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VALENCIA

Prenent com a eix argumental la capacitat de lart
contemporani de generar pensament, Uartista Julia Galdn (Castells,
1963) ens invita a reflexionar a partir d’'una proposta artistica, la
instal-lacié Acha, la intensitat de la qual en el seu plantejament,
amb un missatge clar i manifest, atrapa Uatencié de qui la contempla
des del primer moment.

El que en aparenga es presenta a Uespectador com un
innocu repertori fotografic i audiovisual entorn de les possibilitats
de Uart floral, en el fons deixa traslluir les conseqiigéncies que un
equivocat Gs de la tradici6 pot deparar sobre centenars de milers de
sers humans, i més especificament, dones.

Acha apareix aixi com un nom genéric, com un simbol de
tants i tants milers de dones que, en certes regions d’un planeta que
creiem avangat, son el rostre de la marginacié i la injusticia, si bé
no deixen de significar al mateix temps una cosa del tot decisiva: la
seua voluntat de fer front a Uinfortuni.

Per tot aix0d és de celebrar que La Sala la Gallera aculla esta
espectacular alhora que inquisitiva instal-lacig, que apel-la, també
des de Uampli repertori formal de qué es nodrix Uart contemporani,
a continuar aspirant a un mén més just, noble i solidari.

Només per donar curs a expressions tan valentes i
oportunes en els continguts, i al mateix temps tan estéticament
sorprenents en la forma, com la firmada per Julia Galan, val la
pena Uesforg emprat per la Generalitat en la promocid i impuls
d’este immillorable espai expositiu que per a la ciutat de Valéncia
representa i és La Gallera.

Alberto Fabra Part
President de la Generalitat

En estos Gltims anys La Gallera s’ha erigit en un dels espais
expositius més dinamics de la ciutat i en una important plataforma
de promocié i debat de noves tendéencies artistiques i de mostres
d’art d’avantguarda no sols a Valéncia, sind també en el marc més
ampli de Uart contemporani espanyol.

En este context, se situa Uoriginal instal-lacid Acha, de
lUartista i fotdgrafa castellonenca Julia Galdn, la preséncia de
la qual a La Gallera es troba avalada per una amplia trajectdria
expositiva tant a Espanya com a Uestranger. Este reconeixement
professional li ha permés afrontar arriscats projectes dins de
Tambit de Uexperimentacid artistica, com els seus videos i les
seues impactants fotografies murals en qué planteja una reflexid
sobre temes relacionats amb la feminitat, des de la maternitat fins
a la violencia contra les dones.

En este nou projecte expositiu que es presenta ara en La
Gallera, Julia Galan torna a recérrer a la conjuncid dels llenguatges
delvideoila fotografia per a destacar i relacionar entre si gliestions
tan actuals com la mutilaci6 i la castracid femenina en certs paisos
del Tercer Mén i la cultura de la violéncia que es detecta en certs
rols masculins en la societat contemporania, perd sempre des d’una
perspectiva que apel-la més al simbol i al suggeriment que a la
denudncia explicita.

Sens dubte, esta original instal-lacié de video i fotografia
confirma que Julia Galan és una de les artistes valencianes més
arriscades i imaginatives dins del panorama actual dels nous
llenguatges artistics.

Lola Johnson
Consellera de Turisme, Cultura i Esport

JULIA GALAN I ELS GALLS DEL CORRAL

M.T.Beguiristain

L’home que treballa. La vida ocupada.

L’home que pensa. La vida de Uartista.

L’home que no fa res. La vida elegant.

“L’home-instrument és una espécie de zero social, i el seu nombre
més gran possible no constituira mai una suma, a menys que vinga
precedit per algunes xifres”.!

Un tret caracteristic d’esta autora és la seua consciéncia
social, tremenda consciéncia social. Consciéncia que transmet a
les seues obres, de vegades, una gran carrega de dramatisme i
compromfs.

No és Uobra d’'una seguidora de modes com pot paréixer als
que lamenten tant de “feminisme” en la societat. Fs cert que és una
artista feminista, ho és en les seues obres, en la manera de representar
les seues imatges, en les seues preocupacions, en la seua manera de
viure, ho és de la manera com es pot ser de manera natural, sent dona
i naixent a una Espanya prenyada de masclisme, violencia contra tot el
que és debil o, més ben dit, suposadament debil, mantinguda debil per
la gran repressig, una Espanya silenciada i violentament silenciosa,
de respiracié curta i mirada cap a Uinterior, espantada, dolguda, grisa
i semi-morta. Nascuda en este profund ndvol de miséria intel-lectual
i moral no Ui és possible no ser feminista, perd ho és per la seua
preocupacig, per la seua implicacié social, per eixa consciéncia moral
que fa de les dones adalils de dificils moments histdrics. Nascuda en
una generacié que ja diu, ja n’hi ha prou!, que ja no pot suportar més la
por induida, la por a Ualtre, la por de passar dels limits establits, la
por aliena presa com a propia. Por de qué? Por a la por que els altres
tenen de nosaltres, el gran bucle de la dominaci6 social.

La infancia és el caldo de cultiu de la nostra activitat durant
la resta de les nostres vides i en el caldo en el qual es va despertar
la consciéncia de Julia Galan estava ja latent en Uambient, i escrit en
els Wibres que fluien des de les editorials, eixe feminisme basic que

1.- 1830, Honoré de Balzac, Tratado de la vida elegante,
El Pantedn Portéatil de Impedimenta. 2011.
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acapara les ments de eixa dona amb suficient sentit comd com per a
pensar en un poc més que en la perrugueria, el maquillatge, els vestits,
les sabatilles del marit, Uabric dels xiquets 1 el qué diran les veines.
Este és, crec jo, el feminisme de les obres que ens presenta Julia Galan,
ja que tot art feminista és social. Les seues obres sdn feministes
perqué sén, sobretot, art social. Per aixd les seues preocupacions sén
obsessives, com ho sén les maldats de la societat, la propia societat,
la seua manera de comunicar, d’expressar, d’actuar. “Que tot canvie
perqué res canvie” diu el Gatopardo i no es pot resumir millor el
caracter d’alld que és obsessiu.

Es aixf com sorgixen tres grans temes en Uobra de Julia, que a
més, tenen sentit en el seu desenrotllament cronologic. La identitat, la
incomunicacig, la manipulacié del cos i del jo, 1 la ruptura i violencia
que supasen.

No cal ni dir-ho que per a arribar a agd hi ha tantejos
anteriors amb obres que no considera prou madures com per aintroduir-
les en este cataleg perd que, ben mirades, s6n els titubejos formals
necessaris per a Uéxit d’un llenguatge propi, d’un modus operandi
personal i significatiu. Hi ha molt de dubte, molt de pensament, molta
concentracié abans d’aconseguir una auténtica expressid, i aixa, com
tot artista, Julia ho sap molt bé, per aixd les seues obres s6n molt
clares per a Uespectador que a penes ha de fer una altra cosa que
mirar-les per a veure de veritat, encara que si no les mira amb un
minim d’atencid, mai sabra alla que no diuen perd que fan sorgir en la
ment de Uobservador.

Eixa és la grandesa, o almenys, una de les grandeses de Uart
social, de Uart feminista, el solatge que deixa en el pensament de
Uespectador alld que només ha mirat. Un acte que, segons pareix, no
té importancia, com ho és mirar un ohjecte, si este s una auténtica
expressid aconseguida, una obra d’art, un objecte carregat de significat,
unitari i concfs, una forma significant, Navors, i només llavors, Uacte
es convertix en una cosa molt més transcendent, perqué no acaba
amb el tancar dels ulls, encara que abaixem les parpelles, la imatge
romandra en nosaltres per a fer-nos reflexionar sobre alld que ens ha
dit Uobjecte, no a la societat siné a nosaltres com a individus en este
moment precis de la nostra vida.

Canvia el moment, canvia el significat de Uobra, perd roman
el seu significat perqué alld que denuncia continua existint com un
alifac de la societat que no pareix canviar mai. Per aixd les seues obres
pareixen obsessives encara que mai reiteratives.



Potser per a entendre el que acT ens presenta siga interessant
fer una succinta revisid dels seus anteriors projectes, la qual cosa no
significa que tots els seus projectes, ijo diria més, cada una de les seues
peces fotografiques, no siguen en si mateixes totalment independents
pel que fa al seu significat. Sicada instal-lacié o performance conté un
Unic significat, eixe mateix significat esta en cada una de les imatges
que componen eixe tot, de manera que en cada una de les seues parts
esta el tot. I es pot veure una certa progressio en la totalitat de la seua
obra que ens permet navegar per ella en qualsevol direccid, perqué
hi ha una certa concatenacig, un ritme, una harmonia total que les
unix convertint-les en la imatge de Uautora. Les seues obres sén ella
tant com son elles mateixes. Mirant-les la veiem a ella, coneixent-la
veiem les seues obres. S6n obres, per tant, carregades d’una enorme
sinceritat, sinceritat en el que diu, en com ho diu, i sobretot, des d’on
ho diu. Traslluen la seua biografia, la ubiquen en un temps historic
determinat.

No en va la seua primera indagacié es dirigix al problema de
la identitat. Nascuda, com hem dit, en un moment en el qual ser dona
era quasi no ser, perqué era ser per a altres, sense identitat propia,
oberta a la transformacié de Uhome, pare i marit, que Uemmotlara al
seu gust i per al seu Us 1 plaer, la seua busca d’identitat és el primer
simptoma de rebel-lia davant d’alld que se Ui ha donat. Les coses seran
aixi, perd jo les vull d’una altra manera, i qui és eixe jo, qui sdc jo,
dona, per a canviar alguna cosa. El jo com a construccid social del qual
el jo intern diferix és el primer germen de Uinconformisme quan aflora
a la superficie de la consciéncia. Es en eixe moment, i este primer
treball, quan s’inicia Uobsessionant tematica de la por, Uangoixa, la
incomunicaci6, la soledat i també la consciéncia que a vegades, tot
aix0, ens ho imposa la mateixa societat com a propi, perd és sentiment
alié acriticament assumit com s’assumix el model de bellesa, de
bondat i de dolgor que ha de representar una dona per a ser-ho, tan
bé i abundantment propagada per la publicitat d’una societat que ens
vol submises i sense cervell, facils de dominar, xiques que no donen
problemes. “Maquines Responsables” que funcionen com deuen i quan
deuen 1, també, amb qui deuen. Maguines que denuncien la cosificacié
de la dona i la manipulaci6 del seu cos per a aconseguir una bellesa
artificial, construida moltes vegades amb dolor i patiment darrere
d’un suposat canon universal.

Esta necessitat de canvis per a aconseguir una imatge
correcta és la responsable d’eixe angoixds dubte femeni sobre la seua
identitat. La lluita entre el que s6c 1 el que he de ser, el que s’espera
que siga, el que els altres desitgen que jo siga. Per qué? Perqué Uhome

vol una dona que camine com el vinclament d’un bambd, i se 1i embenen
els peus perqué no cresquen, aconseguint aixi eixe vinclament gracil
que no és una altra cosa que una greu falta d’equilibri fisic i una
manera molt drastica de retindre la dona tancada en sa casa. I mutis,
perqué ja ho diu un proverbi japonés “xarrada de dones, xarrada de
mones”. Occident que fixa en el cos altres punts erdtics, s’obsessiona
sobretot amb el rostre que Julia cobrix amb teles, amb plomes -perque
qui la mire puga deixar volar la imaginaci6, mirant qui sempre estara
al seu costat- mentres camina envoltada en una xarxa de vol lleuger.
El vent que engrunsa el bambd, la imatge de la dona desitjada enfront
de la seua afirmacié rotunda que la dona perfecta existix i el temps Ui
donara la ra6.

Tot este significat es completa amb eixa gabia d’or en la qual
descansa un pardal estatic. La casa on la dona se sent tancada encara
que els seus barrots siguen molt daurats. Tot traspua publicitat, des de
la frase ‘la dona perfecta existix’ que pren d’ella, fins a Uabstraccid
que resulta el maniqui velat. Tot és el resultat de la cosificacio del ser
i el consegient dubte identitari.

Amb Freud, Beckett, Nietzsche i Borges a lesquena, Julia
treballa des de la idea que tota identitat és una construccid social,
idea que la porta a considerar apropiats els anuncis publicitaris que,
segons ella, canvien la moda i fragmentaran Uhome, la qual cosa ens
fa acceptar que som un i molts al mateix temps. Contradiccié que ens
conduix a la por de no ser. Perd potser el que ens ocorre no s que
siguem diversos, siné que no volem ser el que som.

“ELjo es construix sempre amb relacid a Ualtre i mai Gnic sind
maltiple” afirma, i en la seua busca didentitat acudix a la metamorfosi
iales mascares que ens permeten jugar a ser altres. Reflex de la crisi
existencial contemporania: soledat, angaixa, incomunicacié i crueltat.
EL primer desplegament del seu repertori emocional.

En 1997 crea un video amb imatges reals d’una operacié per a
extirpar un tumor en la bufeta d’'una dona. “... els seus fluids fan que
es moga dins d’ella com si féra un organisme amb vida propia”, ens diu.
Com no pensar en la capacitat de la dona de crear una vida dins d’ella,
aliena a ella mateixa, com un estrany, un element que la societat ens
fa veure com un fet grat i edulcorat per la propaganda “familiar” de
Uesséncia de la dona, perd que no és sind un altre atac a la mateixa
identitat de la dona que es diluix i desapareix en Uexisténcia de Ualtre,
del fill que a poc a poc et suplanta. Un significat reforgat per dos
imatges del mateix any, “Respirar, engolir” i “Llengua de foc” on es

veu una dona vomitant, parint, objectes aliens a estos actes. Cabells,
tubs de plastic eixint de boques desmesurades que pertanyen a rostres
amb gestos de dolor. EL mateix dolor que mostren les seues mordasses
silenciadores. Dona com a naturalesa i silenci.

Estem, ja, parlant de la seua seglent serie de treballs,
“Padshima”, on insistix en la multiplicitat del jo, la moda, els canvis
i les tecnologies del jo. “Una mascara mai és només una mascara, ens
convertix en el que pretenem ser”. Esta pega, que és de finals dels
noranta, acusa Uambient de frivolitat d’'una societat que de sobte es
creu fora de perill dels mals del passat, una societat prospera que
es comporta a la manera dels nous rics frivolitzant les maneres, les
idees i els ideals, una societat carnavalesca, mutant, transvestida de
cap de setmana, una societat composta per individus que es creen alter
egos en la xarxa i es visten amb auténtiques mascares modernes. Una
manera d’escapar-se d’'un mateix i crear un altre jo que aconseguix
eixe éxit social que és simbol d’exit individual, personal. Una societat
gue 6s un gran engany que ningd desitja desvelar. La mascara com a
identitat. Perd les mascares de Julia no s’allunyen d’eixe feminisme
que renega de la consideracié social de la dona i la constant relacio
d’esta amb la naturalesa, per aixd les mascares que amaguen el rostre
complet de la dona representada sn elements naturals, organics, cols,
corfes de melg, polps, tallades de pernil, naturalesa quotidiana en la
cuina de casa, el lloc de la dona, no ho oblidem, que no només tapen
Tauténtic rostre de la dona siné que a més Uemmordassen impedint-li
veure i parlar. La dona frivaolitzada no només no té criteri siné tampoc
sentits, perqué es veu obligada a veure i dir alld que és pertinent, alld
que és paoliticament correcte per al seu estatus de dona.

Una mirada Tleugera ens fara disfrutar del contrast estétic i
formal que componen les imatges, una mirada atenta ens fara preguntar-
nos qui és la que esta darrere de la mascara, perqué indubtablement
no és la mascara. La incomunicacié de la dona és acT total i la seua
imatge esta reforgada amb el so d’'un text obsessiu i il-logic, sense
significat semantic perd clarament expressiu de la por de la liure
expressi6 i la conseqiient incomunicacid. La soledat del silenci imposat
0 autodefensiu.

Noésnoméslapublicitatilasocietattradicionallaresponsable
d’esta atmosfera frivola i opressiva que denuncien les seues obres. Act
esta “Fune”, una série dimatges d’identitats fragmentaries sotmeses
a mutacions i metamorfosi. Estes no sén imatges de ciéncia-ficcid, sén
imatges de sers possibles gracies a la ciéncia. La biologia, Uenginyeria
ilamedicina, les ciencies, tan acriticament considerades com serioses,
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possibiliten hui en dia estes transformacions. Gracies a elles podem
jugar al jo no-jo, a crear-nos a nosaltres mateixaos i donar-nos la forma
biologica que desitgem. Potser no estem ja habituats a veure cables
per al cor, titani per als ossos, cultiu o estirament de pell, empelts,
clonacid, protesi de fils d’or per a algar les galtes, nassos arromangats
en rostres inadequats, pits turgents a Ualtura de les axil-les. Agd si és,
realment, la fragmentacid i multiplicitat del jo. I és la frivolitzacié d’un
mateix, i de Ualtre, quan es convertix en el regal d’un pare o mare a la
xiqueta que acaba d’aprovar el batxillerat. Perd és, també, Uacceptacid
de Uexisténcia humana com a alguna cosa un poc més complexa que
la simple equacié home-dona. Identitats fragmentaries sotmeses a
mutacions i metamorfosi. Canvis que corregixen les deficiéncies de
la naturalesa quan esta ens ha proporcionat un cos que no correspon
amb la nostra ment. La possibilitat per a Uhuma no només de crear un
altre ser sind de crear-se a si mateix en eixe intent d’aconseguir el ser
absolut, potser perfecte, i certament, de dificil classificacié genérica.
La ciencia seriosa i la ciencia frivolitzada en una mateixa imatge.

“Fune” en Taudio és una dona composta per diversos drgans
humans comprats a través dinternet, una dona que se suicida quan ja
no pot transformar-se més, un clon hibrid entre huma i animal, una
siamesa parasitada per una germana que ha de morir per a la seua
supervivéencia, una dona, en definitiva, transformada, fragmentada fins
a Uextenuacié. El jo fragmentat i mdltiple d’'una dona, sempre la mateixa
i diverses histdries simultanies. Potser no és eixa la manera en que
es parla de ‘la dona’ com si totes foren una, idéntica a s mateixa? El
grotesc d’estes imatges pot sorprendre Uespectador inadvertit perd
“L’artista és sempre gran. Posseix una elegancia i una vida propies,
perqué tot en ell reflexa la seua intel-ligéncia i la seua gloria. Hi ha
tants artistes com a vides caracteritzades per idees noves. Per a ells,
la fashion ha de ser una cosa sense forga: eixos sers indomables ho
modelen tot a la seua manera. Si s’apoderen d’una figura grotesca, és
per a transfigurar-1a”, Balzac dixit?”.

D’esta visid generalitzada de 1a dona, coml a moltes societats,
sorgix el seu “Qué tal estas?” Una serie de fotografies sobre el
maltractament a les daones, tan generalitzat en totes les societats, que
no pretenen mostrar el maltractament en si, ja que es veu clarament
la transformacid de la model gracies al maquillatge. No és, per tant,
un reportatge de la realitat, ja que la ficcié esta patent en les imatges,
reforgades, com sempre, pel so dels laments d’una dona maltractada. No
ens mostra, ens demostra la realitat i les seues conseqiiencies en les
monyiques ferides de la mateixa dona. Es potser la peca més denunciadora

2.~ Op. Cit. P. 25



de la nostra passivitat davant d’una realitat cruel i molt més comd del
que ens agradaria creure. La ferida no esta només en la superficie del
rostre, cal mirar els ulls de la model per a tindre consciéncia de la
nostra implicaci6, o no, en la subsisténcia d’esta xacra social. Qui no ha
sentit cap vegada la frase ‘per a fer-te respectar, quan arribes a casa
pega a la teua dona, si tu no saps per que, segur que ella si ho sabra’
contada com un acudit, ha, ha, ha! Actituds irresponsables que tots
practiguem alguna vegada, perqué els segles d’opressid consentida a
la dona, quan no fomentada, pesen molt sobre les nostres consciéncies,
el nostre Ulenguatge, el nostre refranyer i els nostres acudits. Es el
costat fosc d’una humanitat que es considera civilitzada i superior al
regne animal. Una civilitzacié que indufix, moltes vegades, als animals
a ser tan cruels com nosaltres, ensinistrant-los per a la baralla a
mort. Les prohibicions no sén suficients per a canviar les consciencies,
és necessaria la consciéncia del fet, Ueducacid individual i eixa és la
funcid d’esta obra i de moltes obres d’art social que es despleguen pel
mon de Uart. Enfrontar Uespectador, a través dimatges prenyades de
bellesa, amb una realitat no desitjada per a induir la reflexi6.

Eros 1 Tanatos. L'origen d’esta violencia és sempre sexual, i
és una violéncia que genera por, que al seu torn genera repressio, que
al seu torn torna a generar por. La por quotidiana que es trivialitza
per a fugir d’esta. La por a Ualtre que és la dona per a Uhome, por
de la diferéncia que esta en Uorigen d’altres violéncies com el
racisme, Uhomofdbia i la misoginia. Fem ficcid de la realitat per a
fer-la suportable, per aixd dissociem les imatges del so. Per a fer-les
suportables, per a fer possible la percepcié de la seua bellesa. Perque
1a bellesa, no ho oblidem, no és només alld que és grat visualment. No
estem en el Renaixement i Uart, fa temps que ens mostra el clarobscur
de la vida quotidiana.

Eixe cercle que acabe de mencionar esta també present en les
obres de Julia Galan que sén com una espiral tematica que ens rodeja
i envolta en una espécie de cavallets vital. EL seu projecte del 2008
6s una nova tornada distinta cap al mateix. Esta vegada recolzada en
un film de Tsai Ming-Liang, EL Sabor de la Sandia, construix una nova
narracid que ens remet, una altra vegada, al paper social tradicional de
la dona, la frustracid, la passivitat i Uorde patriarcal col-lectivament
assumit com Ulnic possible. L'ambit privat i quotidia de la dona esta
replet d’eixos sentiments que la conduixen a Uangoixa i a la pérdua
didentitat com ser individual. La dona és sobretot una femella, un
ser genéric marcat per la sang quotidiana que la porta a pertanyer a
un genere més que a ser individual, esta en Ro clarament assenyalat
amb el roig melé d’alger partit i posicionat en el seu sexe o sencer

i amagat davall el seu quimono. La consideracié de la dona com a
simple portadora de sers humans, amagada darrere de la seua funcié
reproductora, Ulnica que interessa a la societat patriarcal sempre
preocupada per la certesa que este que naix és el meu fill. Un dubte
que només pot cabre-1i a Uhome perqué la dona sempre sabra de qui
és mare. Una vegada més la passivitat i la soledat estan reflectides en
la mirada de la model, que no és dificil de desxifrar. EL seu rostre és
innocent, la seua mirada esta abstreta, aliena al seu entorn perqué, en
realitat, no Ui pertany. Perd les seues dones mai sén només, o totalment
passives, el seu caracter de dona compromesa no Ui permet limitar-se
a mostrar el que existix, sempre apareix la insubmissig, el caracter
indomable de la dona conscient de si mateixa, eixe caracter que fa
que la societat patriarcal insistisca en la seua dominaci6 i repressig,
perque igual que mai estan segurs que eixe siga, realment, el seu fill,
tampoc podran estar mai segurs de tindre-les dominades, passives i
totalment submises.

Tornem a Ualien intern, el video ens mostra Uassassinat del
meld d’alger com a metafora de la Wibertat final d’eixa dona que pot no
consentir donar fills a Uhome o pot menjar-se’ls com Saturn als seus
fills. Perd la societat patriarcal entén millor un Saturn masculi que un
femend. Uestigma social de ser mala mare si no s’anul-la ella mateixa
per la crianca del nou ser, s una motxilla molt pesada i invisible,
perque no és bo traure-la a la llum. Perd existir, ja ho crec que existix,
com una nova mordassa que asfixia, angoixa i silencia la dona i la
induix a Uexplosio sentimental trencant a martellades el meld d’alger.
Hi ha molt de Freud en tot agd, molt de Nietzsche, i de Platé diria jo,
amb el seu ideal d’home 1, també, molt de Borges en la seua capacitat
narrativa. Perqué el que ens presenta sempre, no és una fotografia, o
una serie fotografica, és una historia, una narraci6 literaria en imatges
i so. I sobretot, és una construccié plena de metafora i metaforica tota
ella de la nostra propia vida. Potser no ens hem sentit, tots, alguna
vegada, atrapats vitalment en una espiral els cercles de la qual es
repetixen perd mai estan en el mateix lloc?

Per aixd Balzac ens diu, “L’artista és sempre gran... ell
és sempre Uexpressié d’'un gran pensament i com a tal domina la

societat”.

NO HI HA PROU FLORS

Rosa Olivares

La idea que la realitat es construix en un continu reflex de
similituds i simbologies que travessen la vida dels hdmens i la seua
relacié amb la naturalesa, s una cosa que roman en el treball de Julia
Galdn des de practicament Uinici de la seua carrera com a artista.
La preséncia simbalica d’'un espill en qué ens reflectim i que eixa
imatge reflectida és part essencial d’alldo que considerem realitat,
conviuen amb una aproximacié permanent al mdn de la psicologia,
quasi hauriem de dir a una filosofia psicologica, que va explicant eixa
relacié a vegades violenta i a vegades autocomplaent que mantenim
amb el nostre entorn.

Sén tres els aspectes essencials en Uobra de Julia Galdn,
tant en “Acha” com en treballs anteriors. D’una banda, la relacié amb
una tradicié pictdrica que pren les flors, les plantes i les fruites de
qualsevol tipus, una part de la naturalesa més proxima a Uindividu,
com a metafora de problemes i situacions de 1a vida, individual i social,
dels humans. Esta igada, d’'una forma metaforica, a Uds de la idea de
bodeg6 1 naturalesa morta; si en estos és el temps el que passa com una
metafora de la vida que s’esmuny, en les obres de hui, en el treball de
Galan, és Uls i Uabls de poder d’una part de la societat sobre Ualtra
part, d’'uns costums i tradicions culturals i socials que imposen a la
dona un paper de victima, una situacié de dolor i d’humiliacié.

En segon lloc, la metodologia simbdlica, no sols en les formes
sind en un tractament oniric de la narracid, sempre desplegada a
través d’analogies 1, a voltes, de plantejaments que ens acosten al mén
de Uinconscient i del subconscient. EL tercer aspecte que es repetix
sistematicament és que tot succeix en un mén de dones. Es una societat
de dones o, millor dit, s una societat vista i reflectida a través de la
mirada, dels sentiments i dels somnis (i malsons) de les dones.

Seria excessivament simplista parlar d’'una mirada feminista.
No es tracta de reivindicacions ni de manifestos. Es tracta simplement,
una vegada més, del fet que Uart reflectix una societat en qué es
construix la identitat dels artistes, i on les persones ens desenrotllem
i ens expressem. EL treball de Julia Galan aprofundix en una situacid
real i present en totes les cultures i en tots els temps, ens parla

de la violéncia com un element permanentment present en la vida de
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les dones. No importa que siga una vigléncia relacionada amb Uamor
i el sexe, una violencia individual, o una violéncia sistematica, una
violéncia social, alld que importa sén les vivéncies que eixa violéncia i
el coneixement de la seua existéncia deixen en la vida i en la consciéncia
de les dones. En obres anteriors, Galan ha reflectit Uempremta d’eixa
vigléncia en les marques que deixa en els cossos de les dones; d’altres
vegades, simplement Uevoca com un ndvol que flota en Uambient, com
un mal presagi, com un karma que ens acompanya a totes.

La importancia de la dona en este treball té un aspecte
que va un pas més enlla de la que ha tingut en treballs anteriors, ja
que la trasllada directament a la seua relacid amb les mutilacions
sexuals que milions de dones patixen en tot el mén. Si en treballs
anteriors Galan feia referéncia a la violéncia de génere, 0 a la idea de
la maternitat com una espécie de lligam social, una forma de subjugar
i dominar la dona en una societat en qué la maternitat i la familia sén
valars que definixen idees masculines sobre el poder i la dominaci6,
amagades darrere d’aspectes molt més demagogics i directament
Wigats amb Uesglésia i amb la politica socioecongmica, en “Acha”
aborda directament 1a idea de la castracid, no sols social sing fisica.

La dona ha sigut sempre la part essencial de qualsevol grup
huma. En totes les civilitzacions i cultures, en qualsevol religid i
independentment del color, de 1a raca, o de la ideologia d’una societat,
és la presencia de la dona la que definix i determina la seua forga i el
seu valor. No es tracta només que la dona siga Uorigen de la vida, la
que porta al mén hdmens i daones, la gran maquina de la vida, siné que
6s també la dona la que cuida dels xiquets, dels vells, la que atén les
coses simples i quotidianes, 1a que exercix d’alquimista en la cuina, la
que déna menjar al grup i, en moltes cultures, la que cuida del camp i
de les collites. En d’altres més evolucionades, Uensenyanga i la salut
és domini preferent de les dones. Fs a dir, les dones s’ocupen de la
vida, del naixement, del menjar, de Uaprenentatge, de la salut i del pas
per la vida en tots els seus estadis. Som un motor econdmic de primera
magnitud, sobretot tenint en compte que en un percentatge quasi
del 100% realitzem tot este treball sense percebre cap remuneracic
econdmica, en una gran part del mdn en situacions de precarietat 1,
a més, sempre estigmatitzades pel nostre sexe, castigades pel que
tenim de diferéncia i de superioritat. I sempre sota una amenaga fisica
permanent, amenaca que moltes vegades té una data fixa per a fer-se
realitat.

Dona, violencia, naturalesa son els aspectes centrals, perd
el seu tractament es carrega de subtileses i simbologies al llarg de



les seues diferents series, en les quals inevitablement trobem estos
elements sempre matisats i perfilats amb una amplia gamma de
matisos. La por dins dels espais domeéstics, la violéncia exercida per
aquell que més prop esta i davant de qui més débils som, la invisibilitat
de la dona, eixa necessitat d’ocultar-nos, de convertint-nos de victimes
en culpables. La série “Les mascares”, de 1997, plantejava este aspecte
de la relacié entre la realitat i la ficci6, esta necessitat d’ocultar-se,
d’'una manera brutal i al mateix temps poética. Les cares de les dones
estaven ocultes darrere d’unes mascares fetes de fulles d’hortalisses,
de verdures, (xicoria, col, etc.), d’elements no sols d’eixa naturalesa
qguotidiana de qué parlava més amunt, sind també pertanyents a
eixe espai doméstic, més encara, al mdn de Ualimentacié que tan
caracteristic és, en Uaspecte de la nutricié perd no en el de Uofici, de
la dona. Mascares, de verdures domeéstiques o de bellesa, sempre és el
mateix: la dona que amaga el seu rostre real darrere de convencions
socials imposades pel poder i a les quals ella se sotmet per les lleis
de la tradicid, de la cultura, de la religig, de la societat.

La violencia, com es mostrava en “Ro”, 2008, d’una forma
subtil i al mateix temps simbdlica. Utilitzant com a punt de partida
la pel-licula El sabor de la sandfa, de Tsai Ming Lian, Julia Galan ens
parlava de la soledat i del silenci que envolta les dones en un nucli
com és la familia, basada en la idea de la maternitat, perd subratllant
els aspectes de la violéncia i la transformacié que suposa Uembaras 1
el part, i de com la idea benefactora de la familia pot suposar també
una castracié i una limitacié social de la dona, convertint-se en una
violencia social i privada dificil de denunciar i de la qual és molt
dificil abstraure’s.

La utilitzacié del meld d’Alger com a metafora i simbol de
TUembaras i del part, del sexe sagnant i unflat de la dona, i de la ruptura
violenta amb les tradicions i els lligams socials que es formalitza en
la destruccid del fruit, que a més es pot menjar, és clau en Uobra de
Galan. De la mateixa manera que ho és en este treball, “Acha”, en qué la
simbologia del sexe de la dona i les flors és la forma en qué Uartista
visualitza, d’'una manera no tan traumatica com poética i simbdlica,
la castraci6 i les mutilacions de qué som victimes. Esta formalitzacio
és molt més evocadora que narrativa, i la utilitzacié de les flors, amb
els seus evidents drgans reproductius, és una analogia alhora evident
i molt rica visualment, a més de llargament utilitzada en la historia
de Uart i també, per cert, en la literatura —especialment en la poesia.
Les flors que es mostren, sempre relacionades amb el cos de la dona
(que es veu en imatges grans d’'un cos de dona nu en qué el sexe esta,
de forma alterna, unes vegades difuminat i d’altres clarament visible),

estan sent tallades, castrades, amb ferramentes de jardineria, estan
sent podades, castrades, en una equivaléncia clara amb el que els
succeix a tantes dones encara hui en dia.

Plantes, flors, fruites, hortalisses... la bellesa i la vida;
nutricié i sexualitat. I en el centre, la dona com un cos que és també
un simbol de poder, un element a dominar, una forga econdmica que
cal tindre subjecta. Com els centenars de dones assassinades a Méxic,
les maquiladores (xiques jévens que treballen en les fabrigues, en les
cadenes de produccié i envasament), dones treballadores, assassinats
gue tenen una clara vinculacié amb el sexe i al mateix temps amb
el mén del treball en la seua anella més andnima i essencial. Com
un ritual interminable que s’executa en els cossos de les dones, la
finalitat del qual és el domini i Ualienacid, i que obra en un mén en
qué la dona es troba en un territori de soledat, silenci i anul-lacié
de la seua propia identitat com a persona, i esdevé només un cas,
una propietat, una ferramenta al servici del plaer, de Ueconomia i de
la procreaci6. Novament, sempre, bellesa i vida. Perd també dolor i
mort. Un mon de dones, amb equivaléncies i paral-lelismes directament

visibles en el mén natural, de la terra i dels seus fruits.
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Taking as the main axis of her argument the capacity of
contemporary art to generate thought, the artist Julia Galdn (Castellé
de la Plana, 1963) invites us to reflect taking an artistic proposal as
a starting point. The installation Acha, whose intensity lies in the
way it is proposed and its clear and manifest message, captures the
attention of the onlooker from the very first moment.

What is apparently presented to the viewer as a harmless
photographic and audiovisual repertoire on the possibilities of
floral art reveals in the background the consequences that an
erroneous use of tradition can have on hundreds and thousands of
human beings and, particularly, on women.

Acha thus appears as a generic name, a symbal of so many
thousands of women who, in some regions of a planet we consider
to be evolved, are the face of marginalization and injustice, yet
still stand out for something really decisive: their will to face up
to their misfortune.

This is why the La Gallera Gallery should be commended for
holding this spectacular and questioning installation, one which
also prompts us, using the countless forms that contemporary art
feeds on, to continue to aspire to a nobler world of justice and
solidarity.

The great effort the Generalitat has made to promote and
publicize this magnificent exhibition space that La Gallera provides
for Valencia has been well worth it, even if only to showcase
expressions like that signed by Julia Galan, an exhibit that is so
brave and timely in terms of content, and so aesthetically surprising
in form.

Alberto Fabra Part
President of the Generalitat Valenciana

These last few years La Gallera has become one of the most
dynamic exhibition spaces in the city and an important platform
for the promotion and discussion of new artistic trends and avant-
garde art exhibits, not only in Valencia, but also within the wider
framework of contemporary Spanish art.

It is within this context that we find the original
installation Acha by Castellé artist and photographer Julia Galan,
whose presence in La Gallera is preceded by a large number of
exhibitions, both in Spain and abroad. This professional recognition
has allowed her to take on daring projects within the field of
artistic experimentation, such as her videos and striking mural
photographs which provide food for thought on subjects relating to
female nature, from motherhood to violence against women.

In this new exhibition project now presented at La Gallera,
Julia Galan once again resorts to the combination of the languages
of video and photography to highlight and interconnect matters as
relevant as female mutilation and castration in some Third World
countries, or the culture of violence detected in certain male roles
in contemporary society, but always viewed from a perspective
which appeals more to symbols and suggestion than to explicit
condemnation.

This original video and photography exhibition confirms,
without a doubt, that Julia Galan is one of the most daring and
imaginative Valencian artists within the current panorama of new

artistic languages.

Lola Johnson
Regional Minister for Tourism, Culture and Sport

JULIA GALAN AND THE COCKS IN THE
FARMYARD

M.T.Beguiristain

The man who works. A busy life.

The man who thinks. The life of the artist.
The man who does nothing. A life of elegance.

‘The man-instrument is a sort of social zero, and no matter how
many of them there are, they will never form a sum unless preceded
by some numerals.’.}

One of the characteristic features of Julia Galan is her social
consciousness, an tincredible social consciousness which at times
transmits great dramatic value and commitment to her works.

This is not the work of a follower of fashion as it might seem
to those who complain about so much ‘feminism’ in society. It is true
that she is a feminist artist in her wark, in the way she represents
her images, in her preoccupations, in her way of life. She is a feminist
in the way which can only come naturally to a woman barn in a spain
impregnated by machismo, by violence towards what is weak, or rather,
supposedly weak, kept weak through great repression, a silenced and
violently silent spain, panting and inward-looking, sacred, hurt, grey
and half-dead. Born under this dense cloud of intellectual and moral
misery she cannot but be a feminist, although she is one because of her
preoccupation, her social involvement, the moral consciousness which
makes women champions in difficult times throughout history. Born in
a generation which says ‘enough!’, which can no longer endure induced
fear, fear of the other, fear of overstepping the established limits,
the other’s fear taken as one’s own. Fear of what? Fear of the fear that
others have of us, the great loop of social domination.

Childhoaod 1is a breeding ground for our actions for the rest of
our lives and the breeding ground in which Julia Galdn’s consciousness
awoke was the basic feminism already latent in the atmaosphere.
Written up in the floods of books from publishing companies, it took
root in the minds of any women with enough common sense to think of
anything other than hairdressing, make up, dresses, husband’s slippers,

1.- Honoré de Balzac, Treatise on Elegant Living, trans.
Napoleon Jeffries (Cambridge, MA: Wakefield Press, 2010).
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children’s coats and local gossip. In my opinion, this is the feminism
of the work Julia Galan brings us, and given that all feminist art is
social, her work is feminist because, first and foremost, it is social
art. That is why her preoccupations are obsessive, just like the evils
of society, society itself, the way in which we communicate, express,
act. ‘If we want things to stay as they are, things will have to change’,
we read in The Leopard, and there is no better summary of the nature
of obsession.

This is how three major themes appear in Julia’s work,
and these are also of great significance in terms of chronological
development: identity, lack of communication, and handling of the body
and the ego, with all the breakage and violence these represent.

It goes without saying that to reach this point earlier attempts
are to be found in works not considered mature enough to be included
in this catalogue, waorks which upon close examination are the formal
hesitations necessary for achieving a language of her own, a personal
and significant modus operandi. A lot of doubt, a lot of thought, and a
lot of concentration go into achieving true expression. Like any artist
Julia knows this very well, and that is why her works are so clear to the
spectator who barely needs to do anything other than glance at them
to truly see them. However, if they are not looked at with a minimum of
attention, the spectator will never know what they are not saying but
are prompting in the mind of the observer.

This 1is the best asset, or at least one of the best assets, of
social art, of feminist art, the dregs left in the spectator’s mind by
what he or she has only looked at, a seemingly insignificant action
like looking at an ohject, if it is a truly complex expression, a work of
art, an object full of meaning, a concise unit, a significant form. Then
and only then does the action become something much more important
because it does not end when our eyes are closed. Even if we shut our
eyes, the image will stay with us and make us think about what the
object has told us - not us as a society, but us as individuals at this
precise point in our lives.

The moment and the meaning of the work change, but its
significance remains because what it denounces continues to exist as
a scourge on a society that never seems to change. That is why her work
seems obsessive, though never repetitive.

Perhaps to understand what we have here it would be
interesting to briefly review her previous projects. This does not mean



that all her projects and, I would go as far as to say, each of her
photographs are not in themselves completely independent in terms
of their meaning. If each installation or performance has a single
meaning, that same meaning is to be found in each of the images that
form the whole, and that whale is found in each of its parts. A specific
progression in the ensemble of her works is observed and it allows us
to navigate in any direction, as there is a certain linkage, rhythm, a
total harmony that unites them transforming them into the image of
the author. Her works are as much her as they are themselves. Her work
is thus loaded with great sincerity, sincerity in what she says, how
she says 1it, and above all, in the perspective from which it is said. Her
biography shines through, placing her in a specific period.

Not for nothing is her first investigation aimed at the problem
of identity. As we have said, she was born at a time when being a woman
was Llittle more than not being, since it meant being for others, without
an identity of her own, open to transformation by man, father, and
hushand, to shape her to their liking and for their use and pleasure,
and her search for identity is the first symptom of rebellion against
the situation. Things will be like this but I want them to be different,
and who is that me, who am I, a woman, to change anything. The me as
a social construct from which the inner me differs is the early seed of
this non-conformity when it rises to the surface of consciousness. This
is the point, and this the first piece of work, that marks the start of this
obsessive theme of fear, anguish, lack of communication, loneliness,
and also the awareness that at times society imposes all this on us as
our own. This, however, is an alien feeling assumed without question
in the same way as the model of beauty, generosity and sweetness
that a woman must represent to be recognized as such, a model so
often widespread by the publicity of a society which wishes us to be
submissive and brainless, easy to control, girls that are no trouble at
all. Responsible Machines which operate how and when they should, and
also with whom they should. Machines denouncing the objectification
of women and the manipulation of their bodies to achieve artificial
beauty, often based on pain and suffering, in search of a supposedly
universal canon.

This need for change to achieve a correct image is to blame
for the anguished female doubts about identity. The struggle between
what I am and what I should be, what I am expected to be, what others
want me to be. Why? Because men want women who walk like swaying
bamboo, with feet bandaged so that they do not grow, thus achieving
that gracious sashaying that is nothing other than a serious lack of
physical balance, a very drastic way of keeping women shut up at home.

And sshhh, because just as the Japanese proverb says ‘women’s chatter,
monkeys’ chatter’. The west, which sets other erotic spots for the body,
is especially obsessed with the face Julia covers with fabric, with
feathers, so that whoever looks at it can let their imagination fly,
looking at someone whao will always stay beside them - while walking
enveloped in a lightly flowing net. The wind that shakes the bamboo, the
image of the desired woman confronted with the definitive statement
that the perfect woman does exist and that time will prove this to be
true.

AUl this meaning is completed with the gilded cage in which
a bird sits motionless. The house a woman feels trapped in, no matter
how gilded its bars. Everything oozes publicity, from the sentence
‘the perfect woman exists’, which is taken from it, to the abstraction
stemming from the veiled mannequin. All this is the result of the
ohjectification of the being and the subsequent identity crisis.

With Freud, Beckett, Nietzsche and Borges to back her, Julia
works from the idea that any identity is a social construct, an idea
which leads her to consider adverts appropriate since for her they
change fashion and fragment man, making us accept that we are one
and several at the same time. This contradiction leads to the fear of
not being. But perhaps our problem is not that we are several beings,
but rather that we want to be what we are.

‘The me is always constructed in relation to the other and is
never unigue, but multiple’ she states, and in her search for identity
she resorts to metamorphosis and the masks that allow us to play at
being others.

A reflection of the contemporary existential crisis: loneliness,
anguish, lack of communication, and cruelty - the first deplayment of
her emotional repertoire.

In 1997 she created a video with real images from an operation
to extract a tumour from a woman’s bladder. ‘... her fluids make it move
within her as if it were an organism with a life of its own’ she says.
We cannot but think of woman’s ability to create a life within her, one
independent from her, alien, an element that society makes us see as
a pleasant event, sweetened by the ‘family’ propaganda concerning the
essence of woman. This is nothing other than an attack of woman’s own
identity, which is diluted and disappears in the existence of the other,
of the child who gradually replaces you. A meaning reinforced by two
images from the same year, Respirar, tragar and Lengua de fuego, where

a woman is seen giving birth and vomiting alien objects; hair, plastic
tubes coming out from inordinately large mouths that belong to faces
with expressions of pain, the same pain shown by the silencing gags.
Woman as nature and silence.

Going on to her next series of works, Padshima, she insists
in the multiplicity of the ego, fashion, changes, and the technologies
of the ego. ‘A mask is never just a mask, it transforms us into what we
aim to be’. This piece from the late 1990s denounces the atmosphere of
frivolity of a society which suddenly thought itself safe from the evils
of the past, a prosperous society behaving with the manners of the
nouveau riche frivalizing the ways, ideas and ideals; a carnivalesque,
mutant, weekend travesty of a society, a society made up of individuals
who create alter egos on the net and dress up with real modern
masks. A way of escaping from oneself and creating an alter ego
that achieves the social success that symbolizes individual personal
achievement. A society which is a great deception that nobody wishes
to unmask. The mask as identity. But Julia’s masks are not far from
the feminism which rejects the social consideration of women and its
constant relationship with nature. This is why the masks that hide the
complete face of the woman represented are natural, organic elements,
cabbages, melon rind, octopi, slices of ham, daily nature at home 1in the
kitchen, remember that’s a woman’s place. These do not only cover the
woman’s true face but also silence her and prevent her from seeing.
The frivolous woman not only lacks criteria, but also senses, as she is
obliged to see and say whatever is appropriate, whatever is politically
correct for her female status.

A quick glance will allow us to enjoy the aesthetic and formal
contrast that the images compose; an attentive gaze will make us
wonder who the woman behind the mask is, because indubitably she
is not the mask. Here the lack of communication of the woman and
her image is total and reinforced with the sound of an obsessive and
illogical text, lacking in semantic meaning but clearly transmitting
the fear of free expression and the subsequent lack of communication.
The solitude of imposed or self-defensive silence.

Not only advertising and traditional society are responsible
for the frivolous and oppressive atmosphere denounced in her work.
Another example is Fune, a series of images of fragmentary identities
subjected to mutations and metamorphoses. These are not science
fiction images, but images of beings made possible by science. Biology,
engineering and medicine, sciences so uncritically considered serious,

now allow these transformations. Thanks to them we can play me-not
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me, create ourselves and give ourselves the biological shape we wish.
Are we not already used to seeing cables for hearts, titanium for bones,
skin culture or stretching, grafts, cloning, gold thread prostheses for
lifting cheeks, snub noses on inadequate faces, and pert breasts at
the level of the armpits. This is true fragmentation and multiplicity of
the ego. And it is the frivolization of oneself and of the other, when it
becomes the gift from a father or mather to a girl who has just passed
her baccalaureate. But it is also the acceptance of human existence
as something more complex than the simple man-woman equation.
Fragmentary identities subjected to mutations and metamorphaoses.
Changes which correct the deficiencies of nature when it has provided
us with a body that does not fit our mind. The possibility for a human
not only to create another being but also to create his- or herself in
an attempt to achieve the, perhaps perfect, complete being, truly hard
to classify generically. Serious science and frivolous science in the
very same image.

In the audio Fune is a woman composed of several human
organs bought on internet, a woman who commits suicide when she
can no longer transform herself, a hybrid clone between human and
animal, a parasitic Siamese twin joined to a woman who must die for
her survival. In short, a woman transformed, fragmented to the point
of exhaustion. The fragmented and multiple ego of a woman, always
the same with several simultaneous stories. Is this the way in which
‘women’ are spoken of, as if they were all one, identical to themselves?
The grotesque in these images may surprise the unsuspecting spectator
but ‘The artist is always great. He has an elegance and a life all his own,
because everything about him mirrors his intelligence and his glory’.?
And Balzac adds:‘There are as many artists as lives characterized by
new ideas. For them fashion should be powerless, for these indomitable
human beings model everything in their own way. If they take over a
grotesque figure it is to transform it’.2

From this generalized view of women, common to many
societies, her ;Qué tal estds? was born. This series of photographs
on violence towards women, so widespread in all societies, does not
aim to show the violence itself, as the transformation of the model
with makeup 1is clearly visible. Therefore, this is not a true story, as
fiction is patent in all the images, constantly backed by the sound of
the moans of a battered woman. It does not show us reality, but proves
it and its consequences in the wounded wrists of the woman herself.
This piece is perhaps the most critical of our passivity towards a cruel
reality, one much more common than what we would like to believe.

2.- Balzac. Op. Cit. P. 25
3.- Our translation



The wound s not only on the surface of the face, you also have to
look into the model's eyes to be aware of our involvement, or lack
thereof, in the survival of this social scourge. Everyone has heard the
sentence “if you want to be respected, beat your wife when you get
home, she’s sure to know what she did even if you don’t.” told as a joke,
hahaha! Irresponsible attitudes we are all guilty of at some stage, as
the centuries of oppression of women permitted, when not encouraged,
weigh heavily on our consciousness, our language, our sayings and
jokes. This is the dark side of a humanity considered civilized and
superior to the animal waorld, a civilization that often induces animals
to be as cruel as us, training them for fights to the death. Prohibitions
are not enough to change consciousness; we require awareness of
the fact, individual education. That is the purpose of these works and
many other examples of social art that are displayed in the art world.
Confranting the spectatar, through images impregnated in beauty, with
a non-desired reality to induce thought.

Eros and Thanatos. The origin of this violence is always
sexual and it is a type of violence that generates fear, which in turn
generates repression, which, also in turn, generates fear. The everyday
fear that is trivialized in order to escape from it. The fear of the other
which is that of the woman to the man, fear of the difference that is
in the origin of other types of violence such as racism, homophobia
and misogyny. We fictionalize reality to make it bearable, and this is
why we disassociate images from sound, to make them bearable, to
make it possible to perceive their beauty. Because we must not forget
that beauty is not only what is visually pleasant. We are not in the
Renaissance and art has been showing us the dark side of everyday life
for some time now.

This circle I have just mentioned is also present in the
warks of Julia Galan which are like a thematic spiral surrounding and
enveloping us in a sort of living merry-go-round. Her project for 2008
is a new approach to the same themes. This time she bases it on a film
by Tsai Ming-Liang, The Wayward Cloud, constructing a new narration
that takes us back once again to the traditional social role of women,
frustration, passivity and patriarchal order, collectively supposed to
be the only possible one. The private and everyday surroundings of the
waoman are full of the feelings that lead her to anguish and the loss
of identity as an individual being. Above all, the woman is a female,
a generic being marked by the daily blood that turns her into a being
from a genre rather than an individual entity, she is clearly pointed
out in RO with a split watermelon shoved between her thighs or a whole
one hidden under her kimono. Considering woman as a simple carrier

of human beings, hiding behind her reproductive function, the only
thing that interests a patriarchal society always worried about the
certainty that the one being born is my child. A doubt that only the man
can have since the woman will always know whose mother she is. Once
more passivity and laneliness are reflected in the gaze of a model, and
are not hard to decipher. Her face is innocent, her gaze is distracted,
foreign to her environment, because the truth is that it does not belong
to her. But her women are never only or completely passive, the artist’s
character as a committed woman does not allow her to limit herself
to showing what exists, disobedience always appears, the untameable
nature of the woman who is aware of herself, the quality which makes
patriarchal society insist on her domination and repression, because
just as they are never sure that this is truly their child, they will not
be able to be sure that women will remain dominated, passive and
completely submissive.

Getting back to the internal alien, the video shows us the
murder of the watermelon as a metaphor of the final freedom of the
woman who may not consent to providing children to the man or who, like
Saturn, can eat all her children. But patriarchal society understands
a male Saturn better than a female Saturn. The social stigma of being
a bad mather if she does not efface herself to rear a new being is a
very heavy and invisible load, but not easy to bring up in public. And
it exists, of course it exists, like a new gag that suffocates, anguishes
and silences the woman and leads her to a sentimental implosion that
batters the watermelon to pieces. There is a lot of Freud to this, a lot
of Nietzsche and I would say Plato, with his ideal of man, and also
a lot of Borges for his narrative capacity. Because what she always
presents us with is not a phaotograph, or a photographic series, but a
stary, a literary narration in images and sound. And above all, it is a
construction full of metaphors and, as a whole, a metaphor of our own
Llife. Have we not all felt trapped at some point in our lives in a spiral
with circles that repeat themselves but are never in the same place?

That is why Balzac tells us, ‘The artist is always great... he

is always the expression of great thought and, as such, he dominates
society’.*

4.- OQur translation

THERE ARE NOT ENOUGH FLOWERS

Rosa Olivares

The idea that reality is constructed on a continued reflection
of likeness and symbologies, which pass through the life of men
and their relationship with nature, is something that has remained
constant in the work of Julia Galan since practically the start of
her career as an artist. The symbolic presence of a mirror with our
reflection and the fact that this reflection is an essential part of what
we consider reality, coexists with a permanent approximation to the
world of psychology, we could almost say to a psychological philosophy,
which explains the relationship, sometimes violent, sometimes self-
complacent, which we maintain with our surroundings.

There are three key aspects in the work of Julia Galan, both
in Acha and in earlier work. On the one hand, the relationship with a
pictorial tradition that represents flowers, plants, and fruits of all
kinds, the part of nature closest to the individual, as a metaphor of
problems and situations in the individual and social lives of humans.
This is metaphorically linked to the use of the idea of a still life. There
time passes as a metaphor for the life that escapes us. In this present
work, in Galdn’s waork, the role of victim, a painful and humiliating
situation, is imposed on women through the use and abuse of power
and of some cultural and social customs and traditions by one part of
society.

In second place comes symbolic methodology, not only in the
shapes but in the oneiric treatment given to narration, which is always
developed through analogies and at times through approaches that
bring us closest to the world of the unconscious and the subconscious.
The third aspect repeated systematically is that everything happens in
a world of women. It is a women’s society, or more specifically, it is
a society seen and reflected through the gaze, feelings, dreams (and
nightmares) of women.

It would be excessively simplistic to speak of a feminist
gaze. This is not about demands or manifestos. Once again, it is simply
about the fact that art reflects the society in which the identity of
artists is constructed and in which we develop and express ourselves
as people. The work of Julia Galdn delves into a real situation found in
all cultures and all times, and speaks to us of violence as an element
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that is permanently present in the lives of women. It does not matter
whether it is a violence connected with love and sex, an individual
violence, or a systematic violence, a social violence, what matters are
the experiences that this violence and the knowledge of its existence
leave in the life and consciousness of women. In previous work Galan
reflected the imprint of this violence in the marks it leaves on the
bodies of women, while on other occasions she simply evokes it like a
cloud floating in the atmosphere, like a bad omen, like a karma that
accompanies all of us women.

The importance of woman 1in this work has an aspect that
goes beyond what has been seen in previous work, as she transfers
this directly to the relationship with the sexual mutilations suffered
by millions of women worldwide. If in previous work Galan made
references to violence against women, or ideas of maternity as a sort
of social tie, a way to subjugate and dominate women in a society
in which maternity and family are values that define male ideas on
power and domination, ideas which are hidden behind the much more
demagogic aspects that are directly linked with the church and socio-
economic policies, in Acha the idea of castration, not only social but
also physical, is tackled directly.

Woman has always been an essential part of any human group,
in all civilizations and cultures, in any religion, regardless of colour,
race or idealogy in a society, the presence of the woman is what defines
and determines its strength and value. This is not only about woman
being the origin of life, the one responsible for bringing men and
waomen 1into this world, the great machine of life, this is also about
woman being the one who takes care of children, the elderly, the small
everyday things, the one who acts as alchemist in the kitchen, the one
who feeds the group, and in many cultures, the one who takes care
of the field and crops. In other more evolved cultures, teaching and
health are the main fields occupied by women. That is to say, women
are in charge of life, giving birth, eating, learning, health, and every
stage of life. We are a first rate economic motor, taking into account
that almost 100% of our waork is carried out without receiving financial
compensation in exchange, in precarious situations in a large part of
the world, and also always stigmatized for our gender, punished for
being different or superior. And always under a permanent physical
threat, a threat that quite often has a pre-set date for occurrence.

Woman, violence, nature are the central aspects, but their
treatment is loaded with subtleties and symbologies throughout the
different series, in which these elements inevitably appear, always



nuanced and detailed with a wide range of nuances. Fear within
domestic spaces, the violence displayed by the person closest to us
and before whom we are weakest, the invisibility of woman, the need
to hide, transforming ourselves from victims to culprits. The 1997
series Las Mdscaras brutally but poetically proposed this aspect of
the relationship between reality and fiction, this need to hide. The
faces of women appeared hidden behind masks made of vegetable
leaves, vegetables (chicory, cabbage, etc.), natural everyday elements
mentioned above, but also belonging to domestic space, and even more
to the world of nutrition, nurturing assigned to the woman but not
a real job. Masks, either vegetable or beauty masks, it boils down
to the same thing: the woman hides her real face behind the social
conventions imposed by power and to which she 1is subjected by the
laws of tradition, culture, religion and society.

\liolence, as shown in RO, 2008, in a subtle and symbolic way.
Using Tsai Ming-Lian’s film The Wayward Cloud as a starting point, Julia
Galan tells us of the loneliness and silence surrounding women in a
nucleus such as the family, which is based on the idea of maternity,
and highlights the aspects of violence and transformation entailed by
pregnancy and the birth experience, and how the beneficial idea of the
family could also entail a castration and social limitation for women,
becoming a social and private violence that is hard to denounce and
extremely difficult to get away from.

The use of the watermelon is key in Galdn’s work as a metaphor
and symbol of pregnancy and the birth experience, of bleeding and
swollen female genitals. The violent break with traditions and with
social ties is formalized with the destruction of the fruit, which can
also be eaten. Just as it is in this work, Acha, in which the symbaolism of
women’s genitals and flowers is the way in which the artist visualizes
castration and the mutilations we are victims of, in a way not so much
traumatic as poetic and symbalic. This formalization is more evocative
than narrative, and the use of flowers, with obvious reproductive
organs, is an analogy that is both evident and very rich visually, in
addition to having been used for a long time in the history of art
and indeed also in literature, particularly poetry. The flowers shown,
always relating to the female body (which appears in large images of a
naked female body, alternating images of a woman’s genitals that are
at times blurred, and others clearly visible). They are being cut and
castrated with gardening tools, pruned and castrated, a clear parallel
with what is still happening to so many women nowadays.

Plants, flowers, fruit, vegetables... beauty and life; nutrition
and sexuality. And at the centre woman with a body which is also
a symbol of power, an element to be dominated, an economic force
that is to be kept down. Just like the hundreds of women murdered
in Mexico, the factory workers (young girls working in factories, in
manufacturing and packaging chains), hard-working women, murders
with a clear connection to sex, and in turn with the work world at its
most anonymous and essential level. Like an endless ritual carried
out on the bodies of women, designed to dominate and alienate, and
which operates in a world in which woman is in a territory of solitude,
silence and effacement of her own identity as a person, merely a
body, a property, a tool, at the service of the pleasure of economy
and procreation. Once again, always beauty and life. But also pain and
death. A world of women, with equivalences and parallels that are
directly visible in the world of nature, the land, and its produce.
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