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Only when the entire personality is engaged can an art dealer be wholly responsive to new perceptions

CARMEN TAMANNA
GALLERY

It is generally assumed that an art
gallery is either developing an image
or trying to hold on to one. An image,
however, can often become something
which is fixed and thus ultimately re-
strictive and limiting. By and large, an
overly defined image refers either to
the past (a dependence on an establish-
ed reputation) or to an imaginary
future (a search for an art historical
justification). I have always felt that
the best image a gallery can have, if in-
deed it needs one at all, is one of
diversity — that kind of diversity which
is created out of a series of separate
and distinct choices made by an indi-
vidual personality, in this case that of
an art dealer. I believe it is only when
the entire personality is engaged that an
art dealer can be wholly responsive to
experiences and perceptions not previ-
ously considered to be within the
domain of art. I prefer a gallery which
is characterized by a personality rather
than a well defined body of precedents
or preconceptions, because only the for-
mer makes constant evolution possible.

The aesthetic which is at the core of

the gallery’s principles and goals, and
which determines the variety of the art
it shows, is therefore intended to be per-
sonal and not institutional or academic.
This means that I am ultimately respons-
ible for what is shown at the Carmen
Lamanna Gallery. This aesthetic also de-
fines my role as an art dealer in relation
to the overall development of the na-
tional culture. I exhibit what has value
to me personally on the assumption

that it may have value for others — as
individuals.

Because the Gallery’s aesthetic devel-
ops out of personal choices, it functions,
in one sense, as a very immediate kind
of criticism. And criticism, as such,
seems, best when it offers, not a defini-
tion of ‘““modernism”’ or an anticipation
of future art, but a provision for person-
al response. It would seem natural that
one should match the artist’s individual-
ity with an aesthetic response, just as in-
dividual and personal on the spectator’s
part, whether he is a visitor or a student,
a collector or a critic. Thus the Gallery
hopes to provide its public with an op-
portunity to deal directly with art asa

genuinely contemporary activity. To
put it another way, my concern is pri-
marily with the innovational quality of
art and thus, with its existence in the
present. The artists at the Gallery are
working now; the response of the view-
er must be equally immediate.

This direct involvement with the pre-
viously unexperienced perceptions
which are an essential part of this art
“in the present tense” is, however, not
intended to be an educational process
in the accepted sense of the word. That
would be a contradiction because I have
no desire to bring one generalization,
“the public”, in contact with another
generalization, ‘““modernist’” or ‘‘ad-
vanced” art.

What the artists at Carmen Lamanna
have in common is, paradoxically, also
the basis for their unquestionable indi-
viduality. More than anything else it is
a specific energy, an intense, ongoing
intellectual engagement, a unique way
of questioning external reality that is
inseparable from the artist’s whole per-
sonality.

These artists are by nature drawn to
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Robin MacKenzie: SOD, POLES and HAY, 1969

Robin Collyer: foreground BRIGHT MOMENTS, background I'M STILL A YOUNG MN 1973
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Colette Whiten: Foreground FEBRUARY
1975, bakground SEPTEMBER 1975

Murray Favro: ONE MAN EXHIBITION May -27, 1971 with WASHING MACHIE in the foreground



o:piN-108 (-pintsyun) ‘moun: ¢ * concluil
hglﬁ with' confidenice, but * Hort o]
edge, 2 A scttled judgmer ctiond
as religion or politicst of pluy
judgment or estimation; n J r 3 -
mate of the exccllenceior # £
when unqualified and 1egu \mrvo {
also, a common, or ' preyail )“-nl; public’opin
§ [Law] The formal'a- -onclusions of a
court in a case bel sf'an attorndy.
touching the mcy to take the
opinion of couns think]

BEAUTIFUL

BLUD

certain areas of pure experience which
they continue to explore throughout
their creative lives. They possess both
the strength and clarity of mind to ques-
tion constantly and rigorously the com-
mon assumptions which cause most of
us either to take those areas of experi-
ences for graiited or even to overlook
them completely. What is especially
stimulating for the viewer is that the
questions and issues these artists raise
are never resolved once and for all in a
single work but are restlessly re-exam-
ined and re-formulated. So fundamen-
tal are the issues in fact that they can
never be finally answered. They persist
as essential aspects of the ongoing hu-
man situation.

Murray Favro, to cite only one exam-
ple, has long been concerned with isolat-
ing the image that we have of an object
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from the actual physical object itself in
order to, in effect, call into question the
identification we automatically make be-
tween the two under normal circum-
stances. His “projected reconstructions”
— of which the Synthetic Lake, now in
the collection of the National Gallery of
Canada and the Van Gogh’s Room, ex-
hibited here, are the most recent man-
ifestations, systematically extend his
preoccupation with our perception of
things by themselves to that of things
within the contexts of their particular
environment. Favro has an irrepressible
fascination for constructing objects
from start to finish (or up the point

he has decided to stop). Since the time
of his first show at the Carmen Lamanna
Gallery in 1967, up to and including the
present work, Favro has however delib-
crately avoided crafting his pieces to the
point where they would take on a theat-

(top lett) Carmen Lamanna with BEAUTIFUL
BLUD by Vincent Tangredi and Joseph Kosuth'«
ART AS IDEA AS IDEA—-OPINION 1968 in t
background

(center) Joseph Kosuth: THE EIGHTH INVES-
TIGATION, PROPOSITION FIVE, 1971

(below) Royden Rabinowitch: THIN GREASE:
CONE 1970 and GREASE CONES Nos. 2&1
1970

(above) Carmen Lamanna supervising prepit-
ations for the construction of David Rabin-
owitch's FOUR MASSES, 1973

(above 1ight) David Rabinowitch: UNTITLED
No. 1 through No. 8 1971

(below right) lan Carr-Harris: THE RIGHT
DECISION 1975



rical illusionism. The distinctly hand-
made quality in all of his works serves

to accelerate the tension between what
a thing is as a real object in space and

what it represents. In a way, the Van
Gogh’s Room offers still another bril-
liantly imaginative dimension to his
work to date by effectively reversing
the terms of the traditional relationship
between a painting and the thing(s) it
represents.

No matter how satisfying the devel-
opment of a promising artist is, nothing,
at least for me, can compare with the
excitement of encountering the mind,
ideas and work of an exceptional young
artist for the first time. It is there that
one is shown something, in the way of
experience about oneself or the world,
never seen before. Because I believe no-
thing can ever match the exhilaration
felt when discovering new knowledge I

continue to look for other artists who
can provide it. The most recent as well
as the youngest to join the Carmen
Lamanna Gallery, Mary Janitch, is just
such a case in point.

Janitch establishes a total involvement
with a piece in it’s ‘happening’. She lives
with objects before they are assembled
and as the works grow they become a
part of her everyday living. Sleeping
Place II Tree, 1972-73, for example
was her bed for awhile. In the process
her sensitivity allows her to notice all
those things which usually go unseen
by the average person. She can be in-
volved with a certain section of a piece
without any preconception of its final
purpose. What counts is the immediate
dialogue between her and the object in
question. The original reasons and
mood of the section, once it is complet-
ed and in place, may be forgotten, yet

they are not forgotten: they are absorb-
ed in the completed piece. The realm of
awareness which Janitch is concerned
with in her work is the period of trans-
ition between waking and sleeping. It is
towards the exploration of such intan-
gible experience that she harnesses her
subtle sensitivity, her incredible imag-
ination and her considerable artistic
ability.

* K K

The most important aspect of truly
contemporary art is its capacity to free
itself from the past. The work is so
unique and deals so completely with
the present that not even the artist can
pin it down in traditional ways. When
the artist talks about what made him
(her) do the piece, he (she) does not
speak of even recent past art. To deal
with this kind of work is not to deal
with matters of state but with specific
pure external facts we otherwise would
have overlooked.

One can understand the work only if
one can recognize that the experience
with which it deals are those which are
a part of our daily reality although it is
a previously unexamined part. It has a
special significance for our time because
the individual fact it is concerned with
could have never been handled in the
past. Only from the present moment
are we able to cope with and define it.
As a fact it is made valid by its incor-
poration into present experience.

To a large extent, our individuality
and personal adjustments depend on
how well we understand that world
around us. Basically we each confront
a common set of facts, situations and
experiences which we must understand
and deal with in our own personal way.
Genuinely contemporary art brings
these facts and experiences into the
open, isolating and clarifying them.
When we “enter’” such contemporary
works we are made to think and see
along the lines adopted by the artist,
and to cope actively with his new iden-
tified chunks of reality.

* ok k

When I observe young Canadian artists
such as those represented in this article,
as well as others not connected
with the Carmen Lamanna Gallery, I
realize that we are only now entering a
period when Canadian art and artists
readily stimulate international interest
and are frequently accorded internation-
al acclaim. There is a movement in
Canada of such unquestionable innova-
tion and genuine originality that Canada
no longer has any need to look to
other established art centers — for di-
rection or for standards. The genius is
still virtually untapped.

Mr.Lamanna’s gallery is considered the
most adventurous in Canada and selected
as sole Canadian representative for the
prestigious Third International Pioneer
Galleries exhibition in Lausanne, 1970.
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