing. “Oh,” I said, “oh, this is interesting.” But it’s 
something that they didn’t understand in Argentina, because everybody was 
paying attention to pop, or the so-called “new geometry” of Kosice, all the 
MADI group. But what I was doing was not in that line, so I was not easily 
accepted. No. In fact, they never did. They never understood what I was doing.  

01-01:50:45 
Phillips: What about kinetic art? Were you encountering any of that?  

01-01:50:48 
Lamelas: No, no. I never liked kinetic art for some reason. 

01-01:50:49 
Phillips: You never liked it? 

01-01:50:50 
Lamelas: No. 

01-01:50:50 
Phillips: But did you see it? Or did you encounter it? 

01-01:50:52 
Lamelas: Oh, yes. Yeah. Of course. [Julio] Le Parc was the big star. Of course. That 

was big in Argentina, but I never felt connected with it. Even though they 
work with light and space, I always felt more connected to light and space 
from here where we are, in California. Yeah. Strange enough, because we 
didn’t know in Argentina about the space and light in LA. We didn’t. Well, 
I’m lying. No, I didn’t. Let me see. Let me go deep in my heart. The first time 
I heard, let’s say, of Robert Irwin, for example—no, it was many years later. 
Even in Europe, they were not known. They were known much later.  

01-01:51:44 
Phillips: Turell? Had you heard anything— 

01-01:51:46 
Lamelas: Oh, Turrell? No, no, not at all. No. Turrell, maybe twenty years ago. No, no, 

no. The one I probably heard—yes, well, Donald Judd. They were more like 
Donald Judd, the New York minimalists. But before I moved to Europe, I 
never heard of Seth Siegelaub, for example. The same thing happened. The 
first time I met them was in London. And then I met Lawrence [Weiner], and 
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I met Joseph Kosuth, Robert Barry. All of them, I met them in London, 
because we were showing in the same gallery, and the same shows. So then I 
got to know them.∗  

You know, I think what happened: we all come from the same information. So 
it’s natural that artists who have similarities, they follow the same route, 
because they come from the same interests. So it’s the same thing as when 
you say you see a Juan Gris or a Picasso made the same year: how can you 
decide which one is first? That’s a big drama, that Juan Gris and Picasso. I 
believe that Juan Gris was first, for some reason. No? Picasso was more 
intelligent to pick up [snaps fingers] things, and he was a great draftsman and 
genius. But the thinking, I think, has more deeply thought from Juan Gris. 
Yeah. That’s just what I feel. 

So those things are like that. And for example, the first time I went to Prospect 
68, I saw a beautiful, beautiful piece—and I think, I love that piece—of Nam 
June Paik, which was beautiful, I think. It’s just a Buddha, and includes a 
television, and then you see the Buddha on the screen. That was the ultimate, I 
think. So that was the first time I heard of his name, and that’s one. But I had 
already done the seventeen TV sets, but I think they are completely different. 
Our use is completely different. And the same thing happens with the 
Newsroom About the Vietnam War, because I did the Newsroom of Vietnam 
War in ’68, because I am in that show.Ψ And then that was in, let’s say, March. 
The Biennale of Venice is in March, no? February? March? When is that? 

01-01:54:48 
Phillips: Now, it’s usually in the summer. It usually opens in May. I don’t know 

about— 

01-01:55:01 
Lamelas: Okay. It’s always been the same. No, no. It was before. This time, it was 

February. February, February, yeah. In February. Oh, no—March. March. 
Yeah. By March 15, the opening. Okay. I remember, because I arrived in Paris 
by the end of May ’68, and that was May, and I arrived just as May ’68 ended. 
I arrived in June in Paris—the first time in my life—from Venice. So that 
means that I was, in May, in Italy. Right? So the Biennale maybe opened 
about May 15, 20. Via Paris, I arrived in London. I was invited to that group 
show at Prospect 68 in Düsseldorf.  

                                                 
∗ David also met many of these people through Barbara Reise (a US born art historian who made 
her career in Europe) and his London dealer Nigel Greenwood. 
Ψ The piece is called Office of Information about the Vietnam War at Three Levels: The Visual 
Image, Text and Audio (1968). It was originally called Information Complex about a Given Topic 
on Three Levels: Visual, Text and Audio because of concerns from the Biennale committee about 
street protests. 
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01-01:55:55 
Phillips: Was it Konrad Fischer who invited you— 

01-01:55:57 
Lamelas: No, it was Anny de Decker, from the Wide White Space gallery. Yeah. And 

then I walked into the lobby of the Kunsthalle, and I said to Anny, “Oh, I 
didn’t know my piece is here.” I thought it was the Vietnam piece. And she 
said, “No, no, no, no. No, no! That’s not yours. That is a German artist. Hans 
Haacke.” 

01-01:56:30 
Holmes: Who did a similar piece to your piece on Vietnam? 

01-01:56:33 
Lamelas: Yeah. Yeah. And I was kind of deeply upset, and I said, well, move on. I just 

didn’t care. But, yeah. Then I was already doing something else, so I didn’t 
care. But that was interesting. And besides, the work is different. But it looked 
the same. It was a telex with telex working. But I never knew exactly what 
was the function of that piece. It’s just the telex working, right? 

01-01:57:05 
Phillips: I can’t recall.  

01-01:57:06 
Lamelas: Yeah. It’s a telex working, receiving information, whereas mine was very 

different. It was about a specific subject, and then it was translated into three 
different forms of language. 

01-01:57:16 
Holmes: And six different languages, right? 

01-01:57:18 
Lamelas: Yeah, yeah. 

01-01:57:18 
Holmes: Something like that? 

01-01:57:18 
Lamelas: And then it went from audio to text. So the Hans Haacke didn’t have any of 

those elements. So anyway, there were many differences, even though there 
are many connections. 

01-01:57:32 
Holmes: I wanted to ask you in regards to the Vietnam piece in Venice, if we look at 

the earlier works, you were starting to deal with information, right, as we saw 
with Situation of Time and others. 

01-01:57:45 
Lamelas: Very much so, yeah. 
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01-01:57:56 
Holmes: But here, you were also looking at not just the medium of how information 

gets to you, but also its translation. It’s the entire process of that. Can you talk 
a little bit about that? Or what you were trying to achieve? 

01-01:58:06 
Lamelas: Yeah. I mean, I wasn’t that big thinking. It was quite simple. No, it’s true. I 

didn’t burn my head. No. It was quite simple. It was like, let’s say, going back 
to Cubism. Let’s say that Cubism, what Cubism does is they don’t paint the—
when you draw, you can decide to use the visual perspective which would be 
like fake perspective that you would see, or this is strictly realized, like 
Cubism. This, show it like this. And then the other part of that, break the 
perspective. So I was trying to do the same thing with information. It’s 
deconstructing the process of information. 

01-01:58:56 
Holmes: I wanted to ask, too, in another interview, you once said that you weren’t 

making an actual political statement about the Vietnam War. 

01-01:59:06 
Lamelas: Well, I always deny because it’s safe. [laughs] 

01-01:59:10 
Holmes: [laughs] So you denied it, but it still—because if we also look at what’s 

happening in Argentina at the same time, right? So that politics is very much 
in the mix, be it Vietnam War, or— 

01-01:59:20 
Lamelas: Totally. I mean, it was a very political moment in Argentina and the United 

States, and the world. I mean, come on. I mean, not only now we are a victim 
of politicians. We were then, too. It’s not news. 

01-01:59:33 
Holmes: So there was a critique there, unlike what you’ve said in the past? 

01-01:59:39 
Lamelas: Well, of course. Because I felt the war very deeply, that war. 

01-01:59:46 
Phillips: Did you feel, perhaps, that it’s our responsibility to educate ourselves about 

how information is disseminated? I mean, is that part of your— 

01-02:00:00 
Lamelas: Self-education? 

01-02:00:00 
Phillips: Yeah. 

01-02:00:02 
Lamelas: Yes, probably. Probably true, yeah. Probably true, yeah, yeah. Yeah. Trying to 

understand how things work, yes. 
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01-02:00:09 
Phillips: To point to the system is itself a way of educating your perception? 

01-02:00:17 
Lamelas: Absolutely. I think it has been part of my education. Yeah, no. And I 

remember being with my mother in the summers in Argentina during the 
Vietnam War, and we listened to radio. And then I was making my drawings 
in a little room upstairs, what usually was a storage room, but then I cleaned it 
up and it became my studio, half of this room. And then my mother used to 
call me. I was a good friend with my mom. I mean, we have great talks. And 
then, “Come, come.” About four o’clock, we have tea together or whatever. 
So that was a moment of our dialogue. And then the radio, for example, said, 
“Oh, today in Vietnam, there were 15 dead, and the bombs have”—I 
remember that. So I always felt it very deeply. And then it was the Korean 
War. I remember the Korean War, and then it was the Vietnam War.  

So this has to do with that. We felt it very deeply. Yeah. It was a denunciation, 
really, but without criticism of either party. That’s what I mean. It was about 
the event that worried me. I was not criticizing the United States, or Vietnam, 
or Russia, because I didn’t know exactly. So it was criticizing the event rather 
than a country. Those things go beyond a nation. I think they are a worldwide 
property. 

01-02:01:54 
Holmes: I wanted to also ask, too, because you mentioned last night at the event that 

your experience there in Argentina at Di Tella that you were criticized both 
from the right and the left.  

01-02:02:08 
Lamelas: Yeah, especially the left. Who told you that? 

01-02:02:14 
Holmes: You did. 

01-02:02:15 
Lamelas: Oh, I did? 

01-02:02:14 
Holmes: Yes. 

01-02:02:16 
Lamelas: Oh. What, yesterday? 

01-02:02:18 
Holmes: Yeah, yeah. I had it on good accounts. [laughs] 

01-02:02:21 
Lamelas: Ah. No. That’s very hard to explain, but it is simple at the same time. It is like 

let’s say in the Argentinian group of my close art friends, there were people 
that were political in one respect, like Marta Minujín, me, and a few others 
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who were political in the sense—in an abstract way. I mean, you can be 
political in many respects. I mean, it’s hard to explain, because I kind of made 
mistakes, too, and then you will—. So, no. 

There was, let’s say, the left. It was a small group of extreme left, anarchists—
let’s put it that way—who were against the Di Tella institute, and against us 
who went to it.∗ But in reality, those people—and I won’t mention names—
some of them, really, they were upset because they were not invited to Di 
Tella. This also happens: you get resentment. In only four or five years, I won 
São Paolo, Venice Biennale, so it was very fast. So it created a lot of 
resentment from some group of artists that they claimed instead they were 
leftist against me, who, I was the real left. [laughs] You know what I mean? 

01-02:04:18 
Holmes: Indeed. 

01-02:04:20 
Lamelas: No, but the same thing happened in Venice. It was a very political Biennale, 

but Argentina was at the brink of dictatorship, the United States was in a war, 
the Cold War, May ’68, so it was like hula, hula, hula everywhere. I forgot my 
line of thought. What I was saying just before this? 

01-02:04:54 
Phillips: I think about prizes. What were we talking about? 

01-02:04:56 
Holmes: Yeah, the critiques from the left and right 

01-02:05:00 
Lamelas: Oh, yeah. Okay. So in a few years, I achieved a lot. I don’t like that 

expression, but I achieved a lot in a few years, prizes and recognition. So that 
created a lot of resentment from a small group that they called themselves the 
left. So in a way, I was resented. And this group, at the end, they were very 
upset with me as a person, but only because I got attention. From the left, it 
was that way. And from the right, the right, they’er suspicious of anything that 
was new. Let’s say the right wing in Argentina, they were like moralist 
Catholics, pro-militarism, et cetera, et cetera, et cetera. And the left was the 
other. It was a revolution. So there were two extremes, and we were caught in 
the middle, kind of criticized by both. 

 Even from the early days, I have always been very interested in the United 
States, and in Europe. But I know what the United States is, and I know what 
Europe is. It doesn’t mean that I think the United States is perfect, either. It 
has many mistakes, as we all know, but it is what it is. So is Europe. You 

                                                 
∗ He could be speaking about the artists of Tucumán Arde. See the book, Del Di Tella a 
‘Tucumán Arde’: Vanguardia artística y política en el 68 Argentino, by Ana Longoni and 
Mariano Mestman for more information. 



 Oral History Center, The Bancroft Library, University of California Berkeley 42 

 

know what I mean? Europe has been the main colonizer of the world; it still is. 
But still, they give you a lot of good things. The idea of the revolution is 
conflictive. 

01-02:06:54 
Phillips: You were talking about this incredible political context for the Venice 

Biennale in 1968. Do you remember the rest of the exhibition? The other 
artists that were there?  

01-02:07:07 
Lamelas: I remember it very well. You remind me of where I was going to when I 

started talking about this, it is the same thing that happened in Argentina, it 
happened in Italy. So from Argentina, I felt resentment, even from some close 
friends of mine that I thought they were my friends. They were very rude to 
me at the end. So then, luckily, I left Argentina and I moved to Europe. That 
was a good moment for me to leave. 

And then I arrived in Italy a month or two months before the Venice Biennale, 
because it was a big project. I needed a connection with a news agency in Italy, 
the telex machine—I needed a whole production, and we had no money from 
the Argentine government. They didn’t even pay my ticket. So we were 
chosen, but there was no budget behind. Anyway, so I managed to take care of 
things on my own, and then we got the work done. When you go to the Venice 
Biennale giardini, you go through this bridge. Remember the bridge? And that 
was the time where the young artists from Italy, they were against the Venice 
Biennale. 

01-02:08:32 
Phillips: Because it ignored them? 

01-02:08:34 
Lamelas: Probably. But they claimed it for political reasons. So I remember walking 

into the bridge and there were young students, maybe older than me already, 
going, “Fasciti! Capitalisti!” And they were throwing papers and stones. 
Yeah. Oh, believe me, they were very aggressive. And it was very strange for 
me. Yeah, I remember. “Capitalisti! Oligarchia!” And I didn’t know I was 
fighting from inside. You know what I mean? You know who said that? 
Sabine Breitwieser. You know Sabine Breitwieser? She is the one who really 
presented the Newsroom at MoMA for purchase. She said, “We are bringing 
the Trojan horse in at MoMA.” [laughs] That was very Sabine. 

01-02:09:44 
Holmes: What was the exhibit’s reception there in Venice, as well? 

01-02:09:49 
Lamelas: Oh! Well, it was great.  

01-02:09:51 
Holmes: Speaking of Trojan horses and everything. 
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01-02:09:52 
Lamelas: Well, I am here because of that. Yeah, I know. Well, I was like the black duck 

in the show. All the attention, the curators, and the money went to Rómulo 
Macció, because he was a fashionable painter that—it was like inviting Jeff 
Koons, let’s put it—he was the famous one. Nobody wanted me or Trotta. We 
are the young Turks—let’s put it that way. So the curator of the show—no, the 
curator was from Argentina, but the—because those days, it was a different 
name. “Curator” meant the person who put the show together, the producer, 
rather than they chosen the artists, you see? 

So the producer of the show, he didn’t pay any attention to me, he had no 
money for me, but he gave the biggest space to Macció, and the small space 
for me. And Trotta was literally outside, in the giardini. The pavilion was very 
small. But the good thing: it’s very well situated. It was really right by the 
British pavilion and the American. It was very well situated, because we had 
the Finnish pavilion. Argentina had the Finnish pavilion because Finland had 
moved to another pavilion, and they made an agreement with Argentina that 
we could use the Finnish pavilion. It was the Alvar Aalto building. Beautiful. 
And it’s very well situated at the main avenue. 

But it was very small. Eighty percent of the space was Rómulo Macció, Trotta 
outside, and I had the back room, which, it was like this. But it worked 
perfectly for me, because it’s what I needed: a newsroom. So I built the 
platform this way, this high, and then it was a glass, like this. A glass window. 
And then the action was inside. And one day, I was cleaning with Kleenex the 
glass, and this man came to me and he said, “Who made this work?” in French. 
“Je suis Marcel Broodthaers. It was Marcel Broodthaers. I said, “Oh!” I 
didn’t know who Marcel Broodthaers was. He asked me a few questions. He 
said, “Wait here.” He said, “I come back in ten minutes.” He came back with 
Anny De Decker, Bernd Lohaus, her husband, who was a sculptor, and Isi 
Fiszman, who was a curator. No, a collector. No, a collector and also running, 
at that time, extreme left-wing newspaper, anarchist, but at the same time, 
belonging to a very wealthy family of diamond dealers. So the left wing really 
comes from a very wealthy tradition. Don’t forget that Che Guevara comes 
from Argentinian aristocracy, because poor people don’t think about the 
revolution. They want to eat. They don’t want to do a revolution. It’s 
interesting, right? 

01-02:13:01 
Holmes: Yeah. It’s very true. It’s very true. 

01-02:13:06 
Lamelas: Anyway, we turned to another page there. They say hello, and they went to 

another corner to discuss it with them. And Anny De Decker said, “What are 
you doing in September?” I said, “Well, in September, I will be in England 
learning English.” The scholarship required that before I went to some artists, 
I have intensive course in the English language. And she said, “It’s good, but 
it’s a shame, because I would like to invite you to a show in Germany.” And 
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then it was very hard for me, because at the same time, I was supposed to be 
in this intensive four-weeks course, eight hours a day, in Cardiff. It’s funny, 
because Cardiff, they speak Welsh. Cardiff is Wales. So anyway, I learned 
that later. It was a funny choice. So I always claim that’s why I have a Welsh 
accent. I claim that I have a Welsh accent. But I convinced the woman from 
the British Council to allow me for a few days to go to Germany. So I lost one 
week of the course, but I came back again. I went from Düsseldorf, London, 
Cardiff. They were all very nice, the British Council people. They were, I 
mean, amazing. Extraordinary. 

 But I forgot to tell you about my connection with England, is because also, 
how it started, for some reason, I always wanted to go to England since I was 
little. But I know why; I will tell you later. Because Argentina is more pro-
France. Traditionally, Argentinean artists went to France. Later on, it became 
New York, but those days, it was Argentina artists moved to Paris. And I 
always liked Paris; I mean, I adore France and everything, but for some reason, 
god knows why, England always called my attention. And then I applied to 
the British Council scholarship, and there were eight a year in the whole of 
South America, and only one or two of them for visual arts. And Romero 
Brest was the one who had to choose five finalists from South America.  

01-02:15:53 
Phillips: From all of South America? Or Argentina? 

01-02:15:55 
Lamelas: Well, I don’t know. Maybe of Argentina. I don’t know. Maybe just one for 

Argentina. Well, it’s probably true, because when I was in London with the 
scholarship, I didn’t see any Latin Americans there, so maybe it was the 
whole of Latin America. I don’t know. 

Anyway, so it was very small, the amount of people. And then he said, “Well, 
you should present yourself to the scholarship.” I mean, I didn’t mention that I 
knew he was a member of the jury, of course. And he said, “Well, go ahead.” 
He was like that. No small talk: “Okay, go ahead.” He didn’t give you any 
advice or anything. So I presented. I was chosen. He had chosen five, and the 
finalists would come from London. And then I guess the British Council sent 
all the papers and everything, and the one was chosen from London. And I 
wasn’t chosen, and I got the letter from the Council saying that “I’m sorry,” 
and they were very interested and everything, but no. 

But the strange thing happened that—a few very strange—I still don’t 
understand it, because I was rejected, but a year later, I was in London with a 
scholarship. What happened is this. I got the letter, and it was so funny. I was 
so upset with it that I didn’t understand it. I pretended I didn’t understand it. I 
didn’t take “no” for an answer, practically. I left it there, and I left it there. I 
knew I wasn’t going to England, but it was not the final thing. When I went to 
the São Paulo Biennial, Sir Alan Bowness, who was the director of the Tate, 
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loved my work, and because of him, I won the São Paulo Biennial. He was 
one of the ones who pushed for me. And I got to know him, and he saw El 
Super Elástico in Buenos Aires, so he knew of me. 

It’s very strange. Some things are magical, because the day before the jury 
had the final meeting to decide, it was very late at night, and I was alone in the 
pavilion, and I was the only one. And once again, I was cleaning. I wanted my 
work to be clean. See, it’s minimalist. I didn’t want fingertips, you know what 
I mean? That’s the last thing you need in minimal— 

01-02:18:49 
Holmes: Well, especially, you had glass right there. All day— 

01-02:18:52 
Lamelas: And aluminum is very fragile, too. You touch it and it stays there. So I was 

cleaning the aluminum, and I was—no one, just me, about midnight. And for 
some reason, I went back. Remember the Biennale, Venice, the [Oscar] 
Niemeyer building in São Paulo, it is a little bit like the Guggenheim, like 
round, and it goes up? It’s not circular; it has a kidney shape, like a kidney 
shape that goes up. But the same way, it goes up, the platform. I don’t know. 
For some reason, I look this way, I see, and the second floor was Sir Alan 
Bowness looking at me. And he felt, “He’s a poor guy,” he said. He really felt 
sorry, I could see in his eyes, and I think that’s why I got the prize. He felt 
sorry for me. It’s very strange, because I looked back, and he went like 
[gestures]. You know? And then two days later, I won the São Paulo Biennial 
prize. 

Of course, I won the prize, then I thank him and everybody; I was introduced 
to him. And he was with a woman at the British Council, the head of the 
British Council. I don’t remember her name, but Kristina [Newhouse] knows, 
because she found out her name [Lilian Somerville]. And once again, I said to 
Alan Bowness—in those days, he was not “sir,” so we used to call him “Alan 
Bowness,” “Alan Bowness.” I thank him, because I knew that it was him, and 
I said, “Well, I presented myself to the scholarship and I was rejected.” He 
said, “Do it again next year.” I did, and then I got the scholarship. Yeah. 

So that was interesting. And all that comes through the El Super Elástico, 
because in ’65, Alan Bowness was invited by Romero Brest to jury of the Di 
Tella prize. It was Alan Bowness, Romero Brest, and somebody else; I don’t 
remember who was the third person. It was three members: two from overseas 
and Romero.∗ And Samuel Paz, the co-director of the Di Tella, was very 
interested in young artists. He really was advising Romero who to pay 

                                                 
∗ To clarify: In 1965, Bowness visited Argentina to jury the 1965 Di Tella prize with Giulio 
Carlo Argan and Jorge Romero Brest. David was NOT in the 1965 Di Tella show. The jurors for 
the 1966 Di Tella Prize were Lawrence Alloway, Otto Hahn and Jorge Romero Brest-the year 
David won an award. As David says below, Bowness saw El Super Elástico at Galería Lirolay.  
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attention to. Because Romero was like a big gentleman, he was not going out 
to a lot of openings. He kept a distance. He’s like the president of the Getty: 
he just kept outside. But he had people who would go and look at the scene. 
And Samuel Paz was going around, and he brought—one day, to Lirolay, and 
he saw my piece, this one. The following day, I went to the Tate, and Madame 
Fano—again, the French woman who ran the gallery—she said, “Oh, my god!” 
She said, “Yesterday, who came here?” She said, “Samuel Paz, with Alan 
Bowness! And he left a card for you.” He left a card for me saying that he was 
there with Samuel Paz; it would be nice to talk to me. I went immediately to 
the Di Tella; he said, “No, he’s already gone.” So that was it. So a year later, 
he knew me already because of that, and I guess that’s why he paid attention. 
And a year later, I was in London. So it was all a very lucky coincidence, I 
guess. I mean, somehow produced by my work, but also by destiny, I guess. 

01-02:22:40 
Holmes: A little serendipity. Well, maybe that’s a good place to take a break— 

01-02:22:45 
Lamelas: Okay. 

01-02:22:45 
Phillips: Here is Kristina also.  

01-02:22:46 
Lamelas: Okay. 
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Interview 2: September 20, 2017   
 
02-00:00:01 
Holmes: All right. This is Todd Holmes with the Oral History Center at UC Berkeley. 

Today’s date is September 20, 2017. I am here for our second session with 
David Lamelas. We are here at California State University, Long Beach, at the 
University Art Museum, and we are joined by Glenn Phillips from the Getty 
Research Institute. 

David, we just finished discussing, well, the very early part of your work and 
life, and, of course, your exhibition there in Venice. A lot of people who have 
discussed your work point to 1968 as a big transition, and particularly your 
time in Venice, and then subsequent move to London. What could you tell us 
about your time in Venice, and how that helped develop you as an artist? 

02-00:01:02 
Lamelas: Well, when I arrived from Argentina with Trotta—we flew together, Trotta 

and me to Rome. And, well, first time in Rome, first time in Europe on my 
own, because I forgot to say this, but—oh, no. I did say before that when I 
was about seven, I went with my mother to Spain in 1953. And that began my 
connection with Great Britain, England, especially. It was that we went in an 
English boat, that it went from Argentina to Europe. And that was sixteen 
days. And I really felt very good. I really felt very good. I really felt that I had 
a connection with these people. That was really great. 

We got into that boat, my mom, and then I got kind of a cold. And, of course, 
we had the third-class cabin that it was shared with other people. There was 
my mom, me, and one on top of each other, and on the other, there were two 
more people there. The first day, and I felt sick, so I had the flu. So we went to 
the doctor; he happens to be an English doctor. And he looked at me, and he 
said, “Well, this kid needs cured. He needs attention.” It was really great. He 
said, “Well,” he said, “we have a first-class compartment,” he said, “that is 
empty. You are going to stay there until David recovers.” So we moved to the 
first-class compartment, which, it was a small suite. It had the bedroom for my 
mother, a living room—and that became my bedroom—and it was really cool. 
And then he allowed us to stay until we arrived in Europe. So that was really 
great. So I thought, “This is great. I should move to England.” 

And I really felt very good, the way they treated me. They treated me very 
well. They really paid attention to me. I was born, me and my brother, with 
low eyelids. They were lower than now, because later in years, I raised them 
up a little bit—one millimeter. They were lower. And one of the approaches 
of my mom was to take me to a good hospital in Spain to have a surgery done. 
I never wanted any surgery done, but they were obsessed that I should do that. 
So I always said no, but then when the doctor came to see me one of the 
following days—he came several times, and he used to bring children’s books 
in English. That was my first contact with the English language. And my 
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mother said, “Well, what do you think, Doctor? I think one of my purposes in 
Spain is to have his surgery done.” And he said, “No, don’t do that. Wait until 
he is eighteen. If he wants to do that, it’s fine. And I think that’s a sign of 
intelligence,” he said. And that, for me, was—. I said, all right, okay. 

And then we came back. It was another sixteen days in an English boat. And 
so I think that when, later on in life, I decided to move to England, it had to do 
with my very early experience. Definitely, right? Yeah. 

02-00:05:31 
Holmes: Before you moved to England, you also were beginning to make connections 

in the larger art world, and with galleries, such as Wide White Space, 
following your exhibit in Venice. Can you talk a little bit about that, of how 
those connections were made, and what kind of influence did they have on 
your work? 

02-00:05:54 
Lamelas: Well, I said I met Anny De Decker and Bernd Lohaus at the Venice Biennale. 

From Venice, I went directly to Paris, and it was early June, so it was the 
last—the end of the “French revolution,” as they say, May ’68. And the reason 
I went there is because many Argentinian artists, and also writers and 
intellectuals, who kind of left Argentina, they went to Paris. And they all were 
very active in May ’68. And so when I arrived there, there was the big turmoil, 
Paris was transformed. And I was there for fifteen days, and then I took the 
train to—by boat—those days, you went by boat—to London, and you 
crossed the Channel. And then I contacted the British Council. They gave me 
90 pounds—90 pounds was quite a lot of money, those days—and that was 
the first installment. 

And then I took a room, and then is when I had to create a piece for Prospect 
68. And the reason I close my eyes is because I have some itchy eyes at this 
moment. And then I was in London, and I was following the Newsroom About 
the Vietnam War. So then I said, “What do I do?” I said, okay, and I decided 
to continue the idea of information. So then come out this idea of a piece 
called Analysis of the Elements by Which the Massive Consumption of 
Information Takes Place. Can you imagine, to think of that title? And the title 
was because I taped BBC Radio for about one hour. And this was done by a 
friend of mine called Leopoldo Maler∗ who used to work at the BBC. He 
recorded directly from the BBC an hour tape of information. And then I 
divided that in three levels, in three different tapes: tape one; tape two; and 
tape three. Tape one was news of information, second one was advertising, 
and the third one was music and special effects. And then in one vitrine, like 
this one, I showed the newspapers that appeared in Düsseldorf of that 
particular day, every day. It was accumulation of information. So that 

                                                 
∗ Leopoldo Maler is an Argentine artist and filmmaker who moved to London in the 1960s. 
When David first arrived in London, he stayed with Maler. 
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happened for the two weeks of the Documenta. So that was the first piece I 
made in London.  

02-00:09:12 
Phillips: Documenta or Prospect? 

02-00:09:14 
Lamelas: Oh, Prospect. Sorry. Prospect. Yeah, yeah. It’s Prospect. You don’t have a 

tissue, do you? 

02-00:09:21 
Holmes: No, but we can get one. 

02-00:09:22 
Phillips: I don’t. 

02-00:09:23 
Lamelas: Okay. One moment. 

02-00:09:24 
Phillips: But we could get one from— 

02-00:09:24 
Lamelas: For some reason, I have itchy eyes, but it will go. You don’t mind I’m 

wearing this, right? [puts on sun glasses] 

02-00:09:28 
Phillips: No. 

02-00:09:28 
Holmes: No. No, not at all. 

02-00:09:29 
Lamelas: Okay, okay. It will go. 

02-00:09:32 
Holmes: You look like a rock star. 

02-00:09:34 
Lamelas: Okay. I didn’t take the drugs, though. [Laughs] Okay. 

 So that was the first piece. I made that piece, right? And then I was already at 
Saint Martin’s. I was just studying at Saint Martin’s, because of my 
scholarship, I had to go to an art school, and my choice was Saint Martin’s, 
because I heard from Argentina that Saint Martin’s was the place to be, even 
though the scholarship was sending me to go to Hornsey [College of Art], 
which is another art school near London. I went to Hornsey; I really didn’t 
like the sculpture department. These people were working in plaster and 
bronze. I said, “This is not me, really. It’s not a good place for me.” So I went 
to the woman in the Arts Council—not the Arts Council, the British 
Council—and then I said, “Well, I would really like to go to Saint Martin’s.” 
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“Well,” she said, “Mr. Lamelas,” she said, “it’s the most-wanted art school in 
England, and it’s very hard to get in.” I said to her, “Please, give me an 
interview with the dean.” So she gave me an interview with Mr. [Frank] 
Martin, and Mr. Martin was the head of the sculpture department at the school. 
And I brought my book, with pictures from all of my previous work, and he 
accepted me, and then I went to Saint Martin’s. 

And it was a great time, because it was the beginning of British conceptualism, 
and people like Gilbert & George, and, well, John Latham was one of my 
tutors. There was Barry Flanagan, who was one of my tutors. And then there 
were people like Keith Arnatt, Victor Burgin. So it was a booming time. It 
was really extraordinary. My immediate friendship would be with Barry 
Flanagan, and Barry Flanagan introduced me to John Latham’s group. And 
finally, immediately, I was accepted in the group. So we used to go to John 
Latham’s house, I think on Thursday at five o’clock, and we have 
conversations about three, four hours about art. And you have to understand 
that my English was really poor, and John Latham’s talk is very complex, 
besides his accent, which was very—. They are all very gifted people, and 
they are very good with the English language. Anyway, so I really didn’t get 
everything they were saying, so I decided that the best way was just to look at 
them and go, “Mmm. Mmm-hmm.” And it worked. They thought I was 
intelligent, I guess. So I was like, “Mmm. Mmm.” But that’s the way I learned 
English, in a way: just pretending that I did know, but I didn’t. So little by 
little, I understood what they were saying, and they were very complex 
subjects. I mean, we are not talking about one plus one. So that was a wealthy 
time for me. 

02-00:13:02 
Phillips: And going back to Prospect for a minute, what do you remember? I mean, it’s 

such a legendary moment, the Prospect 68. 

02-00:13:16 
Lamelas: Oh, I remember many things. I remember everything. I remember, for 

example, walking into the Kunsthalle at Düsseldorf and seeing the telex 
machine that I believed immediately was my work, but it wasn’t. It was Hans 
Haacke. So we moved in, and they are very large spaces at the Kunsthalle 
Düsseldorf. And we had a very large room, and Anny De Decker—because 
the idea was to make a group show of artists represented by the different 
galleries. And that was the room of the Wide White Space. It was a very large 
space. Anny said, “Well, David, you have half of that wall.” And who was in 
half of that wall? Joseph Beuys. 

02-00:14:19 
Holmes: Really? 

02-00:00:23 
Lamelas: Yeah. Joseph Beuys. And then I installed my piece with the three tape 

recorders, the film projection, and newspapers next to Joseph Beuys. I didn’t 
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know who he was. I didn’t know who any of these people were. So on one 
side with Joseph Beuys; on the other side was Blinky Palermo, the Belgian 
artist. On the other one was Marcel Broodthaers. And that is where I met 
people like—well, from New York, maybe Lawrence Weiner, Robert Barry; 
from France, Daniel Buren; and the whole generation that we can think of that 
era. It was just amazing. 

02-00:15:33 
Holmes: Yeah. Well, I mean, you have just named some of the most important artists 

of that entire era. Did you realize that you were now all of a sudden in the 
absolute center of the world, in a way, as far as contemporary art was going at 
that moment? I mean, we can look back on it now and say that, but at the time, 
did you feel that it was important? 

02-00:15:55 
Lamelas: No I did. I did, because what they were doing, it was very interesting to me, 

and they were expanding my horizons. Oh, definitely. Yeah. Yeah. And not 
only that, they were close to me. And I think that they helped me, and I helped 
them. Because we did talk a lot about art. It was not just going drinking and 
talking about gossip. In those days, we were very serious. We would talk 
about ideas, and the evolution of art, and so on. And so I took a lot from them, 
and I am sure they took a lot from me. So it was amazing. I remember Hanne 
Darboven very well. Hanne Darboven was there, who stood in front of my 
piece and she really looked at the piece. And many others. 

02-00:17:05 
Holmes: During your time at Saint Martin’s, you also began to transition—your work 

began to transition—to film. Can you discuss a little bit about that transition? 

02-00:17:17 
Lamelas: The piece in Düsseldorf and the piece in Venice, I left the objects behind, 

because it was about information, and analysis of information. And then I 
went to Saint Martin’s. My scholarship was to the sculpture department, and 
the sculpture department was run—my main tutor was Anthony Caro. And it 
was a small group of us that were less interested in sculpture, and more 
interested in going to the library and looking at magazines, and talk and 
discuss. 

And so I didn’t spend that much time in the actual place that I was assigned to 
make my sculpture, Saint Martin’s, but Anthony Caro was coming once a 
week, or twice a week, sometimes, where he had meetings with each student. 
The professor had meetings with each one. And I think he was a very nice 
man; really nice man. We would talk, and he said, “David Lamelas.” He was 
very British. “David Lamelas,” he said, “you are never here.” And I said, “No.” 
I said, “Well, I really spend a lot of time at the library writing a script for a 
movie I am making.” He looked at me in horror and said, “Well, Mr. Lamelas, 
this is a sculpture department. You had better make sculpture.” No, not 
“better.” He didn’t use that word. And I said, “Well, professor, I am making a 
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film.” He said, “Well, if you want to make films, you should go to film school. 
This is a sculpture department.” And I said yes, yes, yes, of course. And I 
wanted good grades, because I wanted a scholarship to have another extension 
for another year, and I needed his signature. He was my main tutor. So I said, 
“Yes, Mr. Caro,” and all that. 

So that’s why I have two pieces that are here: 28 Plaques Placed in Two 
Unconventional Forms and Signaling of Three Objects. They were approaches 
from Argentina in the early `60s, and not realized as a sculpture. So then I 
decided to go back to my old idea—“old”; only two years old, but to me, it 
was like a world of difference. And then I made the two of them. And first I 
made this one, 28 Plaques Placed in Two Unconventional Forms for the 
graduation∗ and at the roof, at the roof. And actually, one of my friends, 
colleagues, at Saint Martin’s was Robert Barry. You know Robert? Robert 
Barry, who is Mary Kelly’s husband. And fortunate— 

02-00:20:17 
Phillips: Ray Barrie.  

02-00:20:19 
Lamelas: Ray. Ray Barrie. And he also presented a sculpture. Because of him, I have a 

picture of the original of mine, because he took a picture of his sculpture, and 
mine was next to it. So that’s the only record I have of the original. 

02-00:20:35 
Phillips: Mary went to Central Saint Martin’s also. Had she started, or was she a little 

after you? 

02-00:20:40 
Lamelas: She was quite a lot after. 

02-00:20:41 
Phillips: She was quite a lot after? 

02-00:20:42 
Lamelas: Quite a lot after, yeah. Yeah. She was quite a lot after. She was there, I 

think, ’76, ’77, ’78.  

02-00:20:51 
Phillips: Really? I thought it was a little earlier than that. 

02-00:20:53 
Lamelas: Yeah, yeah. So I’m very happy that Anthony Caro, that little call of attention. 

Otherwise, I would have never made those pieces. So anyway, he was right 
that that was a sculpture department. And then I presented him with this piece, 
but it was unpainted, and he liked the piece. He liked the piece, actually, and 
he was interested in the piece. And he said, “Well, but it needs to be painted.” 

                                                 
∗ This piece was first shown in 1968 at the MNBA for the show Materiales, nuevas técnicas, 
nuevas expresiones. 
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And to please him, I painted it the way it is now, the rusted color. So it’s 
interesting, because now it became the real color of one I faked. I faked it in 
those days. And he liked that, and then he liked this one, the Signaling of 
Three Objects, and then because of that, I got the scholarship for another year. 
And the following year, it was like Buenos Aires. Like I was at the academy 
in Buenos Aires, and in London, I was at Saint Martin’s, but I was really up 
and about in the London conceptual arts scene. 

02-00:22:20 
Phillips: Did you see When Attitudes Become Form when it came to the ICA? 

02-00:22:24 
Lamelas: When Attitudes Become Form? I did see it. I went to the opening. Yes. 

02-00:22:28 
Phillips: You did? 

02-00:22:28 
Lamelas: Yes, yes, yes, I did. I did see the show. I was furious I was not invited. [laughs] 

02-00:22:34 
Phillips: Well, it’s so funny, because it’s everyone you know at the time. 

02-00:22:37 
Lamelas: Yeah, but I was not—  

02-00:22:38 
Phillips: Had you met Harald Szeemann? 

02-00:22:40 
Lamelas: No. Well, he was just off the boat, as they say. I just arrived off the boat with 

my two suitcases from Argentina, and I didn’t know the land yet. You have 
to—you know? No, I was furious I was not invited. [laughs] 

02-00:22:54 
Phillips: What do you remember from the show, though? Do you have impressions? 

02-00:23:00 
Lamelas: Oh, yeah. Well, I think people like Richard Long was there, Hamish Fulton, a 

lot of Arte Povera. I only visited the show one time, so I really—I cannot 
indulge into it. But I know it was a very important show.  

02-00:23:44 
Holmes: That second year there at Saint Martin’s, you were able to finish your film? Is 

that correct? 

02-00:23:49 
Lamelas: Well, but while I was at Saint Martin’s, I became very good friends with 

Gilbert & George, who were not “Gilbert & George,” especially with George. 
And they were not “Gilbert & George”: they were Gilbert and George, two 
different artists. But I was very close to George, especially because he is 
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Swiss-Italian. And my English was very poor, so we spoke, me in Spanish, 
Italian, he in Italian. So he was my best friend. And Gilbert was more distant. 
Then, at that time, I wanted to have a show, really. I wanted to reintegrate 
myself. Oh, yeah! One of the first people I talked to, I met, was Alan Bowness. 

02-00:24:56 
Phillips: Who? 

02-00:25:23 
Lamelas: Alan Bowness, the director of the Tate. Because I knew him from Argentina 

and São Paulo. So I called him, and very nicely, he met me for tea. We met 
somewhere on Fourth Street, and I said that I would like to have a show 
somewhere in London. He suggested for me to go and see Robert Fraser, the 
guy Robert Fraser, and Nigel Greenwood at Action, because Action was a 
gallery directed by Nigel, who showed the new British sculpture: Phillip 
Keene; Barry Flanagan; and Richard Smith, and so on. 

Of course, I put myself in carriage and I went to see Robert Fraser, and so did 
Gilbert & George [Gilbert Proesch and George Passmore]. Funny enough, 
separately, we were approaching Robert Fraser, because that was the gallery 
of the moment. Robert Fraser was the gallery. And then he was kind of 
interesting, because he was breaking—without being a conceptual gallery by 
no means, he was paying attention to—he was interested in us somehow. He 
was interested in me, and in Gilbert & George, too. He was interested. And we 
knew that later on. We discussed, with Gilbert & George. We said, “Oh, you 
met him, too?” And we both had the same experience. 

And we were very close to have a show with Robert Fraser, but we didn’t. I 
even developed a project for him that had to do with cities. And then it never 
happened, because at that time, I think there was a scandal with he and Mick 
Jagger or something or other, arrested for marijuana; he was found with 
marijuana or something. So the gallery went in some other direction. But he 
gave me three interviews, two in the gallery and one in his private flat in 
Kensington. And I was very impressed by everything in those days. I had just 
arrived from Argentina; he lived in a big mansion—because he comes from 
money, I think, a big house in probably, it was Mayfair. Mayfair. And one of 
his assistants opened the door. Very Victorian. Dark green walls, palm trees. 
Nothing to do with the gallery. And there were Indian rugs. Don’t forget, there 
was the trips to India. He was wearing Indian clothing, Indian music, incense, 
everything. So I was really in Heaven. I felt like one of the Beatles. That was 
amazing. 

And then that thing happened with the scandal, and then we just lost touch. 
And then I moved into London, into other scenes. Because that was the 
glamour of London, too. I was more into the John Latham group, more 
intellectual. That was the glamour boys, they were. And then I went to see 
Nigel, but I didn’t dare to offer myself to Nigel. After this thing with Robert 
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Fraser, I said, “Mmm, no, it doesn’t work that way.” So I just kept cool, and 
about three years later, I got a call from Helene Winer, who later opened 
Metro Pictures. And she was advising Nigel at that time, because she was the 
assistant director of the Whitechapel Art Gallery, the upstairs room, Helene. 
And then she called me, and she said, “Would you be interested in having a 
show with Nigel Greenwood?” I said, “Of course, yes,” and that’s how the 
idea of Publication came about. 

02-00:29:34 
Phillips: Really? 

02-00:29:34 
Lamelas: Yeah, out of that phone call. And then I met Nigel, and I said, “I want to do a 

book. I don’t want to do an exhibition.” And he gave me a hundred—not “he 
gave me.” He had a budget of 100 pounds to do the book. And that’s how it 
happened. And by that time, I was kind of fully integrated in that scene. Yeah, 
yeah. 

02-00:29:59 
Phillips: And Publication (1970), in a way, reaches out to your network that you were 

building. Like could you describe the project? 

02-00:30:06 
Lamelas: Well, I never thought of it as a “network.” 

02-00:30:09 
Phillips: Well, I— 

02-00:30:10 
Lamelas: I never thought I was networking. 

02-00:30:11 
Phillips: Well, I mean your circle of people. Maybe describe the project. 

02-00:30:22 
Lamelas: Oh. Well, that was another one. Like I got a phone call from Helene; then, 

Helene was not working at the gallery show. It was all with Nigel, me and 
Nigel. And he had an assistant. At that time, I was very friendly with all the 
New York conceptualists, and very, very close, and they were my friends. 
And at the same time, all the other conceptualists from here were my friends. 
And they all were working with language. And I was just getting rid of the 
object, I was with light, and I said, “Language is the way to go. It’s a 
breakthrough.” But I am not really using language in my work. So then I 
decided to play curator, kind of thing. 

So then I wrote a form of the exhibition, of the book: three statements about 
artists using language as an art form. And I sent a letter to each one of my 
choice. They all said yes, with the exception of Hanne Darboven. She sent me 
a very nice letter—and it may be at the Getty now—saying that she doesn’t 
cooperate with other artists’ works. And then the letters of acceptance were 
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received, so I made arrangements with each one of them, and I traveled 
through Europe, and I think Nigel paid for that trip. And then I went to 
Amsterdam to meet Lawrence; I mean, Paris to meet Buren. Well, I went to 
each city where they lived: Stanley Brouwn in Amsterdam; Barbara Reise in 
London. She was in London. You know Barbara Reise, the American writer 
who lived in London? Very influential for American conceptualists. She 
brought American conceptualists to Europe, really. Lucy Lippard. She came 
to London, so I met her in London. 

So each one was a meeting. The idea was to meet to discuss art language and 
art form. So we sat in a coffee shop, and what we talked about, that was the 
subject. And that was the real piece for me: the oral communication—talking 
about oral history. The real pieces was that moment, what we discussed. 
Because they got the three statements. They already got them and then we 
discuss the three statements. So later, I asked them to reply to my three 
statements. And that became the book, and then became the exhibition. 

02-00:33:33 
Phillips: And what was in the exhibition? 

02-00:33:35 
Lamelas: The book! 

02-00:33:37 
Phillips: I mean, how— 

02-00:33:37 
Lamelas: It was a round table with five chairs and five copies of the book. Yeah. 

Nothing else. 

02-00:33:47 
Phillips: Did you sell any? 

02-00:33:49 
Lamelas: Well, the books were sold, but they were sold like three pounds, maybe. Yeah. 

I don’t think he got back the money of the expenses. Yeah. No, it was nothing 
for sale. In fact, Nigel wanted to show the letters, and Lawrence Weiner was 
totally against it, so I decided not to. No, because I don’t have the copyright of 
the text. It’s not my property, it’s their property, so I asked them if we could 
show the letters, and they said no. The most committed was Lawrence. And I 
understand why. I understand very well why, yes. And he was right: we 
should only show the book. 

02-00:34:43 
Holmes: During this time, you also, amid these other projects, started working in film, 

but also starting to explore the concept of time. 

02-00:34:58 
Lamelas: Okay, I didn’t talk about my first film in London, though. I should go back to 

that. I arrived at Saint Martin’s, Anthony Caro; I was doing the sculpture. My 
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real interest, I should say, they were not in sculpture already. They were 
elsewhere. I was invited as soon as I arrived—I guess I was very lucky. I 
don’t know—for the Camden Arts Centre in on Finchley Road, North London. 
And then Peter Carey was the director or curator of the Camden Arts Centre, 
and he invited me to a show called Environmental Reversal with Stuart 
Brisley and English people working with action thing. And then I decided to 
do film. I saw Peter Carey. I said, “I would like to be part of the show. I would 
like to make a film.” And I wanted to make a film about the Camden Arts 
Centre, where the film was going to be shown following my specific thing. He 
said fine, and once again, I think he gave us a 120 pounds to do the film. And 
that’s how A Study of Relationships Between Inner and Outer Space (1969) 
happens, as a piece for the Camden Arts Centre show. Yeah. 

The idea was to show how the institution works. First, the architectural 
structure of the institution, which is the Camden Arts Centre. And then the 
institution functions at various levels: first is architecture; then you have the 
director, you have the curator, you have the assistant; and then you have the 
attendants, and the cleaners. So I made interviews from the curator—Peter 
Carey didn’t want to be interviewed, so I went to the curator of the Camden 
Arts Centre. Oh! Well, those things were very difficult. He was in charge of 
the hanging of the pictures. You see? A very different day. So, “I am in charge 
of the hanging of the pictures.” Today is called a “curator,” I guess. And then 
the other one was the head cleaner, the head of the cleaning department. And 
he said, “Well, I am in charge of cleaning the pictures and floors.” And don’t 
forget that England is divided by class, so I was also kind of showing the 
structure of society. You go from one to another. 

And then the same analysis, I did in the city of London. That was starting with 
the inner space, the Camden Arts Centre outside of London. So analyze 
London’s structure. London is divided—I can quote the film, because I saw it 
many times—in different segments, as we all know, and each one means 
something different socially, and at every level, there are differing structures 
where London is divided by means of transportation, information, et cetera, et 
cetera, which I will not get into now. 

 The last one was analysis of information: what London consumes as 
information. So what London consumes as information is from the newspaper, 
and television, and radio. So then the idea was to interview people at random 
in Camden, on the Finchley Road, about the most important news of the day. 
And the most important news of the day was the [Apollo 11] moon landing. It 
was just a couple of days before the Moon landing, when we just all were 
waiting for the Moon landing. So the interview was about the Moon landing. 
And so it really brought the outer space into real space. This all really 
happened this way. It could have been some other news, but it was just that 
day that all the English newspapers, and radio, and television had pictures of 
the Moon landing. 
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02-00:39:44 
Holmes: Speaking of technology—which, your work with television, lights—going 

into film also required getting access to a camera— 

02-00:39:57 
Lamelas: Well, yes, of course. Of course. Peter Carey, who was the curator of the show, 

introduced me to two great people: Pip Beneveniste and Asa Beneveniste. 
And they had a small film company called O Films, and they produced the 
film, O Films. Yeah. And she was into film; so was he, but the main creative 
medium, she was a painter, and she was a draftswoman, and making also 
etchings. So she was really a very well-accomplished artist on her own. And 
that was her, Pip—Pip Beneveniste. And Asa is a great poet originally from 
New York who moved to London, and he was in charge of the interviews in 
the film, Asa Beneveniste. 

02-00:41:08 
Holmes: And did they do the editing as well, splicing the scenes? 

02-00:41:12 
Lamelas: Well the editing, we had a script. They followed the script, and we worked 

together. It was my first film, so it was very imperfect. But it worked, because 
I wanted it to be like a BBC documentary. 

02-00:41:26 
Phillips: As you were making the film, did you already know how you were going to 

display the film? 

02-00:41:32 
Lamelas: Oh, yeah. I wanted— 

02-00:41:33 
Phillips: You knew you wanted it to be in a gallery, or—? 

02-00:41:35 
Lamelas: Well, it was made for the gallery. It was made for the Camden Arts Centre. 

And the place we see in the movie is the place where we are in, so that you 
had the reference, you moved from there to there. You see that this space has 
four windows, and the four windows were there. The roof has sixty-two wood 
panels, and they were there. And the acoustic of this room is such and such, 
and then you were in the acoustic system. So it was a site-specific film. 

02-00:42:16 
Holmes: Really, it was a sculpture. 

02-00:42:18 
Lamelas: It was sculpture. Yes, it was sculpture! Yes, interesting. I didn’t say that to 

Anthony Caro. I should have said, “Mr. Caro, this is sculpture.” Because he 
would emphasize sculpture. “A sculpture is sculpture.” “It’s a sculpture.” 
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02-00:42:36 
Holmes: And as Glenn was referencing, too, because for the film Time as Activity, I 

know that was also a focus, too.  

02-00:42:45 
Lamelas: That was a few months later. So I made that film. I was lucky, because Peter 

Carey gave me one of the largest rooms in the Camden Arts Centre—a very 
large room—and I wanted it to be a screening room. So I had the screen—
sixteen-millimeter screen—the projector, and chairs, and it was an auditorium. 
I made a cinema. And I had the stills of each section of the film.  

02-00:43:14 
Phillips: On the wall? 

02-00:43:15 
Lamelas: On the wall.  

02-00:43:17 
Phillips: And then did they run the film on a schedule, or—? 

02-00:43:20 
Lamelas: Yes, on a schedule [using British pronunciation “shed-shule” for comic effect]. 

They got on a schedule. [laughs] 

02-00:43:34 
Holmes: Well, let’s talk a little bit about how you started getting interested in time, 

because that’s also a theme that runs throughout a lot of your work. 

02-00:43:41 
Lamelas: Then, again, I was invited to Prospect 69. Well, the reason I got into film is 

because—well, I always liked film separately, as movies; I loved movies as a 
child, always, and I still do. When I made the first Prospect, An Analysis of the 
Elements, I realized I was using sound, photography, and time, and I said, 
“But that’s film. Instead of having photographs and audio tape, and the 
newspapers, it’s better, David, to make a film. It’s all in one.” 

That’s how I got into film, because it was the best medium to represent my 
ideas. Yeah. Not because I wanted to make fiction movies. No, no. And that’s 
why the movie at the Camden Arts Centre had to look like a BBC 
documentary. Because BBC documentaries look that way. They are very 
formal. They had this upper-class voice describing the event and all that, and 
the camera moves. So television was not seen as entertainment, but as 
information, for the news, I mean. Yeah. And then my big break of 
information as entertainment came when I first came to LA. The result is The 
Dictator. I realized that showbiz is news. That was a big shock to me. 

02-00:45:22 
Holmes: So what attracted you to the theme of time?  
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02-00:45:26 
Lamelas: Well, I mean, that’s a big question. What attracted me to the idea of time? Oh, 

no—it’s very simple, in a way. It’s because once you leave painting behind, 
you leave sculpture behind, you work with light, space, and then I say, “But 
what is the ultimate space? It’s time.” And that’s why I got to time, as 
sculpture. 

02-00:45:57 
Holmes: The idea for the second film, Time as Activity, how did that come about? 

02-00:46:02 
Lamelas: Oh, well then Anny De Decker and everything, they invited me again to 

[Prospect] 69. Once again, I was thinking of time. Oh, time is space and all 
that? Okay. The show was going to be in Düsseldorf. And since I was working 
with the idea of working with the space where the film was going to be shown, 
so it had to be a film about Düsseldorf, following the Camden Arts Centre 
idea. So then I went to Düsseldorf for two days. We rented the camera and a 
cinematographer, and we filmed Düsseldorf at three different moments of the 
daily activity of the city, and that became the film. 

02-00:46:56 
Phillips: Was this right before Prospect opened, or sometime before? 

02-00:46:58 
Lamelas: No, no. That was a few months before. Well, not “a few months before.” 

Maybe a couple of months, because then you have to edit the film and all that. 
Maybe a couple of months before. 

02-00:47:10 
Phillips: Did you edit yourself, or did you work with an editor? 

02-00:47:12 
Lamelas: Oh, I always work with professionals. I am not good at cutting film. Some 

artists fell that they can do everything. I don’t.  

02-00:47:23 
Phillips: They don’t teach you that in the sculpture department? 

02-00:47:25 
Lamelas: They certainly don’t. I think that guy was right: I should have gone to the film 

department; I would have known how to do it. But since I didn’t know, I had 
to hire people to do it for me. I still work that way. I don’t like to be 
personally involved in my work, good or bad. But I like to be detached. I 
mean, I didn’t do any of that. I mean, it’s all a production. I’m the producer 
and the conceptual artist, but actually, I don’t do the work. I follow, I describe; 
I follow, I direct, yeah. But that was part of my dogma, because I didn’t want 
my own limited personality to be the limits of my work. I wanted the work to 
be more than me, really. Yeah. 
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02-00:48:18 
Holmes: Then you continued to discuss time. You did a film, I think, the following 

year for an exhibition in Paris. Do you recall that? 

02-00:48:28 
Lamelas: Yeah. Well, at that time, my friendship with Daniel Buren in Paris intensified, 

and his brother, Michel Claura. And then he introduced me to Yvon Lambert, 
and then Yvon Lambert offered me a show, and that’s how my Interview with 
Marguerite Duras happened. 

02-00:48:56 
Holmes: And was that— 

02-00:48:57 
Lamelas: Because in those days, Daniel Buren was advising Yvon Lambert of the artists 

to show. 

02-00:49:06 
Holmes: Well, and during that same time, you made a film that was—was it three 

friends shot for three minutes in different locations of Paris? 

02-00:49:16 
Lamelas: Yes. That was 18 Paris IV.70. Oh, you are talking about that? Yeah. That was 

a show curated by Seth Siegelaub and Michel Claura. Yeah. 

02-00:49:29 
Phillips: A show in Paris? 

02-00:49:30 
Lamelas: In Paris, in a warehouse. In a warehouse. The idea at that moment was a little 

bit to leave the art gallery, and the curators were going to be independent. So 
instead of doing the show at the museum or at an art gallery, especially Seth 
Siegelaub wanted to show in a public space. So they rented the warehouse, 
and it was just a warehouse where we had the show. And then I did 18 Paris 
IV.70.∗ Once again, it was I had the camera, I had a person in front of the 
camera, and the person in front of the camera gave the starting time to the 
cinematographer, and three minutes later, the end of the shot. And that 
became the film. 

02-00:50:27 
Holmes: And how did you come up with that idea? I mean, you are obviously still 

exploring time.  

02-00:50:33 
Lamelas: Well, I wanted to show the functioning of the film medium. It’s like “Action!” 

and “Cut!” And that’s time. 

02-00:50:43 
Phillips: Did you know about Warhol’s screen tests? 
                                                 
∗ The film is conventionally known as Film 18 Paris IV.70 (People and Time-Paris) 1970. 
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02-00:50:46 
Lamelas: About Warhol’s screen tests? I knew about Warhol, definitely. I knew about 

Empire, because I saw that in Buenos Aires at the Di Tella Institute. 

02-00:51:02 
Phillips: Oh, they showed that? 

02-00:51:02 
Lamelas: Yeah. Very interesting. They had the Di Tella Institute, but they also have a 

cinema auditorium on top. They did film projections. In 1967, maybe, they 
had independent American cinema, and they showed Kenneth Anger, all the 
independent cinema at that time. And they had Empire. But they didn’t have 
the screen tests. No. I didn’t see that. I saw Empire. Yeah. I thought it was 
fabulous. 

02-00:51:47 
Holmes: You were mentioning for another exhibit what’s called the Interview with 

Marguerite Duras. And there was also another film you did that same year, 
which, 1970 was a very busy year, it seemed, for you. 

02-00:52:02 
Lamelas: I guess so, yeah. 

02-00:52:06 
Holmes: Reading of an Extract from “Labyrinths”by J. L. Borges. 

02-00:52:09 
Lamelas: That was in London. 

02-00:52:10 
Holmes: Oh, that was in London? 

02-00:52:11 
Lamelas: That was in London. All of this thinking was done in London, all of this. 

02-00:52:15 
Holmes: But in those two films, what we see—at least, what kind of struck me was you 

started playing or exploring the concept of time, but in these two films, you 
connect time also with information. 

02-00:52:27 
Lamelas: No, no. With reading. With reading. Which year was that? 1970? 

02-00:52:35 
Holmes: Yes. 

02-00:52:35 
Lamelas: Okay. Because I was doing the Publication, all my friends were working with 

language, and so I decided to use language. It has to do with sculpture again; 
it has to do with time, because then I realized that we speak and we read, and 
we understand when we listen. And we understand what we read. But it’s a 
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different time. It’s faster to hear then understanding the meaning—or reading, 
or vice-versa; I don’t remember which one. But it’s a different space in time 
in our brain to understand if it’s text or if it’s audio. So I was working with 
that phenomena. So then I invited a woman I know, Liz Glazebrook, in 
London, who lived in Mayfair, to read a text from Borges. And then I cut out 
the sound, and what she was saying was read as text. So it’s I’m talking to you; 
you don’t listen to me, but you read rather than listen. And so I was fracturing 
the phenomena of understanding. That was the idea. 

 And that was also made by Pip Beneveniste, and those were very primitive 
days, so making subtitles was very expensive. That’s why it looks so clumsy. I 
typed it on my typewriter, clack-clack-clack-clack, I gave it to Pip, she 
photographed with tape, and that’s why it looks so clumsy. I am almost 
ashamed of that piece because it looks so—. You see the tape sometimes 
holding the—you know? 

02-00:54:37 
Phillips: It’s interesting, though. That’s still in that sort of Cubist vein you were talking 

about, of trying to fracture the way we come at knowledge or understanding.  

02-00:54:49 
Lamelas: Absolutely. So I owe a lot to those cups of coffee painted by Cubist painters. 

Yeah. Because that’s what they did, really. 

02-00:55:02 
Holmes: Well, and picking up from that film, you also did a similar piece with R. D. 

Laing’s Knots, a reading of that as well. 

02-00:55:14 
Lamelas: Well, that I did with Liz Glazebrook, Reading by Labyrinths from Borges, and 

the interesting thing is I never read Borges in Argentina. And even though I 
used to see Borges quite often in a coffee shop, the coffee shop Café 
Moderno—that was the name—where Marta brought me, remember this story? 
Those cafés disappeared in the world, but there was a huge—you can refer to 
Vienna coffee shops where they still—coffee shop as an institution. And then 
you have these tables by the windows, then you have the tables by the middle, 
and the back tables. It is like a class system; very much still works that way in 
Vienna, apparently. In Vienna they seat you in the very back. They hide you, 
sort of thing. And the Moderno was a little bit like that. 

And so finally, I sat in the front tables by the window, and Borges used to 
come quite often to have a coffee on his own, and he came with his white—
you know, because almost blind. 

02-00:56:36 
Holmes: Cane? Yes. 
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02-00:56:37 
Lamelas: Cane. And he sat, ordered a coffee—it’s very interesting—by the telephone. 

You know the telephone that you put the money? He sat there. For some 
reason, he always sat in front of it. It was here, and then the table from there. 
And many of my friends, they were his students, because many of my friends 
were philosophy students, and they were his students. He was teaching 
literature in the university. And so they knew him, so somehow it was like, 
went to say hello and everything. I never dared to say hello. I wouldn’t. But I 
did follow him, though. I followed him twice through the streets. Those were 
the days before Maria Kodama, his wife. 

And so because of respect, I never read Borges, for some reason. He was too 
big, too much for me. But when I went to England, Borges was really 
important to the English. A lot of people was talking like, “Argentina, Borges, 
Borges, Borges.” I mean, I was ashamed to say that I never read Borges. So I 
read Borges. And so I decided to do that text, to use that text. Well, Liz 
Glazebrook read the thing and everything. 

And then sometime later, one of my friends in London was Kamala Di Tella. 
It was an Indian woman who was a psychoanalyst, who was married to—even 
though she was from India, she was married to Torcuato Di Tella’s son. Son 
or grandson? Son. But the grandson of the original Di Tella, the one who 
began the business, who was an immigrant from Italy. So she was married to 
the grandson, who was an economist, and she was a therapist. And then she 
became one of my closest friends in London, and she was working with who 
but R. D. Laing, Ronald D. Laing, the psychoanalyst who believed that there 
is no such thing as schizophrenia; that we are all schizophrenic. So he never 
made a difference. That was his theory. 

So what he did, he created a clinic called the Tavistock clinic where the 
doctors lived with the patients, so there was no distance between the 
supposedly healthy and ill mind. And she was working with him part-time. 
The rest of the time, she was working at the Tavistock clinic. She was 
specialized in children, a therapist for—psychoanalyst for children, and she 
working full-time there at this Tavistock clinic in Hampstead, and then in the 
afternoons, she was working with R. D. Laing in his clinic. And it was mostly 
ad honorem. I used to go there, just to pick her up, have a coffee and go. And 
one day, she gave me a book: R. D. Laing’s Knots, that he wrote. I thought it 
was very impressive, and I decided to do Reading Film from “Knots” by R. D. 
Laing (1970). That’s how it happened. 

 And that was different. First, you see the text, R. D. Laing’s text. And then 
you have a woman reading the text. So you move from text to oral language. 
It was the other side of the penny. Yeah. 
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02-01:00:40 
Holmes: Now, in your piece “Interview” with Marguerite Duras (1970), you began to 

also explore those same kind of image and text within a larger — 

02-01:00:50 
Lamelas: Well, it’s all within the same concept, one maybe weeks after another. So then, 

when I was doing Duras, I was in the same venue. I was going to do a show 
with Yvon Lambert, and once again, I wanted to work with Paris. It is not 
fully realized, the piece. It’s unfinished, because my original idea was to do 
a—I thought what Paris was known for; culturally, what Paris means. Well, 
literature. In those days, it was huge. Literature, politics—because it was right 
after May ’68—and fashion. And my parameter was to interview Marguerite 
Duras, a left-wing politician—a young left politician, la gauche française—
and who was the most important house of fashion? Dior. So I contacted the 
three of them, and then Yvon said, “Oh, we don’t have money. We only have 
money for one.” And then I decided to go for Marguerite Duras. 

But that whole experience was great. My experience with talking to the young 
politician, that was fun. He was fun. And then the big event was when—you 
see, I didn’t know that these people were interested. I mean, these are big 
people. But we wrote the letter with Yvon Lambert. Yvon Lambert was 
nothing in those days, anyway. So it was, “Hey, I am Yvon Lambert. This 
young conceptual artist wanted to do a work; he would like to talk to you.” 
They all said yes. So I had an interview with Marc Bohan. Marc Bohan was 
the couturier of Dior in those days, because then you had—after Christian 
Dior passed away, his right hand was Yves Saint Laurent, who was his 
apprentice, who became the designer of Dior. And when Saint Laurent opened 
his own house, he went to an assistant of Dior. The second assistant to Dior 
was Marc Bohan—so the tradition. So I met him, and it was fabulous. We 
spent four hours in his house. Can you imagine? Avenue Montaigne, which is 
the avenue where all the maison de couture are. And in those days, there were 
ten. It was not like today, that fashion is prêt-a-porter. That was like 
Metropolitan Museum level, sort of. 

So he opened the house for me, and I was four hours with Marc Bohan, and I 
was treated like—I don’t know. I don’t know what he thought. But he showed 
me how he worked, because the idea was to show the process of creation, a 
garment. So he was wearing, like Dior himself, a white uniform. A white 
uniform, and he had sketch boards with the patterns, an assistant, and 
everything. He showed me how he creates clothing. Okay, with Marc 
Bohan—I wanted to show, first, the process of creation of the garment, and 
then how it reaches the customer. And how it reaches the customer is the 
display of the clothes. In those days—I don’t know if they still do—they had a 
showroom, private, in the house where they had living mannequins—
models—that they stayed the whole day long waiting for people to come, and 
they showed the clothing to the customers. So they did that for me. We went 
to this room, it was all gray, velvet chairs—all Dior gray—and it was just me 
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and him, just these fashion models showing the collection. That’s what rich 
people do in those days. And all that. 

And then the idea was how that was distributed. So it was the customer. And 
he said yes. And then I feel still guilty that I never called him back to let him 
know that it will never happen, the project. I still feel guilty, so I apologize, 
Monsieur Bohan; I still feel guilty. But I still always wanted to do that piece, 
to finish that piece. So about five years ago, in Paris, I was talking to a young 
curator, and I said, “Let’s finish that piece.” So he contacted Marc Bohan, and 
he has Alzheimer’s, and so he doesn’t remember anything. And then I thought, 
Dior today is just a big industry; it’s not what it was. So going to the Dior 
designer today, that is meaningless. It’s just something else. So I won’t do it 
again. But in those days, it had a meaning. And the French left also went in 
another direction, so it really doesn’t mean anything. And so I’m happy that I 
did Duras, though. Yeah. 

02-01:05:58 
Holmes: And you were a fan of her work, correct? 

02-01:06:00 
Lamelas: Oh, yeah. I was a fan of her work because she wrote a movie that I liked—I 

still do—called Hiroshima Mon Amour—“Hiroshima, My Love”—and 
another one called The Lover—L’Amant—with Jeanne Moreau, and her 
novels. For some reason, she was big in Buenos Aires circles. She was big, 
she was big. And all my friends read Marguerite Duras and Roland Barthes. 
Well, the students who studied at the university with Borges, they were very 
intellectually oriented. Not like us. Visual artists were more primitive, really. 
So I took a lot from them, from my friends in Argentina who were studying 
literature, philosophy. So actually, my interest in philosophy comes from my 
friends. I was just a visual artist. I don’t want to demean that, but I always 
thought that they were higher, more intelligent, than us. Because in those days, 
the idea of being a painter or a sculptor, it was like you were a very primitive 
person. Remember? They were not thinkers. [laughs] 

And the reason I liked Marguerite Duras was also because she united film and 
literature and writing—the things that I was interested—and also because the 
way she used language, it was closest, let’s say, to conceptual artists using 
language. It was closer, using less words, less description; the word in itself, 
but the meaning of the word rather than by describing a situation, as in 
traditional literature. So I thought there was a good connection between us 
using language and a real writer using language as her profession. 

02-01:08:17 
Phillips: Were you also looking at other kinds of experimental writing? 

02-01:08:23 
Lamelas: Oh, yeah. Yeah. I always loved, for example, Dada poetry, Fluxus poetry, and 

contemporary poetry. Yeah, I like poetry. I mean, I think without poetry, it’s 
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not art. I mean, what makes a work of art is the poetry. I mean, some art. You 
can be very conceptual. But ultimately, it remains if it has a sense of poetry in 
it. Otherwise, it becomes just a documentary. Yeah. 

02-01:08:56 
Holmes: For that exhibit, too, in similar fashion that you would show the film but also 

have that accompanied by pictures and the statement she was making at that 
same time, of showing both the film image and the — 

02-01:19:14 
Lamelas: Once again we go back to Cubism again. It’s like she was saying on motion 

picture; from motion picture, you hear and you see her. And then I separated 
the inter-stills—film stills—and then what she was saying at that particular 
moment. It was freezing the instant. She was saying that when the picture was 
taken, that phrase. It was once again deconstructing the phenomenon of 
interviewing somebody. I have always been interested in this, what we are 
doing now. For some reason, it interests me. But that’s how we got to the 
pieces with Hildegarde. 

02-01:09:56 
Holmes: Were you always interested in this? Like were you reading Roland Barthes, or 

thinking about— 

02-01:10:02 
Lamelas: Well, to be honest with you, I was very aware of these great books, and I read 

some of it. And I got the ideas, and I had a great friend of mine, his name was 
Raúl Escari, who is in that film 18 Pairs IV.70, and he knew all of it. He was 
my structuralist professor. That was what he studied. He studied with Borges, 
he studied writing at the university. So he knew. I was just, in a way, 
receiving information from him, and I had my own purposes: that I was using 
that in my work. But the person who really read it was Raúl Escari. I read 
some of it, but you always do that. 

When I did The Desert People, I got a professor, anthropologist professor—I 
mean, like a friend who was an anthropologist—and then she is the one who 
introduced me to the American native, because originally, I didn’t know. I 
mean, from London, an American native was very remote, and I said to her, 
“Well, I want to make a movie about a culture within a culture.” I am going to 
Los Angeles, and I said, “What is the other culture in the United States?” And 
she said, “Well, the American native.” She knew a lot about American natives, 
and she made me read books of [Carlos] Castaneda, and we had several 
sessions where she became my teacher. 

02-01:11:56 
Phillips: I’m going to pause for a moment.  

02-01:11:56 
Holmes: We’ll just take a minute here. 
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[break in audio] 

02-01:11:59 
Lamelas: What was the last thing we are just talking about? Remember? 

02-01:12:06 
Holmes: Well, we were getting into the American native and— 

02-01:12:13 
Lamelas: Oh, okay. 

02-01:12:14 
Holmes: Which we’ll talk about again tomorrow  

02-01:12:16 
Lamelas: Yeah, we are jumping into LA—which is already a good transition. But before 

we start with The Desert People, we go back to that. Well, then came Film 
Script, [Film Script (Manipulation of Meaning) 1972], which is also a Nigel. 
The following year, Nigel invited me to have another show. I don’t know why, 
because I never sold anything. But in those days, we didn’t sell. We were very 
poor. I mean really poor. I mean poverty-stricken. But we managed to do 
these works, so it was amazing. So he invited me to do another show. By that 
time, I was into cinema, and more and more the idea of language and 
understanding. And then I decided—again, maybe Cubism—the idea of a 
broken narrative: how narrative—not just narrative, anything in life—can be 
reinterpreted in different ways. As we were talking about, the Vietnam War, 
or any war, or any event can be described and seen from different points of 
view. So the same thing as a film narrative, or the same thing as a political 
event. 

So then I decided to work with that, and I wanted to work with multiple 
projections. So then I had this short movie: the idea of a fictionalized event, 
once again site-specific, because it’s filmed at the Nigel Greenwood Gallery. 
And the person in the film, it was the woman working in the gallery, which is 
Lynda Morris, the writer, actually. Lynda Morris was running the book shop, 
because Nigel had the art gallery and the book shop there. So Lynda was the 
first person you saw when you entered the gallery. And then you arrive in 
there. And you arrive there, you walk past the library, and you go into the 
gallery. And then you saw these four projections, and there is the same person 
you saw before, but in a fictionalized moment in film. And then while we do 
the filming, we took slides of everything that happened in the film. So then 
they were divided in three different points of view. They have different 
montage to each one, so there are three different versions of the film, which is 
supposed to be real, the real. Because when we see film, we think it’s real, 
right? That’s why Donald Trump got elected: because we believe what we see. 
So then it makes you doubt about the truth of information. That’s the origin of 
Film Script, within a fictionalized context. Yeah. 
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 Because of that, it happened, The Desert People (1974). The Desert People is 
a continuation of Film Script. It’s the same thing. It’s in one film, but it has 
different segments. Yeah. But let’s go back to— 

02-01:15:57 
Holmes: And points of view. 

02-01:15:58 
Lamelas: Yeah. 

02-01:15:58 
Holmes: But then there is also a similar theme in that same context with To Pour Milk 

in a Glass (1972). 

02-01:16:04 
Lamelas: Okay. To Pour Milk in a Glass is before Film Script and The Desert People, 

and it had to do with the content on the screen. Because you have the screen, 
which is what you see, is the content of the screen. A television set, a movie 
screen, a laptop, a telephone is the screen. And so the glass of milk represents 
the screen—let’s put it that way—and the milk is the content, the information. 
So the idea was the possibilities of that glass in relationship to the same 
amount of milk. You have the empty glass, then the glass is filled to the top, 
then it goes out of the glass, and then eventually, the glass is broken, so the 
milk has no way to stay—it covers the screen. It’s all that, simplified as a 
glass of milk. 

02-01:17:14 
Holmes: And how did you come up with the idea of using the symbolism of the glasses 

trying to contain contents? 

02-01:17:23 
Lamelas: Well, I guess from Cubism, because it’s a nature morte. I mean, it’s a 

Cézanne if you look at it. It’s just a glass with milk. Yeah.  

02-01:17:35 
Holmes: And the sequence of that? 

02-01:17:36 
Lamelas: Yeah. 

02-01:17:38 
Phillips: Of course, then, the other element is that it makes us realize how dependent 

our understanding is on context, because if something different comes before, 
or something different comes after, then we read it—. And were you still in 
this vein thinking about educating the visitor on how to understand 
information?  

02-01:18:04 
Lamelas: Educating the visitor? 
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02-01:18:06 
Phillips: The viewer, the viewer. 

02-01:18:07 
Lamelas: The viewer? No. I don’t think “educating,” but make them think. Yeah. No, 

not “educating.”  

02-01:18:19 
Holmes: Well, but maybe helping raise their awareness?  

02-01:18:21 
Lamelas: Yes, yes, yes, yes. And mine, too. Yeah. I really do them for me. I mean, 

when you dress, you really dress for yourself, and the way the world looks at 
you through your dress. And that was the same. I mean, I am trying to 
improve myself, to expand my intellectual capabilities, and at the same time, 
the viewer. Yeah. Yeah. 

02-01:18:47 
Holmes: Well, David, I think we are at a good point, because I know in our next 

session, we are going to talk about your move to Los Angeles and the new 
venues that you began to explore through film once located here.  

02-01:18:58 
Lamelas: All right. 

02-01:18:59 
Holmes: So maybe it’s a good time to stop for today? 

02-01:19:02 
Phillips: Yeah. 

02-01:19:02 
Lamelas: Well, thank you. Thank you very much. 

02-01:19:04 
Holmes: Thank you. And thanks, Glenn. 

02-01:19:04 
Phillips: Yeah. This was great. 

02-01:19:06 
Lamelas: Thank you. 
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Situación de Cuatro Placas de Aluminio 
(Four Changeable Plagues) 

© David Lamelas 
Courtesy the artist and Sprüth Magers 
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Situación de Tiempo 
© David Lamelas 
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Sketch of Limit of a Projection 
© David Lamelas 

Courtesy the artist and Getty Research Institute 
  



 Oral History Center, The Bancroft Library, University of California Berkeley 75 

 

 
 

Limit of a Projection 
© David Lamelas 

Courtesy the artist and Sprüth Magers  



 Oral History Center, The Bancroft Library, University of California Berkeley 76 

 

 
 

Signalling of Three Objects (1) 
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Signalling of Three Objects (2) 
© David Lamelas 
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Signalling of Three Objects (3) 
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Time As Activity Düsseldorf (1) 
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Time As Activity Düsseldorf (2) 
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To Pour Milk Into a Glass (2) 
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The Desert People (1) 
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NYT Mock Up, “The Dictator Returns” 
© David Lamelas 

Courtesy the artist and Getty Research Institute 
  



 Oral History Center, The Bancroft Library, University of California Berkeley 82 

 

 
 

Time As Activity London (1) 
© David Lamelas 

Courtesy the artist and Spüth Magers 
 

 
 

Time As Activity London (2) 
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Interview 3: September 21, 2017   

 
03-00:00:00 
Holmes: All right. This is Todd Holmes with the Oral History Center at UC Berkeley. 

Today’s date is September 21, 2017, and we are here for our third session with 
David Lamelas in his oral history. We are at his house in Hollywood, 
California, and are once again joined by Glenn Phillips from the Getty 
Research Institute. This oral history is in partnership with the Getty Center 
and the Pacific Standard Time LA/LA exhibition. David, thanks so much for 
joining us once again. 

03-00:00:34 
Lamelas: Thank you. 

03-00:00:36 
Holmes: We left off in making your transition, your move to Hollywood and Los 

Angeles in 1974. Maybe we should start by talking about what inspired you to 
leave Europe for California. 

03-00:00:52 
Lamelas: Well, I will tell you the story. I was quite happy in London, and I integrated 

myself very well in the London scene, in the European scene and everything. 
It was great. I was never planning to come to LA. I didn’t know that LA was 
Hollywood, either. So I got a phone call in 1973—in August, September 
of ’73—from Françoise Lambert, who was my dealer in Milano. Françoise 
Lambert had a gallery in Milano. And I had two shows with her. We met for 
tea, and she arrived with Claire Copley. Claire Copley and Françoise Lambert, 
they offered me a show, they were about to open a gallery space on La 
Cienaga Boulevard in LA. I said, “Well, that’s great. That’s good.” So I 
agreed on the show. Actually, it was going to be the first or the second 
showing of the gallery. Then, because of my commitments in Europe, I 
couldn’t make it, so it was the third or the fourth show of Claire Copley 
Gallery. And they were partners. Claire Copley is the daughter of [William] 
Copley the painter [also known as CPLY]. 

And then I said to them, “Okay, I want to make a film.” That was right after I 
made Film Script in London, so I wanted to—Film Script, the movie 
happened in four screens. Here, I wanted to make four screens in one. Put the 
screen in one feature-type movie. So they agreed, and we had a small budget; 
it had a small budget. It wasn’t much, but some. And I was supposed to come 
to LA, and I developed The Desert People, the screenplay, the concept and the 
screenplay, which, I worked very hard on that one—months and months. And 
I even had an anthropology teacher, Charlotte Townsend-Gault, who was the 
niece of Townsend the editor of Studio International. She was an 
anthropologist.∗ So she suggested I should read Castaneda and other books 

                                                 
∗ She worked at Nova Scotia College of Art & Design. 
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about the American native, because I wanted to make a movie—it was my 
first time in the United States, so for me, it was a new culture. But I wanted to 
make a new culture within the United States, and so the American native was 
the obvious choice.  

So I studied a lot of anthropology, and I developed the screenplay, storyboard, 
and just two weeks before I was ready to come to LA to do the movie, I got a 
letter. And I didn’t open it for a day, thinking that it was my ticket, because 
they are supposed to send my ticket to come to LA. So there was an envelope; 
it’s quite thick, with a few pages, so I said, “Well, that’s the ticket.” I left it on 
the table there. Because I touched it, and I said, “Oh, it is the ticket.” I left it 
there. And I opened the envelope, and I almost collapsed. It was an apology 
letter. I think it’s at the Getty. [laughs] So, god, can we destroy it? 

03-00:04:40 
Phillips: No. 

03-00:04:41 
Lamelas: Oh, no! [laughs] 

03-00:04:41 
Phillips: No, we can’t. 

03-00:04:43 
Lamelas: I didn’t know it went into that box. It was an apology from Claire that my 

show was canceled. And I was destroyed, because I put so much into coming 
to LA to make that movie, and I was excited about coming to California. I 
studied, from London, the geography of the city, so I was really into it. It was 
a major project for me. So I was so upset. I mean, I won’t tell you what I did, 
but I shit in my pants that night, literally. I am sorry; get rid of that one. I was 
so upset. It is the only time it happened in my entire life, that situation. 

Well, I wouldn’t be finished by that, so I called Jack Wendler, who had a 
gallery in London. Jack Wendler, he is from Boston, I think, and moved to 
London, and opened the Jack Wendler Gallery. In London, Jack was a very 
important place of union for all the visiting artists from New York or the 
United States, and European, and English. He would always make great 
dinner parties and events, so it was really great. Plus, the gallery was great. 
My first introduction to John Baldessari was, for example, at Jack Wendler’s 
in London, and he became a good friend of mine. And he proposed eventually 
to have a show with him, but nothing had happened until then. 

So then I called Jack. I told him what happened, that I got that letter from 
Claire, and he was very upset. He was as upset as I was. So he offered to give 
me, I think, $3,000. I called Anny De Decker, I got $1,500. So little by little, 
in a week, I raised money, a few very small amounts. I arrived in LA maybe 
with a check from Jack Wendler for $3,000, and of my own and Anny De 
Decker, so maybe I have $5,000 for a Hollywood production. And then I came 
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to LA anyway. That was the end of 1973. I flew to Los Angeles in January—
not January—December 31st—yeah, 31st—and I arrived in LA at 8:00 pm 
of ’73, December. The idea was I wanted to begin the New Year in the United 
States, here. So I wanted a real collapse of time and space, so I arrived that 
night. And then I arrived here. Anyway, I won’t tell you detail by detail. 
Those days, there was no tunnel. You went from the plane to the outside. And 
coming from London, it had been raining for about six weeks, and it was—I 
have the flu. I was miserable. And then when the gates of the plane open, I 
saw this blue sky and landscape, and I said, “This is it, David.” I go, “Wow!” 
So that moment did it, I think. 

And then that night was a strike. Oh! I met an English girl on the airplane, 
who was sitting next to me, and who was already living in LA. And she said, 
“Where are you staying?” I said, “Well, I want to stay at the Tropicana.” I 
used to go to the Tropicana Motel because it was where Andy Warhol shot 
Heat, the movie Heat. So my fantasy, I wanted to go there. In LA, you go to 
the Tropicana, so—. And she said, “Oh, no!” She said, “That’s a very 
dangerous area. Oh, no. Don’t go there. God!” So I said okay. 

So anyway, we arrived there, and there was a bus strike that night, so I 
couldn’t get to LA, and she was very nice. She offered me to go to—she was 
going to a New Year’s Eve party in Manhattan Beach. And I arrived in 
Manhattan Beach, and the ocean was there; one of those houses by the 
oceanfront, little cottages. So to me, it was all unbelievable. And they were all 
very New Age people, so we celebrated New Year’s Eve, and at 8:00 in the 
morning, I woke up. We were all asleep on the floor. I woke up about 7:30, I 
look around, and I was on the floor, and around me there were bodies. 
Everybody was sleeping. All very New Age. Everybody was like this, like 
that, on the floor of that little cottage. 

And then I said, “Well, it’s all very nice here, it’s great, but I have to do 
something. I have to make a movie." So I went from body to body on my toes, 
literally, and I dial a number given to me by Daniel Buren. He said, “Well, if 
you are going to LA, I have a friend who you could contact.” And it said 2-1-3, 
et cetera, et cetera, et cetera, et cetera. And it’s 8:15 a.m., 1974, and I said, 
“May I speak to Stanley Grinstein?” He said, “This is he.” I said, “Okay.” I 
said, “I am David Lamelas.” He said, “David Lamelas! Where are you? I am 
going to pick you up.” It’s a miracle, because first of all, to find him at home 
is very difficult. Maybe January 1, 8:00 am, was the only time of the year he 
was at home, because he usually left home about 6:30, 7:00, to take care of his 
business. 

So by 10:00, 10:30, Elyse and Stanley arrived in their green Jaguar, and put 
the suitcases in the car, and they drove me to their home. And they apologized. 
They said, “Oh, I’m sorry. You have to sleep in the living room.” Oh, fine 
with me. Because the other two rooms are taken. One was Robert 
Rauschenberg, and the other one is Richard Serra, and the other one expected 
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was Keith Sonnier. So I said, “Oh, no, I don’t mind.” So I slept in the living 
room full of Frank Stella and Warhol’s work, and like art, and Allen 
Ruppersburg, and so on. And that was great. 

My stay with the Grinsteins was just amazing. They became my parents, I 
would say. And then they introduced me to the best of LA. They were party 
people. Every night they went to a different opening, and after the opening, 
we went to some collector’s house. I went, for example, to [Betty] Asher’s, to 
that great collection. And every night was a different place, because they 
knew everybody, so everybody invited them to their houses. So I had really an 
amazing view of LA then. I thought that LA was always like that, and I 
thought that was LA, so—. But I was working during the day, producing my 
film The Desert People, from their house. It was a good address. People 
would come and meet. So little by little, I did the pre-production of the movie 
at their house, and then when the movie was actually in production, I moved 
to the Tropicana, finally. At the Tropicana, it was a better location for 
everybody. 

So then the movie was produced, and I produced the movie here, which was a 
great experience. Well, to me, it was the discovery of this part of America 
again. So it was amazing, and then I discovered many things. I mean, I 
discovered, well, hundreds of things. I won’t tell you every one. And one of 
them I think I learned is about the Papago tribe, because the Papago tribe is 
one of the largest American tribes. 

03-00:13:51 
Holmes: How did you select that community to be included in the film? 

03-00:13:55 
Lamelas: I arrived in LA and I needed actors, and a driver. First of all, I needed a driver. 

And I called John Baldessari. One of the few people I knew here well was 
John, and John is very cooperative as a friend. 

03-00:14:08 
Phillips: Where had you met him? 

03-00:14:10 
Lamelas: In London. In London, at Jack Wendler’s gallery. Because he had a show with 

Jack, and then we met there, and we got along very well. We really did. And 
then, “John,” I said, “I don’t drive,” so he said, “Well, I will present your case 
to my class.” And I offered to pay minimum wage plus mileage. That is what 
John suggested: “You pay minimum wage, and I offer it to my class.” And 
then I got four or five phone calls from different students, and I picked up 
David Salle. 

03-00:14:51 
Phillips: Oh, really? 



 Oral History Center, The Bancroft Library, University of California Berkeley 87 

 

03-00:14:52 
Lamelas: Yes. David Salle was my chauffeur during the production of The Desert 

People. Not bad, not bad. And when David couldn’t come—about 80 percent 
of the time, he came every day—James Welling was the second driver. I 
didn’t make a bad choice, did I? Because I interviewed five, and the reason I 
picked up David is because—it’s interesting—I thought that he was the least 
imposing, the more pulled back, so I could do what I wanted. And he was 
intelligent. And James Welling also because he was intelligent, and quiet, so 
he wouldn’t be in the middle of things. The two of them, a couple of years 
later, they moved to New York, and they became James Welling and David 
Salle. So that was a good beginning. 

 Well, I needed first a driver, then a cinematographer, then the actors. The idea 
was to have five people who went to spend a few weeks—some time—in a 
native tribe. So I have no choice of which tribe. It was quite difficult to find a 
native actor. It was very difficult. I went through different workshops and 
everything, and I couldn’t find one. And then I even met, by accident—not 
“by accident,” by coincidence—somebody said, “Oh, well, I know a professor 
at UCLA who deals with the American native.” Is that the right way to say, 
“the American native?” 

03-00:17:06 
Phillips: Or “Native American.” 

03-00:17:07 
Holmes: Yeah, “Native American.” 

03-00:17:07 
Lamelas: “Native American,” “Native American.” Okay. In the old days, it used to be 

“Indian.” It is not correct anymore. 

03-00:17:14 
Holmes: No. 

03-00:17:15 
Lamelas: Okay. I apologize. “Native American?” 

03-00:17:19 
Holmes: Yes. 

03-00:17:19 
Lamelas: Okay. And then he said, “Well, I have a professor who specializes in Native 

American studies at UCLA.” So I went there, and from the Grinsteins’, it 
wasn’t very far. Somebody from the Grinsteins’ house drove me there, 
somebody who was working at the house—a gardener or something. It was 
very nice—before I had David Salle. And then I arrived there; we got into this 
office. It was this man who I was discussing the movie. He quite liked the 
movie, the concept, and he also surprised me, because he kind of knew a lot 
about moviemaking. And he suggested I contact an organization of Native 
Americans that he was working with. Some actors may be included. And the 
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problem for me was that they wanted to get paid, supporting the cause of 
Native Americans. I was very willing to give the money, but I didn’t have it, 
so I would have to go another way. 

And his name was Donald Sutherland. But I didn’t know who Donald 
Sutherland was. So a year later, I was in—no, a few months later—I went 
back to London, and I went to see a movie that he made with Jane Fonda, 
Klute. And I said, “I know this man. Who is this man?” I said, “Oh, my god! 
He is the professor at UCLA.” That was him. It was very interesting. Another 
thing I did, it was very funny, because I said for the anthropology—because 
one of the leads in the story is an anthropologist, this young man 
anthropologist. And he said, “Well, what kind of man are you looking for, for 
the anthropologist?” And I looked at him and I said—you see how stupid I 
am—I said, “Well, somebody like you, but a little younger.” He kept going, 
nice, anything, but then I thought, “My god, I could have had Donald 
Sutherland!” [laughs] 

But he was really cool, really cool. And he liked a lot of movies, and he was 
the first person who made a reference to my movie and a Japanese movie that 
apparently is similar. It’s a very famous Japanese movie by [Akira] Kurosawa. 
I never saw the movie after that, but it’s also about people telling a story about 
an event. It’s a very famous Japanese movie, I guess from the `60s, and he 
made the reference. He said, “It reminds me of that,” because I was surprised. 

Anyway, so then I kept my search, and finally, I got in touch with the drama 
department at CalArts through John [Baldessari], big John. And then I went 
there, and I found Manny. Manuel Thomas—“Manny”—is the Native 
American who happens to be a Papago. And the whole movie became around 
the Papago tribe because he was a Papago, so he provided the information 
about the Papago tribe, and then I found the other actors. We had a few 
meetings to learn about the Papago tribe, because, in fact, the only person who 
really knew about the tribe was the Papago himself, and we are supposed to 
have been there. So we had these visiting sessions to the tribe through him. So 
that was a very interesting process of the movie, the making of it. So I did 
discover the Native American in that respect. They were hardly known in 
Argentina. They still call them “Indians,” so—. 

03-00:21:28 
Holmes: I think we began to not use that term largely because of its inaccuracy, right? 

Because I think it was Columbus who came up with “Indian,” because he 
thought he was in India, right? 

03-00:21:40 
Lamelas: No, no! 

03-00:21:40 
Holmes: Or near, in the Indes. 
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03-00:21:40 
Lamelas: It was not Columbus, it was the Spanish queen. Because they left Spain with 

Columbus as a pilot, and they were going a short route to India for the silk and 
the spices of India. So when they arrived here, that became the new India.  

03-00:21:29 
Holmes: Yeah. Interesting. 

03-00:22:00 
Lamelas: Yeah. So we had the “Indians.” 

03-00:22:06 
Phillips: So David, you said that you actually wrote your storyboard and all of that for 

The Desert People in London. 

03-00:22:17 
Lamelas: Oh, yes. 

03-00:22:18 
Phillips: I didn’t realize. Before you came to Los Angeles— 

03-00:22:20 
Lamelas: No. The drafting, no. The conceptualization, the idea, it was done in London, 

and a synopsis. When I arrived in LA, I made the final storyboard and the 
final screenplay in Los Angeles, yeah. 

03-00:22:41 
Phillips: Did your ideas change after you actually got to have— 

03-00:22:44 
Lamelas: Of course they evolved. It’s just like it took care of itself. It had a life of its 

own. I think it was made by the context. I only had the beginning, the seed, 
and then it took over. It took over me. The whole thing took over me. And 
that’s why I came back to LA: to experience that phenomena. It’s like it went 
beyond me. Yeah. 

03-00:23:09 
Holmes: What was the experience of shooting the film? I mean, you have only been in 

LA for a while— 

03-00:23:13 
Lamelas: No, first time in LA, it was fantastic. It’s magical. And I was playing the film 

director. I had the crew, I had a professional cinematographer, and people 
took that project very seriously, the cinematographer and everything. I mean, 
it was probably the most exciting experience in my life, that time in LA, yeah. 
Yeah. 

03-00:23:43 
Phillips: Why had Claire Copley canceled your show? 
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03-00:23:47 
Lamelas: Well, Claire Copley canceled the show—and I won’t get into gossip—because 

of her personal relationship with Françoise Lambert. They broke up the 
relationship. And there are many versions of it, but—. So let’s move on. 

03-00:24:03 
Phillips: Because you were associated with Françoise’s gallery? 

03-00:24:06 
Lamelas: Exactly. No, and Claire was left alone, and I think the money of the gallery 

was coming from Françoise Lambert. So when they broke up, they broke up 
the partnership, and Françoise took her money back. I said it. That’s what it 
was. So it was a business problem that had nothing to do with me or the artists. 
It’s a personal thing. And those things do happen, and I happened to be the 
victim of that event. And it took me many years to stop resentment. 

03-00:24:47 
Phillips: So you weren’t really able to be friends with her after that? 

03-00:24:50 
Lamelas: No. Well, life moved on. And I arrived in LA. No, no! I mean, I don’t hold 

things. And because of that—the relationship between Claire and me and 
Françoise—probably because of that, they heard of me, Stanley and Elyse 
Grinstein. So when I said “David Lamelas,” they probably knew the whole 
story. You see? And they have been very helpful. We never discussed that, but 
probably. Probably, probably. Because Claire was friendly with the Grinsteins, 
and Stanley, I think, was buying from the gallery, and when the relationship 
broke, I guess they knew that my show was canceled, and I think that’s 
probably one of the reasons why they were so helpful. 

No! When I came back, I called Claire, and it was all fine. She was happy that 
I was making the movie, and she never helped me financially, but I moved on. 
And then when I came back two years later to LA, I had a show with Claire, at 
the Gallery La Cienega. We were friends. No, no. Well, I don’t think she 
meant it, either. Yeah. 

03-00:26:23 
Holmes: And in your other films previously to Desert People, you were shooting these 

films with the gallery in mind. Here, in shooting The Desert People, you were 
thinking of— 

03-00:26:36 
Lamelas: I wanted a big screen, man. Yeah. Yeah. But I was very naïve. Well, I still am 

very naïve, but—you know? So The Desert People has none of the elements 
required in town—in this town—to be considered a movie. So it’s all against 
the dogma of Hollywood moviemaking, even though it looks like a 
Hollywood movie. No. 
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Well, I’ll tell you what I did. One of the things most impressive to me at the 
Grinsteins’ was the TV screen. In London, I had a TV screen black and white, 
like the ones at Long Beach [UAM exhibit]. One of those little black and 
white screens with no effect. So when I arrived, they had a huge—for those 
days—a big CinemaScope screen. So let’s say that we went to an opening, 
then we went to a party, then we went to—et cetera, et cetera. We arrived 
home, and it’s about 11:00. There was a little chat, and by midnight, 
everybody went back to their rooms. And since I was living, sleeping, in the 
living room, next to the living room was the TV room. And it was small, and 
you could close the door. 

So part of my learning process how to do The Desert People came from the 
late movie, the late movie, and the late-late movie. I spent the whole night 
watching movies because I wanted to learn how American movies are made. 
So I studied the filmmaking process, how American movies are made, 
because I wanted it to look like an American movie. And then when I heard 
the little noises, like Stanley or somebody was moving, [snaps fingers] I 
turned off the TV set and I went to bed. I didn’t want them to know that I was 
watching TV all night. They thought I was a bum or something. I was working. 

 And so I made drawings about the syntaxes of camera angles, movements. So 
I studied very, very thoroughly, and the movie, when I made the storyboard, 
followed all that I learned watching the late-late-late—because you have the 
late movie, and the late-late movie starts at 5:00 am. So I watched hundreds of 
movies. So then the movie follows the style of movies of that era. The chase 
movie was a big thing then, and so as the movie happens—but I already had 
the concept about the car— 

03-00:29:09 
Holmes: The road trip kind of adventure? 

03-00:29:12 
Lamelas: Yeah, that was all programmed, yeah. But here, it took a life of its own, as 

they say. Yeah, yeah. 

03-00:29:17 
Holmes: Glenn was asking how things changed, and I was wondering, because if we 

look at analyses of The Desert People, there is a lot written on its examination 
of culture, right, and how cultures are appropriated or representative. Also, 
questions of authenticity and truth: “Can we really know? Is it complete?” 
Which we see in the interviews with the people in the film. For you, what was 
really the thrust and aim—and how that evolved—of what you wanted to get 
across in that film? 

03-00:29:58 
Lamelas: Well, I found the actors, and Michael Schwartz was the first one, because he 

was a friend of Ed Ruscha, and I knew Ed from London. And then Ed said, 
“Well, I have a friend who is an actor.” I was contacted by Michael, and then 
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he introduced me to his workshop, and I found the other actors in his 
workshop. And then Manny at CalArts. And then I just presented them with 
the concept, and then we had visiting sessions with Manny about the evolution 
of each character. So I said, “You are the anthropologist. You are the—” well, 
it came from them. I mean, anthropologist, you are, and she said she wanted to 
be the journalist from New York, and then they wanted a New Age. A little bit 
what they were. They were actors trying to make it in Hollywood, but they 
had other things around them. They had other professions, in a way. So each 
one, in a way, played himself or herself. They kind of created the character on 
their own. 

And then the idea is that they would talk to the camera. That’s something that 
they had a hard time to do with, because in Hollywood, you never look at the 
camera, and in those days—not to be fashionable—that movie copied 
television. Only on television would you look at the camera. On movies, you 
just pretend it’s not there. But yeah: “Look at the camera.” They said, “No, 
David—you don’t look at the camera in movies.” Anyway, it took me a while 
to get them used to that, because it was like television: you look at the camera. 
And then it became a common practice that movies, they are shot like 
television. But at that time, it was unheard of. I learned a lot through them, too, 
how actors work in cinema and all that. And then I had a great 
cinematographer named Neil Reichline, who, I offered him a storyboard, very 
detailed, of almost every shot of the movie. It had been drawn by me. So that 
was very precise. 

 And the question is what I wanted to say with it? 

03-00:32:31 
Holmes: Yes. 

03-00:32:33 
Lamelas: Well, it evolved. It evolved with time. I mean, it just took life of itself. I think 

one of the things I love, The Desert People, is because it is not me who made 
it, really. I was there to put things together. 

03-00:32:47 
Holmes: It’s a collaboration, in a sense. 

03-00:32:48 
Lamelas: Yeah, totally. Yeah, yeah. Yeah. I didn’t really do it. I was there to register it, 

yeah. I think it is good because of that, because they are themselves, and 
Manny is himself. 

And one of the regrets I have is that Manny never saw the movie. Yeah. Well, 
when I came back to LA two years later again, or one and a half years later, 
and I contacted them all to show the movie, Manny was never to be found. He 
went back to his tribe. And he says that in the movie: that he is trying to go 
back to his tribe. And then I tried to contact him in the tribe, and I never got 
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hold of him. Yeah. Which is interesting, that he is the center figure and he 
never saw it, and it’s a little bit like, I think, that the way he talk about his 
tribe, he talk about things like things appear and disappear, things like this. So 
somehow, it made sense. It’s just kind of strange. But he is very much alive in 
the movie. Yeah, yeah. 

03-00:34:00 
Phillips: Where did you first show it? 

03-00:34:02 
Lamelas: Oh, first it was shown in London, and it was presented by Jack Wendler and 

organized by Lynda Morris at the cinema of the Slade. 

03-00:34:18 
Phillips: Slade School of Art? 

03-00:34:19 
Lamelas: In the West End. Yeah, on Euston. Yeah, next to the British Library, near the 

British Library. Yeah. 

03-00:34:30 
Phillips: Did it screen multiple times? 

03-00:34:32 
Lamelas: No, no. We had the premiere. 

03-00:34:34 
Phillips: You had a premiere? 

03-00:34:35 
Lamelas: We had the premiere one night, and it was one premiere. I showed it in 

London at that premiere. One of the persons who was there, it was Norman 
Rosenthal. You know who he is? 

03-00:34:56 
Phillips: Yeah, yeah. 

03-00:34:57 
Lamelas: He was, at that time, working at the ICA. And Norman really liked The Desert 

People, and then he said, “Well, this film should be in Cannes.” So I followed 
his advice. And he said, “I know the curator of the Fortnight of Filmmakers at 
Cannes,” which is apparently—La Quinzaine des Réalisateurs—which is 
considered the artsy segment of Cannes. Apparently, the most interesting 
films are shown there. The other section is commercial. And then, of course, I 
was very excited. I mean, going to Cannes? Come on. 

And then he gave me an interview with this young man. I arrived from 
London to Paris with my film there, and he gave me a date in a screening 
room. It was just me and him. I was in the back, he was in the front, sitting in 
an area—let’s say maybe there were thirty seats, like a private screening room. 
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And the film finished, and just when the film finished, scream out of his 
mouth: “I am sick and tired of Americans with a good consciousness.” In 
French: “Je suis fatigué vraiment des Américains avec de la bonnes 
consciences.” I was like this. So he called the screen operator giving the film, 
and I left. I was shaken. I don’t know. I mean, I still feel it. It was so awful. It 
was terrible, so I wasn’t able to come. 

So then I decided to come to LA. That was one of the turning points. “It won’t 
work here,” I said. “It won’t work here.” And I had some money, because I 
sold a copy to VRT∗ television of The Desert People. And then I had $3,000 
or something, so with that money, I came to LA. Otherwise, I would have 
gone to Cannes, become rich and famous in Cannes. [laughs] That was the 
project. No. 

But I must say, this movie has provoked reactions like that here and there. 
People got very upset with it, terribly upset. I mean, this man was terribly 
upset. I mean, screaming out of his mouth. So how can you explain that? 

03-00:38:05 
Holmes: All receptions are different. In other circles, it was well received, was it not? 

03-00:38:12 
Lamelas: Okay. Well, that was a bad rejection. And I’ll tell you about another bad 

rejection. Then it was well received by other groups, of course. But talking 
about the bad ones: then, a year and a half later—no, after that event, Cannes, 
three months later, I moved to LA. It was rapid, the move. Then I came here, 
of course. One of the people who loved that film was David Ross.  

03-00:38:43 
Phillips: Now, where did he see it? 

03-00:38:45 
Lamelas: Oh! Well, David, well, we all knew David, because David Ross was the 

curator of Long Beach [Museum of Art]. He has created the video lab, 
probably the first video lab in California, and maybe the United States. And 
then he saw my film at my studio— 

03-00:39:08 
Phillips: In London, or in LA? 

03-00:39:09 
Lamelas: No, in LA. When I moved to LA— 

03-00:39:11 
Phillips: So after you moved back? 

                                                 
∗ VRT (Vlaamse Radio- en Televisieomroeporganisatie) in Brussels. Also went by BRT. The 
station was producing experimental television in the 1970s. 
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03-00:39:12 
Lamelas: Yes. When I moved to Los Angeles—and Claire Copley was very helpful 

then—I didn’t have a place to live, to stay. And Claire told me, “Well, Bas Jan 
Ader’s studio is empty. He disappeared six months ago. We are still waiting 
for him. Would you like to rent it?” So I moved to Bas Jan Ader’s studio on 
Sunset and Gardner, right nearby. And then I lived there for almost two years, 
or a year and a half, two, and it was like a loft. 

My idea was I opened every Friday; in my studio, I had film screenings of 
films of mine, or other artists’ films. And a lot of people came. Yeah. And I 
showed my films, maybe John Baldessari’s, maybe Bill Leavitt. It was like a 
film club every Friday. And one of them was my film. And David Ross saw 
this film there, and he loved it. I mean, he really—. And David was very 
influential in my life in LA, too. 

 I’ll tell you the bad story. In Venice—Venice Beach—there was like a film 
club. And it was in the “Oases,” or maybe it was the “Oasis.” Probably the  
“Oasis.” Anyway, it was a film club or independent cinema. Two guys ran it, 
and for some reason, they heard about my film, and they wanted to show the 
film there. So I was living on Sunset and Gardner; I took the bus with my film 
again under arm, like that, and just halfway through the film, the curator of the 
film program screamed, “Stop the film!” So they stopped the film. They 
rewind it, gave me it back, and I left. He felt insulted because at the moment 
that the journalist from New York, Carol Gary, says the government is taking 
good care of them [Native Americans]. But that wasn’t what I thought—it was 
just the character who said that. He thought it was a true documentary, and he 
thought I meant it. I mean, it was horrible, I mean, all the screaming before 
the movie finished. It wasn't at Cannes. And then I was shaking again. Late at 
night, I had to come by bus to Hollywood, so it was really amazing. And then 
years later, I saw the same guy in a party somewhere here. And then he came 
to me, he said, “Oh, I apologize,” he said, “for what I did.” He said, “Because 
later on, I saw the full screen print, and so I apologize.” “Oh, so never mind,” 
I said. [laughs] 

So people can be crazy. People can be rude. Yeah. But then it was properly 
shown at LA, and it was Beverly O’Neill. You know Beverly O’Neill? 

03-00:42:46 
Phillips: Yeah, yeah. 

03-00:42:47 
Lamelas: Beverly and Pat O’Neill, they had the Los Angeles Independent Film Oasis. 

So it was properly presented there and that was a success. Yeah. 

03-00:42:56 
Holmes: I also want to ask you: you were just talking about two really bad reactions to 

the film. Was that the first time you encountered that—because if we look at 
your work up until then, you have received a lot of honors, a lot of exposure— 
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03-00:43:18 
Lamelas: Yeah, but I also had a lot of misunderstanding. Yeah. For example, when I 

was in Argentina, my early days in Buenos Aires, in my late teens, early 
twenties, after I don't know which show, a critic wrote, “He can’t help 
himself”—talking about me—“with his intellectual tricks.” And I never felt 
intellectual by no means. I am not really intellectual. And that was one. That 
was a bad one. “He can’t help himself with his intellectual tricks—pretentious 
intellectual tricks.” God. That was one. And then another one, when I put the 
spotlights, “David Lamelas just shows a light bulb,” saying it’s just the light 
bulb, this whole thing.  

So many times, yeah, no, I was not liked by the critics in that respect. No. 
Yeah. So it happens all the time. It still does. 

03-00:44:36 
Holmes: I imagine. It happens to the best of us, I guess. But personally, I mean, how 

did you—and maybe for other artists reading this—how did you learn to deal 
with it? Just to brush it off and let it roll off? 

03-00:44:49 
Lamelas: Oh, yeah. You move on. I mean, come on. I mean, it’s only their own opinion. 

I mean, you get hurt, of course, but then you move on.  

03-00:44:58 
Phillips: Did David Ross try to urge you to work with video instead of film? 

03-00:45:02 
Lamelas: Definitely. Definitely, because he saw The Desert People. He said, “David, 

you should do video.” In those days, I came here to make movies, so no video. 
Video is a new thing, it’s a new medium. It’s a poor relative of filmmaking. 
And since television, it was not that big in Europe. Here, it had another stature, 
television and video, than Europe. Europe, it was still like a little poor uncle 
or something of cinema. So then David said, “Well,” he said, “come to Long 
Beach.” We saw the video, and then I said, why not? I mean, David said, 
“Well, to make movies, you need a lot of money, and this is available.” 

So then I left Bas Jan Ader’s studio on Sunset and Gardner because I went to 
teach at Nova Scotia, at Halifax, the art school, for six months or something. 
So then I left my studio. And when I came back to LA, I tried to recuperate 
my studio, but the person who was there, it was hard to get him out. So then I 
really had nowhere to stay, and I have a friend of mine from London—his 
name is Neal Kreitman—who was living in London and who had a house here 
in the Hollywood Hills, an outpost—a mansion. And he said, “Well, I really 
need a house sitter.” So I moved to that, a beautiful house on Castilian Drive, 
a Spanish colonial, real Old Hollywood, really amazing. Really amazing, with 
no furniture, but a beautiful house in very good condition. And the view from 
that house, it was just, I mean, unbelievable. I mean, it was like looking at LA 
from outer space. The perspective, it was magical. 
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So I was living in that house, and I had no car, very little money. That meant 
to go to the supermarket, I have go to downhill to Ralph’s on Sunset and walk 
up again with my little bags in the most posh part of town. But when I entered 
that palace, I was somebody else. And that brought me the idea of The 
Dictator. Because I was a man who has everything and has nothing. The only 
things left in the house, there was some furniture—grand furniture, grand 
furniture. It was Spanish colonial. The Hollywood Hills copy Spanish colonial, 
or their version of Hollywood colonialism was Spanish colonial with the—
you know what the style. But grand style. You know the Yamashiro, the 
Japanese restaurant? 

03-00:48:18 
Phillips: Uh-huh. Yeah. 

03-00:48:19 
Lamelas: On top, higher, higher. The Yamashiro, it was a little thing there. Can you 

imagine how I was? Yamashiro was just a few lights down there. I mean, the 
whole of LA was at my feet. Oh! They had a table, a wooden table. It was 
maybe for 30 guests for dinner, and they still had the chairs with—it looked 
like tapestry, very fancy. But all very old, but in good condition. So one day, I 
stood on top of the table, and beside my feet, it was this amazing view of LA, 
and that’s how the idea of The Dictator came, at that moment. 

03-00:49:06 
Holmes: Well, that’s a good transition into moving to working with video— 

03-00:49:10 
Lamelas: Oh, to quote David Ross, I’ll tell you—on this. And when I went to Canada, I 

was there for, let’s say, five months, six months [at Nova Scotia College of 
Art and Design]. And I came back, and David Ross was organizing a video 
show that he made every year. 

03-00:49:28 
Phillips: The Southland Video Anthology? 

03-00:49:29 
Lamelas: Exactly. And I was arriving at the airport in Canada to come directly to LA to 

bring a video which was called The Hand that was going to be at the David 
Ross show in Long Beach. So stupid me, I had the video right here, and the 
Customs, they asked me, “What do you have there?” But in those days, video 
was not so common. So for some reason—trying to show off, I guess, that I 
made a video, I had it there—I said, “Well,” I said, “it’s a videotape that I am 
going to show at Long Beach Museum in Long Beach.” And he said, “Yeah, 
but your visa doesn’t allow you to work in the United States.” So I was 
refused to enter the United States. Stupid me. 
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In those days, I was not a resident, so I was stopped at the airport, sent back to 
my house where I was staying in—Toronto, I think? And then I called Monroe 
Price.∗ Have you heard of Monroe Price? 

03-00:50:46 
Holmes: No. 

03-00:50:47 
Lamelas: Oh! Monroe Price has been a very influential person in Los Angeles. A lawyer. 

And he was very much involved in the art world, and he was running also the 
Jewish channel on television. And it was public access, and they were 
showing everything, video art. We became friends. He was a really nice 
man—I mean, magnificent—Monroe Price. I said, “What do I do?” He was a 
lawyer, a big-time lawyer. So I called Monroe Price and I said what happened. 
He said, “Don’t worry, David.” I don’t know what he did, and 24 hours later, I 
had an interview with the American person in charge of giving visas at the US 
embassy in Toronto. And he gave me, right away, a visitor’s visa, so I was 
able to enter the United States. But it took three or four days, the whole thing. 
So instead of going to LA, to coming to LA, Long Beach, for the show, I 
decided to go to New York. So I went to New York, I stayed in New York for 
a week, and it was great. I had a great time, where I saw all my friends in New 
York: Lawrence; Robert—all the conceptual groups that was there. It’s 
actually very good that I went to New York. 

And then I arrived here, and I went directly from New York to this mansion. 
My house was where the LA community came to and had drinks, everybody 
brought wine, and since I had the big house, I made a lot of events. And one 
of them was film screenings and video screenings, many of them. The first 
day, “David,” he said, “I like your embassy.” He said, “Three days ago, you 
couldn’t enter the United States, and now you already have an embassy.” But 
it’s true. A week earlier, I was not allowed in the USA, and I moved into this 
embassy. He said, “David, I like your embassy.” 

03-00:53:25 
Phillips: Whose house was it, again? 

03-00:53:27 
Lamelas: Huh? 

03-00:53:28 
Phillips: Could you repeat whose house it was? 

                                                 
∗ Monroe Price was almost single-handedly responsible for forcing cable companies in Los 
Angeles to provide public access channels, which is where many artists working at Long Beach 
Museum of Art with David Ross would get widespread exposure. See Monroe Price, “The 
Illusions of Cable Television,” Journal of Communications (September 1974). 
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03-00:53:30 
Lamelas: Well, his name is Neal Kreitman. He is an English friend of mine, a very nice 

man, who had that house. Yeah. Yeah. 

03-00:53:40 
Holmes: Interesting. 

03-00:53:41 
Lamelas: Yeah. 

03-00:53:42 
Holmes: And so you started filming— 

03-00:53:45 
Lamelas: I started grand. 

03-00:53:46 
Holmes: Yeah. Well, it started grand in a grand house, but of—  

03-00:53:48 
Lamelas: But poverty stricken, though. Poverty stricken, yeah. There was a 

contradiction there. 

03-00:53:55 
Holmes: But it was in this house that you began with the idea of The Dictator— 

03-00:53:59 
Lamelas: Yeah. Yeah. 

03-00:53:58 
Holmes: —which would turn into the Newsmakers show. 

03-00:54:01 
Lamelas: Yeah. Well, the Newsmakers show, it started because the impact of American 

television was huge on me, and especially the idea of the newscaster as 
entertainment: the idea of the talk show; the idea of analyzing subjects 
through discussion, paneling, but also presented as spectacle. That kind of 
fascinated me. I thought a lot about reality and fiction, so the idea of 
fictionalized events, I mean, we are really crossing a thin line even here. I am 
acting? I am honest? There is a very thin line. 

03-00:54:48 
Holmes: It’s still a performance. 

03-00:54:48 
Lamelas: Maybe I am acting. Who knows? So I like that tension that is produced 

between reality and fiction. Yeah. 

03-00:54:58 
Holmes: And so is that how it began—because The Dictator is part of the Newsmakers 

series. Is that correct? 
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03-00:55:04 
Lamelas: No. The very first one was The Hand. 

03-00:55:06 
Holmes: The Hand in ’76? 

03-00:55:06 
Lamelas: The Hand. The Hand, originally, it was supposed to be made in London, and it 

was called Just Before Dawn. And then when it did not happen in London, 
years later, I made it here as a talk show. So I used the same subject, but 
transformed into a talk show—the same idea of the rock star who is accused 
of being a potential terrorist, and so on—and all of that was developed in 
London, because don’t forget the idea of terrorism was big—it’s not new, as 
we all know. It was huge in London in the 1970s with the IRA bombings. I 
mean, it was huge. It’s massive. I mean, massive. I remember things like—
well, in those days, it was the bombs in letterboxes. Going through the streets 
and boom, it could happen. I even heard one, a bomb exploding. So it was 
very intense in that respect. And then I remember I was in a cinema at 
Kensington High Street, and the screening had to be stopped, the lights went 
off. So the whole entire cinema was put in darkness because of a potential 
bomb threat. 

So it was huge, the idea of terrorism then, and that brought me the idea. And 
London was big in rock and roll and terrorism, so I get the idea of the rock 
and roller as a potential terrorist. 

03-00:56:47 
Holmes: And where did the idea of The Hand originate? Some have analyzed that as 

representing censorship within the media. 

03-00:56:55 
Lamelas: Well, yeah. Well, it represents the superpower who controls us all, whoever 

they are. Right? 

03-00:57:02 
Holmes: Yeah. 

03-00:57:03 
Lamelas: But we don’t know. 

03-00:57:04 
Phillips: During this period, how were you following everything happening in 

Argentina and the government? 

03-00:57:13 
Lamelas: Well, that was distant. That was distant.  

03-00:57:15 
Phillips: Right. But how were you getting information? I mean, there was the news, but 

were you also hearing from— 
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03-00:57:21 
Lamelas: Well, I guess through the New York Times. I guess through the New York 

Times. I was very distant about politics in Argentina, and I kept in touch with 
my family, but it was mostly personal, and we never talked about politics. But 
I knew what was going on through the New York Times. And people knew 
here what was happening in Argentina, so I guess I was informed, but not in 
detail. 

And I remember in 1978, I was in LA; I decided to go to Argentina because I 
haven’t seen my parents for a few years. So I went to Argentina, and I spent 
three months there, and that was ’78. 1978, that was one of the most 
dangerous moments in Argentina. And I kind of knew, but I didn’t exactly 
know, and I arrived in Argentina, and I was afraid, I was scared. And I tried to 
present that to my family when we sat and I said, “You know what’s going on 
here.” And my sister got furious. She almost threw up the table. She said, 
“How dare you say those things? Who do you think you are to say those 
things?” So then I shut up. People tried to not know things. 

So it was never a subject of conversation, open. No, people moved on, trying 
to ignore. But all my friends, no. My family, they were kind of trying to 
ignore it. Because there was no information about what was going on, either. I 
mean, the media was covering anything, and with the exception maybe one or 
two newspapers—La Opinión, which was a newspaper. But not everybody 
read La Opinión. But all my friends, yes. They all knew what was going on. 
Even me. Well, of course we all knew. So I was three months there during that 
time. Yeah. 

03-00:59:50 
Holmes: Did that intermix with—if we look at, say, some of the videos you made after 

The Hand, of looking at The Dictator, The Dictator Returns—some of those 
themes there critique, in some ways, of US foreign policy, but also of how US 
foreign policy is looked at, particularly, say, in the Latin American context— 

03-01:00:18 
Lamelas: Yes, yeah. 

03-01:00:19 
Holmes: —through the media? How did that develop within those projects? If we look 

at The Dictator, that’s one of your first works that has a very Latin American 
focus to it. 

03-01:00:35 
Lamelas: I know. And it’s the first one who I am in the front of the camera. 

03-01:00:38 
Holmes: Yeah. You started starring in your own films. 
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03-01:00:44 
Lamelas: You know? And it is the first one who, I would say, is a US video. And I 

wouldn’t say “American” because Argentineans would get upset if I say 
“Americans.” So I would say “United States,” because I would be criticized. 
Yeah, so—. But we are in America, too. And it’s right. We are all American, 
as LA shows. I mean, as [Pacific Standard Time exhibition] LA/LA shows. 
That’s a brilliant idea, yeah. 

03-01:01:18 
Holmes: So let’s talk about The Dictator. You said that you came up with this idea 

there at the big mansion in Hollywood Hills, but was there also a personal tie 
of what was going, as Glenn was saying, in Argentina?  

03-01:01:29 
Lamelas: Yeah. Well, I mean, coming from Argentina, the idea of a dictator is a 

glamorous idea, in a way, because they have always been these glamorous 
figures. They may be horrible people, but on television, they always look 
good. And they live in nice houses, they have nice women, nice cars. Jet 
setters, they are. You know? So they had that side, and on the other side, they 
are ruthless politicians. So I like that contradiction within a person. That’s 
what it really brought me. 

And coming from Argentina, I was quite used to the idea of “dictators” to 
some, to some they are not dictators. That’s also interesting. What some call a 
“dictator” the other ones see as a “savior.” And also, one of the things that 
always interested me about dictators is how well they use media. Media has 
the power of making presidents, as we all know. If you handle the politics 
badly but you handle the media beautifully, then you become a president, as 
we all know, in the world. So that always has been the subject: how stupid we 
are to believe that what’s on television is true. Yeah. 

03-01:03:07 
Holmes: Now, you collaborated with Hildegarde Duane in this. 

03-01:03:13 
Lamelas: All right. So I had the idea of The Dictator that night at the Castilian Drive. 

It’s called Castilian Drive, the street. And then I talked to David Ross. David 
Ross loved the idea. He was very kind. He brought himself with his assistant, 
Peter Kirby. You know Peter Kirby? 

03-01:03:33 
Holmes: Heard of him, yeah.  

03-01:03:34 
Lamelas: Of course. Peter Kirby was the cameraman, and he was the technical man. So 

David brought the equipment. David Ross was a great help. And then we did 
the movie. The original idea was that I wanted a Hollywood blonde to do the 
interview, to follow the cliché. Barbara Walters was big at that time, so it was 
based on Barbara Walters. Because Barbara Walters was very influential; was 
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the first woman in the United States to be able to do what we call “hard news,” 
which means interviewing politicians and to deal with serious subjects.  Until 
then, women were given entertainment, fashion, house things—womanly 
things. So Barbara Walters was the first one I remember—a big deal—the first 
woman who had a $1 million contract, with CBS, I think, or NBC. One of her 
famous interviews was Fidel Castro. Big deal. So in a way, so it is around all 
that era of mixing glamour of Barbara Walters with the left, Fidel Castro, and 
it’s all related to that. But at the end, it’s entertainment. 

All my ideas were around that, so following that, I wanted a “Hollywood 
blonde”—within brackets—to play the interviewer. So a friend of mine, she 
was a woman, a young woman, who had a friend who was a casting agent. I 
remember that interview in Castilian Drive, in my Hollywood mansion of 
these five beautiful blondes, who arrived one after another the same day, one 
more beautiful than another. And one of them got very upset with me because 
she thought it was going to be a big deal, and it ended up I was offering the 
video with no pay, so one of them got kind of upset. She didn’t tell me 
anything, but I knew that she was very disturbed. I remember her. And then 
she became a medium-well-known actress. “But I am a working actress,” she 
said, complaining. 

But there was one that was perfect, I thought, perfect for the character. And 
then David brought the equipment from Long Beach. A few days later, we set 
up this thing. And the first day ever in front of the camera, and she couldn’t 
deliver. Because it was all improvised. It had the idea, but she had to be really 
the interviewer. So she couldn’t improvise. She was really awful. So we did 
about fifty takes, and then at the end of the day, by 7:00, it was guys, we had 
to stop, nothing. So I was desperate. I had the camera and everything for 
another two days, and nothing. 

So then it occurred to me—I had met Hildegarde Duane through David Ross. 
She worked with David Ross because she was a curator of Chinese art. She is 
an art historian. 

03-01:06:49 
Phillips: Is that true? 

03-01:06:49 
Lamelas: Oh, yeah. Yeah, yeah. 

03-01:06:51 
Holmes: I didn’t know that. 

03-01:06:52 
Lamelas: Yeah, yeah. In fact, she curated a Chinese art show at Long Beach Museum, 

[The East is Red (1976)]. And so I thought, “Oh, Hildegarde would be perfect.” 
So then I called Hildegarde, and off she went. The following morning, 8:00, 
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she was there, and she did the most beautiful show. “Show,” I guess. Yeah. 
She became Barbara López. [laughs] 

03-01:07:20 
Holmes: Well, and that seemed to also add a further kind of Latin American flavor. 

03-01:07:25 
Lamelas: Well, yeah. I Latinized Barbara. Originally, it was called “Barbara Rothschild.” 

The one in The Hand is called “Barbara Rothschild.” So when I was in LA, it 
had to be a Latina or somehow. So, yeah. 

03-01:07:40 
Holmes: Very nice. Well, how was the experience of actually you yourself being in the 

film? I mean, because as you were saying, this was the first time in one of 
your films, your works, that you are actually in it. 

03-01:07:55 
Lamelas: How was it? 

03-01:07:56 
Holmes: Yeah. What was that experience like? 

03-01:07:59 
Lamelas: I really don’t know how I did it. It just happened. Yeah. It’s the same way 

when I painted in front of the canvas: you just do a brushstroke. It’s the same 
thing. You really don’t know what you are going to do, but something tells 
you to do it. 

03-01:08:19 
Holmes: In the work, there are again seem to be other references—I mean, if we look at, 

during this time, we just had Watergate in the United States. 

03-01:08:28 
Lamelas: Well, Watergate was very influential in my life, because I arrived here by 

Watergate, and I followed that whole thing. I arrived at that particular moment: 
Nixon’s resignation, the whole thing. Oh, well, it wouldn’t be The Dictator 
without Nixon. I mean, in fact, he is Nixon. I mean, as a Latino dictator, yeah. 
Yeah. I mean, it’s all there. Yeah. 

03-01:08:52 
Holmes: And then also, the news— 

03-01:08:53 
Lamelas: I usually don’t say this, because I don’t like to give names, but—. 

03-01:08:58 
Holmes: No, that’s understandable. Well, then it’s also in the media at that same 

time—I mean, I know there is references to United States foreign policy, even 
the CIA, which was in the news at this time. They were having congressional 
hearings on that. 
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03-01:09:12 
Lamelas: Well, yeah. That was a big influence on me. Huge. Well, I had that here, and 

dictatorship in Argentina, so it was like counterparts going on at the same time. 
So different ways of coping with society. Yeah.  

03-01:09:33 
Holmes: Yeah. Because they had the coup d’état in Argentina in—was that in 1976? 

Around there? 

03-01:09:41 
Lamelas: I don’t remember year by year, but yeah. 

03-01:09:45 
Holmes: Around that same period of time? 

03-01:09:46 
Lamelas: Well, there were several coups d’état, so—. Yeah. There were several. I mean, 

I was born with one. I mean, I was born during Perón and Evita. I remember 
the day she died, and I remember the day of the coup d’état over Perón. And I 
was quite happy, because in those days, it was—I remember, in a way, it’s 
because you didn’t have to go to school the day after. Sorry to say, but you 
know what I mean? 

03-01:10:19 
Holmes: [laughs] Yeah, I do. 

03-01:10:20 
Lamelas: “Oh, good! There’s no school tomorrow. No school tomorrow—it was a coup 

d’état. Oh, good. Oh? Oh, good!” So I mean—. You know, as a child—. And 
maybe I was in kindergarten, five or six. No, five or six, yeah. So it was a 
minute of freedom: “Oh, good—I have off of school.” No, no. That was a big 
deal, yeah. That was a huge deal, yeah. The day she died, it was major. God. 
That was for a week we got out of school, I think. 

03-01:10:58 
Holmes: I wanted to ask, because around the same time, you also made another film: 

Reading Letters from Friends.  

03-01:11:06 
Lamelas: Oh, well, yeah.  

03-01:11:09 
Holmes: There seems to be also kind of an addressment of politics in Argentina in that 

as well. 

03-01:11:16 
Lamelas: In 1978, after I made the first Dictator, I went to Argentina. I had to go, to see 

my parents. And it’s good that I went, because I got closer to them again, so 
that was a great time. And at the same time, I was living in terror. 

 Your question was? 
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03-01:11:50 
Holmes: Oh, I just wanted to hear about the film Reading Letters from Friends. 

03-01:11:55 
Lamelas: Okay, yeah. So I was living in my parents’ house. It’s true I felt living in 

terror, isolated. But at the same time, I had correspondence with friends from 
the United States, from England, from Europe, so then I decided to make a 
video of reading the letters that they sent me. Yeah. 

03-01:12:25 
Holmes: Interesting. And you filmed them reading— 

03-01:12:29 
Lamelas: There is a video of me reading the letters of my friends. And the video was 

made for a show of another Argentinian curator, Jorge Glusberg, who was 
very much into video art, and having shows with video art, Jorge Glusberg. 

03-01:12:55 
Phillips: Had you met him in Argentina before you moved to London? 

03-01:12:59 
Lamelas: Who? 

03-01:12:59 
Phillips: Glusberg. Did you meet him before you moved to London? 

03-01:13:02 
Lamelas: Oh, yeah. Oh, yeah. Glusberg, yeah. I met Glusberg when I was sixteen. 

03-01:13:06 
Phillips: You did? In what circumstance? 

03-01:13:08 
Lamelas: Oh, well, he was up and about, a young curator up and about. More than a 

curator, he was an art critic. Well, he has different functions. He was many 
things, Jorge Glusberg. In one of them, he was a businessman, and he had the 
light company, lights, light bulbs, designing lights for the industry or for the 
house. Modulor was his company. A very successful and a very good one, too. 
And then he was an art critic in newspapers and magazines. Especially, he 
was the art critic of a very popular magazine. I think it was called—not 
Primera Plana, but anyway, a very important magazine—Analysis. It’s a 
business magazine, but the art section was the best. It was a little bit like the 
Economist of Argentina, but the art pages were very good, and he had two 
pages every issue. And then he made a very good review of my show, one 
show, the first show. So he had always had good things to write about me, 
Jorge Glusberg. So he followed my work, and then he invited me to a couple 
of shows that he curated. 

03-01:14:36 
Phillips: At CAYC, or—? 
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03-01:14:37 
Lamelas: No, no. Before CAYC. The CAYC came later. Before, it was the Jewish 

Museum of Argentina, following the Jewish Museum of New York. He was 
doing minimalist shows. He was kind of a counterpart of the Jewish Museum 
of New York. New York was the Jewish Museum show of minimalism; he did 
one in Argentina, and I was invited. So it was like a thing. Yeah. 

03-01:15:03 
Holmes: In other films, similarly we had people reading, and that you would use 

subtext, and explore time and language. Yet here, Reading Letters from 
Friends, it’s not like those earlier explorations. Are you trying to really hit 
on— 

03-01:15:25 
Lamelas: No, no. That was very simple. That was very simple. No, no, it was not an 

exploration. That was just simply reading the letters. 

03-01:15:33 
Holmes: And was this just to highlight, say, United States’ perceptions of what was 

going on in Argentina? 

03-01:15:39 
Lamelas: Well, no, no. There were many, many personal letters also. Yeah. Most letters, 

they came from London, actually, from my English friends. The English write 
letters. They still do. Less now, but in those days, a lot of letters, they were 
from London, from Lynda Morris, for example. Well, they are at the Getty, 
Lynda Morris and many others. From here, I had, well, Barbara Reise, but 
Barbara Reise was living in London. So I had a lot from London, a lot of 
letters from London, yeah. So I guess it was I needed—a little bit like LA—
friends. I needed to bring my friends into my life again. It was like an 
emotional thing. Yeah. 

03-01:16:28 
Holmes: Nice. Okay. Well, then you made the sequel to The Dictator— 

03-01:16:32 
Lamelas: Because those days, you had to be very careful in Argentina, too. You could 

disappear at any moment. And I was very lucky, very lucky, that nothing 
happened. Even though I was close, but nothing happened. Yeah.  

03-01:16:53 
Holmes: Well, and that same kind of theme surfaced again with The Dictator Returns. 

03-01:16:59 
Lamelas: Well, one of the crazy things Glusberg did is to show The Dictator at the 

CAYC during that time in Argentina. 

03-01:17:09 
Holmes: Oh, wow. 
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03-01:17:11 
Phillips: So what happened? 

03-01:17:12 
Lamelas: Well, no, it was very funny, because I guess we didn’t make connections, sort 

of thing. Well, nothing really happened. The CAYC was doing a prize. There 
was a CAYC prize—a national prize or something. And there were some 
invited artists, and I was one of them, and I sent The Dictator; that was in the 
show. And I got the second prize. So it was good—it was $1,000, or $1,500—
and the person who wanted my video to get the prize was—I forgot his name, 
but he was one of the first US curators with video. Unfortunately, he passed 
away in the 1980s, late `80s, or early `90s. I don’t remember his name, but he 
really liked it. And because of him, I got the prize. Yeah. Yeah. I have to find 
out his name. 

03-01:18:32 
Holmes: And speaking of the Argentina context, I remember when I first watched The 

Dictator, there is a reference that I always wanted to ask about: was it 
somewhat modeled on Perón? Because there is a mention of three wives 
that— 

03-01:18:49 
Lamelas: Well, Perón is always in the back, of course. He is like the shadow. Of course, 

yes. But it is something that, in a way, it’s very abstract in my mind. I don’t 
make immediate reference to Perón because it is like a shadow. 

03-01:18:12 
Holmes: In The Dictator Returns, of course, now the dictator has been living— 

03-01:19:16 
Lamelas: By the way, Perón didn’t have that many wives before Eva. After, he had two 

wives, but during Eva, she was the first wife. Yeah. She was the first wife. 

03-01:19:34 
Holmes: Well, in The Dictator Returns, here we have the dictator opening a series of 

gyms, living the high life here in California, and there also seems to be this 
not-so-subtle critique dealing with US foreign policy and [President Ronald] 
Reagan.  

03-01:19:58 
Lamelas: Yes, of course. Oh, of course. And also about my life, too. I became a 

successful businessman of my own. I did. You know what I did? No, I was 
here in LA, and I had lost my contacts in Europe. I was not selling much, but a 
little bit. It was life moved on. A $1,000 here, $1,500 there. Those were the 
prices in those days. So somehow, very humbly, I could survive. But when I 
moved here, it was gone. Claire Copley didn’t sell anything, and I didn’t sell 
anything. The possibility of making money with movies was very distant. So 
what do I do? 
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03-01:20:48 
Holmes: I’m not sure. 

03-01:20:49 
Lamelas: Family with no money in Argentina. I mean, middle class; it was enough for 

them, but they wouldn’t give me money, so I had no rich parents. I was in LA, 
and when I came back after Argentina in ’78—after three months in Argentina 
I came back, and I was no longer in the Hollywood mansion, so I was no 
longer the dictator. I was in a humble place in Hollywood. I literally had, I 
think, $70 left, with no other money coming in. 

So then I saw that t-shirts is a big thing here, t-shirts. And I said, oh, okay. So 
I went to a store and I bought a dozen Hanes t-shirts: medium; large; XXL; 
extra large. Four sizes. And I bought some watercolor textile paint, and 
brushes. And I went to my little place, and I made drawings on the canvas, 
and I went on Melrose and Hollywood area offering my t-shirts. And they 
started selling. I was amazed. So I got orders. I get six of this, five of this, six 
of this. I got new designs, so I had a line, different things. Palm trees were my 
favorites, and the easiest, because it is a line, and then you change the space 
with one line. 

So then I had a few styles, and I did very well, actually, in Melrose shops. 
They were expensive since they were handmade. Those days, they bought 
them, say, for $8, and they sold it for $16. That was expensive for a t-shirt in 
those days. By then, I had a few customers on Melrose that they sold them 
quite well. And in fact, one of them was an interesting guy on Melrose, who 
was a—how do you call it—a designer, local fashion designer, from LA. Zane. 
Zane. Z-A-N-E, Zane. Very nice man who made his own clothing. He was a 
tailor for women. But he had his own particular style. He was like you call a 
creator. And he liked my design, and he used to buy quite a lot. Especially one 
kind. He kept ordering one of them, about three or six. I said, “Oh, that’s 
interesting.” He was saying, “Those t-shirts.” He said, “Oh, no,” he said, 
because he said, “Ann-Margaret loves your t-shirts. You know Ann-Margaret, 
the actress? And she buys them. She buys three or four at a time because she 
uses them for rehearsal. She buys the XXL. She wore it then like that.” 

So they sold quite well, and at other shops in West Hollywood, Hollywood. 
And then the orders kept multiplying. And then I said, “Well, I can’t paint t-
shirts all my life.” So then I hired another painter to do it. But then I got many 
returns, because they didn’t have my touch, I guess. A shop has a right to 
returns if they are not happy with your product. So out of ten, I got four rejects; 
said it was not good. So then I decided to go silkscreen, and then I became a 
silkscreen expert. I learned a lot about silkscreen. For years I did silkscreen on 
t-shirts. Yeah. And then I did quite well. I did quite well with t-shirts, yeah. 
And I made designs, and it worked out. That was when I was doing my videos 
with Hildegarde. I had to sponsor all that. 
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And then at one point I kind of really lost interest in t-shirts, and the business 
failed because I was not interested. And then I moved to New York, moved to 
New York, because I said, “I have to go to New York.” So then I stopped 
completely t-shirts. I tried to handle the t-shirts business from New York, but I 
was trying to sell California t-shirts in January in New York. I remember 
going to a shop on Fifth Avenue across the street from Bergdorf Goodman, I 
think, and it was a big t-shirt shop. And I arrived with my t-shirts, and he said, 
“look outside.” I looked outside, and he was right. It was all white snow. “I 
am not going to buy t-shirts now,” he said. “Come back in the summer.” So 
then I said, “This won’t work.” So then I started to survive different ways. 
Making drawings. I made a lot of drawings. And they sold. I had to survive. I 
obviously had to survive, so then I made a lot of—and I love drafting; I like 
drawings. So in New York, it was mostly doing drawings. 

03-01:26:32 
Phillips: Did you have a gallery in New York? 

03-01:26:34 
Lamelas: In New York? Well, that’s something very interesting that we didn’t cover, 

New York. But we are covering it now. I was thinking about last night, we 
forgot New York. You see, I left LA in 1989, at the end, and I arrived in New 
York early 1990, around 1990. And the reason I left LA is for several reasons. 
Well, they raised my rent in Venice. I had a nice house, really nice, by Abbot 
Kinney. In those days, it was Washington and Palm. And they raised the rent, 
and I was sponsoring that house with my t-shirts, but then I stopped the t-
shirts, and I wanted to concentrate on my artwork again. And then I said, 
“Well, I need a switch in my mind. I need a switch.” I had never lived in New 
York, I know a lot of people in New York, so I said, “David Salle went to 
New York, became rich and famous; so did James Welling.” All of these 
people, they were big stars in New York. We didn’t feel any less here, I must 
say. But eventually, they were all going there and becoming rich and famous, 
so for me, it would look—ooh, look at those guys. One by one, went to New 
York. And some succeeded, some didn’t. 

 So I arrived in New York, and it was a whole new world. A whole new world. 
I mean, from Venice, California, I was very much a beach person in a way. I 
became a total Venice artist. I was even making paintings like that one. 
[laughs] And I was a Venice painter, making video as well. And then I moved 
to New York, and New York is tough. It’s tough when you arrive like a new 
artist. The first time I arrived in LA, it was so glorious, because I arrived from 
London like these young British artists, and they do pay attention to you. But 
if you arrive from LA, they don’t. It’s weird! It’s very strange! You have to 
prove yourself again. So then I was this LA artist in New York making video, 
and I was told by many galleries that video is the kiss of death.  

So it was very hard. But then, New York, of course it was very exciting. But it 
was no longer the New York I knew from the 1970s. It was like the boom of 
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the art market. Painting was the thing. Some of my friends, they were 
celebrities, even from LA, like Jack Goldstein, and David Salle. They were all 
big stars. And as they say, they went through the danger of the limelight. It 
was also a very dangerous time as well. Behind the glamour was a lot of 
danger. 

And then I was in New York, and I said I had to do things. So I had a 
professional life very different than I normally do. I got up in the morning, 
and I made drawings every day. And you really have to do something. You 
had to be up. LA, you are happy without doing nothing, right? You can hang 
out. You can in LA. That’s what I love about LA. You don’t feel obliged to do. 
You do, but relaxed. But in New York, you have to work. So I got up every 
day, breakfast, drawing. And so I made a lot of drawings, and projects, and 
everything. And it worked, because then it started my connection with Europe 
again. That wasn’t a strategy. I said, “Very few collectors from Europe 
come”—those days—“to LA, but they all go to New York.” And I wanted to 
reconnect myself with Europe. 

And it worked. After three months in New York, I met Catherine de Zegher, a 
curator from Belgium, who I met somewhere—at an opening or something—
and I guess she knew me from Belgium. She came over to my studio; 
immediately, she bought three drawings. And one of those drawings became a 
permanent piece at the Museum of Fine Arts in Antwerp—the piece with the 
trees? Yeah. It’s called When the Sky is Low and Heavy, which is three lines 
of trees with a metal roof on top. She bought the original drawing. Well, she is 
crazy—nice crazy—and so she said, “Oh, we should do this.” I said, “Wait, 
that’s—.” “No, let’s do it.” So then she had a big show at the Museum of Fine 
Arts in Antwerpen to celebrate the discovery of America. Remember there 
was the four—this—how many years? Four hundred years? How many is— 

03-01:32:01 
Holmes: That’s 500, yeah. 

03-01:32:02 
Lamelas: 500, yeah. Yeah. Okay. 

03-01:32:03 
Holmes: 1992. 

03-01:32:04 
Lamelas: It was a huge deal in Europe, so there were art shows everywhere in 

relationship to that. So she curated this magnificent show—magnificent, 
believe me—huge show at the Museum of Fine Arts in Antwerp. As my part 
of show, we installed these eighteen trees in the garden of the museum, and 
this huge metal structure, against the museum director. I mean, she is 
unstoppable when she wants something. So we did it, and it’s still there, so 
she was great. And that was my return to Europe, through that show. 
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03-01:32:43 
Holmes: At this time in New York, when you were— 

03-01:32:45 
Lamelas: Talking about New York, then another break came through: Willoughby 

Sharp. 

03-01:32:54 
Phillips: Willoughby Sharp? 

03-01:32:55 
Lamelas: Yeah. Have you heard of Willoughby Sharp? 

03-01:32:57 
Phillips: Of course. 

03-01:32:58 
Lamelas: Oh, of course. Good. Yeah. Good. Because he has been forgotten somehow. 

No? 

03-01:33:02 
Phillips: We have his archive at the Getty. 

03-01:33:04 
Lamelas: [claps hands] Oh, I have something of him here. 

03-01:33:08 
Phillips: Oh, really? 

03-01:33:08 
Lamelas: Very important things, yeah. I will tell you what I have. But you have his 

archive there? 

03-01:33:12 
Phillips: Yeah. No, I had meant to ask you yesterday if you had met him in the 1960s. 

03-01:33:17 
Lamelas: Oh, wow. Yeah, of course. Yeah. In fact, I have a lot of things that are in his 

gallery. Anyway, so I met Willoughby maybe in Europe in the— 

03-01:33:32 
Phillips: He may have been at Prospect. 

03-01:33:34 
Lamelas: —in the `70s. 

03-01:33:35 
Phillips: Oh, in the 1970s? 

03-01:33:36 
Lamelas: In the `70s, yeah. Maybe in Europe, briefly. 
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03-01:33:39 
Phillips: He was— 

03-01:33:39 
Lamelas: Oh, no—I met him in New York. He was the editor of— 

03-01:33:42 
Phillips: Avalanche. 

03-01:33:43 
Lamelas: —Avalanche, exactly. I met him in New York in ’76, when I came from 

Toronto, to New York, then to LA. So I met Willoughby there, I remember, at 
the house of a friend of mine, [Frederick] Ted Castle, Leandro Katz.∗  And 
then years later I was in New York, and I met Willoughby, and he gave me a 
show in his gallery. So I had a show at Spring Street Gallery. A little space; 
the gallery was like this. And you know Willoughby: he is a total eccentric. 
But we got along very well, and I made him a nice show. He had a good 
gallery, totally underground. He was not a businessman. But with Willoughby, 
I had a very strong relationship. And we made a video together. He and I 
acting, both of us. 

03-01:34:46 
Phillips: Oh, really? 

03-01:34:47 
Lamelas: Yeah. Yeah. Very nice. 

03-01:34:50 
Phillips: I haven’t seen that one. 

03-01:34:51 
Lamelas: No. I never show it, for some reason. It’s one of those things. I never show 

that. I only showed it one time in Paris, at a screening at the—you know the 
LA show at the Pompidou? 

03-01:35:03 
Phillips: Yeah. 

03-01:35:04 
Lamelas: I showed it there at the screening one night. No, it’s a great thing. And then I 

had a show, and we talk a lot, with Willoughby, about art. So we met five 
sessions where he taped our conversation about art, and I have those tapes. 
But they are in a very tiny format [microcassettes]. I don’t know how to 
transfer them. 

03-01:35:31 
Phillips: We can do it at the Getty. 

                                                 
∗ Castle and Katz founded the Vanishing Rotating Triangle Press, which published poetry and 
other writings in English/Spanish editions. 
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03-01:35:32 

Lamelas: I don’t know if I have them, or I gave them to Kristina [Newhouse].Ψ  

03-01:35:35 
Phillips: He called them “Videoviews,” right? Instead of interviews, he called them 

“Videoviews.” 

03-01:35:39 
Lamelas: These were audio.  

03-01:35:41 
Phillips: Oh, they’re audio? 

03-01:35:42 
Lamelas: These were audio. Audio. These were audio. But quite a few, and with a few 

sessions. I don’t know what we said, but I have those. No, no, I have his—. I 
have every invitation card. Oh, no, we are taping. So I will show you later. 
Okay. I forgot. I forgot that I was attached. Okay, okay. 

03-01:36:09 
Holmes: Well, I wanted to ask you, so— 

03-01:36:10 
Lamelas: No, but Willoughby was great. I mean, amazing. 

03-01:36:13 
Holmes: During this time in New York, some have said that your work was changing? 

Were you retreating a bit from conceptualism with your painting and drawings, 
or were you exploring new areas? 

03-01:36:30 
Lamelas: No. I was not retreating from anywhere. I mean, no. It’s like when I moved to 

LA, again, I had to reinvent myself. So I was no longer this British young 
artist. They thought I was British in Europe, so—. I even had a British accent 
in those days. And so it was kind of cool. I was doing my work and all that. 
But when I came to LA, all of that faded. Nobody cares if you have a British 
accent in LA, really, because—. They do, they do, but so what, right? And 
then I had no support of the little art market I had, so then I was doing t-shirts. 
I distanced myself from the art world, European art world, and the LA art 
world is very different. 

In those days, LA was not this glamorous city of today. There were three 
galleries, or four or five galleries, with Claire Copley, one there, one there. 
And the art openings, there were thirty people, and we all knew each other. 
And many young artists wanted to move to New York. LA was not the Mecca. 
But I decided to stay. You had to pay your price for that. It means you were 
ignored by the rest of the world, that sort of thing. So you had to make your 
life happen here—selling t-shirts, video artist. It’s all very local. And LA was 

                                                 
Ψ The cassettes are in the archive that is being stored at Spruth Magers. 
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great in that respect. For example, there are many forgotten artists, like Patti 
Podesta. Have you heard of her? 

03-01:38:16 
Phillips: I know Patti Podesta, yeah. 

03-01:38:17 
Lamelas: You do? 

03-01:38:18 
Phillips: Yeah. 

03-01:38:18 
Lamelas: Yeah. Well, that generation has been forgotten in LA. She came to my 

opening the other day at Long Beach. So there was a nice group—Patti 
Podesta, then it was—well, there is a group. 

03-01:38:33 
Phillips: Did you know Brenda Miller? 

03-01:38:35 
Lamelas: Oh, yeah. Of course! Who doesn’t know Brenda Miller? Where is she? 

03-01:38:40 
Phillips: She is in upstate New York. 

03-01:38:42 
Lamelas: Good. Of course I know Brenda Miller. 

03-01:38:44 
Phillips: Ante Bozanich? Were you friends with all those people? 

03-01:38:47 
Lamelas: Yes. 

03-01:38:47 
Phillips: You were? Okay. 

03-01:00:48 
Lamelas: Yeah, yeah. Oh, well, there was the group. They all came to my house in 

Venice, like Jim Shaw, Mike Kelley—they were all students of John 
Baldessari and the video group. It was a strong group, but we were a small 
group. A small group, and we really had no audience, or very little audience. 
But there were many things happening. 

 So your question, what was that? 

03-01:39:28 
Holmes: Well, how you were reinventing yourself again in New York.  
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03-01:39:33 
Lamelas: Ah, okay. Well, I reinvented myself as a LA video artist. I was a LA video 

artist. And— 

03-01:39:39 
Holmes: And then in New York, though, you were saying that you went back to 

drawing. 

03-01:39:42 
Lamelas: No, no. But at the same time, when I moved to—I was in Venice; I had a very 

nice house in Venice—I did what the Venice people do: I paint. I became a 
painter, a Venice painter. All of my friends from Venice were painters. So I 
started painting, and I started painting myself when I was a young man. I 
studied painting. So I decided to reconstruct myself again, to start from the 
beginning. And I said, “What do you do? First, you were a draftsman, and 
then a painter.” So I started painting. And once again, it suited the 
environment. I was a painter. Many painter friends came, and so they were 
happy that, oh, you are finally a Venice painter. They were happy. Because in 
those days, it was a community of artists in Venice. Now they are all gone. 
They are all Google people in Venice. 

 And I was happy with the person I was, with LA, so—. And then one day, I 
was driving and something clicked on me. I said, “Oh, but David, you are a 
conceptual artist.” It was funny. I was driving, and I said, “Oh, okay. Well, 
you have to go reanalyze that.” And then I remembered that I left all of my 
things in London. When I left London, I was not planning to be here forever. I 
came here for a year or so to see what happened and go back to London. So I 
left all my possessions in suitcases and trunks in the house of a friend of mine 
called Gerard Hemsworth, English conceptual artist. I haven’t contacted him 
in fifteen years, so I was terrified to call him one day. I said, “I am sure he 
hasn’t kept the suitcases.” And all of my work was there. Everything we know 
today, including the letters at the Getty, the negatives at Long Beach, this all, 
it was in that trunks. I guess I was well organized and that I left it in a good 
condition. And I said, “Gerard?” He still kept the same number after fifteen 
years. And Gerard said, “David! David! How are you? I still have your things.” 
When he said that, I said, “Praise the Lord.” I jumped onto the ground and 
praised the Lord.  

And there’s only one suitcase, it had flooded and faded. I have gotten those. 
And I think some things I’m missing, they were there, including one drawing 
by Broodthaers, maybe? There were personal things I never found again. Oh! 
Oh, yeah. The original transcripts from the Newsroom About the Vietnam War 
in Venice. They were there, and pictures. They were there, and I never found 
them, so I guess they were in that suitcase, because the ones at MoMA, we got 
them back from ANSA.∗ We contacted ANSA, and ANSA provided us—

                                                 
∗ Agenzia Nazionale Stampa Associata (ANSA) was the Italian news agency David used for 
Office of Information. 
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because they kept the manuscripts, the texts. They reprinted them for us. But 
the original, they disappeared, of the same weeks. So there are a few things. 

 So then I went back to London, and I guess that was my London rentrée again. 
And then I started to reconstruct me, and I guess the Long Beach is part of 
that reconstruction. 

03-01:42:59 
Phillips: And when did you move back to London? What year? 

03-01:43:04 
Lamelas: The first? The first ever? No, no. Then I didn’t move— 

03-01:43:08 
Holmes: When you went back? 

03-01:43:08 
Lamelas: —to London. 

03-01:43:10 
Phillips: Oh, you visited? Okay. 

03-01:43:11 
Lamelas: No. I went to London. By then, I left LA. I went to New York. No. My project 

was to go back to Europe, so I left LA. New York I thought was a good 
stepping stone, and it was, because from New York, it was easier to contact 
London somehow. Here, for some reason, you feel very different about 
Europe. In New York, you are closer to London. So from London, I called 
Gerard, and Gerard said, “I have your boxes.” So I flew to London for two 
weeks. And I brought back all my things to New York. And then there were 
the negatives of films, photographs, books—. Whatever we have now, it all 
comes from what was left at Gerard’s Hemsworth. That was the story. 

And then little by little, I started really to try and understand my work again. 
And I still do. So everything that I do, in a way, is about to—because in a way, 
my work is very strange, because it is like I work a lot with works of the past. 
But some of them are new to me. I don’t really know how to explain that, 
but—I don’t know. You understand what I do? Okay, well, thank you. I 
cannot. But it’s interesting, because I am the artist, but also like a curator of 
my own work somehow. It’s interesting. But that already happened in 
Publication, too, that I am the artist but also the—. 

No, because when I was very young—and I am still young—I was very young, 
as they say, I burned bridges very fast. The idea was just to move on, have 
new ideas. It was not to produce a lot of work, because other artists, they have 
an idea, and they explore that for years and years. And sometimes it 
becomes—sometimes—many artists, it becomes a career-long, long-life 
career, just one idea. But I also thought it was interesting. So from one idea, I 
jumped to another. And then later in life, I decided that maybe it was too fast, 
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those jumps, and everything that I do is trying to understand that. For me, 
seeing at Long Beach Super Elástico, it was like a miracle. I mean, did I do 
that? I mean, god. It was a total shock. I mean, I was completely forgotten 
about that, but when I see it, I said, “It was amazing that I have that ability to 
handle space in that respect.” So it’s part of my young discovery, in a way. 

03-01:46:09 
Holmes: Now, you also, during those years, continued to make videos with Hildegarde. 

03-01:46:16 
Lamelas: Oh, yes. Well, of course, especially during all those years in LA, even when I 

was in New York, I came back to do videos with Hildegarde Duane, yes. 

03-01:46:25 
Holmes: The other night, when you were talking about The Dictator Returns, you 

discussed referencing the Iran Contra affair going on, of course, with 
[President] Reagan— 

03-01:46:37 
Lamelas: Oh, yes. Okay. Let’s go back to Hildegarde Duane, then. I called Hildegarde 

Duane that day that the Hollywood blonde failed. I got Hildegarde Duane. She 
did a wonderful job, and she was perfect because of her personality, and 
because she also worked as an interviewer for David Ross, and for Monroe 
Price at the Jewish channel. She kind of played the interviewer a few times. I 
think she interviewed Ionesco, a few people. So she was perfect for every 
reason. And then after that connection, we worked together as partners of 
ideas from the beginning. The Dictator, she was the actress, but when she took 
over, she became 50 percent of the video. But later on, everything was 50 
percent. We discussed the ideas from beginning to end. So what did we do? 
And sometimes, we came back with a good idea, but that also related to 
something that was political that was happening. It was always in response to 
what’s happening. 

03-01:47:59 
Holmes: The other night when you were talking about The Dictator Returns—and 

again, there is the overtones, of course, the Reagan administration and many 
of the things that were going on during then—you also mentioned that you 
knew Patti Reagan. 

03-01:48:12 
Lamelas: Well, in a—  

03-01:48:14 
Holmes: Or had met her. 

03-01:48:14 
Lamelas: I don’t want to talk about that here. No. That should remain private, yes. Well, 

no. I will tell you. I will tell you. Okay, okay. I don’t want to talk about that, 
because it’s hard to talk about famous people. No, it’s very funny. Actually, 
it’s a funny story. 
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I was doing the t-shirts—still the hand-painted t-shirts, right—and they were 
selling a little bit here and there. I survived; I was able to eat, and able to buy 
a radio. You see, I never knew how to make money. And the United States 
made me a capitalist. That’s what I said in the video. But in a way, it’s true, 
because in Argentina, they don’t teach you how you make money. It’s not in 
the vocabulary. They teach you everything to make money. It’s like I kind of 
knew because my mother was a baker and my father—so I knew that you can 
sell a product. But somehow, I didn’t apply that to me, to my art. But when I 
was here, I started to make money with the t-shirts. That was the first time that 
I realized how merchandizing works, and how you can actually make money 
off a product. So that’s capitalism. So then I understood it, through that 
process. 

Well, I was selling t-shirts, the hand-painted t-shirts, and a friend of mine, she 
lives by PCH [Pacific Coast Highway] and Chautauqua. You know 
Chautauqua and the PCH? 

03-01:49:44 
Phillips: Yeah. 

03-01:49:45 
Lamelas: She was an English friend of mine, and she lived on the first floor. But at the 

entrance of her house, it was like a long corridor, wide, and that was very 
close to the beach by the PCH. It’s almost a house on the corner. And she was 
selling things there, because she made dresses or something. And she said, 
“Why don’t you bring your t-shirts?” So on the weekends, I spent the—it was 
fabulous—by the PCH and Chautauqua, the beach, it was there, and the t-
shirts were hanging out. We put it outside and in the corridor. Next door to it 
was a health shop run by a very nice young man—long hair, New Age style—
and we got along very well, so back and forth, we used to buy things and 
come back to the—which used to have chairs in front. And inside I was 
selling my t-shirts, and she was selling her things. And one day, this girl came 
in, and she bought a couple of t-shirts of mine with butterflies, I think they 
were, or palm trees or something. And then she came back the following day, 
and she said, “My mom loves them.” And she said, “You know who she is? 
She is Patti Reagan.” Nancy loved my t-shirts. 

03-01:51:12 
Holmes: [laughs] Who knew? 

03-01:51:15 
Lamelas: Yes, yes. [laughs] 

03-01:51:17 
Holmes: That is a great story. 

03-01:51:18 
Lamelas: So I think she had at least six. Yeah, yeah. Yeah. Oh, she would love this, and 

then she would love that. She bought maybe about six t-shirts, or more. Yeah. 
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Yeah. And that’s the story with Patti Reagan. I didn’t even know who she was 
until my friend told me. And then she eventually married this young man. The 
reason she was there, that became Patti Reagan’s husband. A yoga instructor, 
a yoga instructor and a salesman at the health shop. That became her husband. 
When I knew that Patti was Patti Reagan, I realized that in the four corners of 
Chautauqua, there were tall men with dark suits, white shirts, and dark ties, 
and they were the security guards, I guess. 

03-01:52:11 
Phillips: Yeah—the Secret Service. 

03-01:52:13 
Lamelas: Yeah. It’s interesting. So we were well protected. It’s funny how little you 

know. From one thing we did to another. But she was really nice, a really 
great girl. Yeah. 

03-01:52:25 
Holmes: In a series of television programs, some called Newsmakers, I think you 

produced something around almost nine videos. And in another interview, you 
said that you felt that was some of your best work, or out of all the work that 
you produced, that you were very happy with the videos. 

03-01:52:46 
Lamelas: Oh, yes, of course. I mean, yeah. I still am, yeah. Well, they mean something 

to me in LA. It is my LA work. Good or bad, it is my answer to this. 

03-01:53:01 
Holmes: At that time, these recordings, you were looking at television as the medium 

to present this art. 

03-01:53:09 
Lamelas: Oh, yeah. That was done as television programs, yeah. Yeah. 

03-01:53:14 
Holmes: Both public television— 

03-01:53:15 
Lamelas: And some of them, they were made in real public television, and all of them 

were shown on public television—all of them—because that was the idea of 
David Ross and Monroe Price: that we should leave the museum, the art 
gallery, and be with the masses, with the people. So that was David Ross’ aim, 
and so we were really on television, and they were shown all the time. And 
people saw them. Because one day, in the 1980s, I was in a supermarket 
somewhere here in LA—more than once; it happened twice, or three times—
and one time I was paying at the cash register and counting my pennies, like 
$2.50, I was giving the coins, and a woman nearby said, “My god! You are 
the Sheik! You are a multimillionaire!” she said. “How do you need that?” 
And she said, “I saw you last night on television. You as the Sheik, the 
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dictator.”∗ That happened several times. It’s funny what television is. And 
even I was talking to a Hollywood producer and trying to get him interested in 
something, and it’s amazing what you can do with no money. He said, “I saw 
you last night, you as a sheik.” 

And they played over and over again, several times. It was so popular that 
they played it several times a day, because in those days, public television had 
no advertising, so they had to fill up the time. So they filled up the time with 
things that people wanted. So that was very nice. That was very great. That 
was through the `80s, yeah. 

03-01:54:58 
Holmes: And one of your last ones—your second to last one—Out of Gas, which you 

produced in 2003. 

03-01:55:04 
Lamelas: That was just a few days before the invasion of Iraq. We never believed it 

would happen. I mean, I never thought it was actually going to happen. So we 
decided to do that video just weeks before, or two weeks before. Yeah. 

03-01:55:25 
Holmes: From what I remember, it was that you were predicting, in some ways, that—

or at least, these are shot in parody, right? They are parodies dealing with 
these political subjects, but almost predicting we were going to go to war that 
will never end.  

03-01:55:49 
Lamelas: I guess so, yeah. Now, looking back, yeah. Yeah. Looking back, yes. Yeah. I 

mean, to me, it was like it would never happen. I thought that making that 
somehow would stop it. 

03-01:56:08 
Holmes: What was your reaction when it finally started happening? 

03-01:56:11 
Lamelas: Oh, I left LA. Oh, yeah. I took it very seriously. Oh, no. It was a big deal. It 

was a huge deal, because I was totally against that war. And around LA, there 
were many people against it. And one of the biggest ones was Hollywood 
Boulevard. There were hundreds of thousands of people—I don’t know how 
many, but thousands of people—we walked through Hollywood Boulevard, 
from one end to another. And it was highly controlled by the police. It was not 
easy, because the police were looking at us with hate. It was horrible. Well, 
they know how to stop those things, because when we got by the end, by 
Highland—no, by Crescent Heights, the idea was to come back, the whole 
thing. But what happened was the police stopped us there, and we had to fade 
away into the alleys. The idea was to go back and forth on Hollywood 
Boulevard, but once you got to Crescent Heights in Hollywood, you couldn’t 

                                                 
∗ Referencing Schedherazade (1980) with Hildegarde Duane and Paul Morrissey. 
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go any further. There were police cars and the Army, literally, and we had to 
go through the back alleys, and then we faded. Everybody went home. Yeah. 
Yeah. That was horrible. It was very nasty. It was not very nice. 

03-01:57:42 
Holmes: One of my last questions here is that the last video you made out of the 

Newsmakers series was in 2009.  

03-01:57:51 
Lamelas: I will tell you what happened. We never believed that it was going to actually 

happen. And it wouldn’t have happened without Tony Blair. I don’t think he 
would have dared to do it alone. And then it happened, and it happened, and I 
was very upset. Oh, yes. The invasion was at night, during the day, and I 
remember that I was terribly upset, and then I called an airline, and I took a 
plane to Argentina. To Argentina, and that was two days after the invasion, 
and LAX was closed. The only people allowed are from far away, you have to 
drop your suitcases away from the airport. You arrive in the airport, and there 
were very few people. The shops were all shut; they were all closed. There 
was no Starbucks, no Gucci, no whatever. No shops, no food, no water—
nothing. Dark. And so it was like a science fiction movie, all very, very, very 
scary. And we took the plane and left. That was very powerful, yes. And then 
what I did, I stayed there for a while, and then I was—. Of course, I came 
back, but I stayed longer in Argentina during that time, yes. Yeah. 

03-01:59:28 
Holmes: Your last recording in that series was 2009. What was the situation? 

03-01:59:35 
Lamelas: Could I ask you a favor? Could I have some water? 

03-01:59:37 
Holmes: Yeah, yeah, yeah. We can pause that for a minute. 

 [break in audio] 

03-01:59:40 
Lamelas: Thank you. And then we take a break in ten minutes, so—. 

03-01:59:44 
Holmes: Yeah, yeah. Looking at the Newsmaker series, you stopped producing them 

after 2009— 

03-01:59:56 
Lamelas: Oh, no. I hope to continue. In fact, I am willing to do another one at any 

moment. 

03-02:00:01 
Holmes: Well, was there a situation with public television? That medium was not 

working as much anymore? 



 Oral History Center, The Bancroft Library, University of California Berkeley 123 

 

03-02:00:07 
Lamelas: No, no— 

03-02:00:09 
Holmes: You had just moved on? 

03-02:00:10 
Lamelas: That finished at one time, then I continued doing my—as fictionalized 

television. No, no. That didn’t stop me. But it didn’t evolve, either. It could 
have developed as a television program. I know what David wanted. David 
wanted to move on to real television, but David also moved into another 
direction. He got big time. He got the San Francisco museum— 

03-02:00:37 
Phillips: ICA. 

03-02:00:37 
Lamelas: —the Whitney— 

03-02:00:39 
Phillips: He moved to the ICA first. 

03-02:00:41 
Lamelas: ICA. 

03-02:00:42 
Phillips: Then to the Whitney— 

03-02:00:43 
Lamelas: And San Francisco. 

03-02:00:44 
Phillips: —and then to San Francisco. 

03-02:00:45 
Lamelas: Okay. So he got big time, and as much as I love David Ross, you have 

forgotten us. He forgot us after that, a little bit. 

03-02:00:54 
Phillips: After David left, did you work with Kathy Rae Huffman? 

03-02:00:58 
Lamelas: Yes, we did. We did Scheherazade with her. Oh, no—that was a very good 

continuation. After David, it was her, and she gave us a small budget for 
Scheherazade. And once again, it was co-produced by Long Beach Video Lab. 
Peter Kirby was involved. Oh, no. She was wonderful, too. No. But David, at 
one moment, could have gone, interestingly enough, into—that’s what, in a 
way, he wanted and we wanted, is art merged into the mainstream, sort of 
thing. 

03-02:01:42 
Holmes: Sure. Do you still have hopes of traveling down that avenue? 
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03-02:01:52 
Lamelas: No. [laughs] I am less interested— 

03-02:01:55 
Phillips: It’s over. 

03-02:00:56 
Lamelas: [laughs] You know? 

03-02:01:59 
Phillips: That dream is gone. 

03-02:02:00 
Lamelas: No, no. It’s not a dream. I understand what that is, now. And I understand 

what that is. I understand what public entertainment is. So I would rather do 
little things on my own free of that system. Yeah. 

03-02:02:20 
Holmes: Do you have any other final questions? 

03-02:02:21 
Phillips: No. 

03-02:02:21 
Holmes: Well, maybe this is a good place to stop, then. 

03-02:02:23 
Lamelas: Oh, thank you. 

03-02:02:24 
Holmes: Thanks. 
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Interview 4: September 21, 2017   
 
04-00:00:00 
Holmes: All right. This is Todd Holmes with the Oral History Center at UC Berkeley. I 

am sitting down for our fourth and final session with David Lamelas. Today’s 
date is September 21, 2017, and we are here at his house in Hollywood, 
California. And this oral history, again, is in partnership with the Getty Center 
for the LA/LA exhibition. 

We talked in our last session about you starting to return to Argentina. And 
particularly, the political climate seemed to settle. How was that experience of 
beginning to return finally after years of traveling between Europe and the 
United States, and Canada, to reestablish yourself in Argentina? 

04-00:01:05 
Lamelas: Okay. No, that was, in many ways, for very personal reasons. When I was 

living in LA, my mom passed away in Argentina, while I was living in Venice 
[CA]. Unexpectedly so. She passed away in a few months. I went there for her 
funeral, of course, but then I realized that I should go more often, to see my 
father. So then I started to go more often, to see my father, and my brother and 
sister, and that kind of reunited me with my family there, which, it was a great 
idea, because he eventually also passed away. But I saw a lot of him. And so it 
had to do really with that particular personal reason. By then, also, Argentina 
had settled a little. 

Can I ask you a favor? 

04-00:02:13 
Holmes: Sure. 

04-00:02:13 
Lamelas: Can you put that in the fridge?  

04-00:02:15 
Holmes: Oh, yeah. Here, let me— 

04-00:02:15 
Lamelas: Because there is a fly. You see it? 

04-00:02:18 
Holmes: Yeah. 

[break in audio] 

04-00:02:19 
Holmes: Okay, we are back. 

04-00:02:20 
Lamelas: So then I started going more often to Argentina, maybe once a year, twice a 

year.  
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04-00:02:42 
Holmes: Were you reconnecting with the Argentine art scene there as well? 

04-00:02:46 
Lamelas: Oh, yeah. Well, of course. I arrived there, but it was also to see my family, but 

also to see my friends and reconnect myself with the art scene in Argentina. 
And of course, from the 1960s to then, there was several generations of 
younger artists and curators, so I felt that I should reestablish myself in 
Argentina. Each time I went, I had a show—a small show, a group show—so 
it was my way to reestablish myself with Buenos Aires. Yeah.  

04-00:03:35 
Holmes: How was that experience, of reestablishing yourself there? 

04-00:03:42 
Lamelas: It was difficult. It was difficult, yeah. It was difficult. They kind of didn’t 

know my work anymore. And so little by little, I reconnected myself. I am 
still working on it. I am still working on it. Yeah. 

04-00:04:07 
Holmes: It’s a work in progress—. 

04-00:04:09 
Lamelas: It still is a work in progress, yeah. And next year is going to be the same show 

that we have here at Long Beach, LA/LA. It will go to Argentina, to MALBA 
museum in Buenos Aires, so that will be my way to say, “Here I am.” Yeah. 

04-00:04:32 
Holmes: Well, I wanted to ask you about some of your work—as you were saying last 

session, that you began to look at some of your older work and kind of 
reconnect with that, and see it in new ways— 

04-00:04:44 
Lamelas: Absolutely. 

04-00:04:45 
Holmes: And we see that with you returning to some of your projects dealing with time. 

Time as Activity, that series started in 1969. At one point—I think it was in 
1970—you published a book as an exhibit detailing your conception of “We 
could do this in 25 different cities.” And in some ways, you have come full 
circle to start actually filming that series in other cities. Talk about that 
experience. 

04-00:05:22 
Lamelas: Well, Time as Activity never stopped from the 1969—the first one—to now. It 

has always been an ongoing project. So the first one in ’69, and then in the 
mid-1990s, I started reconnecting with the idea of Time as Activity. And then I 
did Berlin Time as Activity. One thing we kind of forgot to talk about is when 
I was in LA, also left LA for a while because I got a stipendium from DAAD, 
which is from Germany, which is like a scholarship to live and work in Berlin. 
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And I had the stipendium for two years, and then is when I retouched again 
with Time as Activity, and I produced Berlin Time as Activity. 

04-00:06:36 
Holmes: And I think that was in 1998 when that came out. 

04-00:06:38 
Lamelas: That was ’98, which is shown now at the Sprueth Magers center show here. 

And after that, I did several Time as Activity. They are all shown here at the 
gallery. Yeah. 

04-00:06:51 
Holmes: Yeah. And for our readers, you re-shot again in London, LA, New York, 

Sankt Gallen—Buenos Aires? You also did Buenos Aires? 

04-00:07:02 
Lamelas: Buenos Aires as well, yeah, yeah. 

04-00:07:04 
Holmes: Warsaw, Naples, Milan, and then you just ended a while ago in Madrid, I 

believe. 

04-00:07:11 
Lamelas: In Madrid. In Madrid, it was done about three months ago at the Prado 

museum in front of Picasso’s Guernica, and that was—well, it was very 
interesting for me to do that in Spain, coming from Spanish parents, and who 
left Argentina during the dictatorship of Franco. Immediately, I connected 
Madrid with Picasso’s Guernica at the museum of Reina Sofia. And then I 
decided to do the Time as Activity in front of the painting. So I was fortunate 
enough I was allowed to film in that room. 

Time as Activity classic is three segments of the activities in the city, so I had 
early in the morning, the audience in front of Guernica. The middle section is 
a monument that Franco made to himself. It’s called Arch of Triumph, and it’s 
to celebrate him wining the civil war. And it’s very strange for Spain to still 
have present that monument to fascism, which is something that is very 
controversial in Spain, because it’s still there. So then I decided to photograph 
that monument to Franco by itself. And then go back to Guernica later on in 
the day, with the different audience, because we all know what Guernica 
meant, and what it was. So it’s kind of more political, Madrid Time as Activity. 

And then continuing on that Time as Activity more political, touching political 
subjects, the last one is actually on view now at documenta 14 in Kassel. And 
documenta 14 opened in Greece, Athens, and then opened in Kassel. So 
because it happened in Greece, I decided to touch the subject of the problems 
that Greece is having with the European Union, which has to do with money, 
and with the Greek debt. So it has been still ongoing, a conflictive situation, 
so then I decided to show, on livestream, the Bundestag—the German 
government—in session, and at the same time, the Greek Parliament in 
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session on livestream, and in the center, the middle screen, the Acropolis also 
livestream, and, in a way, to make the relationship to the origins of democracy. 
So this is the actual current Time as Activity.  

04-00:11:12 
Holmes: And was that what you were filming recently, this past month? 

04-00:11:17 
Lamelas: No, no. 

04-00:11:18 
Holmes: That’s the latest— 

04-00:11:18 
Lamelas: That was not filmed. It’s livestreamed from television. 

04-00:11:21 
Holmes: It’s an exhibit? 

04-00:11:22 
Lamelas: It’s on the air constantly, live on television. Yeah. Yeah, yeah.  

04-00:11:27 
Holmes: I wanted to ask you: in the Time as Activity series, how did you select the 

cities that you wanted to include? 

04-00:11:34 
Lamelas: Well, the cities, original Düsseldorf was chosen because I was invited to the 

show that we talked about yesterday, Prospect 69, and it was going to be in 
Düsseldorf. It was a site-specific project, so I decided to do it about 
Düsseldorf because the film was going to be seen in Düsseldorf. And then the 
other cities, they are also site-specific because they are at places that I lived, 
or I was invited to a specific show, so they had to be made in that city. They 
are not chosen at random. Like for example, the Berlin one is because I was 
living in Berlin, and I wanted to register that, reestablish the Time as Activity. 

And then the others have also geographical reasons. Buenos Aires, because I 
was invited to a show in Buenos Aires. And then the gallery was really in a 
very interesting location. It was the fourth floor of a building with a great 
view of the Congress, Argentinian Congress. So then I decided once again to 
make it site specific, because from the gallery, you went to the gallery, you 
saw the Palace of Congress right in front of you. So then I decided to do a 
Time as Activity from the window of the gallery, and then the middle section 
is the Congress in session, and the last part is Congress later in the day. So we 
got from the outside to the inside, to the outside again. Yeah. So each one has 
the same method: it’s site specific, and in relationship to the activity of the 
city. 
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04-00:13:43 
Holmes: Through this series, your exploration of time, have you seen it change since 

when you first began to grapple with that theme, or it’s just evolved? 

04-00:13:56 
Lamelas: No, yeah. It did change. It did change, because the very first one was to 

register the activity of Düsseldorf city at three moments of the day with no 
camera cuts, no editing, just the three minutes of the film roll, three and a half 
minutes of film roll. Some of the other ones later, I changed that dogma and I 
have a different approach, but sometimes I go back to the original setup of 
three segments with no editing. So the Buenos Aires one is, let’s say, the 
classic dogma, the Madrid is the classic dogma, but sometimes, I get inspired 
by a different location to do something else and then we go too. I don’t feel I 
want to be totally enclosed by dogma. 

Like the one I did in Sankt Gallen is very different, actually. It’s very different 
because when I went to Sankt Gallen, in Switzerland, I discovered that Sankt 
Gallen was very interesting because it has the very important library at a 
monastery, and that’s where, in the Middle Ages, the first handwritten copies 
of the Bible were handwritten by monks, and later on they started to publish 
other books as well. The original ones were in Latin, then they also wrote in 
old German and old French. That became an element in Sankt Gallen, so then 
I had this woman who reads in front of the camera books, original books, 
written in Sankt Gallen hundreds of years ago, the originals. So I made, let’s 
say, a Time as Activity of reading. But there are always related to a specificity: 
whatever happens in that city. 

04-00:16:30 
Holmes: One of the aspects of Time as Activity in 1969 was that you wanted to include 

the projector within the exhibit when showing it, as almost like a time 
machine itself, a time projector. 

04-00:16:49 
Lamelas: Of course, yeah. I mean, when you go to the cinema, the phenomena of 

cinema, they are hiding the projector from you—it is about the phenomena of 
illusion. So I wanted to show the process of how the production of screening 
happens. So you have the projector, you have the screen in the same room, 
and so it is about showing the apparatus of cinema, yeah. And also because I 
was taking it out of the cinema context into a gallery space. Yeah. The 
original Time as Activity started because the time gap between real time—the 
one we think is real time, this time—and the projected time, which is different 
time, so that I wanted to show the gap between what we call “real time” and 
“screening time.” So that was the origin of the concept with Time as Activity. 

04-00:18:15 
Holmes: So you also began to return to the performance of Time, and this performance 

I think you first conducted in the French Alps. 
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04-00:18:24 
Lamelas: In 1970, I was invited to a seminar of about 15 persons from different subjects. 

Some were engineers, some were architects, some were philosophers—
different venues, different professions—and there were two artists—Daniel 
Buren and me—invited. I would present a presentation, right? And then, 
instead of making a presentation in the auditorium, I invited every member 
that was invited of the panel to go outside, stand in line, and I offer the 
opportunity of—again, the idea to deal with time. So I stood in one corner at 
the beginning of the line, and I gave the time, the real time, to the next person 
next to me, and that person is supposed to hold the time for one minute, that 
person pass it to another, and so on until the end of the line. That was it. 

Well, it started like a very conceptual idea, it took life of its own, and it 
became a big human experience: a way of connecting one with each other. 
And also, the idea of making one minute a volume, in a way. We have 
minutes; minutes go by, but we are not conscious of the minutes, the passage 
of time. But at that particular moment, one minute becomes a block. It 
becomes a very important moment. So I wanted that thing to materialize in the 
person. But at the same time, that minute, you have nothing else to do but 
think of time, which also means a trip into yourself, because that moment, you 
are kind of concentrated in you and very interested with time. So it’s 
individual experience, but also a sharing of space and time. It has to do with 
space and time, really—the evolution of space and time. Yes. 

04-00:20:52 
Holmes: And in recent years, you began to—I think starting in the 1990s—reproduce 

that performance in exhibits. Is that bringing it back— 

04-00:21:01 
Lamelas: Well, then, I did that in 1970, and I never did it again until 1997, at the 

retrospective of my work. So I was supposed to reconstruct my work, and one 
of them was Time as Activity, and then—no, sorry. Time. Time. The piece 
Time. And then Time, once again, it became of its own. It became time. It just 
became time. It became a presence. It just took a life of its own. And each 
time I do it, it’s completely different. It’s different. It’s incredible. And each 
time, it’s very difficult to do. It is a very difficult thing to do, actually. I am 
exhausted after each one. 

04-00:21:52 
Holmes: Yeah. Well, it’s a performance, but also, it’s with all involved, right? I mean, 

this is what you have always went back to—even in some of your earliest site-
situated work—you wanted an active viewer. A performer— 

04-00:22:07 
Lamelas: A creative viewer. A creative one, yeah. In that particular moment, it’s about 

that person. It’s hard work to control that. Not “control”; to make it happen. 
It’s not about control—it’s about making it happen. Yeah. And each time, it is 
completely different. Yeah. 
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04-00:22:34 
Holmes: Well, another one of your recent works which again kind of carries on both of 

these themes is the film that you produced, The Invention of Dr. Morel. 

04-00:22:46 
Lamelas: The Invention of Dr. Morel is actually a project that started here in Los 

Angeles, well, I guess in the late 1990s. Well, there is a novel, The Invention 
of Dr. Morel—no, The Invention of Morel—La Invención de Morel, the 
original title—is a book written by Adolfo Bioy Casares—  

04-00:23:30 
Holmes: He is an Argentine writer, correct? 

04-00:23:32 
Lamelas: Argentine writer, who is an inventor of a way of writing novels quite different 

to other writers—very special. I don’t know how to explain, but—. And it’s a 
novel that I read, I guess, when I was a teenager, and it always kind of was on 
the back burner in my mind. And then I realized years later that somehow, 
works of mine like Film Script have connections with that idea invented by 
Bioy Casares. So then I decided to reread the book. 

You don’t mind the slamming, do you? 

04-00:24:30 
Holmes: Nah, it’s okay. 

04-00:24:31 
Lamelas: Okay. It’s all action happening. 

04-00:24:32 
Holmes: Yes, yes. We have an active environment. 

04-00:24:35 
Lamelas: It seems to be moving alone, yeah. It seems like, yeah, they are talking. I think 

it’s all the people we are talking about, they are responding. It’s interactive. 

 So I had that project, right, in mind. And then I met an actress called Karen 
Black by accident, and she asked me, “What are you doing at the moment?” I 
said, “Well, I have in mind making a movie about the novel of Bioy Casares, 
La Invención de Morel,” and she said, “What is it about?” So I told her the 
story, and she said, “Well, let’s do it together,” because she was also a writer, 
screenwriter, Karen. 

And so then I had the long process of realizing that project. So then I went to 
Buenos Aires to get the rights. It’s a famous novel. So I met Bioy Casares, 
who gave me the rights through his agent, and then Karen wrote the 
screenplay. This was a moment—it’s a feature-length movie—it’s one of 
those Hollywood stories that a movie was about to happen, but it didn’t 
happen at the end. Then I decided to do it as a short instead of a feature. So 
then I shortened the screenplay to 28 pages as opposed to 100. And I was 
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living in Berlin with a scholarship from DAAD, and they paid for the movie. 
So it was produced at Berlin, in Potsdam. And it was also a very rich 
experience, yeah, making that movie there. 

04-00:26:41 
Holmes: And in that film, it does connect with many of the other projects that you have 

done before on time. Of, say, the filming the camera captures that moment. 

04-00:26:54 
Lamelas: Exactly. Many claim that Bioy Casares, with that novel, created the idea of 

virtual reality, because—very briefly, I will tell you the story. Dr. Morel is a 
scientist that has created a machine that it photographs you from every angle. 
So you become kind of virtually real in an interspace. But what happens, that 
camera, also when it registers you, also, it kills you. So you are no longer a 
human being; you become virtual. There is a large story around this idea, but 
that’s the basic idea. And then what happens is it is a confusion about what is 
real and what is virtual, because that is what the story is about. And it 
somehow applies to many of my other works, sort of thing.  

04-00:28:19 
Holmes: Of information? Of questioning truth? 

04-00:28:22 
Lamelas: Exactly. 

04-00:28:23 
Holmes: But it also begins to play with fiction, which I know was another— 

04-00:28:26 
Lamelas: Oh, well, no. I began working with fiction many years ago in a very discreet 

way. But that one was openly dealing with a fiction coming from a book, and 
trying to fictionalize it as a fantasy—let’s put it that way—onto the screen. So, 
yeah. 

04-00:28:54 
Holmes: So the original idea you had was making a feature film out of this? 

04-00:29:01 
Lamelas: Oh, yeah. Yeah, yeah. We worked very hard on that. Yeah. 

04-00:29:06 
Holmes: But instead, when that didn’t materialize, you made a short? 

04-00:29:09 
Lamelas: I decided to make it as a short. And the reason it didn’t happen, it has to do for 

many reasons. Always money, and also because the people who invested in 
the movie, they wanted another director to direct the picture. And I said no, 
and they wanted to buy, and I said no. Karen actually wanted to sell the 
screenplay and I refused. And maybe it was a mistake; who knows? But I 
decided to keep the idea and make the movie as a short, yeah. Yeah. 
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04-00:29:46 
Holmes: Well, this past summer, you have been filming a new project as well. 

04-00:29:49 
Lamelas: Yeah. A few weeks ago, I just finished shooting, again, a short here in LA. 

And that will begin editing next week. 

04-00:30:04 
Holmes: Would you care to share some of the details of what you are exploring in that 

new film? Or do we have to wait until it comes out? 

04-00:30:11 
Lamelas: No, no, no. Okay. The whole idea comes from a painting: the painting of 

James Ensor, Christ’s Entry Into Brussels in 1889. It is a large painting that is 
currently at the Getty Museum here in Los Angeles. Have you seen that 
painting? 

04-00:30:34 
Holmes: No, I have not. 

04-00:30:34 
Lamelas: Okay. Go and see. It’s a magnificent painting. And the reason I decided to do 

this movie is because that painting of James Ensor, when I was doing all my 
conceptual work in Antwerpen, in the gallery Wide White Space, the gallery 
Wide White Space, we live upstairs. I stayed with them. It’s a house, but the 
gallery was downstairs. They have a floor for them, and then they have rooms 
for guests, and I was often staying there when I went to work. And the 
Museum of Fine Arts in Antwerpen is opposite the gallery, and inside the 
museum is this famous painting. So that was a painting that the first time I 
saw it, it was in 1968, and it’s considered a treasure, a Belgian treasure. When 
I visited Antwerpen, I always visited the museum to see that painting. So then 
I left Europe, I moved here, and so did the painting. Years later, I saw it at the 
Getty, so that gave me the idea of this story around two people, a man and a 
woman, who meet in the 1970s in front of this painting in Antwerpen. They 
haven’t seen each other for 35 years, and once again, they are going to meet in 
front of that painting at the Getty now. And that is the story. 

04-00:32:25 
Holmes: Oh, that’s great. That’s great. All right. And what was the inspiration for that 

film? I mean, well, the painting, obviously— 

04-00:32:33 
Lamelas: The painting. The painting. This all came out of the painting, and the moving, 

the traveling of the painting. That made it happen. It was a little bit my story, 
too: from Antwerpen, Belgium, to here, LA, Getty, to the painting is at the 
Getty. It’s here in LA, so the painting moved. 

04-00:32:53 
Holmes: Yes, yes. Well, that’s interesting. I wanted to ask, because I know we are 

coming to the end of our time together here— 
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04-00:33:05 
Lamelas: This is only the beginning. 

04-00:33:07 
Holmes: And this is only the beginning. 

04-00:33:08 
Lamelas: It’s only the beginning. 

04-00:33:08 
Holmes: Only the beginning. 

04-00:33:09 
Lamelas: Exactly. 

04-00:33:12 
Holmes: Going through your impressive resume— 

04-00:33:18 
Lamelas: Why, thank you. 

04-00:33:19 
Holmes: —and doing my research, I was looking at, you’ve had 100 solo exhibitions. 

04-00:33:28 
Lamelas: Is that true? 

04-00:33:29 
Holmes: You’ve had about 100 solo exhibitions. 

04-00:33:30 
Lamelas: I didn’t know that. Oh, my god! Really? 

04-00:33:32 
Holmes: Uh-huh. 

04-00:33:33 
Lamelas: I didn’t know that. 

04-00:33:34 
Holmes: And over 150 group shows. 

04-00:33:37 
Lamelas: Oh, my god. Okay. I guess so. I don’t—. [laughs]  

04-00:33:41 
Holmes: I mean, the amazing thing about this, David, is that you have been making art 

and showing your art to the world for, I mean, nearly fifty years now. 

04-00:33:51 
Lamelas: I know! I know. And it’s really shocking to me, too. Yeah. 
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04-00:34:00 
Holmes: And so with current exhibits and shows, I know a lot of these are a mixture of 

retrospective, maybe with a little something new. Discuss what kind of 
experience this has been for you, particularly here in, say, the recent decade. I 
mean, with LA/LA, to revitalize your work and still bring them to younger 
generations, younger viewers. 

04-00:34:31 
Lamelas: I know, and I am very amazed, because when you say that I have done 100 

shows, one-man shows, and maybe 150, but to me, each one is the first time. I 
kind of don’t think of the 99 others, so each one is like the one. So I feel the 
same. I feel like I’m beginning. And, well, it is very interesting that this 
happened in LA, this attention I’m getting. And it’s kind of interesting, 
because why did I choose in 1976 to move to LA is still a mystery to me, and 
why did I struggle so many years trying to establish myself here, be part of the 
community, become an Angeleno? And for some reason, I left LA many times, 
but I always came back, always, always. Always come back to LA. And I 
don’t stay for long. 

So for me, it’s kind of interesting that LA is paying attention to me now. So 
that’s really, I guess, rewarding, right? But it’s like a cycle that maybe was 
bound to happen, as if I knew then that I had to be here. It’s very interesting, 
because the choice of LA, if you look at the large picture in the world, it is not 
first choice in the world. You have to come here for specific reasons, always. 
Everyone who comes here has specific reasons to come here. And I wonder 
what my reasons were. 

And in many ways, it’s interesting, because it has to do with America. I mean 
North America, Central America, and South America. Because when I first 
arrived from London, I said, “This is America”—of course it’s fascinating. 
It’s big, it’s wide, it’s light, and it’s new. And I guess coming to LA, it was 
also returning to Argentina. It’s always one to me. 

04-00:36:58 
Holmes: Looking back, how would you say that your art has evolved over the years? 

04-00:37:06 
Lamelas: How my art has evolved? Well, it’s an investigation. And obviously, I have 

something that worries me, and I am trying to understand what that is. So each 
work is a process to get to understand what it is that interests me. I mean, I 
know by now there are specific things that interest me, and I had to get deeper 
into it little by little. It’s like, in a way, a sculptor who does the touches in the 
metal, bronze, or the plaster, but I work with ideas, so it’s like each idea is like 
getting somewhere, getting to a point of clarity. I think I am trying to find 
clarity. One piece that did that very clearly is the Limit of a Projection. It’s 
just very simple: it’s just a spotlight projecting light onto a surface. And I 
guess I am trying to get there still. To that moment of clarity. 
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04-00:38:35 
Holmes: Yeah. Well, and when we look at, say, minimalism—in itself is to take an idea, 

but bring it to its most basic conceptual form. Am I correct in that? 

04-00:38:45 
Lamelas: Absolutely, absolutely. But after I did that piece, you have to move on. You 

have to move on. You cannot make spotlights the rest of your life. So I tried to 
move into other areas beyond that point. So, yeah. 

04-00:39:04 
Holmes: And would you say that you are one of the first—at least, one of the leading 

artists who began to take, say, conceptual art and start using film, and bring 
that into film, and those ideas into film, in many respects. 

04-00:39:21 
Lamelas: Yeah. Well, I am going to quote here Maria Gilissen. Maria Gilissen is Marcel 

Broodthaers’ wife, who was and still is a great friend of mine. And she said 
many years ago, “David, you are not really a conceptual artist. You are 
beyond. You are one of the first who moved on from conceptual art.” And I 
think she is right. Even though all of my work is very conceptual in a way. 
But conceptual art for me was a moment. It was a moment in my life, and in 
the world, because it happens in different countries at the same time, or 
different times. But I think that it goes beyond art. It is about conceptualizing 
the world, our existence. I don’t know if the word “conceptual” is the right 
word to describe that. 

Conceptual art really was a great thing in many ways, but also very limiting. 
So in a way, it’s a cul-de-sac. And conceptual art was not really dealing with 
visual arts, exploring visual arts. It had to do with exploring ways of reasoning 
and thinking, and what is fascinating. But I am a visual artist, so I wanted to 
work with the visuals, I mean, so I expanded. So I made conceptual visual arts. 
It can be cinema, it can be architecture, it can be whatever medium suits me at 
the moment. Yeah, yeah. Yeah. 

04-00:41:25 
Holmes: And obviously, too, if we look at just even your work in film, like the 

equipment you use, I mean, technology has changed drastically over your 
career. 

04-00:41:33 
Lamelas: Yeah, yeah. Oh, yeah. Come on. Yeah. 

04-00:41:35 
Holmes: How have you seen technology begin to influence your work? 

04-00:41:42 
Lamelas: Well, very much, because without technology, there would be no Time as 

Activity. It’s film apparatus. And then without the video camera, there would 
be no interviews with Hildegarde. Now, it’s getting harder and harder to work 
on 16 millimeter film. 
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04-00:42:04 
Holmes: Do you still use 16 millimeter film? 

04-00:42:06 
Lamelas: As much as I can. As much as I can. 

04-00:42:08 
Holmes: Because that was one of the things I was trying to get at—technology has 

changed so much.  

04-00:42:13 
Lamelas: No, it’s very hard. Well, I know. Well, I still have to follow the dogma of 16 

millimeter Time as Activity, but it’s getting harder and harder because there 
are very few labs in the world that process 16 millimeter. And even find a 16 
millimeter projector is—it became like an antique. You find them in second-
hand shops, mostly. And high-definition video or the new technology about 
registering images is available, and when I—and I am not against it, either. I 
mean, I still love 16 millimeter, but it’s a different thing, because when you do, 
let’s say, a 16 millimeter—you are in front of a person, or in front of 
anywhere—16 millimeter, the reel is maybe five minutes at the longest, so in 
that five minutes every frame is important. Every frame. When you do digital, 
it’s like it doesn’t have that limit. You can film for three hours, and then you 
choose three seconds of that. In film, you cannot do that. In film, you have to 
be more precise, and I like that, that you have to be the best at that particular 
moment. It’s like now or never. With digital or video, it’s like time changed. 
It’s a different time. But it’s also great. It’s also great. I mean, you cannot be 
stuck in your time. You have to move with the time. Yeah. 

04-00:44:11 
Holmes: What continues to inspire you, do you think? 

04-00:44:14 
Lamelas: Oh, this very moment. 

04-00:44:16 
Holmes: Every moment? Yes. 

04-00:44:17 
Lamelas: This very moment. Yeah. Of course, yeah. I am getting new ideas all the time, 

so thank you. Yeah. Oh, yeah.. 

04-00:44:24 
Holmes: [laughs] I’m glad I could help. 

04-00:44:24 
Lamelas: When I don’t work, I work. Yeah, yeah. 

04-00:44:30 
Holmes: Well, you are widely known as a bit of a nomadic artist. If we look back, of 

leaving Argentina in 1968, then traveling to Venice, London, the various cities 
and countries of Europe. Then, of course, to Los Angeles. How has this 
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continued migration, of moving around, how has this impacted your art, do 
you believe? 

04-00:44:59 
Lamelas: Oh, I think immensely. I mean, yeah. I mean, each time I go to a new place, I 

have to rethink my work and myself. Because let’s say you are an artist from 
Buenos Aires. Or New York. Let’s say you establish yourself in New York, 
you establish yourself in Buenos Aires, and then eventually, you are treated 
like a master, established figure. And the good thing is what I am doing, each 
place, you have to begin again. You have to reestablish yourself again, so that 
means it’s a challenge, but it also brings you further, the work further. You go 
to another layer that, had you stayed in the neighborhood you were born, you 
would be more limited. Had I stayed in Argentina, I would not have had the 
experience of living in LA, I would not have the experience of living in 
London, or New York. I couldn’t live without that. 

Two years ago in London, somebody asked me, “Where would you like to 
die?” In Buenos Aires, because I was born there? I said, “Not really.” And she 
said, “Where?” And I said, “Well, trying to get to the Himalayas.” You know 
what I mean? Up there, trying to go to another mountain. I mean, it’s more 
exciting. You don’t want to die when you are bored. You want to die when 
you are like, you don’t realize you are dying, really. You are just going 
somewhere else. That’s my dream also. You know what I mean? 

04-00:47:05 
Holmes: Yeah. 

04-00:47:05 
Lamelas: Yeah. 

04-00:47:06 
Holmes: Well, and I could see also this continued traveling, it allows different cultural 

interactions to play out— 

04-00:47:16 
Lamelas: Totally. 

04-00:47:18 
Holmes: Would you also think, as a conceptual artist, that ideas become almost a 

universal language? 

04-00:47:27 
Lamelas: Oh, they are. They definitely are. They definitely are, yeah. Idea, yeah, are a 

universal language. 

04-00:47:36 
Holmes: That your work can be appreciated just as much in New York as it can in 

London, or Buenos Aires, or Brussels, for example? Different cultures, but yet, 
the ideas are still there to resonate? 
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04-00:47:50 
Lamelas: Well, that’s what I meant. That’s what I meant when I said that you stay in 

Buenos Aires or New York, it is about that context, but the way I travel is 
some—you said it. Yeah. They really do.  

04-00:47:06 
Holmes: [laughs] For the transcript, they are like, “Well, we wanted David Lamelas to 

say it”— 

04-00:48:09 
Lamelas: No, but I really do all of this because I am that way. It’s not that I have a big 

project behind it. It’s just me doing it without really questioning. I need to do 
it, and I do. I need to go. Like now I am in LA because I am in LA, I live in 
LA, I am doing all this work, and then I go to Buenos Aires to do another 
work, and then I will go to London to another piece. So it’s because I have to. 
Yeah. 

04-00:48:40 
Holmes: In thinking about this, this moving and exploring the world, and then living in 

different cities, how would you say this has affected your personal identity? I 
think you and I spoke a little bit about this the other day. 

04-00:48:57 
Lamelas: Well, it hasn’t affected me at all, really. No, it’s very interesting people 

always ask me that, because I am me. I mean, whenever I am in London, or 
LA, or Buenos Aires, I am me, so I don’t have a conflict that I am American 
from North America, American from South America, or English, or French. I 
am me in different contexts, and each one is fascinating, and I learn from each 
one. I mean, I know a lot about the United States because I lived here for 40 
years. I know a lot about Argentina. I know a lot about English culture. And 
when I am there, I am there. 

04-00:49:39 
Holmes: Yes. It’s a bit of almost being a citizen of the world, in many respects. 

04-00:49:45 
Lamelas: Yeah. I mean, for me, it’s very hard to understand division, even from country 

to country. Of course there are differences. But let’s get together and be merry. 
You know what I mean? We can all work together, and with the same aim, to 
have a better world. 

04-00:50:08 
Holmes: When you were at the Di Tella Institute, it seemed the avant-garde at that time 

was really embracing kind of an anti-centrist art world. 

04-00:50:20 
Lamelas: Totally. Yeah, yeah. Totally, yeah. That was interesting, yeah. 
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04-00:50:25 
Holmes: And thinking more about this idea, do you think your career has proved that 

ideal? 

04-00:50:31 
Lamelas: Totally. I am a good example of that, yeah. In a way, a successful story of that 

moment. Yeah, yeah. But many artists in Argentina resent that. 

04-00:50:43 
Holmes: Oh, really? 

04-00:50:44 
Lamelas: Well, of course. Well, in Argentina, and elsewhere, too. Well, I talk of 

Argentina because I began this life in Argentina. But many people, they resent 
you when you leave your hometown. So many of them, for them, it is they 
feel like you lose your national identity. That you are no longer Argentinian, 
or American, or whatever. I don’t have that problem. I don’t know what it is. I 
don’t understand it. When I am here, I am from here 100 percent. I don’t 
question I wasn’t born here. I mean, I wasn’t born here, but I am here. You 
know? 

04-00:51:46 
Holmes: Were there other Latin American artists that also proved as successful of 

actually venturing out into the international scene? 

04-00:51:56 
Lamelas: Oh, there are many. There are many, yeah. Oh, yeah. I am not the only one. 

There are many, many. Oh, of course. Yes, yes. 

04-00:52:04 
Holmes: And how do you see this today? We were just talking about how much 

technology has changed. Do you think technology has also helped advance, 
within the art world, a more diverse, de-centered kind of art scene? 

04-00:52:22 
Lamelas: Of course, because art, the one thing that art does is it represents the world. So 

if the world changes, the art changes. So, of course. It couldn’t be one without 
the other. 

04-00:52:33 
Holmes: Well, and also of thinking of how, for example, today, somebody around the 

world could go to YouTube and see a clip of one of your films. That kind of 
access to your work. Your work can much more easily disseminate. 

04-00:52:48 
Lamelas: I don’t really know any of that. No, I don’t know. I don’t follow that. I don’t 

follow my work. 

04-00:53:01 
Holmes: But no, I was just thinking of how the mediums now to disseminate your work 

and bring it to the world have grown immensely.  
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04-00:53:10 
Lamelas: I know. That’s different right? Yeah, yeah. See, I didn’t know that. 

04-00:53:14 
Holmes: Well, you can. [laughs] 

04-00:53:15 
Lamelas: Well, you can, yeah, but— 

04-00:53:17 
Holmes: Just to let you know. Yeah.  

04-00:53:18 
Lamelas: No, I know. That is interesting, but I was completely unaware of that. I didn’t 

know that so many people knew about my work, either. I thought it was best-
kept secret. You see what I am saying? Yeah. I mean, you know? When 
people say, “Oh, I love your work,” I say, “How do you know?” I mean, god 
knows.  

04-00:53:41 
Holmes: I know this is a hard question—but where do you see the future of art going? 

Do you see a much more international venue than before? 

04-00:53:51 
Lamelas: Well, that’s impossible to predict. 

04-00:53:53 
Holmes: Yeah. But you’ve done so well. I mean, you have predicted the celebrity 

presidents, right, through some of your films— 

04-00:54:05 
Lamelas: I have to start making happy movies and happy work so the future will be 

happy. That’s a good point. I will decide to make happy ending movies. 

04-00:54:16 
Holmes: From your career and what you have seen, do you think the art scene today 

has become more de-centered, more international? 

04-00:54:27 
Lamelas: Oh, yes, totally. Well, yeah. It’s interesting. Yeah, yeah. So that’s why I think 

I made the right choice when I started to move, and I guess I am part of that 
group who opened up the limits of nations in a way. Yeah. I mean where 
conceptual art started, in New York, Buenos Aires. Some people, they say 
New York; in Argentina, they say Buenos Aires. The English said in England; 
the French said in France. “What about me? What about me?” Of course. But 
it’s universal. I mean, who invented the wheel? It’s progressive, mutual; it’s 
cumulative. 
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04-00:55:20 
Holmes: This year is the second showing of Pacific Standard Time. Do you think 

Pacific Standard Time is one of the initiatives that really also help de-center 
the art world in many respects? 

04-00:55:39 
Lamelas: Oh, I  really think so. I mean, it helps me a lot, in a way, and it helps a lot of 

people. Well, the first Pacific Standard Time was very important in LA arts, 
and me especially, too. Yeah. For many reasons. 

04-00:55:55 
Holmes: Discuss that for a bit, if you could. 

04-00:55:57 
Lamelas: Oh, well, in a way, it made me. It’s interesting, and I don’t know if I should 

say it on camera, but it made me, in front of the world, an LA artist. You 
know what I mean? It’s just interesting. I was in Paris when the LA art 
happens, because Pacific Standard Time, it was a retrospective of LA art at 
the Centre Pompidou in Paris, and I was a representative for LA. And to them, 
they knew I was in LA back and forth, but they didn’t know I was an LA artist. 
So it kind of made me an LA artist. So it’s very interesting. It integrated me 
more internationally. Here, it was more local, and then it became international. 
So the first Pacific Standard Time, this LA/LA is a result of the first one. 

So I don’t really know who had this idea of LA/LA, but when I first heard it, I 
said to myself, “Well, David, you have kind of initiated this connection.” 
Because I mean, I was flying LA to Buenos Aires all the time, I mean, and LA 
in Argentina, it didn’t mean much. And Buenos Aires in LA didn’t mean 
much. But little by little, LA and Buenos Aires became kind of fashionable in 
the dialogue. “Buenos Aires? Oh, yeah. Oh, LA? Oh, yeah.” Everybody wants 
to come to LA, and everyone wants to go to Buenos Aires. So I feel partially 
responsible, this connection. And I said many years ago, one of my first trips 
to Argentina, “Oh, I would like to do a freeway between Buenos Aires and 
LA.” I did say that, and I guess this is the freeway. [laughs] 

04-00:57:53 
Holmes: There you go. Do you also think that these kind of exhibits pulling together 

that Latin American context within Los Angeles and highlighting that, as you 
were saying, do you think that also helped raise the art scene within Los 
Angeles and make it more diversified? 

04-00:58:13 
Lamelas: Oh, totally. Of course. It makes LA more international. Yeah. In many 

respects, culturally and economically. And this interest is for culture, because 
it helps us with the economy. Don’t forget that there is money in Latin 
America to buy art, so all the galleries, all the institutions, they are promoting 
art, but they are also promoting economy. They are creating jobs. It’s true. 
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04-00:58:50 
Holmes: Well, we are here towards the end. Do you have any final thoughts or 

reflections that you would like to share? 

04-00:58:59 
Lamelas: Let’s leave that for the future. 

04-00:59:01 
Holmes: Okay. A future time? 

04-00:59:02 
Lamelas: Final thoughts? 

04-00:59:04 
Holmes: Or final thoughts for— 

04-00:59:06 
Lamelas: For this moment? 

04-00:59:07 
Holmes: For this moment today. 

04-00:59:26 
Lamelas: Well, yeah. I mean, finally, I hope that we create, all together, more 

togetherness into this country. Because we are in this country. Especially, we 
are talking about the United States, where we think we should all try to 
understand each other, because within this nation—and I am talking precisely 
about this nation now—there are many cultures. It has always been a multi-
culture. To deny that is denying the base of this nation. 

04-01:00:20 
Holmes: Yeah. Well, David, this has been an amazing experience. 

04-01:00:24 
Lamelas: Thank you. 

04-01:00:27 
Holmes: All right. Thank you. 

 

[End of Interview]  
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