
Rosa Marlíiiez: Yon are oiic of Spain's 

iiiost inlenialional artists at (his lime. Iii 

ihe last ihree years yon have participated 

in bieiinials iii Svdney and Korea, in 

Manifesla 1 in Rotterdani., in SITE Santa 

Fe, in Istanbul and Johannesburg. And 

with Kasper Konig's seleclion of yoiir 

work for Münster, yon were tlie only 

Spanisli artist to particípate in the niajor 

Germán events of 1997. How has voiir 

participation in these iiiternational events 

enlarged yonr visión of the eontemporarv 

art scene? How has it infhíenced vour 

work? 

Eulaha Validosera: Based on my 

participation in international exhibitions, 

I have the impression of something hke 

having arrived on time. Of saying 

something in the nioment it should be 

said. Because, basically, these are 

generational exhibitions. I have also fek 

that 1 shared a iiew way of working, one 

that is not so closely linked lo (he 

production of objects as lo the production 

of meaning, assuming a certain degree of 

nomadism and a certain precariousness in 

the work's constitntion, ahhongh this afso 

stems from the fact that a great deal of 

the work of my generation tends toward 

tlie ephenieral. We are talkiiig abont 

projects more than abont works. For 

example, my stndio is an empty 

storefront. My work only exists while it is 

being exhibited. The biennials are large 

"circus parades ' where the works 

"occnr ' rather than "remain". This 

teniporarv natnre , this constant coming 

and going between different places, is of 

conrse an infhíence on mv work. 

I ihirik llial Ibr tlie fií'sl time artists 

are conlribnting a visión ihat is crilical 

- but most of all creative - with regard to 

tile mass media and (he colleclive 

imagination born of that media. This 

might also lead to the dednction that we 

are rediicing dislances. I ani fascinated 

by how easy il is for peo])le coming l'roni 

different backgronnds to coincide on the 

same subjects. 

Also, niv work is freed from the 

wcight witli which the Spanish context 

circtimscribes it; for example, the lack of 

an np-to-date evalnation of tlie feminine 

condition, or for example, my 

independent way of working. 

R.M.: Do vou think that working with 

specific commissions stimulates an artist 's 

creativity? 

E.V.: In my case ves, ihey have helped 

me grow tremendoiisiv. I ani interested in 

inchidiiig the meaning of a site within the 

content of the work. It fonns part of the 

philosophy of installations, which onlv 

rarely can be carried out. 

A while back I devised, for my own 

use, a metaphor: the inusenm as lios|iital, 

as a place that preserves the work of art 

from other potentially polluting visual 

elements which the spectator should leave 

behind. Bul this ideal of cleanhness and 

neutrality is false, since the place is still 

jiist another sel of snri'onndings in wiiicli 

certain objects niight be perceived as 

ar t i s t ieor as aiilhentic. Oljjects where 

power is de|)en(lem on the white 

surroundings of the miiseum walls. or of 

the gallerv. This metaphor engendered in 

me a chtical stance in lerms of which 

media woiild be chosen for m\- work. and 

how ihev wonid lie manipulaled for the 

spectator. I thought abont Bdnddgps and 

abont Packageti, botli of wliich were 

created for specific places. The last one 

took place in a cliurch, and in fact I think 

thal the piece was talking abont worship. 

It was as if the |)lace itself acqthred 

consciousness once the works liad been 

installed. In Münster, there was ihe 

additional factor ihal the artists 

themselves cliose the site in the citv. I 

chose a cominercial space in order to 

sitúate mvself on the border between 

public space and prívate space. The 

building was completelv new, built after 

the war, and faced another building from 

before the war. I waiited to talk abont the 

emptiness that separaleil tlieiii. Münster 

was a full experience for me; the issue 

was not onlv creating the work's 

structure but also its infrastructure. 

R.M.: Yon have achieved vour 

international status working on vour own. 

What do yon see as I he advantages and 

disadvantages of being a sharp-shooter? 

E.V.; I have noted how the mere presence 

of a work in sonie exhibiiions has been 

enough to l'ind people interested in 

oífering me ne\\- and more interesting 

possibilities. This has only happened to 

me outside Spain. It has pleased me to 

know that il is possible lo find 

0|)|)ortiiiiities withont the personal 
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i i i l i ' ivci i l ioi i di' llic a i l i ^ l . (!]• o í a 

r ( ' | ) r ( ' s cn l a l l \ c . oi' ol ar i \ ol l icf |Hil¡lical o r 

co in í i i c i c i a l ¡nlcr'c^l. I he kcs w o í d Ls 

i i i ld r i i i a l ion . l o a l \ \ a \ , s h e i c a d v lo o l íc i ' 

O l ' cxc l i a i iuc ¡iiíoi ' iruilioii. f i l is expcr i t ' i i ce 

l ias ii iailc m e iiiilil lor ihc p i ( ' \ a i l i i i í í 

s i l i ia l ioi i ¡n iii\ owii COMIIHX. w l i c i c 

i i i l on i i a l io i i is kcp l s c c i c l . 

Iii o r i l c r lo | i a r l ¡ c ¡ | i a l c iii inosi 

i i i l c rua l io i i a l exl i i l i i l ion^ oiic lias lo 

slriifigle i i i c f s san iK lor llic iToiioi i i i i ' 

s i ip | io r l ol p i ih l ic o i í ía i i i s i i i s . |-"or iiii-. lilis 

l ias incai i l aii i ' i ior inoi is lofíislical c l lo r l 

llial lias l i a rdK sccii co i i ipc i i sa l io i i iii 

l i ' i i i is o í rccoií i i i l ioii lor iii\ wi i rk . . \ o r 

h a s il all( ' \ ia l i 'd aii u i i l i c a r a h l c r i ' ono i i i i c 

vo id . Ar l i s i s a r e l a r Iroiii l i r i i iu 

co i i s i dc r cd p r o d u c é i s o í c u l l u r c . O u r 

süciclN is oiic iha l d c i i i a n d s a n d a c c c p l s 

i m m c d i a l c (•coiioiiiic co i i ipc i i sa t iü i i , b u l 

lili' í i a u r c o í llic a r l i s i s ce ins lo b e 

a i i c l io red lo a ro i i i au l i c p a s l . 

I SCI' llic c o u l c n i p o i a r \ a r l i s i a s jiisl 

a u o l l i c r lililí o í p rod i i c l i o i i . I wi iu ld 

v c i i l u r c lo s a \ d i a l llic \ \ a \ a u a r l i s i 

w o r k s is i n s e p a r a b l e í roiu llie l \ p c ol 

a r l i s l i c p r o p o s a l s beiiijí l u a d e . I l o w c v p r , 

lile a p p r o a c l i o í iiiosl o í lile Icadii i í ; 

<;alleries ouK p a i l i a l K c o v c r s llie p o s l -

p r o d u c l i o u s l a g c . I a l w a v s i i iake llie 

e o n i p a r i s o i i o í i h c d ¡ \ i s io i i o í roles in 

s l a g e o r íiliii p r o d u i i i o n s . w l i e rc llie 

creuliNC e l e ineu l i i ideed í une l i o i i s witl i 

logis l iea! s u p p o r l . W l iere i h e a r l i s i is 

l i in i led lo lile role o í e r e a l i n g i i iea i l iug 

a n d all llie o l l i e r l u sks a r e l u i n p e d 

t o n e d i e r a n d d e l e g a t e d to a stal'f l.hat 

k i i ows liow lo l i and l e llieiii . P e r l i a p s lilis 

is i no re like wlial is l u i d e r s l o o d bv 

d i s t r ib i i l io i i iu lile lililí o r iniisie i n d u s l r v . 

In iiiv r a s e , eael í p i cce re( | i i i ies ilie 

e r e a l i o u o í a spee i í i e i n í r a s l r i i e l u r e . I 

d e p e i i d oii leeliuoloif\ d i a l is oiilv 

a \ a i l a b l e lo m e in a l i in i led l as l i ion . 

l e i l u u e i a u s a n d all k i i ids o í reso i i rees . In 

inv ex | )e r ie i iee . lile p r o d i i e l i o n i i iNoKed in 

ariv w o r k - l uana f í e ine i i l , p r o m o l i o i i -

a l w a v s e x c e e d s wlial w a s a i i l i e i p a l e d a n d 

b u r l e s i h e in i l ia l e n e r g v . fíut wl io is a b l e 

lo l a k e lilis oii? 

R.M.: Mv l a se i i i a l ion will i v o u r w o r k ¡s 

b a s e d on llie íael l l ial íor m e - a s I ih i i ik 

lor yon as well - ¡I is e i i r a l i v c . Il l ie lps 

iíive íor in lo ilie p l i a n l o i n s d i a l i n h á b i l 

o u r u n e o n s c i o u s , a n d il p r o v o k s s 

i h o i i g h l s 011 liow oi ir í ec l ings s h a p e o u r 

r e l a l i o i i s h i p lo ilie w o i i d . A l lhoug l i il h a s 

b e e n sa id i h a l v o u r w o r k is prival(> a n d 

exeess ive ly s i ih je i - | i \ e . I ih i i ik d i a l il is 

a l so p r o l o u u d l v | )ol i l ¡eal i n s o l a r a s il 

l ie lps ( | i ieslioii l l ie í u n d a i i i e i i l a l p i l l a r s o n 

wliicli llie i i u t r i a r c h a l soe ie lv is b a s e d . 

\i)uv a n a l v s i s o í í a n h K r e l a l i o n s h i p s . l l ie 

role o í lile m a l e r n a l f igure , llie 

r e l a l i ous l i i p s o í d e | ) e r i d e n e e a n d 

a b a n d o i i m e n l llial love a n d a í l c e l i o n 

c r é a l e a r e a l so a m e t a p h o r íor llie i n e l h o d 

o í c o n s t r i i c l i o n o í llie social iileal i h a l 

l o r ce s wonie i i ( a n d niei i) lo a c c e p l 

c e r t a i n ro les . 

K.\ .: In g e n e r a l , in iii\ wiirk I c r é a t e 

s i l i i a l i ons d ia l ar i ' d i r e c l e d al íirsi l o w a r d 

d i e | ) l i \ s i ca l p a r í o í IIKÍ s p e c t a t o r . Fl ien, 

c r o s s i n g ihro i ig l i wliat we iiiighl cali llie 

p e r c ( ' p l i \ a l e q i i i p m c u l , c o n t a d is m a d e 

wit l i tile e n i o l i o n a l po t e i i t i a l . A n d 

e m o t i o n s a r e t l ie d o o r t h a l o p e a s o i i to t h e 
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unconsi-ioiis. Pcrliap.H it is ¡ii ibis (X)iilext 

- i.c. llie iiiicünscious, c o n t a d wilh which 

can be (raiiiiialir or, as voii said, 

reslorative - ibat geiider roles oí' 

masculiiie and reitiiniíie are situated. The 

defiíiing characteristic o f the unconscious 

is anibignitv. Tliiis the i'eininine and tlie 

masciiline can be seon as infernal, 

opposile i'orces dial; are in everythiiig 

hinnan. Or lo die contrarv diey can be 

seen (as liap])ens too easilv when 

discussing these ternis) as personal roles 

l'aslened onto nien and women ihroiigli 

tlie weiglil ol' tlie social legacv of the 

Palriarchal tradilion. In analyzing my 

work 1 lliink ihal il helps to sitúate both 

roles in keeping wilh ihe l'ii'sl ol' these 

perspectives lliat 1 have mentioned, 

althoLigli it does nol lack an element of 

social critique. Although i l'ind I he word 

critique to be inipoyerishing; in iact, 1 

tliink that what 1 do is an attenipt at 

recovering a positivo visión ol i'oles tliat 

are socially feniinine but whicli l'eininisni 

has tried to bury. And it is not easv, since 

the work is subjecl to the projections 

iniposed on it by the spectator and that 

even today continué being overly mimetic 

toward the prevailing social valúes. 

Bul I would like to attack the 

problein í'roin an angle that we shoiild 

not overlook: the formal element. On the 

formal lexcl. niv work is based on the 

utilization of pre-existing objects. I do not 

manipúlate them, ñor do 1 manufacture 

theni artificiallv; instead, all my resources 

are available to the spectator, although 

perhaps only in appearance. Objects, 

light projections and two-dimensional 

shadows are the dismembered parts of a 

whole that the spectator niust reconstruct 

by vainly weaving a story in I he air, 

making use of subjectivity. The objects 

OH d¡s[)lay are notliing more llum cines lo 

Eulalia \ alldíiscra. llie dining rooiii: figure afilie niollier, 1994-.5. Luminous installaliüii (lateral 
vicw-e.\(crior). C.AAM, La.s Paliiias ilc Gran Canaria. Courtesv Melga de Alvear. 

which spectators relate however they 

|jlease. Via fragmentation and the 

dispersión of disorder. 1 li'\ lo lili the 

symbolic void that people cm'rently sul'ler 

and dial in particular affects women, wlio 

lack an u|>dated social model of their OWTI. 

rhis fragmentation can also be seen as a 

metaphor l'or the alomization of the 

l'aniilv. or of the dis|3lacement of migra-

tions...because I ulilize ordinary domestic 

objects. objects iised in everyday lile. 

1 also think that the desire to display 

openlv the Irick which traditionallv and 

convenlionally artists have c;oncealed is a 

desire to unmask the highly rated valué 

of arlil'ice. of the teclmical ability behind 

which much art has taken refuge. 1 nhght 

even venture to cali it masculine. This 

leads me to place my work in the reaJm 

of what is considered beforehand as 

prívate and intimate, and to work with 

ephemeral pieces. 

R.iVl.; Jorge Luis Marzo wisely defined 

yom- work as "pornographic" because, on 

a formal level, yon let us see eyerylhing: 

the ghost and the object that créales it. 

the lighting, the interl'erence and the 

shadow that is created. Your reflections 

on sickness also toiich upon the issue of 

how we are l'orced, socially, to live wilh 

our bodies. How the ideal of health is 

constructed. This is anotiier í'orin of 

political and publicity-generated 

pressure. ll forces us to believe in a 

healthy body that eludes death, when in 

fact sickness is a fundamental part of life. 

Ideologically, the forms in which we 

understand our body as house, prison, 

punishment or soiirce of knowledge are 

producís of the prevailing ideology, and 

this is why it seems to me that an 

exploralion of the personal is a 

profoundly political act. Do you agree 

with this? 

E.V.: Of course, although lo |i]ace 

sickness on the personal plañe is to 

succumb yet again to the taboo that 

siuTotinds the reality of "falling" - take 

note of the metaphor - sick. Our culture 

does nol ]5rovide us with the tools for 
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lakiiiií ics|)(>iisil)ilil\' OVO]' oiir own bodies, 

becaii.sc Weslcru medicine deals with llie 

hoA\ a.s il' i( were a inechanisni separated 

ii'oin lile psvclie; \ve lack the language í'or 

uiiií'viiig lile processes tlial affect: both, 

and as a resiiil \ve Ujiíi ihc processes of 

sickness into somel.hiiiíi coniniuiiicabjc 

and acceptable. For example, in mv 

inlernai disconrse I set onl lo i'elate each 

rooin o! a lujuse lo ihe parís oi' the bodv 

willi wliich ihev are primarilv involved. 

The resuh was Aparciicid.s. Over tlic 

vcars, wilh ihis lioiise-bodv binoniial 

relalionship 1 crealed a series of 

l'Liilalia \ alldoscra. The (¡iiiiiig rooiii: figure oj llic niollivr. I994-.5. Liiiiiiiioiis installalion (view of 
tlic ÍMSi(le). (w\í\.\l. Las Pahnas de (íran (ianaiia. CouilesN I lelpí de AKcaí'. 

inslallalions where I discoverefl llic i'olc 

of ihc psychokjgical shadow in oni' causal 

relalionship lo the world. .'\nd I was only 

able lo approach connnon an'hetvpes 

insolar as far as I explored uiy own 

sliadows. There was no other way for me 

to do it. Don't you ihink thal when 

discussing the subject one has to begin 

with oneself? When I decided lo work 

with my own bodv I did so in order to 

slrip mvself of anv olher material ihat 

niighl bring with it excessivc cultural 

iniplicalions. 1 used niv body as the ordy 

loo! possible, and 1 carried otn an 

exercise in self-obscrvalion in order to 

iVee mvself of the gaze that the Other 

wields over oneself. What you cali 

oppression. Perhaps because as a woman 

I lacked an iniage of my own that was 

free of prejudices. And this statement 

bcars political connotations. 

I dealt with sickness insofar as it 

constitntes a social laboo; so do filth, 

disorder, vice, passivity and sex. In the 

90 's i chose lo work with all kinds of 

residue that 1 defiried as the "noises" that 

interrupt reason's discoin-se. (¡igarette 

but ls , bread crnmbs, wrinklcs in a sheet, 

shadows, doraestic objecls, the body itself 

iu ils mulily: those weak materials let me 

speak of the passivily implicil in chance, 

and in our culture passivity is considered 

something negative. 

Bv means of photography I imposed 

order and meaning onlo what was 

coincidental, wondering if what we cali 

chance is nothing more than our 

ignorance of coincidence. It was in this 

sense that I questioned our inheriled 

ignorance of the svmptomalic processes 

dial are manifesled in the body, and I 

spoke of building bridges that might 

nnite bodies and niinds which have been 

separated by our Western Iraditions. 



R.M.: Sccii MI |)cis|iecliv('. \()ur woi'k has 

evolvcd willi grcul colipreiice. or iil llic 

verv loasl il can he saiil (i /¡oxlf/io/i llial 

¡t seeiiis lo posscss aii iiilcnial lopic. llial 

il naces Hiles llial lake (iii ineaning wlicii 

seen iii relrosperl. l'roni llie drawlngs 

willi iiik slaiiis 11) lile iiislallalioiis iii 

wliicli vdii (Irew voiir owii hodv on ihe 

riooi' willi eigarelle liiills, laler 

progressiiig oiilo iiislallatioiis iii space 

and peiri)riiiaiii'es. Voii llave now arrived 

al a poiiil wheic voii use (juolidiaii 

ohjecls in inslallalioiis aiid liglil is 

(•(inverled ¡nio a iiiediiiiii and a inelaplior 

ol llie darkness llial lilis iis. I low do \'oii 

ronibine roniial ¡ii\csligalioiis and llie 

use ol iiew leclinologies willi llie 

exploralion ol e.xislenlial i|neslioiis snelí 

as siekness, plianloms ol llie uiiconscious 

and .linigiun archetvpes? 

E.V.: (Raines a re luiKlanienlal lor me. I i\ 

and ni in\ case lliex liaxc aii nnplicil 

sense ol liuinor. The gaiiie. and llie 

transgressive alli lude ¡I lirings willi il. 

lets me discover percepüve material llial 1 

later pul al llie (iisposilion of in\ 

intenlioíis. w liicli are considered al 

length. iiiil heíore plaxing I liave lo 

clioose iiiv malerials. \\ lien iising light, 

I llave iililized loiils llial are (|inle 

dilTercnl liiil a l \ \ a \ s a\ailalile on llie 

niarkel. I liaxc nol lieen seduced hv the 

formal searcli in lernis ol liow liglil is 

])ro(inced. ¡iisl as I liase nol lieen 

inleresled in maiiiifacliiring eolors in 

order lo paiiil a c a m a s , i lowever. I ain 

interesled in liglil-prodncing arlilacis as 

objecls wliicli iiiler\(Mie as |)arl ol llie 

iinage. I place projeiiors in llie same 

calegorv as ohjecls in a hollle. IJecaiise 

llie inciirsion of (echnolog\ in oiir daily 

lih' has bcconie soiiuilhng alniosl 

naliiral. 

At the same lime, I am interesled in 

anv kiiid oí projeclor - sliiie |)rojectors, 

nini |)rojcctors, video projectors. They 

speak ol' Uie iniage as soinelhing lliat is 

|)rojeefed froni a specil'ic point (í'rom our 

inleriors. I wDiild venture lo say) and that 

depends on certain dimensions and that 

has a specil'ic diiratioii. Whcn I project aii 

iniage 1 keep in miiid flie spectator's 

spalial sil.uat.ioii. tlie time iieeded to 

ap|jreheiid and lake in the entire 

o( the art worid in Spain'r' Wliat are the 

stnictural del'iciencies llial l'ail to lielp 

Spanish artists particípate in 

international circuits? 

E.V.: In formal terms, I have aiwaxs fek 

the lack ol a gaze more atteiitive to our 

own visual tradition, iu order to avoid 

our iiuitation of Anglo-Saxoii issiies. But 

to explain this lo voii woiild involve, for 

examplo, an aiialvsis of why our 

lüiialin Valklosera. 77íc/«//. Onl ¡if l/u- Jryiiiíí; J)ÍIII iiiln lite fiív. !')')(). Kimsiluil líolleidaiii 
(MauiiVslíi I). Courtesy Hciga de .4l\ear. 

site...Some of iny pieces depend so mucli 

on spalial condilions that they iiiight 

alniosl he calied environiiiental works. hi 

the sense lliat thev incorpórate space iiito 

the projected iniage, or the .spectators 

iiito tlieir shadows. The time the 

spoctator ¡nvesls in niv work is (íxtremely 

ini|)ortant for me: I want to sulimerge ihe 

speclators in a lime more like llieir bodies 

I han like llieir lieads. I wanl lliem to 

inlervene withont noticing. 

R.M.: I low do volt evalúate the sitiialion 

historical negatioii of our Islamic roots 

has persisled so loug. Or wliv art has 

beeii de|)oliticized so qiiickK h)r the sake 

of jumping on board Uie ecoiiomic train 

led by ('cutral Kurope. 

Our democracy is slill yonng, and Uie 

ctihural |)otential is still too hcavily 

directed by politics and localed iu loo l'ew 

centers. Tliis lack of clear iiiformalioii 

aboiil liow fiinds are speiit. i'\)r arlists 

and cultural adininistrators to he able to 

work. wliat are iieeded are resonrces that 

miglit pro\ ide ¡ndi\idiial iiiiliali\i's widí 

http://sil.uat.ioii
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Eulaliii Valldosera. Exhibilioii view. Rooiii. 1998. Galería Melga de Alveai. Madiiil. 
Cüurtesy Helsa de Alvear. 

direct and independeiit supporl . Tin; 

voiiiifí artists - we voiing artists - havc 

very lew opportiinilies lo produce íor, or 

jiist lo experiment witli., tlie public before 

entering the prolessional i'ealin. 

R.M.: How have officiai institutions 

contributed to vour career? What 

assistance have you received froni the 

Culture Ministry, the Foreign Ministry 

and (he Ceneralital? 

E.V.: hi order to be able lo particípate iu 

soiiie intenialioual cxhibilions I have 

oCten requested assistance l'rom the 

Foreign Ministry - and also from the 

Cukure Ministry and from the 

Generahtat . Only the niinislries -

especially the Foreign Ministry - have 

supported sorne oí' these initiativos. But to 

produce exhibitions does nol signiíy 

producing work. [n order to produce 

work what is needed are grants, such as 

was gi'anlcd lo me bv ihe Generalilal MI 

order to make a video (al'ler I liad 

siiliiiuUed a scripl). I lowever. the 

subsiíhes llial were kev iii allowing me lo 

begin (wheii 1 liad nolhiiig lo m\ credit 

except niv academic work) and to 

piodiicc llic iiiajoiiu oí 'mv work have 

come Irom ihe goveriim(>nI oí Holland, 

where ] wenl lo lesl ni\' liick. In í'act, I 

liad lo lea\(' ni\' owii coimlrv in order lo 

begin iii\ career. . \nd I slill depend oii 

grants lo develop mv woi'k. Iu 1 0')0 I will 

move lo Berliii with a granl a\\ arded b\ 

llie DA.4D. 'Filis is one oí ihe luosl 

pi'esligious graiils interiialionalK . and 

one oí the besl eiiíkiwcd, but vel again I 

will have to leave mv own coiiiilr\ aiid 

iiiy l)eloved ihings. Tíiere are verv lew 

lliiiigs oí this son in Spaiii. I have 

received grauls íroiii Banesto and írom 

the Generalil lor studies abroad. The 

problein is ihat once tliev have been 

awarded, il can take u|) lo Iwo vears 

before the inoiiey arr i \es . w hich is nol 

very eííeclive íor aii artisl who ¡s just 

slarling oiil. 
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