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Introduction





Identity is a process constantly negotiated and questioned, never completely fixed.


—Lauren S. Cardon, Fashioning Character





FROM THE LATE 1980S, when the Museo de Monterrey presented the first retrospective of Julio Galán’s large-scale figurative paintings, until his early death in 2006 at the age of forty-seven, Galán held celebrity status in his adopted home of Monterrey, Nuevo León, evidenced by his constant presence in the local periodical El Norte, such that the newspaper gifted the artist’s family a bound volume thick with facsimiles in memoriam. Often described as shy, anxious, and reclusive—especially in the years just preceding his death—by friends and acquaintances, Galán carefully crafted his public image as an extravagant and gender-fluid persona, one who transgressed the Monterrey elite’s conservative social norms. Layering his artworks with concept, image, text, and found object in a fragmentary, puzzle-like fashion, Galán consistently merged aspects of self with his subject, creating a body of work at once grounded in the autobiographical and personal, while engaging broadly with themes of cultural and sexual difference.


The term verso indicates the reverse side of an image, that which is typically hidden from view until actively revealed or displayed. Verso is a concept that is significant to this close examination of Galán’s life and artistic trajectory, as it not only points to his occasional practice of writing on the back of his canvases but also encapsulates both the artist’s interest in manipulating narrative through his multivalent, puzzle-like approach to image and text and the author’s scholarly goal to identify specific sources, references, and relationships that informed the artist’s creative process. My interest here is not aligned with Brazilian artist Vik Muñiz when in 2016 he exhibited his sculptural series, where, fascinated by the structure of the backsides of frames, he painstakingly replicated the versos of beloved paintings of the canon. Rather, I am focused on Galán’s slow revelation to his viewer of disguised or hidden fragments that surprise, illuminate, or complete his visual narrative.1 Further at play for Galán conceptually is the liminal, or an in-between, space.
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Figure 1. Luz María Vales, When This You See, Remember Me mirror with Julio Galán’s portrait, 2006, 113 × 94 in. (287 × 239 cm). Photograph by Isaac Sepúlveda. Published with permission from the Sepúlveda family.
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Figure 2. Julio Galán photographed by Enrique Badulescu in Múzquiz, Coahuila, Mexico, 1997. Photograph provided by the Galán Family and digitized by the author.
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Figure 3. Julio Galán, sketch for Homenaje a Sofia / El ropero de Sofia (Homage to Sofia / Sofia's wardrobe), early 1980s, pencil on paper, 12 ½ × 10 in. (32 × 25 cm). Photograph by the author. Published with permission from the Galán family.








In the year following Galán’s death, the Museo de Arte Contemporáneo de Monterrey (MARCO) presented a major retrospective of some 130 works dating from the late 1970s to 2004. Greeting visitors was a large mirror with a gilded frame, Galán’s monumental face gazing at the viewer from its surface, in which they simultaneously saw themselves reflected (fig. 1).2 With only half his face revealed, the artist appeared in the process of materializing or disappearing. In life, Galán inhabited this liminal space, referred to by his patron Francesco Pellizzi as “Alice’s looking glass,” from which he produced his imagery and in which his image resided.3 Whereas modernist Frida Kahlo (1907–1954) and Galán’s contemporary Nahum B. Zenil (b. 1947) insisted on repeating their own visage as fixed icons in their artwork, Galán used self-portraiture to fashion a chameleonic malleability.


Challenging gender norms, the patriarchy, and views of periphery/center, Galán constantly altered his appearance with facial makeup, hairstyle, and dress for the public, the camera, and on canvas. At times, he acted the Mad Hatter, presiding in top hat over teatime with his dolls before Graciela Iturbide’s lens, or he posed seated before an overflowing banquet table in the garden of his parents’ home in Múzquiz for fashion photographer Enrique Badulescu (fig. 2). On canvas, he recounted and constructed illogical visions, teasing out the line between the real and artifice, his artwork deemed an “inaccessible yet formally intoxicating fabrication of self.”4 Galán hid from the viewer his artwork’s content as much as he revealed it; simultaneously, with his body, he explored fluid identity through masquerade.


When in 1984 Bea Bender reviewed an early solo exhibition of Galán’s artwork at the Galería Uno in Puerto Vallarta, she likened the inaccessibility of Galán’s imagery to a scene in Alice’s Adventures in Wonderland where the frog footman tells Alice that he cannot answer her knock by opening the door for her because they are both standing on the same side.5 With that in mind, this monograph seeks to dispel the enigma of Galán’s art and life by tracing the complex relationships between them with particular focus on identifying his eclectic references, from song lyrics to arte popular (folk art).


Because of the personal nature of Galán’s artwork, this study interweaves art historical methodology and biography. Even so, I want to underscore that knowledge of biographical detail is not necessary for the viewer to visually engage with Galán’s artwork. As an art historian committed to locating art within social, cultural, and historical context, teasing out and weighing biography in relation to his visual imagery serves to counter the mystique cultivated by the artist, his gallery representative in Monterrey Guillermo Sepúlveda, and in much of the published writing about Galán. As the first extensive, focused study of the artist printed in any language, and given the limited access to his archive and thus the high value to articulating corroborated biography that has informed his imagery and narrative, this monograph presents an interrelated, thematic, and not strictly chronological approach.


To build my research, I have mined archival material comprising photographs, unpublished sketchbooks, videos, correspondence, ephemera, an abundance of newspaper and magazine articles, and images held privately by the Galán family (the Julio Galán Family Archive, JGFA), and in academic libraries in Mexico City and New York City. My methodology has further included conducting, over a long decade, personal interviews with the artist’s family, friends, and professional acquaintances, visual analysis of his oeuvre, and the synthesis of secondary scholarship and art criticism.6 After all, Alice chose to ignore the frog footman’s conundrum and open the door.




AN EMERGING ARTIST IN THE 1980S EAST VILLAGE ART SCENE


When asked to recount the trajectory of his meteoric rise in New York City’s East Village art scene, Galán told a story about a dress.7 His younger sister Sofia, while shopping in Eagle Pass, Texas, with her mother, María Elisa Romo Gonzalez de Galán, had found a Nicole Miller dress. That dress hangs inside a wardrobe in Galán’s painting El ropero de Sofia (Sofia’s wardrobe, 1984), as represented in its preliminary sketch (fig. 3). The large-scale, figurative, and narrative quality of his painting would remain constant in his artwork, as would Galán’s persistent interest in social expectations and the possibilities of derailing them. The perfect dress, with its tabs for fastening onto a paper doll, has been marred by the unexpected—a chunk of it torn off by an angry dog in the likeness of Aldo, an American bull terrier that belonged to his younger sister Sofia.8 By what means, Galán consistently asked, can ordered systems be undermined and challenged?


Systems that Galán considered (typically ones of authority) and reconfigured in his artwork, as well as those considered in this study, included the patriarchal, heteronormative expectations, Catholic doctrine, cultural nationalism, and time, among others. The leather belt, for example, a symbol of masculinity when looped through the waist of long pants or of power when used to punish deviancy, Galán would repurpose. The artist, posed in a vulnerable position on his hands and knees, looks to his reflected image in Cavayo Ballo (1987, fig. 4); here, Galán has animated his absurdly long belt to suggest violation, penetration, and even erotic pleasure. Over the course of his artistic production, while he affirmed femininity through dress, makeup, jewelry, and hairstyle, he took on and reconfigured symbols of masculinity such as the suit jacket, leather belt, and necktie; such constraints and other binds often suggested sadomasochistic tools in his mature work.


In addition to its challenging content that confronts ideas of masculinity and femininity, the diptych Sí y no (Yes and no) of 1990, at 10 × 17 ½ feet (fig. 5), is impactful in its sheer monumental scale alone. Significantly, reflecting Galán’s quick ascendance to international status, this work hung in New York City’s Museum of Modern Art in 1993 as part of the collective exhibition Latin American Artists of the Twentieth Century. The viewer is confronted with a larger-than-life-size, full-length portrait of Galán posed against a vague mountainous landscape. Details surprise, such as the thin strand of metal beads attached to the artist’s neck from which hangs a miniature cage incarcerating a naked figurine of a child. Arms crossed over his bare chest and gaze directed at the viewer, Galán’s pose is defiant. Rather than pants, an A-line, knee-length striped skirt bells out from his waist over which a leather belt is secured to the canvas. Disproportionate, his torso rests heavily on withered legs. More belts physically unite the two sides of this diptych and are threaded through the canvas as an object of both gender violence and sadomasochistic pleasure. Six additional leather straps belted together weave in and out of the right-hand canvas among vignettes of buttocks and hands grasping the belts. Crystal teardrops are attached to the surface. A white circle made with a brush over the figure’s genital area suggests a void, emptiness, a target, or a question.
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Figure 4. Julio Galán, Cavayo Ballo, 1987, oil on canvas, 51 ⅛ × 71 in. (130 × 180 cm). Photograph by Camilo Garza y Garza. Published with permission from the Galán family.
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Figure 5. Julio Galán, Sí y no (Yes and no), 1990, mixed media on canvas, 120 × 204 in. (305 × 518 cm). Photograph by Camilo Garza y Garza. Published with permission from the Galán family.








Galán is costumed in a skirt, a clothing item not commonly worn by men in Mexican society and a symbol of femininity in many cultures; this he juxtaposes with the belts, generally a symbol of restraint and masculine authority. Galán intersperses fragments of handwritten confessional thoughts: “This sadness that stays, begins to accompany me/if I get rid of it I forget you/I prefer this pain … if I see you in my imagination may it kill me,” the latter taken from lyrics by the Mexican female pop group Flans from their 1986 song “No soy tan fuerte hoy” (I am not that strong today).9 He asks of the viewer, “Yes or no?” Am I, or am I not? Am I accepted or rejected? Am I good or bad? Right or wrong? Male or female? Contesting the heteronormative, he presents the indefinite, the uncertain, identifying with the limbatic, the trans. Significantly titled “yes and no,” rather than, “yes or no,” the painting presents a concise visual summary of Galán’s essential concern with non-binary sexual orientation and gender identification. Sí y no reflects the threshold, the in-between, ambiguous space where Galán vacillated.


Galán articulated his resistance to conformity in his artwork through self-representation, his self-portrait a means to examine difference. The body costumed and accessorized, or undressed, at times androgynous and gender fluid, became the site and the significant means for contesting and transgressing the boundaries of these systems. The artist grew increasingly committed over the course of his career to challenging patriarchal authority in his art. Important to note is that while his artwork consistently denied the heteronormative, Galán did not publicly self-identify as queer.


When in his early twenties, in 1981, Galán related his future career plans to interviewer Patricia Garcia Cavazos:




Look, currently, for me pursuing the degree is an obstacle. I like it, but I do not intend to pursue it as a career. I believe I will dedicate myself to painting as it is a necessity. I have already decided to complete the program and I am almost done. That will satisfy my parents as they do not understand much of my wanting to be a painter. They think of it only as a competition won, an exhibition, only while I study—as a hobby. They do not know that it is going to be for always, because this is something that I decided a long time ago. In a way, they have supported me, because they have never told me to stop painting.10





As soon as Galán earned a degree in architecture at the Universidad de Monterrey (UDEM), which, as he explained above, he felt obligated by his parents to do, he left behind the safety of the familiar to head for New York City in the summer of 1984 with the goal of furthering his art career.11


Accompanied by his close friend Juan (Johnny) de Dios Ramírez, then an aspiring fashion designer, they sought out Nicole Miller at her showroom in the Garment District, Galán with his portfolio in hand.12 Miller recalls Galán’s showing her a photograph of El ropero de Sofia and her longing to own the painting.13 Its acquisition not possible, Galán promised her the first painting that he produced in New York. In short order, Miller was able to proudly hang Paseo por Nueva York con dolor de cabeza y barajas de lotería (Journey through New York with a headache and lottery game cards, 1984) in the entrance of her Tribeca loft and to throw a party, kickstarting the young artist’s visibility as Interview Magazine’s advertising manager Paige Powell, assistant to Andy Warhol, stood intrigued before the painting.14


In Paseo por Nueva York con dolor de cabeza y barajas de lotería, the artist towers above Manhattan skyscrapers. He is framed by views of the subway and window displays. Galán infuses the urban environment with icons lifted from the lotería cards of the Mexican version of the bingo game; in a reverse neocolonialism, they have come to life, invading the streets of New York, above and below ground. The artist, costumed in an oversized jacket printed with shrimp, nopal cacti, and fish imagery taken from the lotería cards, presents as a Times Square billboard. Tucked under his right arm is a bloody anatomical heart and arrow lifted from the number twenty-seven “El corazón” (heart) card. His border-crossing, gender-fluid, limbatic identity emerges early in his artwork. Galán’s New York production, in retrospect, was representative of a postmodern, neoexpressionist painting that addressed and challenged with subversive intent questions of identity—for the artist, a constant concern as he affirmed in the epigram above. The self-taught, shy young painter from northern Mexico developed a stylistic and conceptual language that immediately captured the attention of curators, celebrities, and art collectors.


Powell recounts that in May of 1985, she organized the first solo exhibition of Galán’s work at an Upper East Side apartment.15 On opening day, with artwork, invited guests, and bartender at the ready, the event was forcibly cancelled when the co-op’s board of directors forbade the public exhibition from taking place. Fortunately, someone in attendance, Mexican ambassador Joaquín Bernal, offered Powell the consul general gallery on the sixth floor at 8 E. Forty-First Street for Galán’s work; the exhibition’s opening-day, September 19, 1985, tragically coincided with the severe (8.0 magnitude) earthquake that struck Mexico City. Galán would later insist on Warhol’s having remarked that night to Ambassador Bernal, “Julio will be the most important Mexican painter in the international arena.”16 As documented by an invitation to his solo exhibition in October of 1985, which Galán sent to Warhol, the artist congruently presented new work at the trendy Art Mart gallery on East Sixth Street and Avenue B; these were a series of recent paintings on (invented) medicines such as Adovenad and Niño elefante tomando Ele-rat 7 (Elephant boy taking Ele-rat 7), exemplified by a sketch for Invisible Pills (fig. 6).17 Fashion designer and gallery director Barbara Farber, who attended the Art Mart opening and remembered him as “very shy and wearing short pants,” gave Galán his first solo exhibition in Europe at her Galerie Barbara Farber in Amsterdam, Netherlands, in 1986, where she continued to represent him through the 1990s, helping to secure his 1992 exhibition at the Stedelijk Museum curated by her associate, Jurie Poot.18
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Figure 6. Julio Galán, sketch for Invisible Pills, mid-1980s, pencil on paper, 17 × 14 in. (43 × 36 cm). Photograph by the author. Published with permission from the Galán family.
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Figure 7. Julio Galán with Si puedes pero no debes (You can but you should not) on rooftop of his apartment building on Forty-Fifth/Forty-Sixth Street and Tenth Avenue in Hell’s Kitchen in New York City, circa 1985. Photograph provided by Arte Actual Mexicano and digitized by the author. Published with permission from the Galán family.








Galán’s approach to painting as large scale, incorporating ironic text, with a cartoon-like or graphic and animated style with figures embodying zoomorphic aspects and interacting with animals, and his defacement of detailed brushwork or wall surfaces with graffiti aligned him with artists working and showing in the East Village at the time, among them Jean-Michel Basquiat, Keith Haring, Jenny Holtzer, Futura 2000, and Fab 5 Freddy. For example, Mientras me despierto (As I wake up, 1985) presents an incongruous narrative of confinement and danger that unfolds across a large-scale diptych in which a knife-wielding dog (modeled after his sister Sofia’s dog, Aldo, who Galán instructed her to pose and photograph for the painting) wearing red boxers and suspended from a thick rope eyes the cape-wearing artist who gazes emotionless out a very small opening in the sky; vignettes of Indian gods, dramatic shifts in scale, a landscape of mountain peaks, and the words “ya me quiero ir al más alla” (I want to go to the beyond now) scrawled on a wall heighten the scene’s impact.19


Mientras que me despierto was the first painting Galán produced in his new apartment in Manhattan’s Hell’s Kitchen, where he lived with Ramírez.20 Today a successful fashion magazine editor, Ramírez met Galán through a mutual friend, Marcela Postlethwaite Sepúlveda, when they were students at UDEM, Johnny in communications and Galán in architecture.21 Johnny was a year younger than Galán. Graduating before Galán from UDEM, he was first to move to New York City in the spring of 1984, studying English at Columbia University and then enrolling at Parsons School of Design in the fall; Galán followed Ramírez, arriving by summer. They initially stayed for a few months with a Puerto Rican friend of Ramírez’s on Fourteenth Street at Union Square, where Galán painted the aforementioned Paseo por Nueva York con dolor de cabeza y barajas de la lotería. When their host grew tired of Galán’s using his cooking pans to mix paint in, Ramírez found the apartment in Hell’s Kitchen on the fourth floor of a building on Forty-Fifth Street and Tenth Avenue, where they lived for two years, and which Ramírez kept in order.


Their apartment was on the top floor; Galán would take his finished paintings to the rooftop to photograph them (fig. 7). Everardo Salinas Peña, Galán’s friend and assistant, would eventually also live there for a time; by 1988, the two had moved to an apartment on Horatio Street at Washington Street in the Meatpacking District, which had two rooms, one serving as a studio, a doorman, and a view over the Hudson.22 Galán had several additional assistants (and muses) during his New York residence: Maena Arce, Milena Flores, Luisa Peña, and John Serdula.
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Figure 8. Andy Warhol and Julio Galán, mid-1980s, New York City. Photograph provided by the Galán family and digitized by the author.








On the heels of the Art Mart and Mexican Consulate exhibitions, the following fall of 1986, Powell organized a solo showing for Galán at Edit deAk’s 3,500-square-foot apartment on 149 Wooster Street. Galán recorded with sardonic humor the opening night’s events in an autograph book that he filled with photographs and a running narrative (including Warhol’s arrival, camera in hand) and gave to his friend Roberto Rangel. Galán, with the help of Rangel and Mauricio Jasso, had hung his own paintings and set the lights. Additional support in the form of patrons and curators interested in his artwork materialized.


Galán first came to the attention of Lowery Stokes Sims, then associate curator of twentieth-century art at the Metropolitan Museum of Art, in 1983 during her impromptu visit to Monterrey at the invitation of her friend Javier Martínez, director of the Museo de Monterrey. Powell recalls that Sims noticed Galán’s paintings hanging in the office of the president of UDEM.23 Encouraging the artist to make the move to New York City, once he had arrived, Sims kept an eye on his progress, paying him studio visits regularly.24 When Guillermo Sepúlveda, Galán’s local gallery representative, curated that first retrospective at the Museo de Monterrey, he invited Sims to write the exhibition catalogue essay, “Los mágicos son transportados por los aires con un movimiento rápido,” in which she underscored Galán’s international standing, acknowledging his artwork’s “unique synthesis of Mexican cultural manifestations,” while emphasizing his international, rather than regional, positioning. Sims stated that other of Galán’s canvases in the exhibition “step out of the specificity of Galán’s ‘mexicanidad’ … and betray his involvement in the so-called Lower East Side zone of art activity in New York … and participate in an imagery that is more directly related to the art historical gymnastics of the new figurative art of the United States.”25


Galán had occasional interactions with Andy Warhol (fig. 8). Of these encounters Galán related to journalist José Garza, “We had a lot in common. We went together to the flea markets … he invited me to Thanksgiving dinner. At some point I visited The Factory.”26 Powell explained that Warhol bartered with Galán for El Hermano (The Eggplant Boy and Santa Claus Girl) of 1985 during a visit to Galán’s Hell’s Kitchen apartment; the canvas was transported to Warhol’s last Factory at the Consolidated Edison substation on Thirty-Third Street and Madison Avenue.27 Garza, who interviewed Galán repeatedly during the 1990s, adds that in late December 1986, Warhol took Polaroids of Galán for the portrait he would create of the painter.28 But before he could fulfill the trade, Warhol unexpectedly died in February 1987. “I distinctly remember that Andy told me numerous times that he needed to find time to do Julio’s portrait,” Powell reflected.29 Galán recovered his painting from the estate and subsequently traded the work to Swiss art dealer Thomas Ammann in exchange for a Francesco Clemente painting.30


The diptych El Hermano (The Eggplant Boy and Santa Claus Girl) is a double self-portrait in which Galán wears a dripping full-body eggplant suit on one side, and on the other, long hair partially covers his face as he sports a red dress, a wide belt, and a chaotic street scene in his hands.31 Covering both sides of the diptych’s verso is a cryptic letter written in Galán’s recognizable script addressed to Warhol. Certainly, the painting’s pop sensibility and gender fluidity would have appealed to the king of pop art.


Powell also suggested to Francesco Pellizzi that he visit Galán’s residence, where the anthropologist and art collector acquired the first three paintings of what was to become several in his collection.32 Pellizzi remembered having previously noticed a single electric painting by Galán, El examen final (The final exam) of 1984 in gallery director Benjamín Díaz’s home in Mexico City. With this painting of an anxiety-ridden schoolroom, Galán mocks his completion of the degree he earned in architecture. Pellizzi then introduced the artist to Annina Nosei, who offered Galán a contract for an initial five-year period beginning in March of 1989 to exclusively represent him at her SOHO gallery at 100 Prince Street, which later moved to Chelsea.33 In the 1980s, Nosei was representing, for example, Jean Michel Basquiat, Barbara Kruger, and Guillermo Kuitca and exhibiting Julian Schnabel’s large-scale paintings. That spring, Nosei presented Galán’s first of several solo exhibitions. Their professional relationship lasted, in fact, through 1998, when Galán shifted his New York representation, primarily—and problematically—to Robert Miller and Ramis Barquet. Galán expressed gratitude to Nosei for her “tremendous effort on my behalf,” while maintaining that his artwork “sells itself by itself.”34 His statement to Nosei, “I recognize that you value my work as I value yours,” suggests that he was of a mind that he and the gallery representative stood on equal ground in their professional relationship.35


Galán frequented clubs, galleries, restaurants, and Saint Marks Place in the East Village. Ramírez recalls that they would stay out until dawn dancing at the Pyramid Club, the Palladium, the disco hotspot Limelight, and the “opulent gay club” the Saint at 105 Second Ave.36 Galán had arrived in New York City at a time of great contrasts. The AIDS crisis was emerging, which the conservative Reagan administration largely ignored while waging a war on drugs and building the nation’s military defense, the Christian right’s Moral Majority and Senator Jesse Helms spewed anti-gay rhetoric, multicultural education became a focus, an exhibition of Frida Kahlo’s paintings hung at New York University’s Grey Art Gallery in the spring of 1983, and her biography, authored by Hayden Herrera, was published that same year. Exhibition spaces that championed underrepresented Latin American artists, such as the Museum of Contemporary Hispanic Art (MoCHA, est. 1985) and the private gallery Mary-Anne Martin Fine Art (est. 1982), opened in the city, while Sotheby’s and Christie’s auction houses created departments dedicated to Latin American art. By the late 1980s, as Mexican president Carlos Salinas de Gortari sought to ratify the National Free Trade Agreement (NAFTA), he and Televisa CEO Emilio Azcárraga saw art as a means to improve the nation’s image. Together, they exported the blockbuster exhibition Mexico: Splendors of Thirty Centuries from Mexico to New York City, which subsequently traveled to San Antonio and Los Angeles. Splendors simultaneously generated a host of ancillary collective exhibitions of contemporary art in which Galán participated, including Rooted Visions: Mexican Art Today at MoCHA, Through the Path of Echoes: Contemporary Art in Mexico at Independent Curators International (ICI), and Aspects of Contemporary Mexican Painting at the Americas Society, as well as a host of concurrent exhibitions held in major cities in Texas, and the Los Angeles area during the traveling portion of the exhibition.37


Galán’s accomplishments during the 90s decade secured his international presence; he would be the only Mexican painter invited to participate in the collective global exhibition Magiciens de la Terre at the Centre Georges Pompidou in 1989 and was included in the same museum’s 100 Best Contemporary Artists exhibition in 1990. Thaddaeus Ropac in Paris, Gian Enzo Sperone in Rome, and Timothy Taylor in London presented his solo exhibitions, as did Rotterdam’s Witte de With Center for Contemporary Art in 1990 and MARCO in 1993, the latter awarding Galán the prestigious MARCO Prize in 1994 accompanied by a check for $250,000. When he and Nosei severed ties in 1998, he accepted gallery representation in New York from Robert Miller and Ramis Barquet, a financially precarious relationship that ended in 2001; from that point until his death in 2006, he exhibited sporadically. What foundation had Galán built in his native Múzquiz and adopted Monterrey that gave him the confidence to uproot himself culturally, socially, and financially by moving to New York City in his mid-twenties to pursue his art career?







MÚZQUIZ, COAHUILA


One of the earliest known paintings by the artist, produced when he was a teenager, is held in the family collection of his sister Elizabeth (fig. 9). A medium-scale easel painting, which likely combines acrylic paint and oil stick that he preferred, betrays a life-long affinity for fashion design and a certain gynocentricism in his early period. Three figures fill the frame in a hierarchical placement suggested by a diagonal descending scale from right to left, as Galán subtly positions their bodies so that they occupy a foreground, middle ground, and background, even when Galán shows no interest in spatial illusion, their environment constituted only of loud saturated color, into which their bodies partly merge. Costumed as flappers, one figure wears a drop-waist dress, cloche hat, and long strand of pearls, the other, a bandeau around her forehead. Through gesture—a hand to the mouth, a frozen posture, a back turned to the viewer—Galán creates intrigue. “They are the women of Múzquiz gossiping!” laughed his sister.38 The young artist relies on contour line, a sketchy quality that produces an appealing immediacy, and a limited palette of complementary colors. Here the artist may have captured something of his mother’s love of costume parties. When Galán was young, María Elisa Romo de Galán would organize costumed dances in the Casino de Múzquiz in the town’s center, as recorded in photographs of her in Kikapú garments or dressed as a gypsy.39 His emphasis here on makeup, phenotype, dress, and accessories as indicative of status and gendered identity will be a continued focus in his artwork.
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Figure 9. Julio Galán, Untitled, early 1970s, approximately 24 × 18 in. (61 × 46 cm). Photograph by the author. Published with permission from the Galán family.








Galán considered himself to be a self-taught artist; he consistently denied having received any artistic instruction. “Life is the school, no?” he quipped. “Because in the schools one cannot learn much…. I never regretted not having attended a single art school or taken painting classes because in truth, it did not compel me.”40 Revealed by Gustavo Ten Hoever, who shared a close friendship with Galán during the artist’s extended stay at the Hôtel Costes in Paris in 1998, across from which the Uruguayan photographer lived, was that because Galán’s father disapproved of his son’s artistic inclinations, the young Galán, while at home in Múzquiz, was forced to make his art hidden inside a wardrobe in the dark among the clothes it contained.41 “The father forbade him. He had to hide to paint; he lived in total isolation. The father was a tyrant, a typical macho and he completely castrated Julio.”42 Important to note, however, is that in the mid-1990s, when Galán had achieved a certain level of international success as an artist, his friend flamenco dancer Teresa Gómez recalls of her visit to the Galán compound in Múzquiz that his parents displayed Galán’s artwork throughout the house, including the large ceramic candelabra, Candíl (1987), which comprises a multitude of forms, including bears, gorillas, and cocoons, while a dozen paintings filled the hallway.43 At the age of eleven, he was sent away from home, the small mining and ranching town of Melchor Múzquiz in the border state of Coahuila, to be schooled in Monterrey, Nuevo León. Living with his siblings in the Colonia El Rosario, the role of mother fell to his older sister Elizabeth (Lissi), a child herself at fifteen. The children would return to Múzquiz during summers and holidays to the complex of mansions sitting on eight hectares where the extended Romo clan lived, now the Museo Quinta Casa Julio Galán Romo (est. 2016).


Galán first attended the Colegio Montesori, followed by the Instituto Irlandés, a Catholic school run by the troubled Legionarios de Cristo Order, where he stayed through high school, graduating in 1976 after having spent an exchange year in Vancouver, Canada.44 At that point, he told his parents that he wanted to paint professionally. If Galán insisted on becoming an artist, his father demanded that he study art formally, but Galán refused.45 “[Art] classes seemed to me like a cooking recipe.”46 Requiring him to pursue a degree “nearly obligated I enrolled in architecture, but I let them know that when I finished the program that I would go to New York, and that is what I did.”47 At no point in his career did he publicly acknowledge or name any specific art instructors or instruction that shaped his artistic development during the 1970s in Monterrey, although Eduardo García, longtime gallery manager of the Arte Actual Mexicano, notes that Galán studied a brief time with Diamantina González Gómez (b. 1951), who later was director of fine arts at UDEM.48 “I have learned more on my own, experimenting,” Galán claimed early in his career at age twenty-one, while in 1984, Bender reported, “Galán says that although he has never had an art lesson in his life, he has always considered himself a serious painter and painting is his real life’s ambition.”49







MONTERREY, THE LADDER TO SUCCESS


Although it was a shock for the young boy to be separated, at age eleven, from his parents and from the rural environment of Múzquiz just as he was entering adolescence, the timing of his presence in Monterrey was auspicious in that his accelerated artistic trajectory coincided with that of his adopted home of Nuevo León, the industrial city that was on a fast-track to becoming a cultural epicenter for Latin America. In the late 1970s, when Galán would have been considering how to advance his goals to pursue a career as an artist, opportunities for formal art study, representation, and exhibition that previously had been extremely limited were growing exponentially.50 The primary commercial art gallery was Guillermo Sepúlveda’s Galería Miró, established in 1969 and renamed two years later Arte Actual Mexicano; a single school of art, the Taller de Artes Plásticas de la Universidad Autónoma de Nuevo León, was described as a non-degree space that was “romantic, tepid, informal, and didactic.”51 The cultural institution Arte A.C., established in 1955, was focused on design in the 1970s and was a venue where Galán could have taken classes given his specific interest in fashion design of note throughout his career but also evidenced by sketches of dress designs created in the mid-1970s or on a memo pad held in the Julio Galán Family Archive (fig. 10). In the private industry, the Centro de Arte VITRO, created in 1974 (closed in 1986), offered an annual salon competition sponsored by the Fomento de Industria y Comercio (FIC) juried by experts in the field locally and from Mexico City. The industrial conglomerate Grupo ALFA began acquiring an art collection in 1975 under the charge of (Doña) Margara Garza Sada, who would become an important patron for Galán. The Casa de Cultura Nuevo León was established in 1973 with galleries for art exhibitions, and the Museo de Monterrey opened in 1977 (closed in 2000) in the Cervecería Cuauhtémoc at Alfonso Reyes 2202 Norte with the initiation of the FEMSA Collection; this is where Galán’s first major exhibition of twenty-three paintings and sculptural objects was held in September 1987, which then traveled to the Museo de Arte Moderno (MAM) in Mexico City in March 1988 expanded to fifty paintings.52
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Figure 10. Julio Galán, original sketch “Memo from the desk of Julio Galam (Sic) de la Peña,” late 1970s–early 1980s. 8 ½ × 5 ½ in. (21.5 × 14 cm). Published with permission from the Galán family.








In 1976, Roberta Brittingham Sada and Monterrey artist Rafael Calzada established the Taller de Arte y Diseño in the Cerámica Regiomontana company, and it was there that Galán created whimsical, yet traditionally based, ceramic sculpture during the 1980s. Brittingham recalls that the first time Galán visited the Taller, he was only fourteen and at his mother’s side; when he returned in his early twenties, he was an emerging artist.53 Finally, in 1990, Monterrey’s industrial elite established MARCO, a world-class museum, where in 1994 Galán presented a major retrospective of 138 works with a record-breaking 4,015 persons attending its inauguration, was awarded the first MARCO prize in 1994, and where a major retrospective would be held a year after his death.54 Having already garnered a high level of international renown, the award nonetheless reflected the committed patronage and backing of his radical art by the Monterrey industrial elite, who independent curator Pedro Alonzo describes as “conservative and tightly wrapped” at the time, whereas Galán was a “fun, spicy figure who had a high sense of humanity, knew people’s desires, how to manipulate, how to maintain his celebrity, was super seductive, and a fascinating, complicated character.”55 While pursuing his architecture degree at the UDEM from 1978–1982, Galán simultaneously created, competed with, and exhibited personal work.
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Figure 11. Julio Galán, No me dejes dormir Lissi (You won’t let me sleep Lissi), 1979, oil on canvas, 71 × 55 in. (180 × 140 cm). Photograph by Camilo Garza y Garza. Published with permission from the Galán family.








García, who worked at Arte Actual Mexicano for forty years and was six years Galán’s senior, knew him as a shy teenager before he dedicated himself to painting, when he would constantly draw eyes with a pencil—this practice, as well as his fascination for shoes, evident in his sketchbooks even from the mid-1980s. Galán, age sixteen or seventeen, would frequent Arte Actual Mexicano after school or during the summers, stopping by with his sidekicks, Ignacio Garza Medina and Gerardo Puertas Gómez, for coffee or a soda.


In 1979, he submitted No me dejes dormir Lissi (You don’t let me sleep Lissi), a canvas of a naked, mutilated doll figure, to the local II Salón de Pintura Artistas Premiados del Centro de Arte FIC competition, winning second place in painting and a fifteen-day trip to Barcelona and Paris, which allowed him to visit his sister Lissi, who had married and moved to Spain for a time (fig. 11).56 In the same year, he was awarded second place for Quien quiere jugar con Brenda (Who wants to play with Brenda) at the VI Salon de Pintura VITRO, while the following year, he was awarded fifth place in the VII Salon de Pintura VITRO out of 311 entries for Momento mágico (Magic moment); both works present windows into the artist’s child-like communion with toys, which he imbued with symbolism, ritual, and mystery.57 “I take them (childish objects) and I make them alive through painting,” he claimed.58


In such early works painted between 1979–1981 as the aforementioned, a central, doll-like figure, a kind-of secular retablo (colonial-era devotional image) is typically surrounded by objects, fragments, or human limbs that at times read as milagros (religious charms). Such is the case with Muñeca de los zapatos (Shoes doll) of 1980, where fetishistically, leg appendages donning different kinds of shoes frame the young girl-doll. At the 1981 Salón de la Plástica Mexicana in Mexico City, Galán submitted the disturbing painting Muñecos blancos poniendose de acuerdo sobre como no sufrir (Pale dolls agreeing on how not to suffer) of seven life-size dolls crowded tightly in a circle, some with severed or missing body parts and two with checkered bandaids placed on their genitals; perhaps it was to this imagery that he referred to when he stated, “At the beginning my subjects were only dolls, but as time passed by, I myself felt confused as I did not know whether they were boys that looked like dolls, or dolls that look like boys.”59 Galán describes the uncanny, as he finds his artwork evocative of a sense of confusion as to whether something is alive or dead.60 The monumental size of this canvas is apparent in a photograph of the artist standing before the work (fig. 12). He further participated with two additional works, Autoretrato mágico (Magical self-portrait), and El encantamiento (Lissi, Lissi) (The enchantment [Lissi, Lissi]), the latter painting selected for acquisition into the INBA (National Institute of Fine Arts) collection.61 One of the competition’s judges, art historian Teresa del Conde, contextualized Galán’s submissions:




The youngest of the prize winners, Julio Galán, belongs to the introspective figuration of a surrealist or fantastic origin…. His three paintings, one of which is a brave self-portrait, are structured with stiff images, devoid of vitality, impressive and sinister as a result of his reified idiosyncrasy. In the award-winning painting, El encantamiento, one reads the following phrase: “There is no longer feeling, only desire, and I desire to not feel.” Perhaps the creator did not imagine that the attention of those of us who view his artwork for the first time was going to succumb exactly to the symbiosis offered by his self-projected legends and in the nearly autistic nature of his iconography—surprising because it seems extrapolated from the group of artworks that form the salon’s contingent.62
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Figure 12. Julio Galán with Muñecos blancos poniendose de acuerdo sobre como no sufrir (Pale dolls agreeing on how not to suffer), 1981, mixed media, approximately 71 × 59 in. (180 × 150 cm). Photograph by Sofia Galán. Published with permission from the Galán family.








He participated with Mara y sus juguetes (Mara and her toys) and Melissa in the 1981 Primer Encuentro Nacional de Artes Joven in Aguascalientes among 1,127 submitted works; he won an honorable mention. The following year, three of his paintings were selected for the Segundo Encuentro Nacional de Artes Joven.63 His first solo exhibitions were held at the Galería Miró/Arte Actual Mexicano beginning in 1980.







CONFRONTING SEXUAL IDENTITY


“Non-conforming” is how one might describe Galán’s visual expression; the insistent focus on immobile dolls to create a tender, personal, intimate world of child-like, gendered toys by a young man in his early twenties, the son of Julio Galán de la Peña (1923–2002), a miner, rancher, norteño, and the twice municipal president of Melchor Múzquiz, at that, would be unexpected. Consider the awarded No me dejes dormir Lissi. Its title, directly addressing the artist’s older sister, complicates the painting’s reading, creating a puzzle: Who speaks, the object or maker and with a plea or a complaint? The doll is imperfect, damaged. No context or environment is given, while naturalistic roses decorate the four corners. Galán’s subject here is not yet recognizable as a self-portrait. To have received public recognition (reviews and photographs in the local papers), and an award from the major glass manufacturing company VITRO, must have emboldened Galán’s imagery and been a consternation to his parents, who, Galán often claimed, did not support his intention to pursue art professionally, at least not in the early stages of his career.64


In the 1985 painting El primer lugar (First place), for which a preliminary sketch is held in the JGFA (fig. 13), Galán expressed his desire to win not second or fifth place in an art competition but first place and displayed his dedication to putting his needs first. The artist stands on the top, central step of the winner’s podium, a first-place ribbon draped across his chest. To interviewer Ingrid Brunet, Galán admitted destroying the painting in 1987 because he felt that he had failed and no longer deserved to be in first place; he explained that he ultimately liked the “altered” painting.65
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Figure 13. Julio Galán, preliminary sketch for El primer lugar (First place), 1985, 17 × 14 in. (43 × 36 cm). Photograph by the author. Published with permission from the Galán family.








Galán as a young man, his clothing sketchily outlined, poses before a stagelike setting, a curtain behind him pulled back to reveal a nebulous scene in which, when studied closely, a feline and a tusked elephant engage in battle. The largely undecipherable vision lends Autorretrato con pistolas (Self-portrait with pistols, 1986) an unfinished, ambiguous quality (fig. 14). The figure looks directly at the viewer, his face empty of expression. The silhouette of two revolvers, the barrels twisted backward in a comic, dysfunctional manner, float on the canvas surface. Galán’s assistant, Everardo Salinas Peña, directed me to this painting when I asked him if he had been jailed along with Galán when the local police raided the Twist, an elite gay disco located in the commercial zone in front of the Tecnológico de Monterrey, a private university.66 Salinas Peña related that in 1986 (likely October), Galán, having returned to Monterrey from New York for a few months, his hands stained with paint from working on Autorretrato con pistolas, as well as Salinas Peña and Eduardo García, had been rounded up at the Twist and, based on their appearance only, had been loaded into trucks along with 125–200 people, taken to several locations that served as jails, and charged with immorality.67 Apparently, the owner of the Twist paid the 600-peso fine for each person jailed; mistakenly booked as “Julio Galván,” the artist was the first to be released after a five to six hour wait.68 Francesco Barragán, who was also arrested that night, clarifies that gay clubs and bars were illegal at the time and, because they charged high admission, that they generated significant revenue; owners paid fines to the police to remain open.69 The raid, motivated by a show of authority from the incoming government headed by a new mayor, was captured by television cameras and journalists, who photographed the scene on the steps of a jail. “We had a good time,” reflected Salinas Peña. “There was a lot of interaction. We were all mixed together, the rich, poor, ‘nacos’ and ‘nice’…. We were too many gays for them to be able to break us.”70 While he rarely asked Galán to explain the content of his artwork, when the assistant dared to ask about Autorretrato con pistolas, Galán replied, “Do you remember the raid on the Twist? Well, it is about that. I was painting it and I did not know what it was, I only knew that something was going to happen and that is why there is nothing there.”71 If unfinished, Galán nevertheless hung the work in his late fall 1986 exhibition in Edit deAk’s alternative gallery space, as documented in a photograph of Warhol at the exhibition’s opening, camera in hand, standing in front of the painting.72
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Figure 14. Julio Galán, Autorretrato con pistolas (Self-portrait with pistols), 1986, oil on canvas, 57 × 73 in. (145 × 185 cm). Photograph by Camilo Garza y Garza. Published with permission from the Galán family.








Galán’s imagery developed by the late 1980s into radical, raw visual poetry that narrated a process of breaking free from the social trappings and familial, patriarchal constraints that he carried into adulthood from a conservative Catholic upbringing in a wealthy Galán Romo mining and ranching family. Exemplifying this rebellion is the stiff, frontal, full-length portrait I’m Gonna Wash You with Soap of 1995, where, seductively posed with hands behind his head, the artist displays his nude body clad only in a G-string, sheer knee-length skirt, and the suggestion of strappy, red rhinestone high heels (fig. 15). His provocative title mocking the parental deterrent against a child’s use of foul language—the threat (or abusive action) “I’m going to wash your mouth out with soap!”—Galán chides authority with this (trans)sexual display. The queer (fluid in his gender and cultural identity) performative character of the work is made clear as the title further conjures up the 1949 Broadway musical South Pacific when the female protagonist sings the Rogers and Hammerstein song “I’m Gonna Wash That Man Right out of My Hair (and Send Him on His Way),” as well as the equally campy 1970s commercial jingle by Clairol.73 Galán’s body, face, feelings, experiences, and personal history are his subject as he proclaims loss, longing, victimization, and perpetration.
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Figure 15. Julio Galán, I’m Gonna Wash You with Soap, 1995, oil on canvas, 74 × 51 ¼ in. (190 × 130 cm). Photograph by Camilo Garza y Garza. Published with permission from the Galán family.








Another such example, of a later date, is Lissi está de regreso (Lissi is back) of 2001 (fig. 16). A typically large canvas at over 6 ½ × 4 feet, the artist’s full-length self-portrait confronts the viewer; his face is contorted with a phallic nose and puckered lips smeared with crimson lipstick. His hair is cropped short with gold highlights, and his eyes are covered by a pair of sunglasses attached to the canvas. The artist’s muscular chest, upon which he has graffitied the words “LISSI IS BACK,” is bare and pumped. The text claiming that a female presence (his sister Lissi specifically) has manifested, coupled with his drag attire of a full skirt of a luxurious blue sheen decorated with gold glitter patterned to suggest brocade, bobbles tied to his wrists, and hot pink tulle tied to his waist, evokes a trans state. With its multitiered meaning, there is irony in the word back written on the artist’s front and an offhanded celebration of his sister’s freedom following her divorce from a nearly twenty-five-year marriage (1977–2001). Jarringly, a third hand is affixed to the canvas surface. In fact, Lissi had a hand in this painting—she painstakingly affixed the gold glitter to the skirt and painted the heart, which Galán said he wanted to be lotería-style.74 The primary focus of this study is to elaborate the complex ways that Galán performs transgression in his art and self-imaging.
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Figure 16. Julio Galán, Lissi está de regreso (Lissi is back), 2001, mixed media on canvas, 74 × 51 ¼ in. (190 × 130 cm). Published with permission from the Galán family.













FEMALE IDENTIFIED


Populating his earliest work, animals and toys in Galán’s art further serve his advocacy for gender fluidity. His sisters, Sofia and Elizabeth (Lissi) especially, as well as women close to him, such as his cousin Velia (Golondrina) Davila Romo, model Luisa Peña, and Mara Sepúlveda, appear in his artwork, their facial features merging with the artist’s own. Often disguised as “the other” in his painting and posed photographs, the artist varyingly presents as male, female, animal, Chinese, African, child, and adolescent as he constantly transforms himself in gender, ethnicity, and age.


As Sims points out, the artist exhibits a “strong identification with the female in his work,” who is at times “clearly the physical as well as psychic twin of the artist.”75 Exceptional in Mexican contemporary painting is Galán’s tender treatment of the theme of pregnancy and miscarriage. The paintings Siempre te buscaré (Lissi) (I will always look for you [Lissi]) of 1982, where the imprint of a small child with the cloven hooves of a sheep can be discerned under the figure’s expansive dress, and the anguished Homenaje a mi hermosísima Lissi (Homage to my most beautiful Lissi) both mourn the loss of a child; after a successful first pregnancy in 1977 giving birth to her son Carlos, Galán’s oldest sister Lissi tragically lost a child prior to 1977 during the first term of her pregnancy, and in December of 1981, she lost a second child, María, at thirty-four weeks, nearly full term (fig. 17). For this reason, and in their honor, comments Lissi, there are two coffins in Homenaje a mi hermosísima Lissi.76 A delicate preparatory sketch for Siempre te buscaré (Lissi) held in the JGFA offers a window into Galán’s artistic process where slight changes to his initial concept when executed on the canvas, such as the fullness of the dress suggesting pregnancy, the outstretched arms and closed eyes intimating loss, the erasure of a separate covering for the child creating a unified whole, and the addition of the unexpected cloven hooves ultimately produce a painting of great poignancy. Details apparent only when viewing the physical painting include numerous miniature saws that Galán affixed to the canvas and a miniscule text that runs across the entire base of the painting extracted from Albert el Grande’s El libro supremo de todos los magias of 1951.77


Acknowledging the uncertainty of pregnancy is Niña embarazada con recuerdos y bomba (Pregnant girl with keepsakes and bomb) of 1985, while Felisidades (Si te reconoces, dimelo) (Felisidades [If you recognize yourself, tell me]) of 1983, purposefully misspelled, celebrates Lissi’s successful pregnancy with her youngest son, Felipe. The self-portrait Niño embarazado (Pregnant boy) of 1985 explores what a growing pregnancy might look like on his own body. Standing full-length in profile, carrying a baby bottle in one hand and a bound object in the other, his belly protruding, text states, “Inside of me you no longer exist nor existed” and in smaller text “That all of your my desires be fulfilled. That where your my head rests, that what is being created inside may be born well, born well, born well.” The artist captured his preliminary ideas for the above paintings in his sketchbook, including a drawing of a stork with bundle at Galán’s full belly (fig. 18). There is nothing heteronormative or commonplace about Galán portraying himself as a young pregnant boy. Moreover, for Monterrey’s homosexual subculture of the 1980s, those who had an AIDS diagnosis were said to quedaban embarazados (be pregnant).78
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Figure 17. Julio Galán, Siempre te buscaré (Lissi) (I will always look for you [Lissi], 1982, oil and mixed media on canvas, 47 ¼ × 37 in. (120 × 95 cm). Collección Gilberto Charpenel. Photograph by Camilo Garza y Garza. Published with permission from the Galán family.








Metaphorically, Galán related his painting process with pregnancy, pain, and giving birth, “[One is left with] a great emptiness and the desire to have another, to create another, to conceive another, of course, with much love,” he stated late in his short career.79 In 1993 he expressed to a reporter his intention to have a child outside of marriage, whom he could share his life with, whom he would allow to do whatever they wanted, “not as it happened with Julio, who was not allowed to be,” he stated referring to himself in third person.80


In addition to practicing gender fluidity, Galán enjoyed violating class strictures by combining high and low, the refined and the popular, in his play with fashion and in collecting and reinterpreting objects, whether acquired from a boutique, flea market, antique store, or mercado (Mexican market). His collections, which dialogued with his artwork, included Old Paris porcelain figurines and furniture, tortoise-shell boxes, three hundred dolls, teddy bears including the well-photographed Palermo, jewelry both costume and fine gems, a life-size movie standee of Anthony Hopkins as Dr. Hannibal Lecter, a taxidermied German shepherd named Rin-Tin-Tin (or Rin-Tin-Tiffany), and more. From his eclectic style and baroque surroundings, he built a symbolic visual world on canvas in which he considered and reshaped ideas and boundaries of masculinity and femininity. The parameters of sexuality as unattained desire in the form of the inaccessible, forbidden, painful, hidden, solitary, elusive, and repressed, Galán surveyed in his oeuvre.







DEFINING SEXUALITY (OR NOT)


Had Galán not died at the young age of forty-seven and were he living today, would he consider himself non-binary? Would he have found a way to use gender neutral/inclusive language in Spanish or adopted the pronouns they/them in English? Would he have identified as pansexual? When asked directly about his sexual identity, Galán at times claimed to be asexual, or “excessively sexual and sensual.”81 On another occasion, he stated defensively, “It does not matter to me whether they insinuate that I may be homosexual or not, or if people believe it; that perception or whether the artwork reflects it, is something that does not affect me at all. That only I can know and it is something quite personal. I don’t have to prove anything to anyone.”82 When asked by another interviewer if it bothered him when “critics make explicit references to your sexuality?,” his reply was equally vague: “No, because I know very well what is going on with me regarding that. So, then I prefer to leave it as is rather than clear it up, because it does not affect me.”83 In the same vein, to interviewer José Garza’s question “Are you homosexual?,” Galán replied, “I am sexual,” further describing himself as “perverse and provocative.”84 Photographer Ten Hoever offered his insight: “I felt a strong homosexuality in him, but for me it was only on my intuitive level. I saw him as a being who was above sexuality. It was not his point of departure as it could be for someone like Warhol…. [Julio] was a sensual person, always hiding within and you never really saw him. I felt his passion. He was like a wounded animal inside.”85
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Figure 18. Julio Galán, sketch for Niño embarazado (Pregnant boy), date unknown, pencil on paper. Photograph by the author. Published with permission from the Galán family.








Galán toyed with labels, not wanting to publicly define or own his sexuality. For example, privately he posed for photographer Juan Rodrigo Llaguno, the word “JOTO” (“fag”) boldly painted in black ink across his bare chest (fig. 19); nonetheless, he chose ambiguity over directness by omitting the “J” when he painted his monumental Siete climas (Seven climes), which used the photograph as its source (fig. 20). Galán here identifies with the popular classes rather than the elite, to which this pejorative term would have applied.86
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