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. & LaRibot in the Madrid’s
LaRibot has shrugged off S
tradition — and her clothes — Lz
to make performance art that
explores intimacy and
ok . he talks of miniature, self-contained work, and
servation. She talks to ‘many at the Pompidou came with a
Laura Cappelle in Paris witty feminist twist. In one, she took
P pd Polaroids of her breasts and proceeded
to pin them on to her torso; elsewhere,
ould you spend three she tied herself up with rope and stood
hours following a single motionless, desexualising a quasi-
naked performer reuristici

around a gallery? The

Spanish dancer and
choreographer La Ribot manages to
make it easy. Throughout her 2003
work Panoramix, a series of vignettes
performed at the Centre Pompidou in
Paris this month as part of the Festival
d’Automne’s retrospective of her work,
shelooked at the audience as intently as
we looked at her, a twinkle in her eye.
The situation may be absurd, she
seemed tosay, butwe're in this together.

Her stance was so refreshingly direct
that when someone pulled out their
smartphone to take a discreet photo, I
felta pang of anger on La Ribot’s behalf.
A museum employee intervened, but
‘when I mention it to the 57-year-old per-
former days later, she sighs and tells me
that minutes into another show, two
other women tried to take pictures of
her in the buff. “Iyelled: ‘No photos!”
Twas upset for 10 minutes. I told myself
thatif it happened again, I would get up
andleave”

The perils of the job have certainly
changed over La Ribot’sthree decades of
performances, but the tall redhead has
lost none of her fearlessness. If any-
thing, she was long ahead of the game in
contemporary dance. She explored
nudity and the intimacy it creates with
strangers before itbecame a cliché of the
genre, brought dance into gallery spaces
and museums in the 1990s, and even
sold a number of works to collectors
before the market for performance art
‘had become established.

‘Yet while some of her contemporar-
ies, such as Jéréme Bel or Xavier Le Roy,
haveachieved ahigh profileand secured
major commissions, La Ribot hasn’t

choreographer Gilles Jobin, who was
frustrated with the British reception of
his own work. Switzerland embraced
her, and this year she was awarded the
Swiss Grand Prix for Dance; now, for the
first time in her career, she is enjoying
benefits from steady funding. Her latest

Guantinamo Bay detention camp, and
2018's Happy Island, created for a com-
pany of disabled dancers, Dangando
coma Diferenca. At the Pompidou pages
from her notebooks, covered with col-
ourful sketches and crossed-out drafts,
let the viewer in on what looks like a

received 1
recognition. In the UK, where she lived
between1997 and 2003, her work hasall
but dropped off the radar. “That made
‘me very sad,” she tells me at her hotel
inParis.

In2003, La Ribot moved to Genevaat.
the suggestion of her then husband, the

worl
with the director Tiago Rodrigues and
the French performer Mathilde Mon-
nier, recently premiered in Lausanne.
Next month it will travel to the Festi-
val d’Automne, along with 2006’s
Laughing Hole, a punchy six-hour
installation made in reaction to the

Y

In person too there is something
warm and unfiltered about La Ribot.
She keeps suggesting that she may bean
unreliable narrator, even as she dis-
cusses the that inspired her
love of dance. “The story is that my
‘mother took me to see a very long film

that was a cross between The Sleeping
Beauty and Swan Lake, with both cartoon
elements and real people,” she says.
“But1think Imixed up what I needed to
create this core memory.”

she also readily acknowledges her

performance

that she was only a fringe participant.
“I was 15 years younger than many of
the people at the heart of it. Anyway, I
tend to only half-realise what's happen-
ingaround me. I feel like I'm less aware
than most people;” she says, before con-
cluding with a laugh: “Or perhaps it's

privileged Spanish upbringing, as the
i it

daughter:
British pop records back from his trips

just the way they
on, ininterviews.”
She can’t how she first

image.

‘Asan experiment in the 1990s, and in
order to fund her independent work,
she sold 27 of her pieces to “distin-
guished owners”. Many are friends and
fellow artists, from Lois Keidan, found-
ing director of London’s Live Art Devel-
oopment Agency, to Bel. Years before the
advent of performance art fairs such as
Brussels’ A Performance Affair, LaRibot
wrestled with what the sale entailed.
She made a commitment to listing buy-
ers’ names next to their works and to
informing them whenever they were
performed, but stopped short of offer-
ingon-demand performances.

“Jerome [Bel] always says: ‘T have no

Tyelled: “No photos!”
Twas upset for 10
minutes. I told myself
that if it happened again,
Twould get up and leave’

rights.” But what right do you want to
have?,” she muses. She hasn’t sold anew
piece in more than 15 years — “Iwas a
little bothered by the commercial
nature of the exchanges” — but since
existing owners can resell or donate
theirs, one of her pieces is nowin the col-
lections of Madrid’s Reina Sofia
Museum, which received the rights to
2000's Sliquid this year.

And there is something heartening
about seeing her revive works such as
Panoramix at a stage in her life where
some now call her “brave” for taking off
her clothes onstage. “I've never heard
anyone talk about the bravery of
mature men onstage,” she deadpans,

Franco died when she was 13. She
remembers the uncertain years that
i : “One of

became

the pressure her work
entails as a woman. Onstage, however,
ies i bareitall

came to strip naked onstage, in 1991’s
i it

Pieces, the

very
my classmates murdered someone
for political reasons when he was

ongoing series that has defined her
career. Panoramix features 34 of the

150r 16. There f demo-
cratic change, and at the same time,
terrible violence”

he has long planned
tomake100n total. Each actsasakind

La Ribot left Spain at theage of 18to  LaRibot
study ballet in Cannes, but struggled performing

i i roles. When ix’
she took classes with Merce Cunning- ~ Af="ewe

ham and Alwin Nikolais in New York,
she found their modern styles equally
restrictive. Her refusal to be moulded by
established masters was a stark depar-
ture from the traditional model for
dancers, especially women. “I think I
‘wasn’t looking for a guru,” she says.
ingly, she has never danced profes-
sionally for anyone other than herself.
‘When she returned to Madrid in 1984,
it was “a different city — a different
country”. Shelanded in the middle of La
Movida, the Spanish new wave that
red artists including Pedro Almod6-
var to the fore. La Ribot is quick to add

her
— her lean, graceful figure and muscles
as well as her C-section scars — but
LaRibotwon’tbe objectified.

‘To November 16, laribot.com




