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By employing various media and means of expression and constantly revising and re-evaluating 
his work, Txomin Badiola has generated an extremely personal body of work of great formal and 
conceptual complexity which, among other things, engages in critical reflection on the limitations 
and potentialities of artistic practice and addresses the inherent malaise of the contemporary sub-
ject. Convinced that form in art must necessarily be shaped in such a way as to contain its own 
transgression – and that every form is consequently a ‘bad form’ (one of the two notions, along with 
‘misinterpretation’, at the centre of his practice) –, Badiola places much more importance on defining 
a process in his work than on imagining a particular result and then trying to bring it into being. 

Since he began his Bastardos [Bastards] and E. L. el Ruso [E. L. the Russian] series in the mid- 
1980s – with the first versions of works that later metamorphosed into different forms in the course of 
his career – Badiola’s works have invariably been the result of a process based on very specific prem-
ises, a process that is not self-consuming but remains intentionally open, incomplete, as if waiting 
for healing that never takes place. And this gives his work a type of complexity linked to the dynamics 
of desire, because Badiola’s sculptures and installations are in a perpetual state of indeterminacy, of 
incompletion, of structural deficiency. As he himself says, they are ‘desiring, unsatisfied works’ that 
yearn for and also deny their own closure, seeking and at the same time rejecting unity of meaning. 

The Badiola exhibition at Museo Reina Sofía is based on this same processual logic. Through a broad 
selection of works which date from the early eighties to the present, the show sheds light on the main 
thematic and structural concerns that have shaped the career of this artist who was a key figure in the 
so-called New Basque Sculpture and one of the main scholars and promoters of the work and thought 
of Jorge Oteiza, an artist who is crucial to understanding Badiola’s own work. 

This exhibition is the fruit of a long and intense collaborative curatorial process that began over five 
years ago, in which Txomin Badiola convened seven artists from his immediate circle: Ana Laura 
Aláez, Ángel Bados, Jon Mikel Euba, Pello Irazu, Asier Mendizabal, Itziar Okariz and Sergio Prego. Each 
was invited to propose an initial selection of the pieces to be included in the show, and later helped to 
define the way the selected works were arranged and presented. The entire process took place through 
a series of dialogues and meetings that also involved the participation of a group of younger artists 
who were invited to carry out technical and mediation tasks. 

The result is an exhibition structured around eight major sections that allows us to discover Txomin 
Badiola’s oeuvre and to explore its context and conditions of production. It also emphasizes the 
importance of collaboration with other artists throughout his career. ‘Since my earliest days as an 
artist I sensed that things turn out better if we do them together,’ he says to João Fernandes in the 
conversation that opens this catalogue. The Museo Reina Sofía has clearly been able to understand 
and accommodate the demands of this exhibition project. As such, this text would not be complete 
without thanking them for their efforts to bring into being this audacious exhibition, which is a model 
of dialogue and collaborative construction.  

 
Ministry of Education, Culture and Sport

Txomin Badiola (2016) - MNCARS - 161130.indd   5 1/12/16   8:39



6

Txomin Badiola (2016) - MNCARS - 161130.indd   6 1/12/16   8:39



7

Since he began his artistic career in the late 1970s with a series of works in the tradition of minimal-
ism and conceptual art, Txomin Badiola has invariably been interested in emphasizing the problem of 
form. Influenced by the work and ideas of Jorge Oteiza – who was almost a demigod to Badiola and 
his fellow artists in what critics of the time called ‘New Basque Sculpture’ – Badiola began with the 
premise that form, in art, must necessarily contain its own transgression, and that every form is thus 
a ‘bad form’, ‘a form in which desire remains trapped’, he says, paraphrasing Jean-François Lyotard’s 
Discourse, Figure in his conversation with João Fernandes that opens this catalogue. 

The idea that forms are always made up of elements that are in turn encumbered by their own history 
was already behind Badiola’s first Bastardos [Bastards] sculptures. The pieces in this series are driven 
by an impulse that is both anthropomorphic – in their yen for corporeality – and genealogical – in their 
need to trace the past and their tendency towards (self-)referentiality –, both of which became a con-
stant presence in his work.

At the same time, Txomin Badiola believes that forms in art never fully account for themselves. On 
the contrary, they reveal the gap between the representation of a thing, and the thing itself. They are 
‘unsatisfied forms’ that reject the urge for closure, the desire for wholeness that nestles in our psy-
chological perception. The perpetual dissatisfaction underlying these works reflects the contemporary 
subject’s frustration at feeling trapped between what Badiola describes as two deaths: surrendering  
to our drives (and being expelled from the social) and submitting to language (and being condemned to  
an always-mediated relationship with the real). 

The Txomin Badiola exhibition at the Museo Reina Sofía is structured around eight sections. Without 
altogether renouncing linearity – insofar as the show aims to reflect the gradual accumulation of  
the problems that emerged in Badiola’s work over time, and his progression in dealing with them – the  
sections are not chronological, and works from different periods are presented simultaneously in 
each. The first section, ‘Desiring, Bastard and Unsatisfied Forms’, brings together a series of works 
that revolve around the creation of structures that are somehow at odds with themselves and look for 
meaning outside. Like Duchamp’s ready-mades or Malevich’s Black Square, they show that in spite 
of attempts to restrict or control things, the essence, the seeds of a possible expansion, remains in 
them. The critical potential of these works lies in the paradoxical capacity to be (re)activated in very 
different ways as a result of the disclosure of their own insufficiency. 

In the works in the following two sections, ‘Surviving Among Signs. Being Sign’ and ‘An Image-Self. 
Inescapable Alterity. All is Vanity’, Badiola explores the implications of the shift from reality to rep-
resentation in postmodern societies, in which things have gradually lost their objectual materiality, 
becoming signs that require decoding. These works pose an insoluble dilemma: if we are simply 
signs in a representation, then everything that is outside of language – everything that exceeds or cuts 
through it – verges on inhumanity; but this is precisely where reality appears, at the failure of language. 

The relationship between public and private, inside and outside, personal and political, are at the cen-
tre of ‘Public Needs/Private Passions’ and ‘The Group, the Band and the Commando’. On one hand, 
these sections feature works in which Badiola uses a very specific installation model – the kiosk or 
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small pavilion – as a complex hybrid artefact that can accommodate element-signs of different ori-
gins, in various media. On the other, they include a selection of works that show how the idea of ‘fam-
ily’, and all that it entails, has influenced the subject matter and structural aspects of his work, as well 
as his ‘way of being in art’. In this latter sense, it is worth noting that Badiola has always felt the need 
to become part of artists’ groups or to create them around him. This exhibition is a paradigmatic ex-
ample of this approach, given that both the selection of works and the way they are presented are the 
result of a long and intense collective curatorial process in which Badiola convened seven artists from 
his immediate circle – Ana Laura Aláez, Ángel Bados, Jon Mikel Euba, Pello Irazu, Asier Mendizabal,  
Itziar Okariz and Sergio Prego – as well as a group of younger artists who carried out technical tasks 
and acted as mediators with the first group so that Badiola could remain in a decentred position 
during part of the process. 

The difficulty involved in establishing a connection between a commitment to an artistic practice that is 
closely linked to the notion of form (of the ‘bad form’) and the various issues (political, religious, meta-
linguistic, physiological, and so on) that Badiola felt called upon to address, is the focus of the section 
‘Form Events’. And ‘Spaces, Bodies and Language’ revolves around the formulation of the corporeal 
presence in his work, initially as a mere suggestion, then gradually losing its phantasmagorical quality. 
As this corporeality became increasingly evident and recognizable over the years, the spatial config-
uration of his work also became denser, and began to include a wider variety of elements. In some 
cases, his works even became a kind of stage, opening up to the fields of narrativity and the theatrical. 
The exhibition also includes one section – ‘Phrase-Image-Thing’ – and four subsections – ‘Inside and 
Outside’, ‘The Frame. The Limits of Representation’, ‘The Double, the Repetition’ and ‘Loading and 
Unloading’ – that cut through the whole exhibition. The works that form part of them are interspersed 
among the other sections and serve as a kind of note or reminder that although all the works in the 
show are in a sense autonomous, they can also become comments on others displayed around them. 

Another Family Plot is the second Txomin Badiola retrospective. In this case, the time frame spans 
his entire career, from the late seventies to the present. Through this exhibition, we hope to contribute 
to the critical contextualization and dissemination of Badiola’s difficult-to-classify work. A body of 
work that touches on some of the most interesting debates in the international art world in recent 
decades and that, as Badiola writes in the text ‘12 respuestas huérfanas’ (2004), does not seek to 
communicate something but to communicate with somebody: ‘the aim is not to express alienation or 
instability but to manage to communicate by some means – in this case the work – that shows we are 
experiencing a communal sentiment.’ 

 
Manuel Borja-Villel  
Director, Museo Nacional Centro de Arte Reina Sofía
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JOÃO FERNANDES: The provisional working title for this exhibition is 
a phrase inspired by Jean Genet: ‘There Is No Moral Authority Save That  
of a Fellow Artist.’ These words also shed light on a very particular curatorial 
process. When you put this exhibition together you brought in other artists who 
had worked with you in the past, artists whose work you have accompanied 
or who have accompanied yours. You developed a process for selecting works 
through discussions with them, and then presented this selection to the museum 
that had invited you to hold an exhibition... 

TXOMIN BADIOLA: When Manolo Borja invited me to come up with an exhibition 
for the Museo Reina Sofía, he and I embarked on a period of conversations that 
continued for more than three years (from 2011 to 2014). The process didn’t really 
get under way until you came on board in 2014, when we gave a group of artists 
(Ana Laura Aláez, Ángel Bados, Jon Mikel Euba, Pello Irazu, Asier Mendizabal, 
Itziar Okariz and Sergio Prego) a file that included all the work I had produced 
from 1980 to 2013, and asked them to make a selection of ten to fifteen works, 
using whatever criteria they deemed appropriate, with no other restrictions. 
When they started giving me their lists of works, I wrote comments on each 
of the pieces and then I returned these annotated lists to them, in preparation 
for a series of interviews that were to be filmed on video. Given that I needed 
to maintain a constantly decentred position, I decided to hand over the role of 
interlocutor to a group of younger artists (Lorea Alfaro, Zigor Barayazarra, Leo 
Burge and Jon Otamendi), who were also given a list of the selection made by 
the artist assigned to them, along with my comments. As well as this list, they 
received a more general questionnaire. The interlocutors could use all of this 
material as they saw fit in each interview. The interviews were filmed between 
March and June 2015. A third group of artists took on technical roles: Asier Abio, 
Inazio Escudero and David Martínez. I transcribed the interviews and they were 
edited, alternating comments referring to specific works with those on more 
general matters. Once this material had been produced, it was sent back to the 
parties involved (each artist and interlocutor received the material corresponding 
to his or her contribution), in case they wanted to make any changes. The partial 
selections were then used to put together a list of around ninety works in a single 
document that was sent to all of them. Then the next stage began. In this new 
stage, I invited each artist to visit my studio and make a second selection from 
the overall selection and to propose groupings of the works based on personal 
criteria. This process, which was also filmed, involved physically moving bits 
of papers representing each work around a seven-meter table-space that was 
actually a floor plan of the exhibition space. This physical representation of the 
act of choosing – by actually rearranging objects in the space – was essential in 
turning what started out as an intellectual operation into an artistic exercise. It 
also minimized the shyness and all kinds of reservations felt by those who must 
choose in the presence of the person responsible for what they are choosing. In 
most cases, the results exceeded everyone’s expectations. This process gave rise 
to a new selection of works that suggested a possible internal structure, and also 
a series of general considerations on how the works should be presented. Once 
we had reached this point, I finally stepped into my role as agent and began 
putting together a proposal, which came very quickly and easily. 
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FERNANDES: Is this curatorial process an act of rebellion against the art 
institution’s power to create its own narrative about your work? Is at an attitude 
of resistance to and scepticism of institutional power? Is it a way of protecting the 
truth of the artist, by looking to other artists for complicity and for a much more 
intimate appreciation of your work than the art institution would be capable of?

BADIOLA: I suppose it is all those things... But rather than the whole issue of 
institutional critique, which was not one of my points of departure, this curatorial 
process is more about being true to a particular way of being in art. For some 
reason, since my earliest days as an artist I sensed that things turn out better if 
we do them together. So becoming part of artists’ groups or creating them around 
me has been part of my strategy almost from the start. I’ve done different kinds 
of retrospectives, and I felt it was time to focus on all the existential issues that 
somehow make sense of my work. And I guess that may give rise to institutional 
critique, because generally speaking I do think there is no justification for privileging 
the extra-artistic narrative in art. And I think authority must rest with artists when it 
comes to talking about their own processes. The words that inspired the provisional 
working title of the exhibition are based on a ‘misreading’ by Fassbinder of  
a fragment of Genet’s Querelle de Brest,1 in which moral solitude is linked to authority. 
In Genet’s world, the artist and the murderer act according to private reasons that 
are difficult to weigh up outside of specific value systems. They can understand 
each other because they know that this moral solitude can only be broken by those 
who share it, and the question of authority originates within this loop. This is often 
misunderstood as a defence of  artist’s corporatism, or simply as an expression 
of arrogance. I think it is precisely the opposite. ‘Readings’ of the works of artists 
make it seem as if we are always tackling issues that are too grand – freedom, 
emancipation, good and evil, beauty, the political... But the truth is that the intimate 
specificity of the artist’s work is something much more humble: ‘Do I want this to 
be bigger or smaller? more open or more closed? brighter or darker? do I want this 
part of an image, or this other part? this word or another word?’ It seems clear that 
these small decisions are what determine the substance of what an artist does, and 
this is totally invisible to everybody, except perhaps to another artist. So although 
I think the process here has more to do with an experiential situation than with  
a critique of institutional spheres, it does defend a kind of empowerment of those 
who recognize themselves as part of a certain shared ethical and aesthetic realm. 
In any case, remember that the idea for this title was yours, and that I was initially 
reluctant. During the process I became convinced that you were right, that it could 
be the title that best represented the intention of what we set out to do.

FERNANDES: I agree that this was not really about a creating a group, it was 
more the result of a living process of collaborations, discussions and meetings 

1 ‘A la solitude morale de Querelle et de Gil s’ajoutait la solitude de l’artiste qui ne peut trouver aucune 
autorité, fût-ce auprès d’un autre artiste.’ Jean Genet, Querelle de Brest (Paris: Gallimard, 1953), p. 129. 
Interpreted by Rainer Werner Fassbinder in his film Querelle as: ‘Added to the moral solitude of the 
murderer comes the solitude of the artist, which can acknowledge no authority save that of another artist.’
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that generates its own history. But even so, a group always raises the issue of 
inclusion and exclusion: Why these artists and not others? I think the answer 
lies in what you just said – in the way it interacts with your life and your work, 
but I would like you to expand on this...

BADIOLA: In this case, the group reflects my realest reality. The seven artists 
I worked with (although others from different generations were also involved 
in other activities, as interlocutors or technicians) reflect my everyday life in 
the most literal sense. For example, I share my studio with Pello, Ángel lives 
across the landing of the staircase, and I regularly talk and argue with the others. 
I participate in shared matters that relate to all of us, and in matters that relate 
specifically to each... So the problem of exclusion is not relevant here, because the  
group is made up of the most obvious candidates. I could broaden or narrow  
the circle, but it is actually the right number – more or less – of those who are part 
of my everyday life in the most absolute sense.

FERNANDES: Your work and the work of many of the artists you worked 
with in the exhibition has been dubbed ‘Nueva Escultura Vasca’ [New Basque 
Sculpture], and this is a stereotype that exists, that is respected. Were you 
conscious of it as you put together this curatorial process? Are you aware of this 
stereotype and of the need to address it?

BADIOLA: No, because this stereotype, like all stereotypes, comes from outside. 
And the idea here was to work with a process that comes from deep within, 
precisely to avoid these kinds of clichés. On the other hand it’s inevitable, because 
these stereotypes will always be projected onto everything you do. And working 
with these artists, who are also part of this interpretation, inevitably gives rise 
to these readings and many others, each more spiteful than the last. But I can 
certainly say that this process was carried out in the opposite spirit, with the desire 
to avoid stereotypes of any kind. Although I wouldn’t say that I set out to break 
stereotypes either, or to use them in the interests of anything. It was more about 
reflecting the vitality or realness of everyday experience, and being swept up in it.

FERNANDES: In this process, you took on the role of bringing together every-
one’s proposals, synthesizing them and presenting them to the museum. Your 
conversation with the museum shifted to another level, where you addressed  
issues relating to production, curating, the relationship with the space, and so on. 

BADIOLA: The exhibition ended up being structured into eight main sections  
– decided in the course of the curatorial process – that sum up the key questions that 
have dominated my work over the past thirty-five years. The relationship between 
these sections is not chronological (given that works from different periods are 
shown at the same time) but there is a certain chronological aspect in terms of the 
progression and accumulation of the distinct problems the works address over 
time. For instance, the first section, entitled ‘Desiring, Bastard and Unsatisfied 
Forms’, explores mechanisms for generating a formal-structural way of operating 
in the space between questioning the minimalist and conceptual legacy on one 
hand, and non-acceptance of the inevitability of the new paradigm that emerged 
in the eighties, based on the Transavantgarde and the ‘neos’ (Neo-expressionism, 
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Neo-geo, etc.) on the other. This approach is reflected in the idea of the ‘bastard’ 
and the ‘unsatisfied piece’, examples of types of structures that provide consistency 
but also challenge the pieces at the internal level: structures that are not quite 
reconciled with themselves, and look outside for meaning. The second section, 
‘Surviving Among Signs. Being Sign’, focuses on the total breakdown of subject-
object relations in a thoroughly postmodern society. In the first section, the conflict 
between the loss of inner meaning and the outwardly directed search occurs 
dramatically within the works. Here, things lose their objectual materiality and are 
shown to be signs that ironically participate in the instability and interchangeability 
of signs within signifying chains. The third section, ‘An Image-Self. Inescapable 
Alterity. All is Vanity’ focuses on works that explore the effects on subjectivity 
of all of this. If we are just signs in a representation, then our meaning resides in 
language, human life is symbolic, and anything that exceeds it – the body in its 
biological functions, the abject, the unconscious – verges on inhumanity. We could 
say that beyond language there is nothing but symbolic death, and that complete 
subjection to language is a denial of the real. The ‘other’ is a source of constant 
anxiety for the self, and at the same time it is the confirmation of our existence, 
but only as a mirror image. Art, then, would be a manipulation or subversion 
of language that operates in the tricky terrain of the real and the symbolic. The 
fourth section, ‘Public Needs/Private Passions’, consists of works that deal with 
the dilemmas that arise between respecting personal urges on one hand and 
responsibilities to communal projects on the other – the dilemma between the 
individual and the collective, or the contradiction between the dictates of a big 
Other understood as a norm to transgress and a series of little others as assets to 
protect. The fifth section, ‘The Group, the Band and the Commando’, very closely 
linked to the previous one, explores the attraction of intermediary figures such 
as the family, the group, the community of peers, and so on. The sixth section, 
‘Form Events’, features works which partake of the unresolved tension between 
the tendency to identify with life and lose the status of artworks and the tendency 
to continue as forms separate from life, upholding a claim as a specific mode of 
experience. The seventh section, ‘Spaces, Bodies and Language’, consists of works 
that explore different approaches to the relationship between the body, space 
and language, and to processes of materialization and dematerialization: bodies 
that generate spaces, spaces that suggest bodily uses, massive three-dimensional 
bodies and bodies reduced to narratives of the production of power (race, gender, 
anthropocentrism, etc.), corporal partial objects, etc. Finally, the eighth section, 
‘Phrase-Image-Thing’, cuts through all the rest. It consists of a single work – Lo que  
el signo esconde [What the Sign Conceals] – made up of eleven image-text elements 
interspersed throughout the exhibition space, generating a kind of meta-
commentary or an eternally unresolved flux between the power of the truth of 
images and the power of the truth of texts. A further four sections or digressions 
on specific matters are inserted among the first seven: (1) ‘Inside and Outside’,  
(2) ‘The Frame. The Limits of Representation’, (3) ‘The Double and the Repetition’, 
(4) ‘Loading and Unloading’. 

FERNANDES: As you said earlier, you’ve organized the exhibition into these 
thematic clusters, and you’ve assigned names to them. Let’s talk about the 
exhibition model: How do you play with those thematic and conceptual clusters 
in the exhibition layout? I mean, all these sections are going to mix and interact, 
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right? Couldn’t you just have a section with ‘Desiring Forms’, along with a text 
on ‘Desiring Forms’ and three of your works to illustrate it? 

BADIOLA: No, that would be like naming something that is actually highly 
volatile. Naming things seems to limit rather than strengthen them. And even 
though certain works are linked to a specific section, the boundaries between 
the different sections are actually highly permeable: some works could be in 
several sections at the same time, depending on what aspects you focus on. The 
subsections or digressions are there to emphasize this kind of approach; they deal 
with issues that run through all my work. They are the mechanism by which one 
section slides into another. 

FERNANDES: How do you see your role as author in this curatorial process? 
Does the collective process mask the author? Is it a way of eschewing the 
problem of the author? Is it a complex situation that involves the fragmentation 
of the author, and of the author’s identity in relation to the others?

I live and work with a very plural idea of subjectivity. I have never quite believed 
– or I have never quite felt – that closed idea that we have of the self. In reality 
everything in our daily lives and in the way we construct our identities involves 
the ‘other’. And the same can be said for artistic matters, except at a much more 
extreme level. This has been a constant aspect of my work almost from the start, 
so when I began thinking in more curatorial terms I thought I should remain true 
to this decentred position of the self, which actually comes quite naturally to me. 
So what could be better than doing it through those ‘others’ who are part of the 
immediate circle that defines or identifies me as an artist? The term ‘author’ is 
quite complicated. In this case, I am less interested in the ultimate authorship of 
the thing than in the processes that lead to it. 

FERNANDES: Your artistic practice has always been concerned with the dissol-
ution or fragmentation of the subject. Are you also defending this idea in the 
curatorial process? 

BADIOLA: Of course, that’s what I was saying. It’s not a premise, it’s simply a way  
of remaining true to a way of living or being. I don’t have one particular idea of 
the subject, I have an experience of the subject, and my experience involves the 
idea of the ‘other’. I am not concerned with being true to some notion of mine, but 
to be true to that experience, which is part of everyday life for me.

FERNANDES: When a retrospective exhibition is designed by the artist, a process 
of alterity is always involved. You observe your work from a certain distance that 
you have to create in relation to the times and spaces in which you have exhibited 
it. This aspect is even stronger in this exhibition because you are approaching 
its construction in a different way from your previous one. This is your second 
retrospective. As the film tells us: ‘the postman always rings twice’, but Heraclitus 
reminds us that no river flows through the same banks twice. What is it like to 
start all that work a second time, to look at your career, all your work, to choose 
pieces again, while coming to terms with a new space and new challenges? How 
does it differ from the first one, Malas formas [Bad Forms], which you organized 
a few years ago?
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BADIOLA: Malas formas consisted of works produced from the nineties to the 
year of the exhibition, which was 2002. For this new exhibition at the Palacio 
de Velázquez I decided to extend the time frame from the early eighties to the 
present. But that decision aside, this exhibition – whatever it may end up being – 
will be more about defining a process than about an expected result. I personally 
never had a clear idea of what the exhibition would consist of, or what form the 
end product would take. I put my trust in the idea that ‘whatever should happen 
will happen’, as long as I create the conditions to truly enable a process to take 
place, and as long as I remain true to myself during the whole operation. When 
I received the proposals of the seven participating artists, all I had to do was put 
all the material on the table. The rest came naturally: I barely had to do anything 
at all. That was the proposal that I presented to the museum, which is now under 
discussion. I only knew that I didn’t want to start off with a particular idea or 
image, so that the result would be real, not some kind of working hypothesis that 
I try to bring to life but a real result that surprises me in some way. And in order 
for this to happen, I just had to worry about setting up a process and remaining 
true to it.

FERNANDES: The exhibition is not organized chronologically, although I im-
agine that you can’t escape chronology when you think about a retrospective 
exhibition. How did you deal with this chronological filter when you were plan-
ning the exhibition?

BADIOLA: In all the conversations with the artists, it was clear that my working 
process is not typically evolutionary or progressive. There is a constant turning 
back, returning to past subjects, and a very relaxed idea of time. For example, 
I have often gone back to works that were created ten, fifteen or twenty years 
earlier. My working method is quite elaborate. So the denial of chronology was 
not a proactive attitude, like taking a position. It simply reflected my natural way 
of working. This gave rise to a kind of hybrid situation in which there are some 
signs of evolution or progress in the exhibition, but it is always counterbalanced by  
a series of ‘flashbacks’ and ‘flashforwards’ that raise aspects that will be explored 
later, or return to things that have already been dealt with.

FERNANDES: The big difference I see between Malas formas and this exhibition 
at the Palacio de Velázquez is the relationship between the forms or volumes 
and the space or the architecture. In Malas formas you put together an exhibition 
with a strong coherence between the works and the architecture. The architecture 
was a container that was a work in itself. Here, you let the architecture remain 
architecture: the walls are containers that are outside the work, or they are a base 
on which the works can hang. You both accept and reject the space of the Palacio 
de Velázquez; for example, you only use two walls and you reject the rest, so 
your works hang on the walls that you yourself brought into the exhibition. 
In other words, there is a distance between container and content that did not 
exist in Malas formas. We could say that Malas formas was an example of the 
exhibition as work of art, while this is something different.

BADIOLA: That’s right, Malas formas was based on the idea, or the thesis (because 
it was more of a thesis exhibition), that all the works would come together as one. 
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So there was no attempt to show the evolution or the twists and turns in an artist’s 
career. Instead it was all approached as a single work, and what we think of as 
individual works produced throughout a career were simply fragments detached 
from a great whole. As such, it had to be presented through a very ambiguous 
device, a kind of ‘undecidables’ machine, so that the viewer would not be able to 
clearly identify where one work ended and a new one began, or where one work 
ended and the display element for presenting it began. That was Malas formas. 
In this case, the approach is rather different. As you were saying, the great thing 
about the Palacio de Velázquez is that it is such a large space. And when I say 
that, I mean that you can envisage it as a kind of huge container and ignore its 
architectural aspects. So you can disengage from it as ‘architectural object’. I think 
a successful exhibition at the Palacio de Velázquez can only go down one of two 
paths: either submit to the palace, or deny its architectural aspects and proceed 
as though they did not exist for practical purposes. From the first moment,  
I decided that I wanted to take this second path. But the prospect of presenting  
a considerable number of works in such a large open space meant that we had to 
design devices on which to organize them. I decided that they should not be like 
the ones in Malas formas – which were almost indistinguishable from the works 
themselves – and that they should not rely on the logic of the architecture. Then 
I came up with the idea of scale – a way of approaching size that is inextricably 
linked to the body. Many years ago, when I began working in the art world, the 
standard measurements of industrial products were based on the metric system: 
standard sheets of  2 x 1 metres, for example. Before long, a different type of 
standardization – based on the Anglo-Saxon system – began to appear, with 
measurements in feet and inches. So the sheets were no longer 2 x 1 metres but 
2.44 x 1.22 metres, or 8 x 4 feet, 96 x 48 inches. When you think about it, you 
can see that they are two very different worlds. The decimal system is purely 
abstract and the other is much more closely linked to the body, which is why it 
uses feet and inches, measurement units based on body parts. Then I realized 
that this way of establishing the size of things, so closely linked to the body, was 
something that I was interested in working with. You could say that all the works 
I produced after a certain point in my career have had something to do with this 
dimensional logic, always linked to the body. So when I started thinking about 
the internal partitions that would be needed to organize the works, I decided that 
the wall heights should be variable – museum walls are always the same height, 
the height of the architecture – and that they should always be subject to this 
dimensional logic of the sculptures. That’s why the walls are different heights, 
according to the height differences of the sculptures: it was a way of achieving 
an intermediate state, in which the walls are not entirely architecture and not 
entirely part of the sculpture. They play that mediating role. And strangely 
enough, I think it also makes them more visible and more invisible at the same 
time. Depending on how you approach them, they can be obvious enough to 
become sculptures or invisible enough to be considered architecture. I was very 
interested in this mediation between works, contrasting with what I did in Malas 
formas, where everything was a single work.

FERNANDES: There is a very dynamic idea of complexity in your work, be-
cause one form is contained within another, like Chinese boxes, Japanese boxes 
or matryoshka dolls, with intersecting planes and points of view.
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BADIOLA: That’s right. I actually began working in this way back in the eighties, 
with the sculptures from the E. L. el Ruso [E. L. the Russian] series, which are 
based on a very simple logic that gives rise to great complexity. As we’ve often 
discussed, my work is much more about defining a process that generates a result 
than about actually imagining a result and then physically bringing it into being. 
It is a process that requires certain premises to be met, but at the same time it does 
not consume itself, it maintains an element that we can call ‘alterity’. Or perhaps 
its sense of itself does not remain within its own bounds, there is something jarring 
inside it. I think this type of complexity has to do with the dynamic of desire, with 
the fact that desire is about seeking to become whole in some way, because it is 
missing something, because it doesn’t have it. In general, my works are always 
in that ‘desiring’ or incomplete state. They are the daughters of an original Pieza 
insatisfecha [Unsatisfied Piece] that is at the origin of everything, along with the  
E. L. el Ruso and Bastardos [Bastards] series.

FERNANDES: It seems that your work also constantly moves away from or-
thogonality: there are few ninety-degree corners; instead, the angles are acute, 
obtuse... 

BADIOLA: There is a constant tension between the stability factor which is 
orthogonality, and the dynamism factor which is the diagonal. So the main thing 
is not that there are many or few orthogonal zones but that they are always in 
opposition with each other. In other words, an orthogonal always opposes 
a diagonal. They are in that unresolved tension between a factor that tends to 
stillness and one that tends to constant movement. It is a kind of grammar that 
is deeply entrenched in my work, and I think this aspect does come from Oteiza. 

FERNANDES: In your practice, you often use the space within a space, such 
as the pavilion and the kiosk, which recur in your work. These elements have 
a genealogy that goes back to artists like El Lissitzky, who designed pavilions 
for international and group exhibitions. There is a history of the work of art 
in relation to the exhibition device, where the work requires autonomy, or  
a space of its own. One of the central aspects of the history of twentieth-century 
sculpture is the emergence of form, of volume, as a creator of space. So space 
ceases to be a container and becomes a formal element of the work.

BADIOLA: I first became interested in pavilions because of their hybrid nature.  
I mean, a pavilion is an object, but it is also architecture, and it can also be a text or 
a sound, as in the pavilions designed by Gustav Klutsis and Valentina Kulagina, 
which included loudspeakers. In other words, I was interested in pavilions 
as artefacts that can question different languages, and also in their somewhat 
ambiguous links to propaganda (the two forms emerged almost simultaneously), 
both revolutionary propaganda as in El Lissitzky, and consumerist propaganda 
as in Le Corbusier’s famous Nestlé pavilion. I became fascinated by this kind of 
internal contradiction, by the fact that it was a revolutionary device and also an 
advertising device. The same issues come up in certain types of furniture. It is 
something that carries a lot of weight in my work, and it follows the same logic: 
designer furniture was the result of a utopian project to transform the world – the 
Bauhaus, for example, and Constructivism – and it was also the pragmatic and 
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perverse implementation of this utopia in the world of mass consumption in 
America in the fifties, with designers like Charles and Ray Eames, Harry Bertoia 
and Eero Saarinen. Pavilions are a similar double, or multiple, situation, with 
room for hybrid languages and disparate ideologies. As for a possible relationship 
between all this and the exhibition display, I do think there is some connection. 
As I said earlier, these in-between elements are not, strictly speaking, either real, 
architectural walls or abstract sculptural surfaces. But they do create a spatial 
situation – with transitions between structures and voids, positive and negative 
sections – that is both naturalized and artificial, like the pavilions we were talking 
about, but perhaps in a quieter, more ‘silent’ way.

FERNANDES: Do you think Oteiza’s idea of negative space is a dynamic elem- 
ent in this interplay between inside and outside in your spaces? Your spaces are 
interior and exterior at the same time; it’s strange, depending where you enter, 
you can be inside and outside at the same time.

BADIOLA: Yes, but my spaces are not directly linked to Oteiza’s idea. His idea 
of negative space is very precise, it is very bound up with his theories. Negative 
space is more about other matters: Oteiza always thought in subtractive terms. 
For example, he didn’t think that a point generates a line, a moving line generates 
a plane, and a moving plane generates a volume. Instead, he thought that if you 
take a space that is n dimensions and you make a cut, it becomes n minus 1 (-1), if 
you make two cuts it becomes n minus 2 (-2), and so...

FERNANDES: So your process is almost symmetrical to his, isn’t it? Because 
you add planes over planes, don’t you?

BADIOLA: Yes, I’m more additive, he’s subtractive. Oteiza really believed that 
a point is a cut of two lines; he didn’t think that a line is a point that moves. In 
that sense I’m additive, I don’t know why that is. I guess Oteiza reflects a more 
modern idea (‘less is more’), while mine is more postmodern; it is accumulative, 
while his is reductive, within what we could call the modernist orthodoxy. I think 
in my case it’s a sum of dimensions, elements and references, although strangely 
enough the point of arrival can be quite similar: when I accumulate a lot of signs 
or references and it gets full to the point of saturation, I’m actually trying to empty 
expression (‘more is less’). Or maybe not to empty it but to escape from it. I try to 
prevent everything closing in on a single thing; I want it to remain dynamically 
tense, which is also what Oteiza sought with his sculptures, but based on very 
different epochal premises.

FERNANDES: I was surprised when you mentioned how important Malevich 
was for you, in relation to some of the creators of those pavilions, like El Lissitzky, 
Rodchenko... It’s always curious to think that the Black Square is a situation 
that generates space; it is a work that was displayed in a corner, as one of the 
first corner pieces in history. I would like you to talk about why Malevich is  
a triggering element in your work, full of significance.

BADIOLA: There are several things. Independently of what Malevich represents 
in art history, and of our historical assessment of him, Malevich opened up new 

Txomin Badiola (2016) - MNCARS - 161130.indd   21 1/12/16   8:39



22 João Fernandes, Txomin Badiola

avenues for me. On one hand, it was a confirmation of the existence of a strange 
and highly complex artist. Malevich started out as a futurist, or a cubist-futurist, 
or a fauvist, and from there he invented Suprematism, only to destroy it somehow 
with those strange works, Black Square on White Background and White Square 
on White. Then he took a kind of leap into architecture, almost science-fiction 
architecture, and then he returned to a kind of figurative painting. So he was  
a very complex artist, with a complexity that can be seen in the self-portrait from 
his final period, for example: he painted himself as a Renaissance artist, but instead 
of signing his name he signed it with his ‘Black Square’ (it is interesting to see how 
this icon went through a whole series of processes, that filled it and emptied it of 
content, and how it ended up becoming a kind of trademark that could stand in 
for his signature). Malevich was a very unusual artist, and I’m more interested 
in this kind of artist than in others who I greatly admire – Tatlin, Rodchenko, 
and so on – but don’t find so odd, so strange. At the same time, I’ve always been 
fascinated by parts of his life as the story of a kind of leader surrounded by all the 
things that were generated around him. I made a series (entitled Una, which was 
the name of Malevich’s daughter) that consists of constructions based on this idea: 
a kind of family constellation with the leader in the centre, surrounded by prodigal 
sons, apt pupils, rivals, accomplices, visitors, etc. This narrative aspect, almost like  
a novel or a melodrama, also interests me. And you can find it in Malevich more 
than other artists who may be more pure or even more highly regarded in critical 
terms. Black Square on White Background is a very special work. Earlier we were 
saying that the ‘ready-made’ and the ‘Black Square’ could be a kind of genealogy 
of artistic activity after a certain moment in time. And much of their power is 
based on the fact that they are nothing; they are a kind of absence that can be filled 
by all sorts of things. The Black Square can be the Suprematist absolute, but it can 
also be pure literalness: a surface of black paint on a white background. These 
possibilities at the extremes, which the work embraces, are what make it capable 
of becoming many different things. And there is the icon, which is so effective. 
Malevich possesses many qualities that make him interesting.

FERNANDES: It’s curious that you emphasize the presence of the figure in 
Malevich. The emergence of the figure in your work – in drawings, photography, 
video – is like a subversion of the abstraction of forms. It is the human 
transgressing forms, with all that this entails in terms of desire, of playing with 
revealing and concealing the body. And it comes with a series of influences 
and a distinctive theatricality that transforms the exhibition space into a stage 
for memory, for action, for events and relationships among people who appear 
in your work like actors. How do you see this transgression of theatricality, of 
forms and body, in which – it seems to me – the bodies subvert the forms?

BADIOLA: The body has been a constant presence in my work from the beginning. 
But corporeal presence in the works is not the same as the presence of an image 
of the body or the figure of a body, the figurative suggestion in the work. This 
idea already appeared in my minimalist works, in those elongated boxes that 
reflected this corporeality in a certain sense. Although it is true that the works  
I called ‘bastards’ were a way out of the purely linguistic aspect of minimalism, 
and that they sought to represent a body figuratively if somewhat mechanically. 
The body also appeared through pieces that had to do with furniture: chairs, 
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tables... everyday objects that we have a very internalized bodily relationship 
with. All of this gradually became more complex. Much more highly defined 
images of bodies began to appear, and then actual bodies entered the works. That 
was in the early nineties. At that time I was working with spaces that were defined 
by an ambiguity between the familiar and unfamiliar, which constantly drove me 
to revise that relationship. In other words, I wanted to materialize the relationship 
between the viewer and the work through intermediaries or representatives, 
which could be actors of some kind. So the works began to be frequented by 
bodies. During those years, I had to define the way those characters inhabited the 
works. It was important to establish their manner of being there, and the types 
of actions they could carry out. Naturally, in the course of defining this process 
some documentation materials were produced (video and photography), and 
they ended up giving rise to a whole series of works in which this questioning of 
bodies and spaces – with the bodies appearing in the spaces and subverting the 
forms, as you said earlier – could be seen more clearly.

FERNANDES: This approach opened up your work to two new fields: narrativity 
and theatricality. Your narrativity is always open-ended because you don’t tell 
stories; there is the suggestion of a narrative, and the mystery of not knowing 
what the story is. Meanwhile, the theatrical element positions viewers inside 
the work; they feel surrounded by forms, bodies, characters... as if your work 
were an unusual theatre.

BADIOLA: Yes, I think the works have that effect, although I wouldn’t say that 
it is part of their intention. In fact, the idea of theatre is completely foreign to me. 
I have no kind of link to the theatrical world and to what it might represent. But 
it’s true that a lot of works are based on a situation of interaction between what 
appears to be a stage, some actors and a spectator. Although perhaps what I just 
said about the theatre was a bit categorical, because my artistic influences include 
authors like Shakespeare, Brecht, Meyerhold, Beckett, Grotowski and others who 
have been very important to me at certain times. But I don’t know whether their 
influence has anything to do with the possible theatricality of some of my works. 
I would say not.

FERNANDES: In your work with space in general, and with the pavilion and 
kiosk forms in particular, there is something both familiar and unfamiliar, as 
you put it earlier. It has the intimacy of a space that provides shelter, but there is 
also something terrifying about it, as in Freud’s idea of das Unheimliche, almost 
like the closed spaces in David Lynch’s films. How do you see that tension 
between the familiar and the unfamiliar in the structure of the spaces you create 
within a space, in the dynamic of your pavilions and kiosks, which can be 
traced back to the legendary history of Soviet Constructivism, but which is also 
subverted by the Heimlich/Unheimlich dimension?

BADIOLA: It has to do with the idea of the uncanny or sinister, which is based 
on the fact that something may be both welcoming and unsettling at the same 
time. In order for it to arise, there has to be something very familiar, so that 
you feel welcome. And at the same time there has to be elements that make you 
feel uneasy, so you suddenly realize that you are not really protected in that 
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space. That is one characteristic of the spaces I’ve worked with that has always 
interested me: this two-way action. So, in general, you could say that my use 
of space has to do with the fact that many things can occur within it, the more 
contradictory the better.

FERNANDES: Your titles always trigger meanings; like texts, they have a very 
strong textual dimension. Some are just one word, or a sentence, which might 
be yours or from some other source. But they always multiply the ambiguity 
of the polysemy of the piece. And they generate contrasts, such as ‘We Think 
Wholesale But Live Retail’, for example.

BADIOLA: That’s a quote from Montesquieu.

FERNANDES: How is that moment of the encounter with words processed in 
your pieces?

BADIOLA: I proceed as if I were I kind of gleaner of signs. I come to them, or 
they come to me, through books and experiences; I collect images and objects that 
affect me for some reason. And when you place some of these signs together, there 
is suddenly friction between them. You notice that when this sign is with that one 
they begin to vibrate, as if there were a kind of strange understanding between 
them. That’s the moment that makes it possible for a new piece to exist. So the 
title is not usually a name that I give the work. It is involved in the production 
of the piece, it is one of the essential elements. It is a sign like the other signs that 
comprise the same piece. It is not something I add at the end, it is already present 
during the whole process.

FERNANDES: There are some influences that are like conceptual markers for 
your work, which include minimalist art, Oteiza and film – from Godard and 
Fassbinder to Pasolini. But the notion of cultural or conceptual influences in 
your work is also always linked to two ideas that you posit almost as heresy: 
the idea of the ‘misreading’ and the idea of the ‘bad form’. The notion of 
misreading is extremely interesting in that it produces a break from orthodoxy 
of any kind. This leads to an idea that can arise from your work, which has to 
do with the tension between orthodoxy and heterodoxy, between influences 
that can be key to understanding your works (which draw on genealogy and, 
in pieces like Family Plot, use different concepts of family: cultural, artistic...) 
and the constant attempt to break away from all of that, to escape from any 
framework that can confine you within the influences that you yourself adopt. 
That’s were heterodoxy comes in, as an exercise in ‘misreading’. This is very 
interesting, given that in a context like Bilbao, the Basque Country, or Spain, it 
can tie in with the idea of isolation and the relationship with art centres, with 
circulation in the art world. How does the idea of ‘misreading’ appear in your 
work and your ideas? It started with ‘misreading’ and continued with the ‘bad 
form’, didn’t it?

BADIOLA: I came across ‘misreading’ when I was trying to understand the 
meaning of my relationship with Oteiza. I found it in Harold Bloom’s The Anxiety 
of Influence and I totally identified with it because Bloom was describing something 
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that I had personally lived through. The traditional way of dealing with ancestors 
or with powerful influences was Oedipal; in other words, you have to kill the 
father. I hadn’t really understood that because my relationship with Oteiza hadn’t 
been established on those terms. What I understood after reading Bloom was  
that if Oteiza was an orthodoxy – to use your terminology – this didn’t mean that  
I had to come up with my own heterodoxy in response to it. Instead the idea was 
to find the weak points within his orthodoxy, the points at which he had failed 
or gone too far, the points that he repressed or didn’t reach, those that he tried to 
hide... This approach allowed me to enter fully into the work with him, not against 
him; to create my own space, but to do it from within. In Harold Bloom’s book,  
I suddenly read that the relationship between two poets of different ages is based 
on a kind of self-interested interpretation or ‘misinterpretation’ by the younger 
one, that there is something in the relationship with precursors that inevitably 
has to be resolved agonically, through a kind of power struggle that does not end 
with the death of the father but with the son giving birth to the father. The idea 
was to create a relationship in which the precursor would end up being a result 
of what Bloom calls the ‘ephebe’, a product of the operation. Then I realized that 
this had been my strategy with Oteiza. Although the cultural doxa would have 
it that I and other artists of my generation are Oteiza’s disciples, the truth is that 
the corpus of what Oteiza has come to represent in the art world is essentially 
a product of our interpretation, and particularly of my interpretation, because 
of everything I have written, and particularly because of my sculptures, which 
constantly reinterpret him. So in a sense Oteiza is as much my son as I am his. This 
is how ‘misreading’ and the way to overcome that kind of Oedipal relationship 
works. Before I move onto ‘bad form’ and finish answering your question,  
I should point out that this whole notion of ‘misreading’ obviously conjures up the 
whole subject of the family and of parent-child, or vertical, relationships, as well 
as the whole idea of horizontal relationships. In other words, on one hand there is 
the whole issue of the father and how to deal with it, and on the horizontal level 
there’s the issue of how to interact with siblings, with those who are on your own 
level. This idea of ‘misreading’ – particularly renouncing the Oedipal model and 
therefore committing to horizontality – also explains why the artistic community 
in the Basque Country is different to those in other parts of Spain. And broadening 
the scope of this idea, I would argue that it is applicable to all cultural precursors, 
insofar as they represent ‘Culture’ as the orthodoxy of a certain historical 
consensus. I have always approached this whole subject without hang-ups, and 
I’ve also approached it from a horizontal perspective, in a sense. After all, in many 
aspects, there are plenty of things that connect me to the great artists of the past, 
particularly those that have to do with the internal, everyday aspects of creation. 
So I’ve always tried to approach them in a disrespectful way, without heeding 
the weight of their dignity. So my attitude – which is firmly rooted, based on 
examples such as Godard – has been largely consistent with that saying, and I’m 
not sure from Nietzsche or from Bloom himself, that the weak imitate, the strong 
appropriate. As for the concept of the ‘bad form’, it is something that should be 
understood in contrast to a ‘good form’ or the kind of form that closes in on itself. 
Formal perfection has always required that kind of completion. But the one thing 
that characterizes forms in art is, of course, the fact that they never close. There is 
always an inalienable or intractable extra, something that refuses to totally submit. 
Works of art are always full of holes. After our meeting the other day, I went to 
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see the Ingres exhibition. I was very surprised to see this idea of the ‘bad form’ 
working in it, because I was looking at portraits – the Countess d’Haussonville, 
Monsieur Bertin, Madame Moitessier – that are apparently perfect from the point 
of view of ‘good form’. But if you kept looking, you would suddenly notice 
something that did not appear to be there to satisfy the completeness of the work 
but rather to upset it: one of them had some things coming out of the lower part, 
some objects or colours; in another it was a reflection on the arm of an armchair, 
and in a third it was the all-over pattern on a dress. As I contemplated them,  
I thought: ‘If I took those things out of this painting, it would be a totally academic, 
conventional picture of no interest. If I leave them in, the whole thing comes alive, 
everything starts to work. And that – the dialectical play with the possibility of  
a “good/bad form” – is precisely what makes it a good work of art.’ 

I understood this type of dynamic better when I read Lyotard’s Discourse, Figure. 
In the book, he says that a ‘bad form’ is both the norm and the transgression,  
the guide and the deviation, the affirmation and the negation, the construction and the  
deconstruction – it is a form in which desire remains trapped. A ‘bad form’ is one 
that can be turned on and off, as if it had a switch; it is the alternating charge and 
discharge of pleasure, the oscillation between the presence and absence of contact, 
the rhythm in which ‘the subject’s unconscious “jells” so to speak, the formal 
matrix of his dreams and symptoms’. This formal idea – the idea of a form that 
is struggling with itself because it would like to be a good form but it knows  
that being bad is its only chance at being an artistic form – is precisely what interests 
me. It already had a lot of weight in the works from the E. L. el Ruso series, and then 
gradually, as I incorporated so many signs, materials, spatial arrangements, and 
so on into the works, the idea of the ‘bad form’ grew much more complex. And so  
did its reception. Pello Irazu often says that I mistreat viewers, putting them in 
a situation in which they eventually have to desist, because the complexity they 
are required to submit to in order to enter the work is excessive. But this excess is 
actually what led to the exhibition Malas formas. I wanted the dynamics happening 
in each work to happen in the exhibition, and I wanted to push this idea to the 
limit. And strangely enough, when I took the idea to the extreme, the exhibition 
was very well received. Many visitors were able to experience things that they 
had found difficult in the individual works. 

FERNANDES: In the course of your work and in this exhibition I’ve encountered 
various texts of yours, ranging from papers that you wrote to present your 
work at conferences to texts produced to prepare and present this exhibition 
project. According to this reflective activity, this writing, your work also has 
a metalinguistic aspect that manifests itself in the self-referentiality of many 
works – the autotelic dimension I was speaking of earlier – and also in the way 
you use language to create a textuality about your body of work and about the 
context of that body of work. What do you think about this relationship with 
language or metalanguage in your work?

BADIOLA: I belong to a tradition mainly derived from minimalism and conceptual 
art, in which making art and making discourse were the same thing. The need 
to consider the metalinguistic dimension was there from the beginning. Not in 
the sense of using one language to explain another, but in the sense that each 
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language has its own formal and structural complexity, and that this can be made 
self-evident. I think my way of approaching things has gradually evolved towards 
a situation in which the text aspires to having some kind of meaning in itself.  
I personally don’t think that texts explain anything; they can create a parallel reality 
that accompanies the works, but each reality is different and each has its own rules. 
Sometimes there is the temptation or the time pressures and it seems that the texts 
explain things, but that’s certainly not the intention behind them. I would actually 
say that I tend towards something more poetic, although ‘poetic’ is a difficult term 
because it often covers up darkness, imprecision, a lack of rigour. It’s like what 
you were telling me earlier: when you started writing, you wrote ‘literary’ texts 
for artists. We could say that in stage one of the poetic dimension of language, the 
‘poetic’ conceals insufficient mastery of the concepts. Then there’s stage two, which 
I think is something to aspire to, in which language is just one of many tools, like 
sculpture or anything else. It’s about the desire to make language self-sufficient, 
without the metalinguistic aspect of trying to explain the other language. Instead, 
the coexistence of the two can give rise to something that is not an explanation but 
something extra, something different. 

FERNANDES: You have reflected on the work of another artist – Oteiza – in order 
to further our understanding of it. Do you think this has played a part in the 
construction of a metalinguistic dimension in relation to your own work?

BADIOLA: It wasn’t just Oteiza. I’ve written texts for Juan Uslé, Ana Laura Aláez, 
Ángel Bados and other artists. But I don’t think they follow the same logic. They 
don’t try to explain anything about others, they just add something alongside.

FERNANDES: But sometimes – it often happens to me in the Portuguese art 
scene, for example – I find myself in a context where artists who have never been 
accompanied by a critical discourse to rationalize their works create their own 
critical device to present their work. Could this be a trigger for your writing?

BADIOLA: Perhaps, but as I said earlier, I think I write because we came from 
a tradition in which it was natural, logical: Robert Morris wrote, Donald Judd 
wrote... 

FERNANDES: Well, Morris and Judd had to write about what they were doing, 
they had to create their own textuality, didn’t they? 

BADIOLA: Yes, we had them as precursors, and we had Oteiza too. Oteiza 
was clearly an artist who created one of the most powerful critical contexts 
for interpreting his own work, but also for understanding art in its many 
functions: aesthetic, anthropological, mythical, linguistic, etc. Oteiza is the most 
straightforward example in this sense: his work is very clear in certain aspects, 
but it was also so heterodox in relation to the norm in Spanish art that he clearly 
needed to lay the foundations for reading his own works. So yes, I guess it is 
also a key factor when venturing into writing. But I think there’s more to it in my 
case, and there’s also the fact that I’m starting to feel more and more comfortable 
with writing as artistic work, or ‘stage two’ writing, which goes beyond the mere 
explanatory power of text.
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READING A PRACTICE
A conversation among Ana Laura Aláez, Ángel Bados, Jon Mikel Euba, Pello Irazu, Asier Mendizabal, 
Itziar Okariz and Sergio Prego, with an introduction to each section by Txomin Badiola

Note: The conversation that follows never took place, it is a fiction, a construct fashioned from transcribed material 
from several different interviews. These are, on the one hand, conversations between each of the participating 
artists (Ana Laura Aláez, Ángel Bados, Jon Mikel Euba, Pello Irazu, Asier Mendizabal, Itziar Okariz and Sergio 
Prego) and various interlocutors (Lorea Alfaro, Zigor Barayazarra, Leo Burge and Jon Otamendi) with a view 
to discussing their choice of works. On the other, this material is combined with material from seven meetings 
between these artists and Txomin Badiola in order to arrive at a final selection and a way of organizing the works 
in the exhibition. This series of encounters has been edited to form one conversation, in eight sections, articulated 
on the basis of this work, which ultimately structured the show. The voices of the different interlocutors have been 
merged into a single, anonymous voice that conducts the interventions of each artist. Each of the sections starts 
with an introduction by Txomin Badiola.
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Reading a Practice

DESIRING, BASTARD AND UNSATISFIED FORMS

BADIOLA: Back in 1978, at the Escuela de Bellas Artes de Bilbao, I coincided with a group of 
artists with whom, among other things, I shared an interest in creators who were characterized 
by not being the mere instruments of their inspiration and by maintaining a certain critical 
distance from their own processes. It was logical, then, that we should have focused at that 
time, if only tactically, on artistic practices that engaged with problems of language, shifting 
the expressive plane and concentrating on a reflexive plane: fundamentally, minimalism 
and the conceptual. In that light, the minimal object proved to be a paradoxically complex 
object, in that it was heir both to the systematizing spirit of reductionism and to the semiotic 
paradoxes of the ready-made. From 1984 on we constituted a new group – Bados, Fernández, 
Irazu, Moraza and myself – in the Uribitarte studios in Bilbao. The debate became more 
complex, thanks not only to the contribution of Ángel Bados’s experience within a conceptual 
art which was closer to Povera or to Joseph Beuys but also to the external pressure created by 
the emergence of the new paradigms that sought to establish themselves in the early eighties: 
Transavantgarde and basically the whole repertoire of Neo styles: Neo-expressionism, Neo-
geo, and so on. Each of us came up with our own response to this situation. Mine consisted of 
a series of sculptures which I called Bastardos [Bastards]. I was trying to insist on an origin 
that was diffuse, hard to trace, and on a greater visibility of issues that had been suppressed 
in previous processes that were more aseptic, formalizing and discursive. Some of the works 
from this period were shown in 1985 at the exhibition Mitos y delitos [Myths and Crimes] 
at Metrònom in Barcelona. That show included works by Bados, Morquillas and CVA, and 
my Bastardos. On the basis of the reviews of that exhibition the term ‘Nueva Escultura 
Vasca’ [NEV, New Basque Sculpture] began to be used, and though it gained a lot of traction 
in the media, we never entirely identified with it.
 At some point we realized that the prospect of transcending the situation in which 
art found itself at the end of the seventies and in the early eighties did not lie in the nostalgic 
recovery of what modernity had left behind. Considered as a premise of a cultural rank, the 
movements in vogue in those years – over and above the specific work of individual artists – 
had proved to be a false start. It seemed more appropriate to explore the contradictions and 
problems that had come to light than to take shortcuts.
 Oteiza began to be not just a subject of discussion between us but a very active 
factor, in so far as he was a participant. As well as being a stimulus and many other positive 
things, Oteiza incorporated a reactive element. Thanks to his extrapolation – ‘I have concluded 
my artistic process’, ‘contemporary art has concluded its process’, ‘What are you still doing 
in art?’ – Oteiza represented the conscience of modernity and the condemnation, in both 
aesthetic and political terms, of postmodernism. The works of this period, from 1985 to 
1987, derive from a ‘misreading’ of Oteiza, a slanted interpretation of his works. It was an 
attempt to identify the purely anti-discursive aspects of his work, everything that exceeded its 
purpose, the shortcomings and repressed or rarefied elements of his sculpture. In the internal, 
structural dissatisfaction which characterized our pieces then it’s possible to trace an approach 
that was to appear in many of the later works and that had to do with that otherness which 
inhabited them, engendering an internal productivity that embraced the mechanisms of desire 
as a positive, creative and affirmative power. As against the primacy of a satisfied, closed, 
concluded structure and forms, they proposed cinematic relationships between unformed 
elements, in process, which connect in continually shedding and integrating new realities.
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1
Tx. Badiola, Bastardo (colgado) [Bastard 
(Hung)], Bastardo (sentado) [Bastard (Seated)] 
and Bastardo (tumbado) [Bastard (Lying 
Down)], 1984
Three Bastardos in the exhibition Mitos y 
Delitos [Myths and Crimes] (Badiola, Bados, 
CVA, Morquillas) at Metrònom, Barcelona, 
in 1984. A ‘bastard’ is a type of work usually 
consisting of a steel base and a mass 
made of painted wood. Some also include 
a small light bulb powered by an electric 
battery. The Bastardos sought to shake off 
the ‘purity’ of minimalism. To do so, they 
drew on artistic expressions that suggested 
constructive elements from the avant-garde, 
they broke the taboo of anthropomorphism, 
they recovered the energetic properties of 
materials and the expressive use of space, 
and they generally tended towards all things 
hybrid and essentially ‘pathetic’ in contrast 
to the impassive, aristocratic presence of the 
minimalist object.

2
Uribitarte studio, Bilbao, in 1984. A Bastardo 
can be seen on the left, surrounded by works 
by CVA. On the right, Ángel Bados and Pello 
Irazu, working. The group that came to be 
classified as ‘New Basque Sculpture’ came 
out of this studio on the piers of the port of 
Bilbao from 1983 to the early nineties.
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Bastardo (colgado) [Bastard (Hung)], 1984; Bastardo 
(sentado) [Bastard (Seated)], 1984; Bastard (Portrait), 1991; 
RSF (Iker Plot 3), 2008; Pieza insatisfecha [Unsatisfied 
Piece], 1987; E. L. el Ruso 3 [E. L. the Russian 3]; E. L. el 
Ruso 5 [E. L. the Russian 5], 1987–88; Si la memoria no me 
traiciona [If My Memory Doesn’t Betray Me], 2007

In the selection you’ve made, Asier, can you identify any relationship between the 
various works that prompted you to choose them? I say this because what comes 
after Bastardos is a group of works of New Basque Sculpture, then this other work 
that ends this cycle, Twins... so that the selection lets us see that some pieces have 
to do with the entire set of works.

MENDIZABAL: I’m glad the selection lets that be seen, because the problem I had the 
whole time I was making it was thinking that something like this could only work if 
it configured a reading which generates a route that would bring out connections and 
disconnections, but I wasn’t able to do that. There were a lot of layers, and on the one 
hand I wanted it to make sense, to cover as much as possible of the work at the level 
of information; there was a kind of responsibility. On the other hand there was the 
subjective level, the biographical reasons for my having access to work, what I knew, 
when I got to know it, what I didn’t know, and so on. There were so many layers that 
I found it very difficult, so I ended up working backwards, almost by elimination, 
and many of the things that stayed in, especially from the beginning – and this is why 
there are so many that seem to be repeated – were due, I think, to a desire to see. There 
are so many that I didn’t know, or didn’t know well enough – the Bastardos and all 
that – and I wanted to see them. I think that in choosing – when it wasn’t yet clear that 
we would be involved in this whole process of interviews – I really projected myself 
into the result, into the fact that we were going to bring together the pieces that would 
form part of an exhibition, and so many of them were included because I wanted to 
see them, especially all the ones you mention.

For example, the first ones, Bastardos (figs. 1, 2) leave out all the previous works, 
or they don’t exactly leave them out, perhaps they brought in some issues related 
to those works.

MENDIZABAL: Yes, in so far as they seem to condense some things, but in a more 
open way, it may have to do with that. They have a certain enigmatic quality in that 
they can be more multiple as far as their elements are concerned; what intrigued me 
was what I don’t understand in the pieces, what I can’t entirely complete.

PREGO: For me there are different things I like about this work, and above all I chose 
a Bastardo (fig. 3) because of the battery. I was surprised to find an electric battery 
in Txomin’s work. It’s as if it were something alien to what is happening, and yet it 
exerts a kind of noise that, for me, has to do with a thought that is esoteric... maybe 
even paranoid. To think that an element that has nothing to do with it suddenly has 
an effect, something happens when it’s included but we don’t know exactly what it 
is. Then there is the cylindrical hole in the wood, with the other element above it that 
doesn’t match; each of its parts seems not to fit with the other. This is a precise choice 
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3
Tx. Badiola, Bastardo (sentado)  
[Bastard (Seated)], 1984

4,
Tx. Badiola, Bastard (Portrait), 1991
Badiola revisited the theme of the Bastardos 
when he moved to New York in the early 
nineties. The germinal role of the notion of 
the ‘bastard’ can be seen in the increasingly 
complex relation between the supporting and 
supported elements and in the specificity of the 
sign that they form, introducing directions that 
Badiola would work on in the following years.
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of elements that are not articulated and, nevertheless, an articulation is created which 
seems strange to me...

But there’s a little bulb which gives light...

SERGIO: Ah! There’s a light bulb? I didn’t know that.

MENDIZABAL: In Bastardos, what has the biggest semantic charge – the kind of gestalt 
that configured the circle, the hole, the burnt part, and so on – was in opposition to 
the structure, which made it easier to talk about that conflict between what supports 
the sign, what the sign is, the sign that supports itself, and so on. That relationship 
in which what supports the sign is the materiality, with that improper or inadequate 
form, posed the problem in a very clear manner. When all this becomes more complex 
in later works, in which the sign-content increasingly refers to a whole host of almost 
uncontrollable things, at bottom the articulation is still the same, or very similar. The 
problem posed is equivalent: how to incorporate highly charged signifying elements 
in such a way that they maintain the ambiguity of being at the same time their 
constituent material, their physical support... construction elements, because they are 
also screens, panels, bits of furniture, and so on. It’s their materiality that generates 
the collisions or combinations, and it’s in their materiality in relation to these complex 
structures that it isn’t clear what holds up what, both literally and at the level of 
linguistic analogy.

The seminal nature of these works is evident in the fact that Txomin, at the beginning 
of his stay in New York, takes the matter up again in works like Bastard (Portrait) 
(fig. 4), Guilty Bastard, Bastardo en Bañiland [Bastard in Bañiland], from 1991, in 
which, somehow, a twist is given to the relationship between supporting elements 
– in this case, a box mounted on a wall – and a supported element – a chair – which  
carries a greater load of signification. The very titles alert us to the fact that over and 
above considerations about what kind of objects we have in front of us – functional 
or dysfunctional – there is a leaning towards the figurative (because in one case it’s 
also a portrait) or the characterial (psychologizing).

IRAZU: What I like in the Bastardos, situating the problem in its time, is an attempt 
to construct body, in a figurative and functional sense. This one includes different 
materialities, it’s cobbled together, and, like Frankenstein’s monster, for it to come to 
life it needs input from something external. The fact that it has a battery and a light 
bulb reflects the desire to supply the body with external energy and this gives it all 
its interest. What it transmits is not so much an image as an activity; it’s a sum of 
parts that needed animation and has achieved it by being configured as an artefact. 
And I say ‘artefact’ because we’re talking about a way of functioning rather than an 
object; the interest comes not from the presence of the object but from something that 
animates the relationship of its components. This kind of articulation can also be 
seen in much later works such as El amor es más frío que la muerte [Love Is Colder than 
Death] (figs. 109, 110, 111) from 1996–97 or Bedsong (figs. 112, 113, 114) from 1999–2000. 
The latter, made for an exhibition at La Gallera in Valencia, is presented as a chassis, 
a construction raised on iron legs, the interior of which is a room; inside there’s the 
skeleton of a bed and a motorized electric guitar, which in executing a to-and-fro 
movement produces a kind of erection and becomes vertical, with a corresponding 
increase in the distorted sound it makes, until it comes to a climax where everything 
subsides and it starts again. Like the fate of Sisyphus, condemned to roll a rock to 
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5
Tx. Badiola, Arquitecturas [Architectures], 1981  
Txomin Badiola exhibition at Aula de Cultura, 
CAM, Bilbao, 1982. This exhibition – part of 
which travelled to Metrònom in Barcelona –  
brought together his works in the style of 
minimalism. 

6 
Tx. Badiola, Ariete [Battering Ram], 1984 
(Destroyed)
In the early eighties, critical debate in Spain 
announced the decline of a paradigm of 
formalization (taking for granted the demise of 
the minimalist/conceptual stage) and the dawn 
of a paradigm of interpretation (that welcomed 
all kinds of ‘neos’ and revisionist positions). 
The group of Basque sculptors sharing the 
Uribitarte studio in Bilbao decided to chart their 
own course through the tensions in the art 
scene of the time. They did not want to either 
totally reject the recent past, which was closely 
bound up with the way they understood art, 
or uncritically and unconditionally embrace 
the supposedly new. As they made their way 
through this tricky process, it was inevitable 
that they sometimes succumbed to the 
pressure of the moment, as exemplified by this 
work destroyed by Badiola in 1987.
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the top of a mountain again and again, Bedsong is destined to run in a loop in which 
it’s not enough to complete the cycle, agonizingly repeating something I identify as 
a mechanics of desire.

OKARIZ: Personally, what interests me about Bastard (Portrait) is the simplicity of 
the gesture that is the piece. In Proforma, I remember an exercise in which Jon Mikel 
suggested that I work ‘live’; in the end I asked Txomin whether to use delay in the 
sound of a performance and he replied: ‘Of course, with delay; you know I’m in 
favour of the language.’ This work is in favour of the language. I’ve always had a soft 
spot for this kind of thing.

However, Txomin refers to the previous period (the late seventies and early 
eighties) as a phase related to minimalism, linked more to the linguistic (fig. 5); 
and here, with the Bastardos, it would seem to be the moment to bring an end to 
all that, or to start something else. Asier, did you identify this but find it didn’t 
interest you, or does it seem better to you here in being at the end?

MENDIZABAL: Perhaps the break that Bastardos makes with the pieces in the 
minimalist tradition is not with the linguistic but rather with the normative strand 
of that tradition. It’s not that these pieces distance themselves from the linguistic, 
I think, but that they put forward a more concrete analogy with the linguistic 
phenomenon in general, which is what interested me, in fact, and especially in this 
photo (in which three of them appear together, fig. 1), because in the group those 
permutational relationships that propose a grammar are in evidence, as is the fact 
that each of the elements contains an internal syntax. Even though here as yet there 
are no references – as contents, as cultural signs that are conjured up – the behaviour 
is, nevertheless, somehow beginning to be just that. Of course I came to Txomin’s 
work late, but I, at least, perhaps see more clearly here that there is something iconic 
which has that potential as sign precisely because of the gestalt; these permutations 
and combinations, plus the supporting structure – the structure literally as support –,  
that circle, those diagonals, have an iconic quality which might point to what later 
will more clearly become a fully incorporated cultural sign.

In fact, in Bastardo (sentado) (fig. 3) or Bastardo (tumbado), the bulb is like a sign...

SERGIO: Yes, it’s like a sign. In part it has to do with giving meaning to the battery 
and cables, but I don’t know. The reason I chose this piece is also, though it has to do 
with aspects that relate it to the Transavantgarde, or to some of the more archaizing 
tendencies of the eighties – that I recognize, for example, in the use of black, which  
I don’t know if it’s burnt or not, but it reminds me of paintings of those years in the use of 
wood and also of that esoteric sense that electricity can have –, that in terms of structure 
what interests me in the work is that it stands apart from that archaizing tendency. 
It’s not looking for a comfortable sign of something old which looks like it’s installed 
somehow in this metaphorical or allegorical sense; rather, all of the elements are placed 
in tension. Thinking of the battery, I always think of Beuys, when he tells a story about 
how certain elements such as copper plates can generate electricity, something you 
can’t check but which structures the whole thing in line with this something that you 
don’t know if it’s happening or not, and it creates a strangeness. I have a feeling that the 
whole Transavantgarde is the product of a certain Beuys influence, which introduced 
those symbolic, metaphorical or even allegorical levels that you don’t see before in the 
iconoclastic reductionism of the sixties. And in relation to all that, I find this work very 
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interesting, because it’s trying precisely to escape from the reductionism of minimal 
art in the noise generated by all these elements, which in the case of Transavantgarde 
ended up becoming mere rhetoric. It may be that at that time... I don’t know... there 
was a kind of fascination, an excitement about the things that were being done; they 
appeared with a kind of strangeness that you really didn’t understand where it came 
from. In the Basque Country we were in a context dominated by punk, the whole 
Rock Radical Vasco scene, but at the same time you could be exposed to things or 
events that were taking place elsewhere, in which everything was mixed and almost 
everything was closely related. Now it seems, in retrospect, that everything was very 
separate, and yet at the time everything was happening at once, from the magazines 
and fanzines that were sold in bars to the most modern magazines that dealt with 
what was going on in art. There was a transition of intermediate things and elements, 
and that was the place I found most interesting.

And that’s not how it happens now?

SERGIO: It may be a generation thing, but it doesn’t happen to me now. I get the feeling 
that information is used in a slanted way, and that it’s very difficult to upset things 
within this continuum. Above all because it’s so clear what those communication 
channels are that there is no leeway, everything is packaged up. It’s apparent on 
every level. When you get one of those moments when it seems that something is 
changing, that’s when these ambiguous spaces suddenly appear in which you have 
the feeling that something is filtering through, but otherwise everything seems 
extremely compact.

Now that you mention the connection with those tendencies in the eighties, 
Txomin has talked about the attempts at that time to generate something that 
would be a response to the exhaustion of minimalism and the conceptual without 
succumbing entirely to the model being imposed in the form of Transavantgarde, 
Neo-expressionisms, and so on. The Bastardos were to be the beginning of  
a response that would opt for different paths. However, he himself admits that it 
was often very difficult not to succumb to the pressure of the times, and some of 
the work clearly reflects that. Ariete [Battering Ram] (fig. 6), for example, which 
was exhibited with the rest of the Bastardos in the Metrònom exhibition Mitos  
y delitos, in 1985, and was bought by the gallery owner Rafael Tous. Txomin never 
could stand that piece, and he kept insisting until he got Tous to accept an exchange, 
which allowed him to destroy it, and which he apparently did in a rather dramatic 
way: he turned up at Tous’s home with the sculptor Leiro, who took a chainsaw 
and literally sliced Ariete   into pieces. Despite the fact that, having been destroyed, 
this work was not eligible for the show, you, Jon Mikel, have included it. Why?

EUBA: I’ve always had this piece in my head ever since I saw a photograph in 
Txomin’s studio fifteen years ago. On being invited to select from his work, I rebelled 
and thought that the first thing I’d do would be to remind him of a piece that wasn’t 
eligible but I knew had existed. This work has always reminded me of another, also 
non-existent, by Sergio. It too is a piece that I’ve only seen in a photograph, in which 
we see someone – it’s him – holding an object by a handle: a wooden board cut to 
form the word ‘FOLLAR’ [fuck] – in capitals! – with all the violence that word has 
for a young person who hasn’t ever done it and feels all the pressure of a patriarchal 
system. There’s something very powerful in what he sets out to represent which the 
result reveals as problematic. The weight of the word and of his intention is much 
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greater than the result obtained by the work. In both cases I’m interested in how, in 
after deciding to work in a technical way, a level expression is generated that goes 
beyond what they can subsequently support. Sergio’s piece was made with a jigsaw 
and has a roughness I find deeply reminiscent of Txomin’s, which was probably 
made with a grinder. In the Ariete the volume is ‘constructed’ from different elements 
to configure a unit and from there to begin to give it form with a technique (carving, 
subtractive) which is not his habitual one, and what happens is that the level of 
expression increases. Ariete has always seemed to me to be Txomin’s greatest self-
portrait. When you see it you say: ‘That’s a brutish sculpture.’ And at the same time  
I really identify with it. There’s something raw, wild about Txomin and in this 
sculpture it really comes out; in his case, it has also to do with weight. If it were my self-
portrait, it would have to do with being stubborn. He isn’t stubborn, he’s forthright, 
but in the matter of weight it has always seemed to be the work of someone who was 
pretty rough, not very delicate or sophisticated. When I look at the weight it has to 
hold up, I say: ‘Txomin, you’re something else,’ and I see him in it. Choosing this 
piece is an act of insubordination towards Txomin, in raising once again the question 
of how to represent something that he had decided in advance did not represent 
him. I asked myself why it was there, why this catalogue with the photograph of 
Ariete hadn’t been destroyed: if the work exists here (in the catalogue), it exists. And 
he, who works with signs, how can he attempt to ignore this great big sign? It was  
a rebellion on my part to test the limits of the idea of oneself that one wants to give or 
to fashion. I too have burned a lot of my paintings in the past, because I felt that they 
wouldn’t be understood, but I liked everything having to do with this piece. I don’t 
think Txomin is an expressive artist in the sense of telling stories, but I do think he can 
be expressionist, and this is the piece I had to rescue.

Something of what Txomin may be looking for as a personal response to the 
dilemma outlined above can perhaps be found in a work entitled Pieza insatisfecha, 
which belongs now to another phase, that of his sculptures in steel.

EUBA: Txomin has a faith in art that I don’t have, and yet when it comes to engaging 
in the process he has a kind of anti-idealism, which again I don’t have, and when 
he’s working this makes him quite detached, just following a series of impulses, but 
without an identification with the object such as I or other people can have. This 
work, Pieza insatisfecha (fig. 7), is related to something that has always interested me, 
which is that art must be capable of creating works that shut your mouth, that seem to 
obstruct language so you can feel a silence. I spoke with Txomin about the concordance 
between the verbal language of the title, which speaks to you about what’s happening 
in the piece, and the piece itself, which exemplifies just that. There’s a thinking on two 
levels simultaneously that I really like. At the time, I related it to the Oteiza sculpture 
called Error de escultor con protesta desde la escultura [Sculptor’s Error with Protest from 
the Sculpture]. What I liked in the case of Oteiza was how, over and above the project 
within which one sets restrictions for oneself – for example, ‘I’m going to make a piece 
using three flat elements in such a way that their articulation creates a space’ – we 
always have an internal detector that says ‘yes, fine, but this doesn’t work, I’m going to 
do something wrong’. It seems to me that this ability to betray your own self-imposed 
restrictions or your own rules – your project, in short – is what defines what is to be an 
artist. But if you are also able to subjugate this problem, to incorporate it as a solution 
and even represent it in the title, that seems to me to be the Holy Grail. I love this 
sculpture (Pieza insatisfecha), although I haven’t seen it in the flesh. I also like it for 
Txomin’s way of incrusting elements that seek friction, always dispassionately but with 

Txomin Badiola (2016) - MNCARS - 161130.indd   37 1/12/16   8:39



38

7
A diagram that includes Oteiza’s Error de 
escultor con protesta desde la escultura 
[Sculptor’s Error with Protest from the 
Sculpture], 1958, and Badiola’s Pieza 
insatisfecha [Unsatisfied Piece], 1987, which 
suggests how Badiola’s works from the 
eighties arise from a ‘misreading’ of Oteiza’s 
oeuvre. Badiola magnifies minor, overlooked 
or repressed aspects that appear in Oteiza’s 
work, generating a new syntax made up 
various kinds of elements that play very 
different roles within the same organic whole. 
Consequently, the unit is always precarious: 
although the structure is materially sound, 
it is ‘unsatisfied’ because it is internally 
challenged by the contradictory nature  
of its constituent parts.

8
Tx. Badiola, El rey y la reina [The King and the 
Queen], 1986 (partial view)
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a lot of conviction. I find that in this case, unlike in Ariete, the result is delicate; what is 
added, which doesn’t belong to the piece, generates a coexistence that I think he calls 
parasitic. It’s amazing, the delicacy with which the whole embraces the parasite, which 
for me exemplifies the idea, mentioned earlier, of defining a project which you betray 
in the process and for the piece to be capable of finding its form through the inclusion 
of the problem. I see that as having reached a certain level of wisdom. This piece seems 
to me to be an inspiring example.

You could say that it’s a structural exercise but with a vital sense. The forms twist and 
turn internally. They seem to be subjugated, as in other pieces from the same period, 
like El rey y la reina [The King and the Queen] (fig. 8), but here they are trying to free 
themselves from this subjection; it’s unsatisfied with respect to its configuration...

MENDIZABAL: In this group, which I would include in the E. L. el Ruso series, it 
should be understood that certain operations that seem merely formal operations of 
the combination of elements –  in this case, abstract – generate an order by dislocating, 
reuniting and confronting things, and this operates in the same way as when, in much 
later works, far more complex narrative elements are used. This order is structural, 
not like a simple self-referential formal combinatorial analysis, and it already 
contains a much more fertile and more complex proposal in terms of all the references 
it can bring into play. We have to learn to read here first everything that is alluded 
to later, thematically or semantically. Not because you have learned to do that here, 
but because it was already here, by way of a specific tradition in sculpture, which 
was problematized. Therefore, the order has to be explained here, not as an intuitive 
discovery but as a whole project. The way the series E. L. el Ruso operates is somehow 
clean. It’s a matter of repeating a number of elements with different arrangements. In 
Pieza insatisfecha it’s not so clean, because there are different levels of operation. The 
link with Oteiza’s Error de escultor serves to scotch the prejudice that the incorporation 
of Oteiza’s sculpture is a question of inheritance. It’s a very instrumental piece with 
which to clarify certain things.

Speaking of sculptor’s mistakes, of unsatisfied pieces, I think it has to do with 
something you said, Ángel, in a class: ‘It is only through the gap that the structure is 
assisted, from the very process, because there is a process of gap...’

BADOS: As almost always, we would we talking about the structure.

‘... and it is the process assisted by the structure of the practice, but it can only 
be assisted with the gap, which does not mean in any way overcoming it, but by 
allowing it to be grasped in the consequences that coagulate from it at the very 
point that the reproduction of the process stops. In other words, it is when it stops 
that the result is seen.’

BADOS: When I came across the Jacques Lacan text I was amazed at the clarity with 
which he depicts the question of the structure. He seems to be referring to creation 
in art. Lacan looks to art to recognize something still opaque in his teaching, and his 
attitude strikes me as exemplary. In reading his seminars I have found approaches to 
creation, to the material truth of art, which I haven’t found in semiotics and aesthetics. 
The paragraph you mention tells us that the structure is only aided by the failure it itself 
causes, and that only by following that failure can it materially work the meaning... 
Because what ‘coagulates’ within the time limit of the process is none other than the 
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9
Jon Mikel Euba, Pandamask 1, 1998–99. Video

10
Oteiza standing beside his sculpture Versión 
previa del Homenaje a Mallarmé [Preliminary 
Version of Homage to Mallarmé], at Talleres 
Romero, Irun, in the mid-1970s.
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work taking shape, incorporating-into-meaning precisely where the meaning fails.  
The paragraph in question seems to me to be faultless and should be printed out at the  
beginning of any art course. Because we have to recognize that the ultimate meaning 
of the work emerges over and above what the component parts and their formal logic 
enunciate; hence the fact that many of Txomin’s pieces, in risking certain internal breaks 
during their realization – I like to think, in favour of desire – manage to connect with us.

Thinking on a more general level than that of the work, and in relation to what 
Jon Mikel said, the betrayal would be the confirmation that the project exists. If the 
project wasn’t configured well, you wouldn’t be betraying it in doing something that 
came out of it, because at no point would there would be a drawback in the turning 
aside. However, when a problem is defined, this effectively benefits the project as  
a whole.

BADOS: Given the condition of failure of the structure, I’m afraid that what you call 
‘betrayal’ can only be a betrayal of the project, because at the end of the structural 
process of the work there is always a remainder, which for our own good we have to 
take and try to do something with.

I received the information about this Pieza insatisfecha with some drawings that 
you, Jon Mikel, exchanged with Txomin, talking about precisely these things and 
comparing it with the piece by Oteiza you have referred to. Is this kind of dialogue 
a habitual thing between you?

EUBA: To try out how we could approach these conversations, Txomin and I recorded 
a first conversation, with Inazio Escudero behind the camera, which is probably where 
the exchange to which you refer took place. I really don’t remember that we sent one 
another these drawings analysing Pieza insatisfecha. I guess the schema (fig. 7) would 
have emerged from the conversation itself, a pilot test to see how we could represent 
this other conversation, which, as others have said, has extended itself in time, over 
years. I got to know Txomin when he was my teacher in the Arteleku workshop.  
I had never engaged with Oteiza or taken any interest in him. The fact is that over 
time I have seen how Txomin related certain concerns that were natural to me to other 
people, which in this case could be Oteiza. I remember once when I was working in 
his studio on calle Andrés Isasi, because there was a computer on which you could do 
a particular kind of video editing – there was Txomin, Sergio, me and possibly Inazio 
Escudero –, and I told Txomin I wanted to shoot some footage in which you’d see an 
axonometric of a car with the doors closed and one would open, and a person would 
get out, then another, and so on up to five; each person would be a particle which 
on moving in the exterior would create a situation, while the action would represent 
the relationship between the space outside the vehicle and the space inside (figs. 9, 
10). Then Txomin said: ‘I feel as if I’m listening to Oteiza.’ Suddenly it’s no longer an 
Oteiza that comes to me through the artefact, the result of his work, or from history 
but someone you’re told you resemble – not that he and I are alike, but you know what  
I mean. Years later we went one day to the Oteiza foundation and while Txomin was in 
a meeting I went to look at the exhibition of the collection with the conviction that what 
was there wouldn’t say anything to me. When Txomin came out I said to him, ‘I’ve 
seen a fantastic piece, Formas lentas [Slow Forms], in which I almost felt the presence of 
his hand making it,’ to which he replied that it was one of Oteiza’s favourite sculptures. 
I see these two examples as a kind of legitimation that has been essential for me as an 
artist, which I don’t know whether to say comes from outside or, conversely, is all the 
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11, 12
Tx. Badiola, E. L. el Ruso 8 [E. L. the Russian 8]  
and E. L. el Ruso 4 [E. L. the Russian 4], 
1987–88
The E. L. el Ruso series explores a production 
model based on generating a series of units 
(that are already complex in themselves) and 
a set of predetermined relationships. The 
original unit (which springs from Badiola’s 
minimalist work; figs. 64, 65) is an elongated 
rectangular box with four walls in which 
the base has been moved forward a few 
centimetres, leaving a gap at one end and a 
jutting plane at the other. This unity (except in 
E. L. el Ruso 8) is divided into two different-
sized segments that combine with each other 
and with the original unit (whole, but a third 
of the size). The planes that make up the box 
may also be subject to a series of standardized 
inclinations ranging from 90º to 180º. 
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more powerful for coming from within the art, from the ‘little story’. We have always 
had this kind of real conversation about things, things that for me are organic, which 
have nothing to do with art as something crystallized and dead, which was always my 
problem when I was a student... You have to understand that for me the art object has 
always been the obstruction between the person that made it and me. It has taken time 
for me to relax this impulse and understand the work of art as an ally.

Sergio, how do you see what you were talking about in relation to the Bastardos 
regarding the organization of the elements, their position and the relationship they 
create, in the series E. L. el Ruso (figs. 11, 12, 14)?

SERGIO: I see it as very related and at the same time completely different. What 
interests me most is that in the series E. L. el Ruso there are always the same elements 
positioned in different ways. When I first saw these pieces I didn’t understand how the 
structure worked and thought it corresponded to some kind of internal composition 
that didn’t particularly grab my attention. But when you realize that they are exactly 
the same elements positioned in one way or another, almost arbitrarily, I sense that  
a movement is being created which remains static, frozen yet you can’t stop watching 
the actions of opening or closing, which affect the planes. This virtual movement 
really disturbs me. What’s more, it’s a very simple structure, which suddenly acquires 
complexity. In terms of structure, it’s also interesting that we have two fragments of 
a large box which contain a smaller box (equivalent to the initial unit) inside them.

Here, Jon Mikel, you chose the whole series...
 
EUBA: Yes, I felt that in Txomin’s work, as with many other artists, when you know 
the whole family you understand much more fully what is being done. I remember, 
Jon, that you once saw a video of mine which was part of a series of six videos and 
you said: ‘When I saw the last one I understood the whole project.’ To see each of these 
pieces as a single perfect sculpture would be to contradict what there is in them of 
thought, reflection and project. These are pieces that I’ve always loved but have never 
seen in the flesh, because I think the first I saw were the versions in wood (fig. 13).

... that he made in New York.

EUBA: That’s right, but after making the selection I was lucky to see one in iron in 
the store of the CarrerasMugica gallery. I really love this work because I’ve always 
associated these pieces – related to the matrix they come from – with the dialogue 
between material, form, object and the real, vital and ideal beings that Oteiza was talking 
about. I remember Txomin told me once that Oteiza’s Caja metafísica [Metaphysical 
Box] was a response to the trauma of many artists when they put the ideal object, 
the cube in this case, before the real-material and the only thing that appears is the 
vital drama of people insistently buffing edges they are incapable of dominating. In 
the case of the E. L. el Ruso series, first of all I love the relationship between the object 
and the wall; for me it’s like a phrase on a wall. The fact that they’re sculptures or 
three-dimensional objects and where they are, with that scale, is really impressive. 
It’s very deceptive when you see a photo and they look like little boxes because they 
are actually huge. What I like most is how you can arrive at the delicate through 
aggression that produces the explosion of language. If Pieza insatisfecha was a kind of 
dialogue, in this case we have a thoroughly uncompromising process in which I like 
the technological quality that’s the end result. When, after making three cuts and some 
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13
Image of the New York studio, 1990, showing 
numerous works of different sizes in plywood, 
based on the E. L. el Ruso series.

14
Tx. Badiola, E. L. el Ruso 5 [E. L. the Russian 5],  
1988
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assemblies of a programmatic nature, the thickness of the plate suddenly appears as 
a line, the material, the relationship between the interior space, matter, the physicality 
of the material... it’s incredible. It’s the inconsiderate consideration of the material. He 
takes no interest in it, he ignores it completely and suddenly what he generates is the 
material in the highest degree. It’s an example of how to turn a very rigid material into 
a line, like when you strike a stone and make a spark with an old lighter. These pieces 
always surprise me. I don’t know if ‘sophistication’ is the word, but there’s something 
very sharp in getting that very fine cut from a chunk of iron that weighs who knows 
how much; it’s a victory over the language, by means of an assault on the language 
that makes it give you everything, like a good poem. It’s something like the dreams 
that Itziar Okariz is working on, where she defines a system in order to break the 
language from within. Generally it seems that people only use language to get things 
done, but she manages to get inside. Txomin does it in a different way now, with the 
image, but here he was still doing it with the thankless formal language of iron.

They are very austere or severe. Ana Laura, I’m curious to know – because he too 
wonders about this – if your generation felt it was something that had to be reacted 
against. Where were you at that time, and how did you feel about this? Did you see 
him as someone you had to go against, as someone close to you, or did you just not 
pay much attention to him? Did you already know one another?

ALÁEZ: No, we didn’t know one another. When I saw these pieces when I was starting 
out in sculpture, they caught my attention because they were strange and I have always 
felt a natural attraction to what I don’t understand. I met all my best friends through 
working with them. In theory, Txomin and I are two very dissimilar artists. He was my 
tutor for a year and we didn’t get along very well. Nevertheless, there was something 
that attracted me to him. It was probably the difference between us.

What would you say that difference was?

ALÁEZ: He starts from a knowledge of art and I start from not knowing what art is. 
He has to escape from it and I have to do just the opposite. He starts from an inherited 
responsibility and I’ve had to construct it. When you have no future you’re angry 
with society and for a long time your philosophy of life will be ‘Fuck you!’ At first you 
identify your freedom with a distrust of knowledge and you blame the people who 
have helped create a context in which there is no place for you.

And the fact that you’re a woman...

ALÁEZ: When I studied at the Facultad de Bellas Artes, there was an overwhelming 
presence of men in art and I knew I had to follow my own path. A woman gets 
discouraged when she doesn’t know who she is, when she doesn’t have a room of her 
own, and if you feel an urgent urge to break free, you do it with every weapon you’ve 
got. It’s like when a father proudly gives his son his shotgun when he considers he 
has become ‘a man’, and accompanies it with the message: ‘This is the world you 
inherit.’ If you don’t feel identified with that world that is against you, you’re going 
to have to oppose it. The logical thing is to do it in a way that is not exactly gentle. 
In addition to the context of the overwhelming presence of male artists, I belong to 
a generation that could be thought of as the Basque version of the Blank Generation 
in the eighties, the children of the working class of the industrial revolution. A lot of 
my friends died young, addicted to hard drugs. Without really making a conscious 
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15
Tx. Badiola, Family Plot Ruso [Russian Family 
Plot], 1987–88
Part of an offshoot of Badiola’s work with the 
E. L. el Ruso series. Instead of starting with 
an original element that is then fragmented 
and reconfigured, in this case several of these 
elements are assembled to create a new sign. 
Three elongated boxes are arranged to form 
a triangular shape, creating a sign that ‘floats’ 
parallel to the ground because of the way it 
connects to another three (para-abstract / 
para-figurative) elements. There is a parasitic 
relationship between these latter elements 
and the sign formed by the first three. The 
assemblage does not seek a stable unit, but 
rather one that is precarious and peremptory.

16
Tx. Badiola, Coup de dés [A Throw of the Dice], 
1987
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choice, they adopted a post-punk attitude as an idea of   rebellion. The sublime seemed 
to be light years away from that environment.

What you’re indicating is perhaps that your reaction to these sculptures had to do 
with the fact that they were sculptures made by men, and by men like Txomin, 
who had a certain grasp of culture (in the sense of high culture), or were at least on 
good terms with all of that; is that it?

ALÁEZ: The concept of the body – and these sculptures of Txomin’s are body – is very 
different for those who feel comfortable in it from the start, because they use culture 
as a shell from a very articulated structure. If from an early age culture is assumed in 
your habitat as an inherent part of your everyday life, you’re never going to have to 
question yourself about how to arrive at knowledge from desperation. You’re not going 
to waste so much time in that quagmire of not knowing while trying to find sources 
of inspiration in what society rejects as immoral. I have to say, by the way, that for me 
there’s no high and low culture, just culture. Well, I’m trying to explain why I chose 
these works. I need the strength of form; perhaps it may be the only thing that won’t 
break down over time. Art doesn’t let you down. As I said, I felt resentment towards 
that social context that was trying to subjugate you under immovable guidelines. Later 
on you work, you evolve, a transformation takes place. So much noise, so many things, 
so many tantrums, so many misunderstandings... so much autobiography. Then 
suddenly you no longer need to defend yourself because you’ve conquered your own 
territory. It’s liberating to retrieve a reference you’ve resisted. You look at these works 
and you think how lucky to have been there from the outset.

Asier, how do you see the E. L. el Ruso series within this first set of works of the 
New Basque Sculpture?

MENDIZABAL: In the E. L. el Ruso series, which is present in different formulations 
in my selection, one thing is very clear in the elements that configure it: that kind 
of box with one side displaced... there’s a very clean, very structural operation that 
then, in different ways and in different combinations, generates a whole syntax. 
Back then, perhaps E. L. el Ruso was an element with that vocation as a generating 
matrix; it’s very clear, that structural gesture of a small displacement in an object 
that you engage with as a conventional form (a box) and it activates like a very 
simple thing that nevertheless generates a logic by which these small successive 
dislocations in the structure work, in a very transparent way. The reiteration of that 
element in different moments, forms or uses tells us that there’s a clear intention 
by Txomin to allude to that operation. E. L. el Ruso has a clarity in the gesture that 
makes it self-explanatory.

In other works, such as Family Plot Ruso [Russian Family Plot] (fig. 15), it reappears 
as an element within increasingly complex thematic channels. The two things that 
you’ve singled out are combined: the ‘Russian element’ and the ‘support element’, 
which looks as if it were formally disassociated, with a more casual relationship.

MENDIZABAL: Yes, and this time with the use of diagonals... Where before the 
furniture subverted with that diagonal the conditions of use of the object alluded to 
(a crooked table or a broken orthogonality) (fig. 16), now the fact that the elements are 
in diagonal is because they are lying down, knocked over; there’s a literalism in the 
fact that something is leaning, supported, that is not the same as before, and from this 

Txomin Badiola (2016) - MNCARS - 161130.indd   47 1/12/16   8:39



48

17
Tx. Badiola, Si la memoria no me traiciona  
[If My Memory Doesn’t Betray Me], 2007
Linear demarcation of an empty space using 
several elements (some painted boards, a 
folded chair, images and texts), all flattened 
against the virtual walls, which are thus 
partially materialized.
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point on will be much repeated. Then those things half supported, no longer trying 
to solve something against the orthogonal, but actually things are ‘misplaced’, fall, 
and I think it’s very clear in this case, when the structures are more complex, that the 
forced balance depends on things that in themselves are imbalanced. In Family Plot 
Ruso it’s very clear. It’s also very clear that the ‘Russian element’, which was a more 
abstract matrix in the way it was modular, here, being supported by the structure, 
suddenly it becomes sign; the fact that something is supported, which is on a panel, 
or a structure, as opposed to what it says, it seems that begins to play a more complex 
role in relation to the semantic than in the previous tables.

There’s a work, Si la memoria no me traiciona (fig. 17), from much later, from 2007,  
which in a sense sums up this time because the elements that appear in the 
corners seem to be related to the E. L. el Ruso series and things from the nineties, 
the structure is like that of Bedsong (figs. 112, 113, 114), SOS (fig. 94) and so on,  
the colour appears a little differently but similar to as it could be used in Twins 
(figs. 30, 31), and the structure with the little legs, which he has used on other 
occasions, comes from the Bastardos. It’s in this kind of space with habitable 
characteristics where Txomin has usually included his videos.

PREGO: What I liked most in Si la memoria no me traiciona was precisely that while  
in other sculptures the elements are placed in a temporary, mobile way, here that kind 
of inner explosion inside a room bounded by a minimal structure makes it appear 
that there has been an event in the interior that organizes all of the elements around  
it – even the chair crushed against one of the walls – and at the same time the resonance 
of the elements themselves in that space remains. It’s configured gesturally, with the 
one movement of taking everything out to the extremes. As a rule I like sculptures in 
which there is a certain emptying out, in which the clutter disappears.

ALÁEZ: Yes, I lived through the time of Si la memoria no me traiciona, which was 2007; 
You could say there was something we shared in that period, and it was that we 
were both returning to our origins, without knowing what that might entail. I saw 
the piece for the first time in the Moisés Pérez de Albéniz gallery in Pamplona. He 
had warned me that there wasn’t much presence of three-dimensional things in the 
exhibition. He had abandoned the ‘room-installation’, saturated with signs of many 
kinds, and these were skeleton pieces. Together with the works we have mentioned, 
don’t you think that Si la memoria no me traiciona has a lot to do with earlier works 
like Three Eero’s Nightmares (fig. 132)? In this case there isn’t as much forthrightness 
or density as perhaps there is in other works of his, but there is that kind of, I don’t 
know, minimalism – ‘I am, with very little’ – and a point of inflection. How often does 
an artist want to be someone else or to be unfaithful to his or her own nature? This 
piece is a schema extended in space. Even though it’s an anti-sculpture, a drawing 
of the void, we intuit all of the previous experience which enabled him to get here, 
which is not evident. In reality it’s a ‘zero’.

BADOS: Absolutely. It’s so economical that it works like a drawing in space; there’s 
almost nothing to it. In Pamplona it worked very well in scale with the exhibition space. 
You walked up and down between the walls tensed by the inside and the outside of 
the piece. Spatially it’s so delicate that it seems drawn in the air. It includes elements 
of his career as a sculptor – we all have our obsessions  – but the forms from the series 
E. L. el Ruso breathe freely here. And it leads you to think that the effectiveness of the 
piece, in implicating us corporeally, comes from the almost non-existence of thematic 
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18
Press clipping (Egin, 24 December 1983) 
of an article that reports on the ‘removal’ 
(other media outlets spoke of ‘theft’ and the 
artists themselves called it a ‘kidnapping’) 
of an Oteiza sculpture from the Museo 
de Bellas Artes de Bilbao by the EAE 
(Euskal Artisten Elkartea [Basque Artists’ 
Association]). The EAE planned the whole 
thing like a typical clandestine operation: 
studying the museum’s security measures, 
creating and assigning groups to specific 
actions, and rehearsing some of these 
actions. Their flawless execution of the plan 
allowed them to steal the sculpture before 
the eyes of the guards, remove it from the 
museum in a bag, take it to the City Hall and 
film the whole thing without the museum 
management noticing until contacted by 
the City Hall. The EAE included artists 
from various generations, with different 
interests and types of work, and in spite of 
the success and media impact of Acción. El 
museo [Action. The Museum] it was difficult 
to align interests and methodologies and 
carry on with similar actions. Also, this 
accommodation with forms of violence 
seemed increasingly pointless as real 
violence literally took over the streets of 
the Basque Country in 1984. It was a kind 
of political art defined by an ambiguity – in 
Walter Benjamin’s terms – between the 
‘politicization of the aesthetic’ and the 
‘aestheticization of the political’. Participating 
artists: J. R. Anda, Tx. Badiola, R. Catania,  
J. Chavete, I. de la Fuente, I. Elejalde,  
C. Expósito, M. L. Fernández, P. Irazu,  
J. A. Lasa, J. A. Mtz. Liceranzu, E. Mendizabal,  
J. L. Moraza, F. Roscubas, V. Roscubas,  
X. Sáenz de Gorbea, J. R. Sainz Morquillas 
and T. Sánz.

19
Tx. Badiola, Stills from the video of the 
collective action EAE. Acción. El museo [EAE.  
Action. The Museum], 1983–2001. The video  
combines the raw footage filmed during the  
action with material from the Telenorte-TVE  
news bulletin. The only elements added  
were the title at the beginning and the  
credits at the end.
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or discourse handholds. It has the lightness of insects. He has said that he made it 
almost without knowing what he was doing.

 ... ‘Absent-mindedly’.

BADOS: That’s well put. I think Txomin plays a lot when he works, so perhaps that’s 
why he emphasizes the fact of being ‘distracted’. Some people – I’m one – are highly 
idealistic, they always have to put up with a measure of dissatisfaction, and this in 
turn familiarizes them with the impossible; and if the ideal fails then it’s imaginatively 
reconstructed for another attempt and another. The contrasting approach would be 
‘I don’t seek, I find’, but it needs to be qualified, because I swear that all my pieces 
come from accepting the action of contingency on the course of the ideal, for all that it 
hurts at times. Txomin corresponds more to the second type, and in his play he puts 
up more readily with falling short or being continually deconstructed, which is a little 
harder for the idealist. But as far as the creation is concerned, it’s all one.

FIRST EXCURSUS: INSIDE AND OUTSIDE

EAE. Acción. El museo [EAE. Action. The Museum], 1983. 
(a) Outside Art: A Form of Dialogue with the Institutional

Itziar, you’ve been particularly determined to include a work that isn’t even 
Txomin’s, but by the EAE (Euskal Artisten Elkartea [Basque Artists’ Association]) 
collective of artists (one of whom was Txomin), who in 1983 stole an Oteiza 
sculpture from the Museo de Bellas Artes de Bilbao and handed it over to the City 
Hall as an ‘authentic repository of the will of the citizens.’

OKARIZ: I’ve always seen EAE. Acción. El museo (figs. 18, 19) as a mythical work, 
as almost the perfect action: it stems from an almost personal situation and takes 
a form that has to do with a particular event and with the whole mesh of art and 
also of life; it has all the right ingredients. I also chose it because it belongs to my 
private imaginary, and, I guess, that of a generation. I have lived it as something 
that happened: Look, they did this! A personal narrative that you construct from 
information or other second- or third-hand narratives that assume a presence in your 
imagination. It has a lot to do with what I’m interested in my own work, in the sense 
of intervening in a space of non-representation – in life, in other words.

Well, they ‘kidnapped’ a museum piece, then there was something...

OKARIZ: Take note of the word ‘kidnapped’, how beautiful, it’s loaded from the 
start, and therefore so is the whole narrative that surrounds it.

In the year they did it, 1983, the word ‘kidnapping’ had very serious implications.

OKARIZ: It’s a poetic act, like surrealism, a poetic act in life.

But the action directly involved an institution, a museum...

OKARIZ: Yes, but it’s one of our small museums here, it’s almost a dialogue. It’s 
not a museum out there, it’s ‘your’ museum. In fact the whole thing consisted in 
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20
Tx. Badiola, Doble 0’10 [Double 0.10], 1988

21
Kazimir Malevich, Illustrations from the book 
Suprematism: 34 Drawings, Vitebsk: UNOVIS, 
1920. The work Doble 0’10 literally quotes this 
page from Malevich’s book.

22
Works by Malevich in the 0.10 exhibition, Saint 
Petersburg, 1915–16 

23 
Tx. Badiola, UNA exhibition at Nave Sotoliva, 
Puerto de Santander. This series of sculptures 
takes its title from the name of Malevich’s 
daughter, Una. The six sculptures in the show 
represented the singular ‘family constellation’ 
around ‘El líder’ [The Leader] (Kazimir Malevich) 
at its centre: ‘El cómplice’ [The Accomplice] 
(Mikhail Matyushin), ‘El visitante’ [The Visitor] 
(Ivan Puni), ‘El pródigo’ [The Prodigal] (El 
Lissitzky), ‘El alumno aventajado’ [The Apt 
Pupil] (Nikolai Suetin) and ‘El rival’ [The Rival] 
(Vladimir Tatlin).
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moving the piece somewhere else. I’m not interested in the mimesis with strategies 
of violence; I’m not overloading it, I’m not assigning it its rightful place in history. 
I’m taking it to a private space. I consistently do that when I look at something;  
I don’t necessarily look at it in the way I know it should be read or interpreted, I look 
at it in terms of my use, a very utilitarian use; I take it where I want to take it. In this 
sense, the work entails a certain amount of adrenaline, a collective experience with 
friends, a poetic intervention in life; that it was a museum, the mimesis of violence: 
that doesn’t interest me. In fact I don’t know if that was really there, I’d like to know, 
it might just be an interpretation when you said the word ‘kidnapping’; was the 
word there?

Yes, they used it at the time. When you say the action is poetic, it also has a political 
aspect.

OKARIZ: Everything is political. I’m more interested in the political and critical power 
of a poetic action than an action that can be understood directly as political.

I meant rather that the action had consequences; after all it was a matter of stealing 
something and I thought this might have prompted you to choose it.

OKARIZ: No, that would have made me not choose it, but I put all that to one side and 
looked at it from where it interests me; actually I don’t know if it would have made 
me not select it, but it certainly wouldn’t be a reason to. The over-direct interpretation 
of things always strikes me as... What I said before about lying, it’s because when you 
give a direct explanation it isn’t real, it doesn’t fit.

Txomin has been known to express reluctance at using a collective piece in an 
exhibition of his work, because even though he made the video and took part in 
the action, it could be seen as an act of patrimonialism.

OKARIZ: I think it’s important that the EAE video is in the show because it situates 
a context that otherwise would be nowhere present. It also orients the reading of the 
works that were being made at that time. What happens in each of his works wasn’t 
only happening in them, it’s something so open at a certain level that it has to be 
represented in some way.

Doble 0’10 [Double 0.10], 1987; Una entrada, mil salidas 
(análisis) [One Entrance, a Thousand Exits (Analysis)], 2011. 
(b) Inside Art: A Form of Dialogue with the Forerunners

MENDIZABAL: When I first came across a catalogue of his work (for the Puerto de 
Santander show), I didn’t know what Txomin did or what was being done in art, but 
it brought me into contact with things with which I could project myself. There was  
a world of references which I entered into immediately. I thought: ‘Man, if this is 
what it is, it does have to do with me.’ What surprised me most were the references; 
on one hand, the most graphic pieces, those of Bañiland, the band (figs. 98, 99), which 
at that time I didn’t know it was Txomin’s band; and on the other, the reference to 
Constructivism, UNOVIS and all of that (figs. 21, 22). What we had in school then was 
Art History, the canon, where you configured your inclinations, and it went as far as 
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24
Tx. Badiola, Family Plot 5 and Family Plot 4, 
1987
Experiments in the deviation of purely 
formal/structural elements into the realm 
of the recognizable object (chair) and into 
that of affects related to the hierarchy of 
size between fathers/mothers and children 
(kinship), or interpenetrations (spouses/lovers).

25
Tx. Badiola, Untitled, 1988
Exercise in dismemberment and ambiguation 
between the bases/supports and the more 
iconic elements. 

26
Tx. Badiola, Una entrada, mil salidas (análisis) 
[One Entrance, a Thousand Exits (Analysis)], 
2011
Many years later, fragments of works similar 
to the ones above turn up again in a series in 
which these elements confront each other at 
the level of the surface and the image.
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Constructivism, Dada, and so on. Later you would fill it out with your own interests. 
The Puerto de Santander catalogue (fig. 23) activates all these things with El Lissitzky, 
with UNOVIS, and so on, and if instead of reviewing this series of references as  
a canon we update and problematize them we confront a new way of understanding 
them that, for me, really is fundamental. The whole utopian project of modernity at 
that time, from the naivety of someone who doesn’t know, makes you identify with it. 
All of a sudden the operation of rewriting all of that from something you understand 
as close becomes something totally new.

These Constructivist references were already there in his iron sculpture, in works 
that you have chosen, such as Fuente [Fountain], Coup de dés [A Throw of the Dice] 
(fig. 16) and, particularly, in Doble 0’10 (fig. 20), which literally includes abstract 
images of Suprematist paintings, virtually quotes them...

MENDIZABAL: What he does is to problematize precisely that site of transcendence 
of sculpture, and if at the same time you’re also referring to such a concrete 
tradition, I guess it has a certain reading. Where I see a continuity, as I said before, 
is that in this literal idea of structure there’s an analogy with a more general idea 
which is constantly invoked. In Doble 0’10 there is a minimum degree of iconicity 
(apparently abstract forms directly linked to Suprematist paintings) which 
turned it into a kind of sign in relation to the support (the table legs). A minimal 
hierarchy between sign and support that he resolved in the same way as in later 
works in which the iconic part is completely saturated, with an overlapping of 
references. What initially appears as a self-contained structural mechanism is what 
generates the continuity in the development of many works. It refers the problem 
of formalism, when you no longer have to defend yourself from it, back to how 
these pieces are to be received historically, because there is indeed an assertion of 
formalism, but in a linguistic use, that of the pre-Soviet formalists, we might say. 
We have a problem of period, namely that for at least a couple of decades we will 
be unable to talk about certain notions; of ‘deconstruction’, for example, not only 
for being hackneyed, but also for all that the notion activates. I heard someone on 
television explain deconstruction by saying something like: ‘yeah, like [the chef 
Ferran] Adriá and his potato omelette.’

It’s like using the term ‘minimalism’ in relation to the Zara window displays or the 
houses for the rich designed by A-cero.

MENDIZABAL: We have the same kind of thing with formalism.

Coup de dés [A Throw of the Dice], 1987; Family Plot 5, 
1987. (c) Inside-Outside Art: A Form of Dialogue with 
the Extra-artistic

IRAZU: There was a time (we’re talking about the transition from the Bastardos to 
the iron sculptures of the New Basque Sculpture) when, after working in a dynamic 
that was very focused on what would be the physicality of the presence of things 
and the transmission of their capacities through something like the energy, there was 
a move to open up – going beyond even the previous level of minimalist concerns 
with language – by introducing something external. In the case of Family Plot (1987) 
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27
Tx. Badiola, Sueños de otros [Others’ Dreams], 
1998 
The videos in this installation were filmed 
during a course organized at Arteleku in 
1997, with the collaboration of some of the 
participants. Badiola resolved the formal and 
spatial aspects when he returned to New York, 
and the piece was finally completed in Bilbao. 
It consists of a structure – ambiguous as to 
whether it has been left unfinished or whether 
it has already started to fall apart – that 
divides the space in two. On one side – the 
side that looks least finished – various objects, 
images and sounds are piled up: a table, a 
chair, a poster of a fight between two athletes, 
an image of somebody contemplating a void, 
and a monitor screening a sequence in which 
two male dancers reproduce, shot-by-shot, 
a seduction scene involving a boy and a girl 
in Godard’s Vivre sa vie. A projection on 
the opposite wall – on the other side of the 
structure – alternates images of seduction 
with scenes of fighting and violence, while 
a conversation can be heard: ‘I don’t love 
him... I hate him. He hates me and he 
persecutes me, so I am justified in hating 
him...’ (a dramatization of a text by Freud 
on paranoia). The installation dramatizes 
the fantasies and symptoms of seduction 
through a space-time experience based on 
objects and images.
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(fig. 24) this is apparent from the use of elements that are still more or less abstract 
but are recognizable as chairs or as table (fig. 25). We had a debate then about 
the relationship between art and reality, about the limits of art when it comes to 
manipulating or integrating parts of the reality around us in linguistic proposals 
which in principle would be alien to that integration.

In relation to their predecessors of the NEV period – which for all their agitation 
or internal dissatisfaction nonetheless remain contained – these later pieces we 
have been talking about point to a more disjunctive process, something like 
a formal decomposition. Their logic is partly internal (structural) and partly 
external, as if it depended on circumstantial vicissitudes of life (breaking, 
collapsing, colliding, wobbling, and so on). The reference to everyday objects 
like a table, for example, accentuates this effect. When the Shit Hits the Fan 
(figs. 28, 29) is a much later work, from 2003, which would represent the end 
point of this whole process that starts here.

IRAZU: And this brings us to the question of the viewer and the point of view. In 
some of the installations that are still unitary, such as El juego del otro [The Game of 
the Other], the view was that of a voyeur, obliged to look at it from a particular point 
of view. In Sueños de otros [Others’ Dreams] (fig. 27) – which as an installation is 
broken, is in several unconnected pieces, and is dispersed even in its materiality –  
the viewer is constrained because they can’t fully apprehend the object, which is 
always displaced. The same is true, in an extreme fashion, in When the Shit Hits the 
Fan. The viewer is contemplated, but what they get is so fragmented that they do 
not have the slightest chance of recomposing it into a unit of meaning. The only 
thing available to the viewer is to try to establish partial microrelationships. It’s as 
if there had been an explosion; all the elements were necessary and had a meaning 
in their original layout, but, on being blown apart, what’s left is only testimonies 
to a fragmented unity that can’t be recomposed.

At the same time, these fragments cannot be shifted around...

IRAZU: No, they are positioned in a strictly articulated way but without a unitary 
criterion. I think it’s a structure generated from desire. As I say, When the Shit 
Hits the Fan is the most extreme case. What comes to mind by contrast is Gimme 
Shelter (figs. 89, 90, 92), which, in terms of its elements, could be similar: there 
are two videos, images, spaces, and so on, but the friendliness of the structure 
as architecture is inviting, it says to you: ‘come here’; it’s friendly, it welcomes 
you. What Txomin manipulates here are the mechanisms of how the pieces 
themselves are generated, and this is what is articulated in an internal narrative 
of the pieces. In this process I think Txomin’s viewer is often punished, placed in 
a very uncomfortable situation in relation to the work. We may wonder if this is to 
get the viewer to question their interest in the piece, or for the artist to assert their 
mastery in relation to the elements of an artistic statement like a stage director 
would. I think Txomin is more interested in the viewer when he recognizes them 
as active, when he directs and imposes on them; it’s he who activates them, and if 
not he moves them to a more Barthesian position as reader/writer who receives 
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28
Tx. Badiola, When the Shit Hits the Fan, 2003
This work was presented at the 8th Istanbul 
Biennial, curated around the theme of Poetic 
Justice. It consists of a ‘bad form’ that 
negotiates a host of factors linked to the 
communication difficulties of a group of  
young people within a material ensemble 
of unitary appearance, although the 
relationships among its parts have a high 
degree of flexibility and each part has a certain 
autonomy. The structure is an assemblage of 
several elements of a space/room, taken at 
different scales, arranged in various positions, 
and connected by some abstract and some 
recognizable elements (a piece of furniture, 
two monitors, a classical painting, a framed 
photograph, digital prints...) 

29
Stills with images from the two videos in the 
installation58
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and organizes the signs and in so doing is incorporated as one more sign in the 
search for a possible story.

It could be said that in the works in which there is a saturated accumulation 
of elements with a strong load of signification (iconic or textual), and which 
therefore demand of the viewer an effort of ‘reading’, the part that supports 
all those elements tends to break and even to break off in a very obvious 
way. This happens in When the Shit Hits the Fan, in the series SOS (fig. 94), 
in Sueños de otros and Rêve sans fin [Dream Without Cease] (fig. 58). In those 
works that respond to a less conceptual, more perceptive kind of reception by 
the viewer – we might even say a more passive reception – such as El amor es 
más frío que la muerte (figs. 109, 110, 111), Bedsong, and so on, the support – 
which is usually a space – is more contained and unitary. Gimme Shelter would 
be a special case because it combines the two. It has a front, from where the 
sign letters can be read, that is very unitary and closed, and a back that is very 
fragmented and open. Beyond these similarities and differences, what is the 
specific quality of When the Shit Hits the Fan?

MENDIZABAL: When the Shit Hits the Fan is a piece that would surely, in 
retrospect, in context, be very powerful. This almost nostalgic logic of presentation 
of a utopia of modernity, this kind of supermodernity, is put forward here not as 
a personal problem (as in previous works) but as historical commentary. It looks 
like other things that were more referential regarding the problem of modernity 
claimed after postmodernism, which became almost a convention at that time as 
part of a very key discourse in European art.

Don’t you think that precisely here all of this could be relativized by the 
narrative of the videos – a narrative that has to do with the presence of young 
people who relate by means of dialogues based on the names of music groups 
or the titles of songs? All of what you’re talking about would be more like  
a kind of transmodern scenario for an emotional game that, basically, is evident 
as a mere exchange of clichés. So there would be two things: all of what you’re 
talking about, plus this narrative (fig. 29).

MENDIZABAL: What I meant is that, at the time, this piece would perhaps be 
easier to integrate into what was being done in the international context, on 
purely formal grounds of cleansing a number of then very recognizable signs. 
It’s curious that a series of formal decisions, such as the walls made of frames, the 
curved edge of the base or even the piece of furniture – which is not a Jacobsen 
chair, for example, but something much more loaded, almost Art Deco – should 
mean that however logical they may be within the given system – nevertheless...

The logic of its premise is itself very particular: the schema of a room canted 
over on one of its walls, in fact a door is clearly apparent. All of this is articulated 
with a construction of the same schema on a different scale, set vertically, on one 
of its other faces. There is an initial reality that has been completely distorted, 
configuring a new sign and a new space in which to work with a group of 
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unknown people, by means of which, through a method of total distancing, it 
can be loaded with emotional intensity.

MENDIZABAL: The resort to this Brechtian idea of   distancing was also very 
much of the time. In fact, this work was presented at the 8th Istanbul Biennial in 
2004, and the 11th Biennial was devoted entirely to Brecht. There are things in this 
work that come to the surface even without being conscious. It’s a good reason to 
go back to it right now.
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SURVIVING AMONG SIGNS. BEING SIGN

BADIOLA: Bilbao, in the eighties, was a post-industrial wasteland. Reconversion, 
especially in the shipbuilding industry, with the shipyards right in the centre, made 
the city a battlefield on a daily basis. The city languished in its dark decrepitude with 
nothing to halt its fall. Politically, ETA was stepping up its attacks, and the dirty war 
of the GAL was intensifying. Bilbao was only a fully modern city in the things that 
evinced its decrepitude, its industrial and urban decay. In this panorama it was hard to 
make out, except in the realms of philosophical discussion, what postmodernity might 
be. My move to London had a definite impact, because in a city of that size and history 
the dynamics of postmodernism and its symptoms emanated from the city itself. It was 
no longer a case of forcing debate on art and culture, which from Bilbao could only seem 
more or less abstruse and rarefied, but of responding with the tools of life and culture to 
the imperatives that those dynamics marked out.
 That same year, 1988, Philip Johnson had organized an exhibition at MoMA 
under the title Deconstructivist Architecture. That exhibition tested the linkage 
between architecture and the idea of   deconstruction in Derrida’s sense, as a reading 
based on the identification and questioning of certain binary oppositions that are crucial 
to the discourse of Western architecture. The traditional opposition between structure/
decoration, abstraction/figuration, figure/ground and form/function could be dissolved, 
and architecture could be reinvented as an exploration of the ‘between’ located in these 
oppositions. Architecture should give structure to the same structural shift provoked by 
the questioning of these oppositional fundamentals. On the other hand, deconstructive 
architecture was fascinated by the forms of dislocation, deviation and distortion whose 
most direct reference was in Russian Constructivism and Suprematism. This fascination 
was something I shared and had felt for years, but what was also interesting was the 
purely deconstructive approach as a possibility of engaging with one language operating 
within another.
 ¿Quién teme al arte? [Who’s Afraid of Art?] is an installation made up 
a considerable number of drawings (some 200 in the original montage) and a group 
of sculptures in painted steel, originally composed of five pairs of elements, plus 
another of three elements. It was both a response to the shock of the experience of a late-
capitalist, mediatized, post-industrial and technocratic society and a deconstructive 
exercise based on the reading the critics had made of my previous work. This experience 
was manifested in a radicalization of the play between language and desire by way of 
the convoking and elaboration of very different groups of signs: signs of a hypermodern 
abstraction (mediated by consideration of the new relationship between objects and 
structure implicit in the idea of separation between the work of the engineer on the 
internal structure and that of the designer on the outer shell; and the interface as 
access to the functions but not to their functioning) which bore witness to the end of 
the humanist ideal of structural transparency; and on the other hand, signs that point 
to the identification of certain aspects of reality (signs of the human, of the self and 
the other, institutional logos, statistical figures, babies, cemeteries, religious symbols, 
police signs, images of fear, bodily inscriptions, corporate meetings, signs of cleaning, 
allergies and sneezing, of history and of the grotesque, corruption, disease, ideological 
icons, etc.). In both cases the aim is to reveal their belonging to a great representation 
which assumes functionally different guises.
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30
Txomin Badiola in his Maryland Works studio 
in Mile End, London, 1988–89, surrounded 
by his Twins prototypes. Badiola created this 
series in response to the narrow, short-
sighted interpretation by Spanish art critics of 
the period known as ‘New Basque Sculpture’. 
The concept was to move away from the 
myths of originality and of craftsmanship, 
with its characteristic oxidized and patinated 
surfaces, and to revise the conventional view 
of the precursors of a local tradition. To this 
end, Badiola created a series of sculptures/
prototypes with an industrial, designer feel 
in non-sentimental colours. He presented 
them in groups of two or three repeated 
models, each consisting of slightly different 
arrangements of the same elements. 

31
Tx. Badiola, Twins VI, 1988–89

32, 33
Tx. Badiola, Side Chairs Piece, 1990;  
Coffee Table Piece, 1990
These pieces use the Twins prototypes, 
contrasting their ambiguity of form – an 
abstract hyperreality that suggests all kinds 
of real objects such as desks, seats, vehicles, 
carts, etc. – with the ambiguity of a certain 
type of design that combines maximum 
functionality with a sensualism that brings  
it into the realm of the artistic object.
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Twins IV (Plus One), 1988–89; Side Chairs Piece, 1990;  
Coffee Table Piece, 1990; ¿Quién teme al arte? [Who’s Afraid 
of Art?] (selection of drawings), 1988–89; MD 16, 1990

ALÁEZ: I did my artistic training at a time when certain aspects of sculpture 
were being emphasized. Over time, you realize that it isn’t the artists themselves 
who think up names such as ‘New Basque Sculpture’, and yet they’re the ones 
who will have to deal with that classification throughout their lives. I have 
a particular dread of those unsought circumstances that you’re stuck with 
forever, which the fact of having experienced them saddles you with a guilt 
that makes you a servant of yourself. ‘New Basque Sculpture’ can enslave you. 
It can kill you. With the Twins (figs. 30, 31) there’s a leap, a rejection of the 
categories that are attached to an artist. Something like: So you thought that 
‘New Basque Sculpture’ meant a specific way of doing things and that you 
were the ones who defined it? Well, you were wrong.

PREGO: Maybe I hadn’t noticed before, but the construction of those slanting 
legs in Twins has reappeared in things he has done later. That structural 
element, like an emptying, in the lower part of the sculpture, is something 
that has attracted me a lot in the works I’ve chosen. My attention has always 
been drawn to the use of angular steel sections which tend to describe the 
surrounding space more than the inside, as if the sculpture were exploding 
and the interior space were the void that is left; but in case there were any 
doubt that this had some transcendent meaning he repeats it two, three times 
so that you realize it’s a purely structural issue, and also arbitrary, in painting 
them different colours. It’s taken into the realm of language, but it isn’t pure 
language, it’s at the point where you posit it but there’s always an element 
which is foreign to that language. In a minimal serializing there would be no 
place for that element. He seems to have taken it from Russian Constructivism 
and positioned it at intervals; it isn’t a direct reference to Constructivism but 
something that is suspended in a strange way. The repetition makes the strategy 
more evident: if there were only one, it would seem to have a referential quality, 
but being repeated makes it all the more ambiguous.

IRAZU: In the Twins the structure becomes more abstract, but with the presentation 
of the repeated sculptures they take on the condition of sign (as something 
identifiable). This allows us to consider the complex articulation of parts as a unit, 
which can be articulated as such with other units indefinitely. In Side Chairs Piece 
(fig. 32) this unit converted into a sign (with its recollections of furniture from the 
earlier tables) comes into contact with real furniture. Without mixing, each claims 
its territory: the chair tends to be more chair than ever and the structure more 
structure than ever; simultaneously, the chair can’t avoid contact with the terrain 
of the art object, and the structure can’t escape its origin as furniture.

OKARIZ: It seems to me that there’s an element in these works which is a whole 
phrase in itself, and which becomes something else when it’s repeated. In this 
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34
Tx. Badiola, Bricked Up Window Piece, 1990  
An intervention in a semi-private garden in 
Bath. A set of three black-painted steel pieces 
from the Twins series, covered by a screen-
printed vinyl sheet with images of drawings 
belonging to the subseries Combat and Yoes 
[Selves] from the installation ¿Quién teme al 
arte? [Who’s Afraid of Art?].

35
Tx. Badiola, Combat (No. 070), 1989

Txomin Badiola (2016) - MNCARS - 161130.indd   64 1/12/16   8:39



65Reading a Practice

case there’s a very clear relationship between a set of linguistic elements that 
connect in a certain way.

IRAZU: I’ve talked about works like Family Plot or Doble 0’10 [Double 0.10] 
as representative of a vague principle that is clearly expressed in others like 
Coffee Table Piece, from 1990 (fig. 33), or Side Chairs Piece, from 1990, where the 
problem of the languages   of art and their boundaries appears more clearly. 
These sculptures were made as part of a project for the Bath Festival, where 
Txomin was offered spaces of two kinds. One was a gallery with a very domestic 
character, and that is where he integrated into very self-referential pieces (his 
series Twins) objects that could belong to that domestic sphere: a table and some 
chairs. It was a matter of sliding the proposals of the sculptures towards a more 
hybrid situation in which the reflections of art and the real would intersect 
(the table and the chairs are not neutral, because in being designer objects, by 
Noguchi and Jacobsen, they share in the same ambiguity).

There was also Bricked Up Window Piece (1990) (fig. 34), which was installed 
in the garden of a private house, more intermediate between the domestic 
space and the city, between the private and the public, which included self-
portrait images from the series ¿Quién teme al arte?...

IRAZU: Yes, on a plastic sheet, a membrane covering the sculptures: the self-
portrait was present as a silk-screened sign on the membrane. There were also 
other signs (Combat, fig. 34), so that the emphasis was not only on the notion 
of self-representation, since it appeared as just one sign among others. In 
Coffee Table Piece and Side Chairs Piece the sculptures conquer a new space of 
representation, more accessible and more profane. In fact, the slide towards the 
domestic permeates everything, in that nothing is more welded to reality from 
an objectual point of view than the domestic. In the confronting of two realities 
that never quite match up (art objects, highly formalized, dragged towards the 
everyday) we are talking about issues from more than twenty-five years ago that 
may seem trivial now but in their day and in their context they weren’t. All of 
this, taken to another extreme, in this case to the public, is what The Peacemaker 
(fig. 36) represents for me, where what the sculpture confronts is the monument, 
which is the paradigm of the public. A monument, over and above what it may 
represent, is generally recognized and accepted as the bearer of a symbolic 
load. What Txomin does with this piece is to articulate a nineteenth-century 
monument to a different model of monument (the Constructivist tradition that 
the Twins haul along with them), placing the two on an equal footing, without 
violating the older one...

... without violating the older one?

IRAZU: I mean that their physical integrity is respected, but they confront one 
another in their difference. Something, however, caused part of the population 
of Bath to feel violated, but that was precisely because of the fact that the two 
were placed on an equal footing. There was too great a distance between what 
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36
Tx. Badiola, The Peacemaker, 1990 
Intervention for the 1990 Bath Festival. 
A modification of the monument to King 
Edward VII, known as the Peacemaker,  
at the Parade Gardens in Bath, England.

37, 38
Asier Mendizabal, Gurentza-Unamuno 
(Capital), 2014; Columna infame  
[Infamous Column], 2014
Two works that address the reading, 
contextualization and rewriting of cultural 
symbols that shape certain representations  
of the collective, in this case, the column.
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in their eyes was junk and the place represented by the monument, with its 
cultural and sentimental associations. The truth is that the mixture generated 
a funny pop image.

How do you know that some people felt violated?

IRAZU: Because there were complaints and a heated public debate at a meeting 
of the Town Council.

PREGO: The Bath piece (The Peacemaker) gives me an odd feeling because in 
that kind of explosion that is the red sculpture, the figure seems bewildered, 
puzzled, as if something had been put in front of it that it isn’t ready to take on. 
But at the same time it seems as if it were an extension of the skin of the statue, 
adding a new perspective within a modern structure with which to look at it. 
Then there’s the question of the scaffolding that holds up the sculpture, which 
I find even more interesting, because it’s that which is not yet explicit, some 
aspect of the tectonic nature in its meeting with the pedestal, the base of the 
statue. There are many levels of relationship that I like in this work, and have 
always liked since I saw this photograph back in 1993 or 1994.

MENDIZABAL: There’s a more direct reference there to the problem of 
sculpture in its function, to the base, to what makes a sculpture a public 
monument. With this sculpture I had many doubts because it’s close to the 
kind of problems I’ve been most concerned with recently (figs. 37, 38), and 
it may well be a piece in which I could project myself. But with what we 
said before about the result it was to give (in exhibition terms), I didn’t fully 
understand how all its complexity could be incorporated in an exhibition. I left  
it out of my selection, and not because I don’t see it as a paradigm of all these 
problems; I think it is. I think that what’s odd about it is that it gives an answer 
to a situation that is itself very complex, as a result of a chance opportunity. 
If that opportunity doesn’t arise again – and I’ve been mulling this over for 
a couple of days – then there won’t be the same kind of answer. Some of the 
problems that this piece configures are alluded to in Twins, which is a piece 
that has a sequel, splitting and reinventing itself, with the elements of the 
piece going on to have separate lives, because I think they dispersed and went 
to different places.

EUBA: It seems to me that as a result of being taken out of what was its context, 
there follows the necessity of accepting situations that are less than ideal. For 
me this piece is like an open path in his work that has not been taken. In the 
relationship I’ve had with Txomin I’ve always demanded more of him. This 
case highlights the point that if he had had a larger number of commitments or 
contexts in which he had been more out of place, he would have been able to 
create amazing things, depending on the invitation. Malas formas [Bad Forms] 
is the example. If Txomin had been invited to make a film, I’m sure the result 
would have been good. What’s happened is that the idea he has of himself is 
‘I’m a sculptor and this is where I stay’, and I’ve always found that frustrating, 
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39, 40
Tx. Badiola, ¿Quién teme al arte? [Who’s 
Afraid of Art?], 1988–89. Installation initially 
comprising 200 drawings, five double 
sculptures (Twins) and one triple sculpture 
(Twins IV [Plus One]). First presented at 
Riverside Studios, London, in 1989, and then 
at the Galería Soledad Lorenzo, Madrid, in 
1990. The repertory of signs in the drawings 
speaks volumes through the titles of the 
subseries: Whashy-whashy Gushy-gushy, 
Fear, Christina, Schedule, Statistics, Interpol, 
Combat, Cleaning, Sneeze, Guards, Classic, 
Tattoo, Forms, Corruption, The Spanish One, 
Children, Virus, Moderns, What Are a Billion 
Deaths in a Population of One Billion?, Yoes, 
Grave, Todo lo sólido se desvanece en el aire 
[All That Is Solid Melts into Air].
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because I don’t really know what it means. For me it’s like someone who is 
asked to do something claiming that they can’t do it because they’re a ‘plumber’ 
or ‘heterosexual’. I don’t believe in those categories and I really don’t know 
what they mean, what it is they need to fix, but we all know more than one 
person like that, and we just have to respect it. I said to him: ‘You’re a sculptor 
because you want to be’; but for me he’s more than a sculptor, whatever that 
means. I was making demands on him and here in The Peacemaker I see the very 
tip of what he might have developed if he’d spent more time out of the studio, 
in a more precarious situation. This piece is a demonstration. The fact that he 
was in London and they invited him and he ends up doing a series of public 
interventions in the street – reality, the public, as a physical place – and then 
other series associated with elements of furniture is great. But he does it a little 
reluctantly, as if he had written a short novel at that moment because they had 
asked him to and told him it was very good, and he didn’t believe it, simply 
because it hadn’t occurred to him. In this work one sees a kind of possibility 
that, later, with Malas formas (fig. 86), he demonstrated and developed in 
another way.

It’s interesting that you should mention Malas formas because it’s as if he 
were constructing precisely the sculpture that was at the origin in order to 
articulate all of the works from there. The kind of real support that is this 
scaffolding linking the sculpture to the street by way of the plinth...

EUBA: Yes, but for me it also has to do with the fact that there’s a break in 
the frame of what supposes that it is him as producer of objects and of what 
society thinks of as object, furniture or architecture. Suddenly it’s as if, when he 
gets an invitation, just because he’s been invited to do something more or less 
conventional (a retrospective, for example) he approaches it in a totally different 
way and then a dimension appears that not all artists (or should I say sculptors?) 
have. Here for the first time there’s a social dimension, after having asked 
himself who am I, where am I... I’ve always wanted more. I wanted Txomin to 
strut his stuff more, to occupy the symbolic place I felt he ought to occupy, but 
he is always in his place. If he occupies a symbolic place it’s always a matter of 
being in his place, not losing ground. And I say: ‘Come on, man, occupy!’, he 
says no, and he occupies it without trying to occupy it. Txomin reminds me of  
a friend of mine from my childhood. He was always coming to my house but he 
never rang the bell. I lived on the third floor; he’d sit on a stone opposite and if 
one of my family looked out the window they’d say: ‘Oh, Arturo’s here.’ Then 
I would go downstairs and say: ‘Ring the bell’, but he didn’t want to bother 
anyone. Txomin is the same: he’ll be in his place and ‘You’ll see me’. As for 
this work, he knows it wasn’t his own initiative. In my case, in contrast, I think 
I’ve been developing since the nineties this idea of more or less inventing the 
invitation, an invitation that is imperfect and I manage to make productive. For 
him it’s more logical to start out from his own material with a process of his own 
and his own time frames, and here (in the work for Bath) it was more a reaction. 
So I’m not surprised there was a fuss in the press: these things happen to you if 
you break the frame of private space and move into real space.
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41, 42
Two pages from Badiola’s London notebook, 
1988–89. On the right, the symbol (the logo of 
the heating system in his studio) that gave rise 
to the Combat subseries of drawings. Below, 
one of those drawings, Combat (No. 075).

43 (page 72)
Several pages from the notebook that 
illustrate the procedure that gave rise to the 
drawings in this installation. Badiola collected 
any image or sign that unsettled, disturbed or 
fascinated him and then physically modified 
them through the compulsive repetition of 
images and processes.
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Some of you haven’t chosen any of the 250 drawings of ¿Quién teme al arte?, 
even though Txomin has always said that he sees these pieces (Twins) installed 
alongside a sufficient number of drawings (figs. 39, 40).

OKARIZ: When I looked over all of the works, it was the drawings, the sequence 
of drawings, which made the strongest impression. There were so many of 
them and they constituted the most powerful and also the most surprising 
experience, perhaps because I didn’t know or had had no contact with a lot of 
them, and certainly not in such quantity. I thought it would be good to see them 
all together. There was something that happened in the accumulation of signs, 
one after another... In a sculpture or a poem there’s something going on, which 
is that everything happens at once, you get the meaning right away, whereas in 
this case it was cumulative, at least in the way I saw them (in a PDF, one image 
after another); some similar, others very different, sensing different meanings 
and nuances. At the end you’re left with a residue, a meaning – though I don’t 
know if it’s one meaning, or even a meaning at all – that occurs over time, more 
like the music in a concert.

Did you choose these drawings because they were the least known part of his 
work?

OKARIZ: No, not because they were the least known, but because they really 
made the strongest impression, and it has nothing to do with the quality or the 
expressiveness or anything of the kind. In fact, the drawings are very different 
from one another... I couldn’t say why. There’s a character in one of William 
Gibson’s books, Pattern Recognition, a coolhunter, whose contract says that when 
she thinks about the ‘quality’ of a logo she can only give it a ‘yes’ or a ‘no’, never 
try to explain it, and I stick to the same clause. It’s too complex, I couldn’t do it, 
I’d surely lie.

PREGO: For me, as they appear in the Galería Soledad Lorenzo catalogue from 
1990, they work like the Bath sculpture (The Peacemaker): they’re important 
because they’re there, but what’s nice about them is that they’re interchangeable. 
The interesting thing is that the sculptures are a model, they are repeatable, 
but they’re placed next to something more singular, namely the drawings, 
and, in this gesture, the set becomes a structural model. I haven’t chosen any 
of them because, first, I like them all and couldn’t pick out just one, and on the 
other hand choosing them all would be like not choosing any. It’s not a kind of 
drawing I can project myself into, but they seem to generate signs that are made 
in the way I think Txomin has worked in other later works. There’s a subjective 
intention that seems completely arbitrary in the use of the same signs, which 
appear in different forms in different pieces, so it’s in the noise generated by 
the superposition of different elements that something appears that is unique 
in each one of them. That’s also what gives them all their uniformization. For 
example, the use made of spray paint is the result of a process, not of the search 
for something specific, but of the same procedure applied in different ways in 
the different drawings. It’s very characteristic of his work, the way that each 
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thing has something very unique that is not repeated, while at the same time 
you know it was generated in a process applied to the letter.

Why did you relate the installation Twins set up alongside the drawings with 
The Peacemaker?

PREGO: The positioning of the sculptures with respect to the drawings is the 
same in both. It’s as if the figurative character of the statue or the drawings were 
exposed to the level of abstraction of the sculptures.

MENDIZABAL: The drawings were in my selection for a long time. As I came 
to them one by one, in the inventory he sent me, I had to think about how it 
was configured and I found it hard to be the one to establish a selection or their 
status with regard to the sculptural pieces. I did understand that the piece went 
with the drawings, so it’s not that I unlinked the sculpture from the drawings; 
I have difficulty seeing the link, but I knew they were linked. The relationship 
doesn’t seem obvious.

No, in fact I (Jon Otamendi) too was perplexed when Txomin told me that all 
of this went together, and had always gone together.

MENDIZABAL: And yet there’s one drawing (Combat) that does have something 
to do with some of the things we’ve been talking about: an element that has 
something very ambiguous in its gestalt. A kind of pro-Nazi emblem, but at the 
same time the logo of some old brand or other.

I asked him. It was the logo on the radiator in the studio in London (figs. 41, 42).

MENDIZABAL: There’s also the repetition of the drawings, in this one in 
particular, but also in his self-portraits, the permutation...

In fact, as has been said, this emblem and the self-portrait were repeatedly 
screen-printed on the transparent plastic sheet that covered one of the 
sculptures in the Bath show. Jon Mikel, you’ve also chosen the drawings of 
¿Quién teme al arte?, but not the whole group of drawings.

EUBA: Probably because I stopped myself. I remember I chose quite a lot of 
drawings. In 2001 I discovered a very simple thing: that when you go to live 
abroad, where a different language is spoken, the experience of repression 
of verbal language affects the expressive need of your work in art. I went to 
Germany without knowing English. I learned English there, but not German, 
and often spent a long time not speaking. The result was that I did more work 
with words in Castilian and Basque than ever. In these works of Txomin’s it’s 
very clear that the fact of going to live in London and that that whole new 
reality was something to which he didn’t belong logically led him to question 
himself, not only because of the language, as happened to me, but signs in 
general. He suddenly found himself in a big city where everything is signs to be 
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44
Tx. Badiola, Todo lo sólido se desvanece en el 
aire [All That Is Solid Melts Into Air] (No. 199),  
1989. One of the drawings from the series 
¿Quién teme al arte? [Who’s Afraid of Art?]. 
The close or even intimate relationship 
between the artistic and the political projects of 
modernity is rendered somewhat melancholy 
by the superimposition of Malevich’s grave 
and that of Karl Marx in London’s Highgate 
cemetery over a drawing of a policeman.
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deciphered – like when you go abroad for the first time and in the supermarket 
you can’t tell if what you have in your hand is foie gras or cat food. You have 
to reconsider the whole system of encoding messages, all of the signs. I think 
it’s essential for any artist to get out of his or her context, and in the case of  
a foreign culture it’s even more acute. Txomin started to draw what was there, 
becoming aware of an emotional environment that at first wasn’t affective but 
that he had to set about defining as such. He had to consider everything he was 
receiving as signs and start working to master them (fig. 43). It’s logical, then, 
that his own image should appear in the works, because it all comes down to 
understanding who the hell you are. And he seems to have concluded that he 
wasn’t even a person but just another sign. He chose his own representation 
as a sign and started to paint from non-painting, to attack – for me this is not 
painting – painting. Although ¿Quién teme al arte? also includes sculptures, it 
seems to me that by going to another country, where it was harder to get hold 
of steel plate, something was lightened – this may also have to do with the 
time. In switching to this drawing technique, the speed of experimentation, 
the number of conclusions that can be generated in a short period is greater. 
There is something that has to do with freeing yourself from the physical load, 
with wanting to go forward, and how do you go forward faster? By drawing 
like a processor of reality, when up until then everything had been mainly  
a processing of the culture (the Russians, Malevich, iconography...). I like the 
idea of painting because Txomin had painted since childhood, and the fact that 
in a moment of greater weakness, perhaps, he threw himself into something so 
fast, which enabled him to be very direct. What appears is tremendous, and has 
enormous consequences for what he was to do next. Here everything is going 
back to zero and seeing reality as signs. I like the implication of the biography 
in relation to the language. In my case it happened with verbal language, in his 
with signs. He takes a sign and he’s pitiless; I don’t know how many versions 
there may be of each sign of these signs, which become an accumulation of faits 
accomplis. It’s here that the great change begins and that’s why this work seems 
fundamental to me. 

He relates this time to London to coming into contact with a fully postmodern 
society; do you identify a situation like this in your work that may determine 
a type of practice?

EUBA: No, I have great difficulty understanding what the stratosphere is, post-
modernism, being a sculptor... these are very abstract concepts for me. I don’t 
identify a moment in time...

But is it possible that there are moments in your work where there’s that 
articulating from zero?

EUBA: I’m stuck between something I was reading in order to tell you about it 
and what you just asked me. I had written that in London Txomin saw himself 
and introduced himself to himself as a sign and, without speaking, becomes part 
of history. I’ve always liked the element of myth there, in acknowledging oneself 
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as a sign with a technical distancing which then has very strong implications in 
the fact of contemplating oneself as part of a larger narrative. I see where he 
does it or how he comes to it as important. I don’t know how much I may have 
been in a similar moment of zeroing. There was a time prior to the workshop 
with Txomin and Ángel (in Arteleku) when I went into total crisis and decided 
to give up art because I had nothing to say and nothing to do. My process is 
totally different because all the painting I did as a student was based on the idea 
of   using my own image as an image. I subsequently demonized that a lot. My 
identity had been configured in a very pop way by the media, and I therefore 
had an idea of   myself that was more like a rock musician, something I wanted 
to escape at all costs.
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AN IMAGE-SELF. INESCAPABLE ALTERITY. ALL IS VANITY

BADIOLA: In 1995 I brought together in an exhibition, El juego del otro [The Game 
of the Other], in the KM gallery in San Sebastián, eight installations which summed up 
the issues that had concerned me since my arrival in New York in 1990. The element of 
cohesion between them was, as I put it in the introduction to the catalogue: ‘a particular 
feeling of melancholy, similar to that in the famous Dürer engraving of the same name’. All 
of the works shared, to a greater or lesser degree, an abundance of referential elements from 
many different areas but which, in their relations with one another, distilled an emptiness, 
a sense of loss or lack, similar to what we perceive in the figure in the engraving even 
though she is surrounded by a whole paraphernalia of objects, scientific, artistic, natural, 
and so on, intended, in principle, to signify her high value and dignity.
 The installations in this exhibition, and many of the works that came after, are 
responses to an accumulation of significant elements, placed together without a hierarchy 
that would direct them to any purpose, simply running into one another. Elements that 
are the result of an appropriation, a plundering, each dragging its different origins along 
with it. Incomplete, fragmentary articulations that create an illusion of narrativity, of 
movement or progress that is always frustrated because, despite the apparent sequentiality, 
everything takes place in a ritualized time, in the present continuous, where the viewer is 
encouraged to ‘read’ the signs with a promise of meaning which is compromised by the 
proliferation of lines of signification, its fulfilment permanently postponed. This operation, 
comparable to an allegorical behaviour, speaking an ‘other’ to itself (allos = other + 
agoreuei = to speak, in the etymology proposed by Craig Owens), was soon to distil the 
idea of ‘bad form’ that would definitively characterize my way of proceeding.
 The subjectivity implicit in these works is a split subjectivity that doesn’t exist 
outside the play of reflections of the language and in which there is always an inevitable 
otherness. It evokes a constant humiliation, the result of the subject acting ‘as if’ he were 
a certain way (unified, transcendent, in control...) while being embedded in a reality that 
repeatedly gives the lie to such pretensions. In this light, all of these works and many 
subsequent ones include a component of vanitas, and while this traditionally warned of 
the futility of worldly things before the inevitability of death, in this case it refers to that 
continually unmasked imaginary subject who only lives in their fictions and is subjected 
to an impossible choice between real life and symbolic life. A subject for whom living has 
to do with dwelling on the border separating language from the abyss that opens up before 
an unattainable real.
 This dwelling at the limits of language corresponds to the question about the 
limits of the work and why, in many cases, the bringing into play of these limits – between 
the picture and the frame, between the frame and the wall, the inside and the outside, 
between the accessory and the substance, between the work and its discourses, between 
a particular form and all other known forms – constitutes the meaning of many of the 
works. The parergon, that indefinite and ambiguous state between the work (ergon) 
and the non-work, will be the territory in which the struggle between an interior and an 
exterior is waged. It will be confirmed as the ghostly outline, created by the ‘bad form’ 
in its double movement in both imposing the logic of the meaning – everything has to 
flow towards an end, proliferation must be restrained, it must be delimited, a framework 
adopted in which the flow can be contained, where the pure connecting of the elements 
takes a direction – and at the same time facilitating its necessary overflow, allowing the 
flow of signification to be open.
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45
Tx. Badiola, Dibujos ciegos [Blind Drawings], 
1984
Drawings from a series that was an initial 
exercise in self-representation. It consists of 
drawings of supposedly generic faces that are 
actually based on Badiola’s own face. He drew 
them ‘blind’, or rather, closing his eyes at the 
moment of drawing. Exercises with a ‘dark 
mirror’ that not only reproduce a facial imago 
but also work on unconscious representation.

46
Albrecht Dürer, Self-Portrait, 1500,  
Alte Pinakothek, Munich

47, 48
Tx. Badiola, Yoes [Selves] (No. 183), 1989 
and Yoes [Selves] (No. 176), 1989. The series 
¿Quién teme al arte? [Who’s Afraid of Art?] 
includes a subseries entitled Yoes [Selves] 
based on self-portraits that are treated almost 
like logos. 
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Dibujos ciegos [Blind Drawings], 1984; Vida cotidiana 
(con dos personajes pretendiendo ser humanos) [Ordinary 
Life (With Two Characters Pretending to Be Humans)], 
1995–96; Rêve sans fin [Dream Without Cease], 2005; 
Goodvibes. Ejercicio n.º 9. Primer Proforma 2010 [Goodvibes. 
Exercise No. 9. First Proforma 2010], 2009–10; Fame/Male/
Female, 2007; Imaginar es malinterpretar [To Imagine Is to 
Misinterpret], 2006

IRAZU: I can identify a group of works that has to do with self-representation, 
something that is repeated over time in Txomin’s work. I see these Dibujos ciegos 
(fig. 45) as something like self-portraits, made in 1984 with closed eyes; then, on 
the other hand, there are other more obvious images such as Yoes [Selves] (figs. 47,  
48) from the series ¿Quién teme al arte? [Who’s Afraid of Art], made in London 
in 1988–89, the MD panels (fig. 49) or even the series of photographs Ciudad de 
nadie [Nobody’s City], 1996 (fig. 154), where he appears as a transvestite along 
with other artists. In the creative language that Txomin has developed over time, 
I’ve always sensed a very strong expressive need that has had to be subjected 
to different self-imposed restraints. I get the same thing with these self-portraits, 
which deal with the question: ‘How do I appear in my work? Do I appear as a trace, 
do I appear as an image, do I disappear...?’ I think in the first drawings the search 
is more natural, and not exclusively expressive but with the aim of configuring not 
so much an image as a signal of oneself. In Yoes from ¿Quién teme al arte? there’s a 
discovery, which is Txomin’s saying to himself: ‘Everything around me is capable 
of being a sign... including myself.’ He assimilates himself to an image and turns 
himself into another sign capable of being manipulated by the artist in its relations 
with other signs.

In the self-portraits there’s always something that weighs on my mind (Jon 
Otamendi), and it has to do with the artist when he represents himself: is there 
any possibility that it isn’t representing himself as an artist? This has a bearing 
on the current works, whose one desire is to make an artist of the person who 
made them, instead of making art. Might that way of appearing be different from 
that of appearing as an artist? It seems to me that there are works which may have 
more value as self-representation than the ones in which he appears as a sign.

IRAZU: There are two things, and that’s why I wondered if one represents oneself 
through one’s things or not. Or if, when you appear as a sign, it’s just one more 
image you send into the world. Earlier I was looking for the Dürer self-portrait in the 
Alte Pinakothek in Munich (fig. 46) in which the artist represents himself frontally 
looking at the viewer; if you didn’t know it was a self-portrait you might think it 
was Christ serenely touching his chest with his hand, reflecting his goodness. It’s 
also very visibly signed, which brings us to the question of how Dürer appears 
in this self-portrait. Is it an imitation of Jesus’s appearance, is it a usurpation,  
a desecration by the artist of a divine place of representation; is it a name, a legal 
mark of authorship according to which any work by Dürer would be a ‘Dürer’?
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49
Tx. Badiola, MD 16, 1990
The idea of self-representation as a repeatable 
sign can be seen in the way Badiola uses 
these drawings in the MD series of panels, 
which are mechanically reproduced using 
screen-printing techniques.

50
Tx. Badiola, Figuras [Figures], 1984 

51
Tx. Badiola, Vida cotidiana (con personajes 
pretendiendo ser humanos) [Ordinary Life 
(With Two Characters Pretending to Be 
Humans)], 1995. Photograph
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... which would have to do with the difference between the ¿Quién teme al arte? 
drawings and the Dibujos ciegos.

IRAZU: And also with how you incorporate the concepts that interest you or affect 
you, because at the time of the Dibujos ciegos, 1984, postmodernism didn’t exist as  
a problem, whereas in ¿Quién teme al arte?, from 1989, we are in a fully postmodern 
world. In a very short time the world has changed, and for me there’s a fundamental 
concept with which to understand this change, namely the concept of image which 
carries with it the concept of the gaze. The question was no longer how you saw 
yourself, but rather how others saw you, the other’s gaze being essential to self-
awareness. And all this could be synthesized in an image – ‘we are an image, we 
have an image’ – and, for Txomin, in a sign of the imaginary which he is able to use, 
bring, take, relate and manipulate inside a linked sequence of language. It’s a crucial 
moment in his process, in which even the sculptures become image. Sculptures that 
were originally conceived with a specific function and then, by incorporating the 
possibility of being treated as images, assumed new uses, new relationships.

There are some drawings, Figuras [Figures], from the time of the Dibujos ciegos, 
in which the idea of the ‘other’, of the relationship, is different from that one has 
with ‘oneself as other’.

IRAZU: There is a very curious thing here; these are drawings executed in an 
expressive manner at a particular time and they represent actions occurring between 
two figures (fig. 50). I don’t see any intention that anyone appear here figuratively; 
they’re actions. On looking at these drawings again they immediately brought to 
mind the images of Vida cotidiana (con dos personajes pretendiendo ser humanos) from 
1995 (fig. 51), in which what the relationship of the two characters generates is 
something intangible, a song that sets the elements in motion. Everything revolves 
around we don’t know what, and the same thing happens in the drawings, they 
could function almost as a schema for the video or the photographs. We are in the 
same spatial arrangement.

... With a difference of eleven years.

IRAZU: And faced with a relationship between figurative elements around a 
thematic core that doesn’t appear; both are actions around a vacuum. I think that 
what Txomin addressed in the video was simply how to put two characters in 
motion in front of a camera. We could dress them, undress them, but the important 
thing was how to mobilize the two characters around an objective that was neither 
conventional nor perceptible. In this case it was a song with lyrics, which were then 
removed, that both thematically and in relation to the sound and rhythm set the 
bodies moving.

What do you think changes in going from the drawings to the video or photos?

IRAZU: Well... the complexity of the times. In the first you recognize a figure,  
a schema that is not loaded, a figure without attributes, whereas Vida cotidiana is 
overloaded with all the attributes of the world and all the contradictions that form 
the image: a white person and a black person, dressing or undressing, a television, 
a computer, a fan, a camouflage background, two characters saturated with signs 
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52
Tx. Badiola, Vida cotidiana (con personajes 
pretendiendo ser humanos) [Ordinary Life 
(With Two Characters Pretending to Be 
Humans)], 1995. Video
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but with no identity, the more I give you the more I take away from you. There is 
a saturation of content which voids the representation.

EUBA: The video Vida cotidiana (fig. 52) is one of the pieces that was most useful to 
me for my first photographs and subsequent videos. It’s from 1995–96, a year after 
I met him, a moment in which a whole way of addressing the creation of narratives 
suddenly changed as a result of what we were seeing in the Arteleku workshops, 
of technical strategies he had implemented by means of the formal variations he 
experimented with in his work in sculpture and of what was now applied to the 
relationship between the body and action in a space... Talking to you, Jon, on the 
phone the other day, I told you that I had checked in the work of film-makers like 
Godard – and Txomin literally put it into practice in this video – that whenever 
someone enters on one side and you film the person until they come to a corner, 
if you make the person go back again to the side from which they have come – it 
doesn’t matter if you make them repeat their action or the camera repeat its action – 
then that highlighting of the unnaturalness of both the action and the filming makes 
it apparent how much you are manipulating language, and always produces results. 
For me this video was precisely that, but done very smoothly. It was like saying: 
‘How I can work in my sculptural way, addressing interests which I’m drawn to 
that have to do with the body, action in space, mediated by recording equipment? 
He situated an action which he directed as well as he could and suddenly he had 
a video. It was magical to see how he had achieved an autonomous structure that 
legitimized itself as video, simply by directly applying everything he had previously 
worked in sculpture. I remember in the nineties there was an idea of   lightness,  
a desire for change – everyone had dyed hair... – and we were trying to get away 
from everything that seemed constrained. The way people were living in New York, 
in Europe too, at night, in reality, Txomin decided to take that and channel it as  
a material... He had the sheer nerve to use the sign of the mask, the hood, which not 
long before would have been out of bounds and was now possible from a stylized 
perspective, almost from fashion... This coincided with a time when he saw that 
he could explore and use all this material that wasn’t biographical but belonged to 
the closest reality and also had to do with a way of being in New York. This work 
is subsequent to the workshop where we met. It was a time when he already had 
a group of much younger people around him and found himself in a maelstrom 
which gave him all of that material to work with: body, will and all of that.

PREGO: Of the videos by Txomin I know, this one seems very special in the way it’s 
paced in relation to the music and the two characters, one in relation to the other. 
Everything is so compacted in relation to two false characters who pretend to be what 
they’re not within an inflexible structure in which the events unfold, which ensures 
that what you’re seeing is separated from reality like a sign. There is almost no possible 
reality, the scenario is just a scenario, the characters are just two characters, and the 
music is a soundtrack. They’re at that point where there’s almost no space for anything 
else, they’re not people, their faces are covered, they’re really masks, the bodies are 
perfect, all of the elements are just right in their measure. It seems like an arbitrary 
accumulation of elements and yet it seems like it couldn’t be any other way. It generates 
a kind of empty space in the representation in which you perceive very clearly what is 
between the figures and the background, the furniture and the background, the figures 
moving from one side to the other... I can’t quite remember, but I think it was from left 
to right and from right to left. I see it all as extremely precise and effective.
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EUBA: The great difficulty with working in video for people of our generation 
is that it was dominated by modes borrowed from film-making when what we 
were interested in was the performances of the sixties or seventies. We therefore 
had to define a way to work with bodies, cameras, lights and spaces which didn’t 
come from the cinema. This video of Txomin’s is a TV set; it seems more like  
a way of working in television or choreography than a way of doing it in film. For 
me, coming from art school, the idea of storyboarding, of the visual script and the 
literary script, was something I found in the audiovisual department, which had 
no connection with art, it was something that constrained me completely, negating 
the possibility of doing anything because it was based on an idea of the project that 
was really annoying. Suddenly, this was coming from the idea of the music score or 
choreography: ‘You have to do such and such; when this person does such and such 
I’ll put on this music...’. The way of directing the action could incorporate different 
practices that had been explored in avant-garde cinema and in art as a much more 
direct way of working not based on the idea of   sticking to a script. This video was 
very important for a lot of people: for Itziar, for me, for Sergio, for anyone who 
wanted to do video. And I really liked the modesty of it too; it has something of  
a small drawing but with tremendous power. It’s not a large, megalomaniac work 
like the video of Malas formas (una historia que se cuenta con historias de otros) [Bad 
Forms (A Story Told with the Stories of Others)]; rather, its power is in the fact 
that it’s almost nothing; it sustains itself like a breath. Then there’s the radicalism, 
which I’m overlooking. Something that, because of the context, all of us here in the 
Basque Country share, though we’re from different generations, is that we’re bored 
with blah-blah-blah – on account of our non-Latin heritage, Oteiza would say – and 
at that time a lot of people were starting to talk too much. In this video there’s no 
verbiage; there’s a musical sign, there’s a movement, a behaviour, but we are still in 
silent film. It has all the ingredients that we needed at the time.

You have referred to ‘the project’ as if it constituted a problem, and earlier you 
spoke of the project within an artist’s work in very different terms. Can you clarify 
the difference?

EUBA: The idea of ‘project’, just before the nineties, had to do with what you need 
to go about doing something, and ‘the project’ now is the convention demanded of 
you as a result, which is itself the consequence of a way of talking to agents of the 
institution, mediators who only understand what (you say) you will do but have no 
capacity to engage in its actual creation.

It seemed to me that this may have to do with the fact that there were people who 
had started to talk too much, with the verbiage, and also with what you said about 
the lightness of the nineties as favourable to doing things, to trying things, and 
of course we’re in 2015 now; referring to what happened in the nineties is almost 
like saying that this is no longer happening.

EUBA: No, it isn’t happening. What was good about the nineties is that everyone felt 
they could try what they had never done: they could dye their hair, appear in a video 
wearing make-up, direct people without knowing anything about directing, act 
without knowing how to act, sing without knowing how to sing, as had happened 
at another moment, ten years before... It was a time when it seemed that everyone 
could let themselves do what they wanted, what they had always wanted to do, and 
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now everything is totally fascist, very reactionary; nothing is allowed, and especially 
having fun doing it. That time was optimistic, unlike now. To also say something bad 
about the time, what happened in electronic music is that a lot of people thought 
they were reinventing the wheel, and now there are hardly four interesting groups 
from the nineties. I have good memories because it was perhaps the second time that 
I found allies or accomplices to work in a certain way or think collectively.

ALÁEZ: Txomin showed me Vida cotidiana (con dos personajes pretendiendo ser 
humanos) just after he finished it. It was his first video. He didn’t know what he had 
just done and yet he felt good because he was dismantling himself in a more obvious 
way. It makes me take a leap in time because of all there is behind it, the things we 
experienced at that time. What happened was one of these things that sometimes 
happen, and suddenly something inappropriate filters through in a natural way 
and you become addicted to it forever. I’m talking about the almost incestuous 
relationships between people and things.

How did the people you were involved with respond to this video?

ALÁEZ: I really must tell a story that is directly related to this video. The 
relationship between us was so intense us that I had to put up with phone calls, 
from both men and women, along the lines of: ‘I like Txomin; do you know if he’s 
gay? You see, I was shown a video...’. I dared to suggest to them that Txomin wasn’t 
someone who feels comfortable with the literal. If they wanted to seduce him, the 
worst thing they could do was come straight to the point – ‘I like you’ or ‘I want 
you’ – because he would just run away. People took this to be my tactic for getting 
them away from him. And I had plenty of misunderstandings. Of course they 
hadn’t understood a thing: the fact that two men appear in the video is important, 
certainly, as is the fact that one is white and the other black, that they’re masked 
and that they’re in one of his pieces. I think what happened there is that, on the one 
hand, people didn’t understand our relationship: two such different beings who 
share many hours of work. If that was possible, it would seem that from there they 
could allow themselves a certain licence of closeness. And on the other hand it was 
as if a latent message had been deciphered thanks to seeing this video. People who 
were attracted to him and had never dared to approach him took it as a licence to 
seduce him. It’s a good simile for all the confusion that’s produced by people who 
are supposed to have a sensitivity to art and reduce an artist’s work to a phrase.

The music in this video has a structural role.

ALÁEZ: Yes, that background sound can be somewhat ironic, like the music that 
accompanies the action in silent films. In fact Txomin had got them to interpret  
a song by gestures. By deleting the vocal part in the editing he stopped it becoming 
a musical. We don’t need to know that they sing a song. That is what, in this case, 
prompted him to do this work. We perceive a background action: two people who 
are fighting... or flirting. But the genuinely important thing is how they move inside 
a room. The distance between object and subject is no longer insurmountable. 
In this work, Vida cotidiana (con dos personajes pretendiendo ser humanos), there’s 
a mini-story, a desire to rub against the narrative tangentially: two determined 
particular beings moving in parallel but intersecting. There is something tragic 
in an encounter. He uses the protagonists as if they were an iron structure. While 

Txomin Badiola (2016) - MNCARS - 161130.indd   85 1/12/16   8:40



86

53
Tx. Badiola, Vida cotidiana (con personajes 
pretendiendo ser humanos) [Ordinary Life 
(With Two Characters Pretending to Be 
Humans)], 1995. Photograph

54 
Ana Laura Aláez, Superhéroe romano  
[Roman Superhero], 1996
A. L. Aláez and Tx. Badiola worked together 
on several works and installations in the 
mid-nineties. Aláez’s works: the 1996 series 
of photographs of people wearing sculptures 
and the series Negritas, and the installations 
She Astronauts, Dance and Disco, Pink 
Room, Liquid Sky, Rain Room and Itziar y 
Ana Laura. And by Badiola: Incidente (alguien 
que se traiciona, ¿no es alguien que se 
revela?), Ciudad de nadie, Será mejor que 
cambies (para mejor), Bad Boy, Visitantes 
and Threesome. The two works shown on 
this page use the same model, Tente. In 
the image by Aláez, Tente is leaning on a 
fragment of a sculpture by Badiola (a Ruso).
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I work by promoting conditions of order so that something abstract can emerge, 
Txomin needs to get disordered in order to then regain control. He’s a strategist: 
he had a large piece finished, he had Tente as an actor, and Tente contacted a friend 
who was willing to take part. It didn’t start from a discourse regarding race or 
explicit sexuality.

You mentioned Tente, who is he?

ALÁEZ: Tente is one of the guys who appear in the video. He also posed for me 
in the photographic series Superhéroe romano [Roman Superhero] (fig. 54). Now 
that I think of it, I covered his face, like Txomin did. He was a mutual friend who 
is no longer of this world. Like many others, he went to New York to make his 
name. A dancer, a drag queen with a specific attitude and dedication, engaged in 
exercising a mobile identity. It was another legitimate way of escaping the stigma 
of difference in your place of origin. At that time we were all looking for some way 
to dissolve ourselves... to be many in one.

I suppose that in some way this idea of   mobile identities would have some sort 
of expression in art, in what you see around you... On the other hand, it was also 
a time in which the body had a strong presence.

ALÁEZ: It was the mid-nineties and art couldn’t ignore the fact that it was one of the 
peaks of the AIDS epidemic. As a result, it was also a period where hedonism was 
injected into all creative activity. Tente, Txomin and I went to see Matthew Barney’s 
Cremaster 4. We were baffled. There in front of us was the artist and his metamorphosis: 
a satyr and a demiurge. We had liked the strange narrative in mythological mode, 
with a high degree of sophistication. Cremaster 4 has been a source of inspiration 
for many people. At the same time it was dispiriting to know that none of the three 
of us had those means. We argued about the need to take to the limit the ability to 
do our work with what is at hand. Everything that was happening was capable of 
being turned into a work tool. It was almost a moral obligation to do something 
with ‘the human’. Txomin realized that he had at hand a set of vital instincts, and 
that, potentially, is invaluable material. From that moment, the processes would be 
different from those he had used up until then.

BADOS: We have all chosen Vida cotidiana (con dos personajes pretendiendo ser hu-
manos). It was in the exhibition at Koldo Mitxelena, and when I saw it, it rooted me 
to the spot. I remember it was placed just next to the door, on the upper part of the 
wall on the right. The piece even made me put myself in his place; let’s say it made 
me enter the realm of the Other. This is important. Something must have happened 
to me. I don’t remember the narrative theme; what I do recall, and it’s evident when 
we look at the images now, is that – Txomin has a fine intelligence – that naked part 
of the body next to the red and blue... there’s something very luminous against  
a dark background or scenery, Caravaggesque we might say, which is very effective 
for a story about desire. What stays with me from the first time I saw it is a vivid 
sense of the characters dancing, and that between the scenes and the music there 
was an audiovisual vibration that thwarted any attempt to fix the meaning of what 
you were seeing. Insistently the sound slowed the eye to make you collude in the 
story. I think it maintains a high degree of narrative efficiency. I can’t tell you where 
I entered the scene, but something must have happened to me because I know  
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55
Ángel Bados, Untitled, 1993

56, 57
Itziar Okariz, Redlight, 1995. Photograph;  
The Art of Falling Apart, 1996. Video
Itziar Okariz produced the Redlight 
photographs and video at Arteleku after 
finishing a course that Bados and Badiola 
imparted there from June to October 1994. 
Works by Marta Ibáñez, who also participated 
in the course, can be seen in the background. 
The video The Art of Falling Apart was also 
started in Arteleku and completed in the 
United States. The actors in these stills are 
Txomin Badiola (wearing a rabbit mask) and 
Pello Irazu. This section of the video was 
filmed in the studio that Irazu and Badiola 
shared in New York.
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I took a place... ‘Someone overwhelmed by something that touches them’ is a good 
definition of affect. To be affected with no possibility of defending yourself, and 
in this piece something really gets to you and takes you into an area of   desire you 
hadn’t imagined. Affect is corporeal, so that what we colloquially call affectivity is 
perhaps the bodily register, the marks, our encounters and fallings-out with others, 
between hatred and love. On these matters Txomin likes to cite Deleuze, but he will 
always leave open the question of the Other as guarantor of our desire.

What were you doing that year?

BADOS: At that time we were teaching the courses in Arteleku, which went very 
well, but we both came out of the experience somewhat altered. I was probably 
doing more figurative pieces, let’s say, and concerned with the skin of things;  
I don’t remember if it was before or after the first course that I did the first sculpture 
with the red glass, the two glasses taped together (fig. 55). And even when we can’t 
establish a direct line of what happened between the students and ourselves, the 
experience was intense, even for the institution.

Would it be possible to talk about a ‘productive’ friendship that rescues artistic 
practice from solipsism?

BADOS: Absolutely, as in any adventure it’s always better to have a companion 
than to be alone. Solipsism... Emily Dickinson seems to have spent her whole life 
between her house and her garden, with few relationships, but she knew how to 
articulate the registers of the real, the imaginary and the symbolic in such a unique 
way that her poetry is always in print. Solipsism? We might think so, but... We 
know there are ideologically committed artists, and yet it’s quite uncommon to find 
encounters that transform you, politically speaking. The question of friends?... If the 
friendship is grounded not only in intellectual agreement but also in the current of 
affect we mentioned, anything can happen. The best and the worst have happened 
in our story, we have gone from great love to great hatred; but Txomin and I know 
that the healthy distance we maintain now draws on the memory of so much work 
and shared dialogue on art.

OKARIZ: For me, Vida cotidiana (con dos personajes pretendiendo ser humanos) 
embraces many things. It’s certainly the piece that’s most closely related to the 
private experience of seeing how something happens, how it gestates. When we 
went to New York, Txomin was living there and let us stay at his place. At that time 
I was doing a video and I remember I asked Pello and Txomin for help (fig. 57). 
There was a generosity on the part of the other as an artist towards me – someone 
who was just starting to work in art – that allowed me to understand certain things. 
This video, which dates from after that experience, has to do with that. It has to do 
with the attitude of someone who works with another person and simply gives 
them their time, their work, whatever they want, simply because that’s how it is. It 
has to do with the shared experience. Then there are other things: the representation 
of a moment, music, the basic thing which is... It’s very powerful because it has 
to do with experiencing what a video is, specifically; the same as in Redlight, the 
first video I made (fig. 56): ‘I’m picking up a camera for the first time, what do I do 
with it?’ All you have is focus, framing, how you construct the image, in this case 
if the action goes forward or in reverse... It’s very basic, you’re exploring the most 
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important elements of things we take for granted. I mean, it represents two things: 
on the one hand, it represents how an artist works with another artist, in the sense 
that the piece is never entirely yours because it is being produced in a collective 
way and there’s a high degree of commitment, of trust, in that; and on the other 
hand, there’s what the video is in itself. Actually this video is a choice, it has to do 
with the private, with going to New York, with the experience of being there, with 
going to Chinatown to learn to edit video with Txomin and eating lemon cream 
buns, and tea and coffee...

You said a moment ago that it had to do with learning to work with another artist...

OKARIZ: No, it doesn’t have so much to do with that because I had already 
lived with other artists, with Sergio and Jon Mikel, and before that with Azucena 
Vieites, and I’ve always shared the process with others. It has more to do with 
commitment, with understanding that art is precisely sharing, and that you can’t 
ask that only of a friend, you can ask it of another artist, and they will give you 
that if they have faith in it. It’s something that I understood at that time. Sharing 
an experience, asking someone to do something and doing it, for them to help 
you, seeing how they do it. This work has many layers of lived experience and, at 
the same time, that’s implicit in the video. It has to do with the moment when you 
confront the medium. All of the iconography is there too. The image is Txomin’s 
house and the people are friends.

But there are many elements in there: pizza, a lot of references to culture...

BADOS: Certainly, in this piece there are plenty of elements – pizza, and so on – 
which indicate that not all of the components in play here have the same signifying 
value, and it wouldn’t be a bad idea to follow their trail to see their contribution 
to the final meaning of the work.

OKARIZ: Yes, but it was also our surroundings; you can look at it now and think it’s 
a constructed image, but it really is what was there. All those pieces of wood were 
the studio walls. It had something – the same as in the video of the ‘kidnapping’ – 
that made life seep through to produce meaning.

It makes me a little envious, this artistic environment that you all had, Jon Mikel, 
you, Txomin...

OKARIZ: Txomin then was more than just one of us; he had been our teacher. What 
I mean is that there was a point at which I realized we could eat butter buns and 
learn to edit together. It was the time when the distance gave way to the idea that 
we are all the same, and suddenly there’s something that’s being shared in the same 
place. Friendships between artists are productive. Perhaps loneliness is productive 
in some cases but not in mine. I’ve built up a community of artists with whom  
I have a productive friendship. Sometimes in a direct way, in the sense that I can 
bring cement, paper, photocopier or whatever, and in other cases in a less direct 
but equally productive way, in that the work they’re doing engages me, helps me 
think and makes me respond to it. That often leads me to seek friendship because  
I can see that there’s something I can share. As I’ve said many times, authorship lies 
not so much in you as in this whole context that passes through you. In many cases 
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it’s direct; I’m constantly discussing and working with friends, going in and out of 
their processes, it’s very productive, very generous and lots of fun. In art, affect is 
important, and it occurs both in interpersonal relations and in relations with objects. 
In our case, it all happens in a very ordinary way, whether it’s being in the living 
room watching the video hundreds of times or putting on make-up and being in 
front of lights like these. What I mean is that it was a practice, it wasn’t a pooling of 
I don’t know what. I was editing The Art of Falling Apart (fig. 57) and there was some 
convergence of interests, of media, and so on, so you’d end up sharing a process 
even if you didn’t realize it at the time.

What conditions do you think are necessary for that to happen?

OKARIZ: Processes, shared working processes, nothing more. It’s not something 
that can be forced by setting up working groups in some way or other. One 
naturally shares one’s working processes. I know artists who work from an ideal, 
but I don’t have anything to do with that, and neither does Txomin. It’s all about 
preparing the conditions for the search, the search for something you might have 
intuited, because I don’t see how the conditions can be prepared for something 
to come about in the abstract... but that could happen. I think Txomin is even 
more extreme than I am on this issue. I know there’s something there, and I start 
looking for it. It takes a form, and it’s not the right one; I make another attempt and 
another, and sometimes it doesn’t take any appropriate form and at other times it 
does. But the final form is always other than what I intuited, because the search is 
blind, without an ideal, I just have a nose that leads me in a certain direction. What  
I find is something I couldn’t even have envisioned, because I don’t know what it 
is. Sometimes I find more than one thing and it takes two different forms. I never 
have a model. Other artists around me, whom I respect a lot and whom I think work 
really well, have a very clear ideal and go straight for it. But not me, and not Txomin 
either. Art is not the practice of certain skills, it has to do with survival, in the sense 
that there’s something extreme, over and above the solving of a problem, something 
that involves you personally.

Both Dibujos ciegos and Vida cotidiana (con dos personajes pretendiendo ser 
humanos), each in its own way, interpret a relationship with ‘the other’. Many 
other works from different times invoke a relationship with a ‘social other’, 
beyond the specular, which uses the idea of ‘the familiar’ as a mediating pretext. 
This is something which is implicit in the initial series of Family Plot.

MENDIZABAL: There is a structural behaviour from the body in relation to other 
bodies, in the way the forms of relationship are configured between elements that 
share a space, a story, a context or whatever. Hence the parallel with the family, as 
a reference which appears throughout the work from the very first: Twins, Complot 
familiar [Family Plot] (fig. 143), Double Trouble (fig. 122), and so on. The titles, in being 
so arbitrary – what is imposed – are what give us an indication of something that is 
in there for some reason we really don’t know anything about. There is a displacing 
of the body and there’s a repositioning of the bodies with one another. At a narrative 
level this can be more or less significant, but in parallel with how the most mute 
(abstract) elements work it generates numerous confluences, and I regard that as the 
crucial constant in Txomin’s work, something I only learned to see and appreciate 
later, as I entered into the complexity of the world of references, and also in terms of 
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58
Tx. Badiola, Rêve sans fin [Dream Without 
Cease], 2005
The panels that make up this piece are 
perforated, transparent, opaque or translucent 
to varying degrees. Three types of images 
are displayed on them: the words ‘Rêve sans 
fin’, a photograph of a young man talking 
on the phone and a face from Caravaggio’s 
The Martyrdom of Saint Matthew. The young 
man anxiously attempting to communicate 
is presented between two signs of muteness 
or of the incapacity to emit a message: a 
fragment of Samuel Beckett’s mini-poem 
(‘Rêve / sans fin / Ni trêve / à rien’ [Dream /  
without cease / Nor ever / peace]) and the 
silence of the impossible scream in response 
to the saint’s martyrdom.

59, 60
Michelangelo Merisi ‘Caravaggio’,  
The Martyrdom of Saint Matthew, 1600. 
Contarelli Chapel, San Luigi dei Francesi, 
Rome. Overview and detail of the face of  
the child turning away from the scene  
of the martyrdom. 
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the problem of art that touches me personally. I mean to say that it’s not obvious, or 
at least not immediately obvious.

There are pieces that make use of abstract elements yet are noisy in their own 
way, and in which, curiously, the mute part is posited by the figurative, as in Rêve 
sans fin (fig. 58).

IRAZU: The feeling that I get from Rêve sans fin is one of expansion, in the sense that 
its elements are not contained but explode and fragment. In this work the black-and-
white image of the boy is very powerful, in the sense that it emits ‘sound’, it ‘sings’ 
but is not audible, and yet it mutely musicalizes the whole piece, holding it together.

MENDIZABAL: It’s a matter of perceiving that continuity as it gradually appears, 
that generating of the conditions for something to emerge that will end up being 
recognized as the constant. One constant is this appearing in time and in a number 
of works that come from different situations and origins, from that forcing of 
the body that has to do with a type of expressiveness, and which is ultimately 
refined in a very sophisticated way when in Rêve sans fin you speak of a silent 
scream. For me there’s something in that idea of the expression of the scream that 
is not heard, a physical expression of speech but without the content of the voice, 
which in a strange way is linked to all that we have said. This representation of 
the body incorporates many things, but one is decisively that conflict between 
the expressive form and the absence of the expression, something that is 
exemplified in the silent scream of the Caravaggio fragment, where what you 
don’t see is precisely what you know you should be seeing: the twisted bodies 
of the Martyrdom of Saint Matthew (figs. 59, 60). This constant interests me, and 
what also appears as a constant is the way it conditions the movements of some  
of the videos, not necessarily in that highly expressive form but with parameters of  
gesture or pose. It’s a constant that emerges; it isn’t such an explicit element, but 
it appears constantly and there must be a reason for this.

In this play of alterities there’s an image of radical otherness that is represented 
by the skull as a paradoxical kind of portrait that doesn’t deal precisely with the 
particularity of the self but rather with a kind of image of a common self. Mortality 
is a limit that puts us all on a par. In Txomin’s work this dimension – we might call 
it vanitas – seems quite a frequent presence, but it is particularly evident in works 
like Fame/Male/Female (fig. 65) or Goodvibes (fig. 61), in which, incidentally, both 
Inazio Escudero (artist and stand-in cameraman for this interview) and I (Lorea 
Alfaro) were involved.

ALÁEZ: How was the experience?

Pretty awful and at the same time very good because of Inazio. What I liked was 
the action, having to do something because you’re told to, for example to sing 
into a microphone; something has to happen and you’re there, involved. I found 
it hard but then I ended up getting much more than that feeling of discomfort, 
which was silly. I suppose you know how it went: Txomin gave some words to 
Inazio to make a song with which he took part in a Proforma exercise. There were 
two groups, one in charge of the ‘performance’ of the cameras that recorded the 
song, and another in charge of doing the concert. A horrible thing happened. Just 
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61
Tx. Badiola, Goodvibes. Ejercicio n.º 9. Primer 
Proforma 2010 [Goodvibes. Exercise No. 9. 
First Proforma 2010], 2009–10
At the start of the Proforma project, the 
Goodvibes installation at MUSAC consisted 
of only a few basic elements: the pseudo-
anamorphosis of a bronze skull and a printed 
metal sheet (both attached to the wall with 
wooden battens), an electric bass, and an 
amplifier. Further objects (chairs, mic stands, 
sheets of paper with the song lyrics) were 
added in the course of the exercise. Once it 
was over, the positions of these objects were 
marked on the floor; some of them stayed 
and some didn’t. Finally, a monitor showing 
a video of the action was added to the space. 
The installation took on its final form in the 
exhibition at the Galería Soledad Lorenzo, 
Madrid, 2010.

62
Goodvibes. Ejercicio n.º 9. Primer Proforma 
2010, 2009–10, in progress 
The exercise used the ‘Alas, poor Yorick’ 
monologue from Shakespeare’s Hamlet 
as a pretext for the composition of a song 
lyric. The song was composed by another 
artist, Inazio Escudero, who also looked 
after the musical and performative aspects, 
along with a group of participants from 
the course. Under Badiola’s guidance, the 
rest of the participants tried out different 
angles to create a play of multiple gazes 
towards a series of inanimate objects (two 
sculptures and a printed metal sheet, on 
display at MUSAC, León), by moving several 
video cameras around. At one point, the 
two actions – which operated with complete 
autonomy – overlapped in a single action.

63, 64
Tx. Badiola, Skull in Goodvibes; Hans Holbein,  
The Ambassadors, 1533. National Gallery, 
London
All the elements in Goodvibes revolved 
around the symbol of the skull, like a kind 
of memento mori in different versions. The 
centrepiece was an elongated skull made of 
highly polished bronze, partly inspired by the 
anamorphic skull in Holbein’s painting.
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a few moments before the start, when I was all tense with stage fright, Inazio told 
me that at the end I had to fire an air pistol at a guitar to make it sound. I didn’t 
know I had to use the sight to aim. At the end of the song everyone was quiet 
and I had to shoot to make the guitar sound and bring the performance to an end.  
I don’t know how many times I fired because I didn’t aim and kept missing.  
I had to reload in front of everyone. It only lasted three minutes but they were 
very long. I really liked the song, which wasn’t exactly as it ended up in the audio 
of the installation, which had to do with a sound mix of the performance. I also 
like the fact that the installation went on being transformed, up to the definitive 
version that was exhibited at the Galería Soledad Lorenzo in Madrid (fig. 61). 
Why did you choose it?

ALÁEZ: He asked me if I chose it for having a certain rock aesthetic, and of course 
I did. It could be the remnants of a small-scale concert. It has to do with the idea 
of a test run, a rehearsal. When I work, I always refer to the body, and so there are 
a lot of unitary presences. However, Txomin tends towards a sum of uprooted 
elements and this too pertains to the world of pop: a skull on a T-shirt can be erotic, 
a musical chord created to stay on the surface can make you fall over.

In addition to the world of pop, there are also more educated references...

ALÁEZ: There are interesting collisions when high culture and low culture meet. 
Txomin has someone sing a song with lyrics based on the ‘Alas, poor Yorick!’ 
monologue from Hamlet. It took me straight to cinema: to the Bergman film The 
Seventh Seal and that apocalyptic song. The scene when Death comes for the knight, 
who challenges him to a game of chess. This game develops at a distance, at 
intervals, but we feel the defeat. Txomin also evokes in this work an optical effect of 
anamorphosis, a special way of encrypting visual information through a deformation 
of perspective. In this case it isn’t a picture, it’s a sculptural installation, and all of 
the elements suffer some kind of deformation within the space that brings them 
together. There is no hierarchy between the elements – they are not subordinated – 
but he is suspicious of them. He prefers to mistreat them himself before the pristine 
space of a gallery does so. In this way he has some control over the loss of energy the 
piece suffers in moving from the studio to a more aseptic place. I saw this piece on 
the two occasions he has shown it: at the MUSAC and the Galería Soledad Lorenzo. 
You could sense very well what the experience of Primer Proforma was, the scratches 
on the surface and the negotiations. That orderly disorder, based on a synopsis that 
is broken, makes it an open work, still in process.

It also has something of the still life, vanitas...

ALÁEZ: The idea of vanitas is the germ of this work. A contemporary still life with 
a high symbolic content. The skull reminds me of my piece with the jackets, as a 
raw form that emerges from the wall. Sculpture in continuous collision, fear, failure, 
catharsis as the only certainty. That form, between a guitar, a skull and a spine, 
which he also used in the sculpture Fame/Male/Female (fig. 65), in that case based on 
a poster. Goodvibes is the only organic sculpture anywhere in my selection. In this 
conversation there’s a question that keeps coming to the fore, what you were saying 
about the sense of protection, which happens to me here too with this work. It’s  
a place that you know is conducive to some matter that concerns you.
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65
Tx. Badiola, Fame/Male/Female, 2007
A work that exemplifies Badiola’s method of 
working with overlapping layers or strata, 
more literally here than in other works: 
the wooden board is one layer, the large 
photocopy of David Bowie playing live is 
another, and a third layer is the text (made 
out of imitation-wood paper strips) with the 
words: ‘Fame, Male, Female’ (connecting 
Bowie’s androgyny with his song ‘Fame’ 
and with the wooden base); there is also a 
layer of perspex printed with highly organic 
sections of the photocopy in the background 
and a fold-out poster from a music magazine 
(Vibraciones) featuring an image of a skull 
guitar that hangs over the rest (connecting 
pop-rock, Bowie and the skull, which contrasts 
with the idea of ‘fame’). All of these elements 
are presented in unstable and unbalanced 
assemblage, using a fold-out base. 

66
Detail showing the method by which the 
poster is attached: hanging on a string, in 
front of the structure.

67
Sergio Prego, ANTI-after T. B., 2004
A reinterpretation of Trisha Brown’s 
performance Walking on the Wall at the 
Whitney Museum of American Art in 1971.
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IRAZU: Goodvibes initially had in Proforma a spatial and material set-up which 
hosted a performance by Inazio Escudero. In a subsequent set-up in the Galería 
Soledad Lorenzo this performance appeared in an extremely manipulated video 
narrative, at the opposite extreme from documentary, on a monitor which shared 
the stage with the material remains (including microphone, skull...) of what had 
taken place in the first set-up of the work. What makes Goodvibes so strange is the 
elements that appear on the stage...

Exactly, and that would connect with the idea of   vanitas we’ve been discussing, 
in the sense that we do things, but what survives of what we do? The surviving 
material remains are just what we are not. The very insistent presence of skulls 
(both anamorphic sculpture and the printed sheet or video) touches on that 
question of what remains.

MENDIZABAL: With regard to the idea of   death or mortality there are two things: 
one is that art creates a kind of transcendence with respect to the everyday, to life, 
which creates a yearning for what is not life, a classical idea of art as warding off 
death; look, this sounds like Oteiza, fine: cure death by transcending it. The other 
allusion art makes to death is precisely the opposite, the vanitas. For example, the 
skull and the guitar in Fame/Male/Female, crossed in this case with the fact that 
it is a poster from Txomin’s adolescence, which places it in a kind of disturbing 
biographical perspective, making you fix on life with no possible transcendence.

IRAZU: I would have a different reading of the kind of transcendence that art seeks, 
which is that it’s always by way of the other. It’s always looking for the other.

That idea ties in perfectly with another kind of vanitas, which appears in those 
lines of Quevedo’s: ‘They shall be ash, but ash of sense. Dust shall they be, 
but loving dust.’ Remains, in art, are not insignificant, they have a vocation to 
permanently re-actualize themselves, transcending time. Fame/Male/Female also 
introduces a certain idea of time, of its inexorability, of mortality, but formally 
this is achieved by a positioning in space of the elements that compose it in an 
unarticulated way, without hierarchies. This would connect with something that 
Txomin referred to when he said that this piece works in layers.

PREGO: In this piece, when I read that Bowie appears, and the word ‘Fame’ 
appears, it’s all the same to me; what’s striking is that the superposing is such 
that I no longer see the signs that make it up, I only see the superposing. For me 
what makes this piece unique is that a sign is suspended from little strings in 
an intermediate space which is almost an impossible place (fig. 66). It reminds 
me of the feeling you get when you see the figures in the previous video (Vida 
cotidiana) who seem to be suspended and there seems to be a space between them 
and the bottom. It’s the same with that poster. It doesn’t cling to a convention, 
supporting itself on a structure that is unbalanced, consisting of a composition in 
which each of the elements is absolutely unique and it would seem that each one 
is dispensable. You see a skull, but it’s all the same to you, because the important 
thing is that you see a suspended sign which appears as its own origin; I don’t 
know if it’s a poster from a magazine or whatever, but it appears in it’s own right, 
on its own merits.
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68, 69
Tx. Badiola, RSF (ni trêve à rien); RSF 
(comedores de sufrimiento) [RSF (Eaters  
of Suffering)], 2006
Badiola’s work with installations – which 
incorporated all kinds of signs, including 
verbal signs – gradually gave rise to this 
series of collages, dominated by two types 
of signs: texts (his own and quotes from 
others) and images (of young people 
trying to communicate, mixed with media 
images and images linked to the world of 
artistic ‘precursors’). A kind of laboratory 
for identifying desire in a series of images 
and texts that set up a dialogue between the 
present and the past: between the authors 
of the Bible, Dürer, Pontormo, Bronzino, 
Caravaggio, Melville, Marinetti, Boccioni, 
Malevich, Tatlin, Popova, Beckett, etc., and 
images of young people who had previously 
worked with Badiola and other contemporary 
images.
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The signs are superimposed on one another, and though all of them apparently 
constitute a story, it’s very difficult to rearrange them to arrive at a narrative 
reading. It’s an impossibility that constantly pits you against their real condition, 
irrespective of interpretations. This is a routine that Bastardos [Bastards] seems 
to have anticipated in mixing different elements of different materials, the light 
bulb as a sign...

PREGO: Seeing this sculpture again and in relation to the video, what it inspires 
in me has to do with the fact that the way the signs are placed on the sculptures 
produces intermediate spaces – in this case, an internal demolition in which 
everything is sort of collapsed against the walls. We live in a kind of continuum, 
everything is absolutely full, there are no fissures, and the feeling I have with 
this piece is as if, all of a sudden, as the different layers appear, something 
that starts to leave spaces was being established..., it’s a real sensation, I see it 
physically. The way the boards are placed against the sides also reminds me 
of Russian Constructivism, where the elements appear absolutely suspended. 
The interesting thing is the space between them and the suspension; it seems 
as if nothing can be fixed, which may allude to a kind of infinite movement that 
denies any knowing of how these geometric shapes will end up. And here, with 
regard to the method, given the impossibility of executing that gesture within the 
parameters of contemporary representation, there’s the imposition of a series of 
rules which allow a space in which everything appears to be suspended and an 
internal space in which it looks as if life – the action – could take place. In relation 
to my work, for example, when I repeated Trisha Brown’s 1971 action Walking on 
the Wall (fig. 67), which consisted of walking on the walls, the intention was to 
turn the space around. What I find interesting about changing the relationship 
with gravity has to do with the way you can make a horizontal space and turn it 
into a vertical space; there’s a conventional way of how we see things that could 
change. It’s like thinking about what would happen if a building were constructed 
lying on its side and the rooms followed on from one another; it would be about 
seeing the transition..., inhabiting a space conceived in a totally different way. 
In this work in particular, it’s something that is perceived in the way of moving;  
I make them walk on the walls but, by means of the videotaping, they then appear 
as if walking on the floor.

MENDIZABAL: The problem posited by Fame/Male/Female regarding the status 
of the support, of screen, of panel, is resolved here in a way that is very simple 
compared to others, but very effective, because the discontinuity is produced 
by a gesture we identified with E. L. el Ruso [E. L. the Russian], as far as the 
problematizing of the structure is concerned. On the other hand, with regard to 
the collage, there’s a way of putting together images here that is not typical of this 
technique, which is usually that of the contiguity of elements or fragments, but 
works here by way of superposings that can even generate illegibility. There is  
a saturation that works to favour not clarity but concealment, which is not made 
so apparent, though I do think it’s invoked in some way in the series RSF (figs. 68, 
69). When I talked about typologies of image, perhaps I was also referring to media 
typologies: an infographic typology for relating a news story, an almost forensic 
account of what happened, or rock photo typology in the Bañiland series (figs. 98, 
99). Inwardly, I guess what attracts Txomin’s attention when he uses these images 
would be the twisted body, the forced posture, the bodies subjected to some kind 
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70
Tx. Badiola, Imaginar es malinterpretar  
[To Imagine Is to Misinterpret], 2006
This series emerged in parallel to the RSF 
collages series in order to clarify and, in a 
sense, draw conclusions. Badiola began by 
separating the images from the texts and 
then worked on them separately but using 
the same technique, assembling images 
with other images and texts with other texts. 
The complexity increased when the eleven 
image-units were interspersed among the 
eleven text-units, inevitably generating a kind 
of sequence and thus narrativity which was 
strengthened by the constant effort to cross-
check images and images, images and texts, 
and texts and texts. 
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of violence which generate a type of narrative that is not very different from that of 
Mannerist painting or that of the expressiveness conjured up in RSF. 

Speaking of twisted bodies, of mannerism, of the legibility or illegibility of 
certain images, Imaginar es malinterpretar (fig. 70) is a work that you, Ana Laura, 
are particularly interested in. Where did you first see it?

ALÁEZ: I saw it in the Galería Soledad Lorenzo, I remember it perfectly. I liked 
the very direct phrase-image relationship. Another different extreme that had 
nothing to do with the works that preceded it. I recognize the same intensity that 
I demand of any artwork. Ingmar Bergman claimed that he didn’t write scripts as 
we understand them but something more like a musical score which he then used 
to create something together with his associates, and invited the viewers of his 
films or readers of his scripts to make a freer use of the elements he put into play. 
This work is also like a score.

From this point on it seems that text begins to be indispensable, though I see that it 
was present in the earlier work. Here, in this work, I see, as we said before, an action 
along the lines of: ‘As well as some phrases I have some images; what shall I do with 
them? Okay, I’ll re-photograph them.’ It’s a simple direct action. How do you see it?

ALÁEZ: The other day I saw a documentary about Joy Division, how they wrote the 
lyrics, and it was more or less the same: ‘I’ve got a few phrases I can make worse.’ 
Txomin takes the phrases apart so they can be more.

EUBA: At this time, Txomin started working with texts in a very similar way to what 
he had done with sculpture or with photography. There was a particular moment 
when he took the solutions he had tried out in London and worked on throughout 
the nineties and applied them here with signs from the history of painting or from 
the media... I remember that this work was also very important. I think it’s a piece 
that could exist in many forms; it’s a totally virtual work. If he were to make a radio 
piece with all these texts it would be an absolute delight. In fact, talking one day about 
Itziar’s latest performances, which included texts, Txomin said that what interested 
him about reading poetry was that you had to read it aloud, to hear yourself reading 
it. This piece makes me think of the machinery he has represented at times in his work, 
which placed you as a viewer on the outside, and in this case places you inside the 
language, inside the machine, in the particles; it’s as if it were quantum/molecular. 
I liked it because the piece came together slowly, shyly, taking phrases from here 
and there, articulating them, and in the same way with the photographic image. This 
technique can be seen in some later exercises he did in Proforma, in which he played 
with text’s capacity always to generate meaning. By then he had already understood 
that two signs placed next to each other make it more likely that meaning will be 
generated. I also like it – I’m thinking here of poetry – when he takes an element 
belonging to an autonomous unit – a novel, a story or whatever – and respects it 
without transforming it and articulates it with others. When he writes like that, the 
result has a kind of very marked rhythm that I like a lot, and that reminds me of 
Pasolini. In this work, composed from parts of others, he selected different materials 
in order to channel what I understand to be a subjectivity (inside something which 
is evidently objective material). It has the same explosion of language that I said  
E. L. el Ruso had, but in the more textual moment we are in now. There was another 
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71, 72
Tx. Badiola, Serie negra (cinco cajas) [Black 
Series (Five Boxes)], 1981; Serie negra 
(preliminar) [Black Series (Preliminary)], 
1981
Although works such as these (dating from 
1978 onwards) could be said to share a  
kind of minimalist aesthetic, they subtly 
challenged some of the basic assumptions  
of minimalism, such as: their transparency of 
construction, their anti-illusionary nature, their 
literalness, their presence in the space, and 
so on. The formal definition of each element 
became the module that Badiola later used in 
the E. L. el Ruso [E. L. the Russian] series.
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thing I wanted to say about the video, which is that I recently told some students that  
a subjectivist version of my process would be that I started making drawings on paper, 
I moved on to the wall, then to the photo, with photography I missed movement  
and got into video, from video to the score and the narration, from there to the story 
and writing... From a wilful perspective I would say that in the eighties when people 
were painting I was a painter, in the nineties when you had to do photography I did 
big photographs, when you had to do video I did video, but I don’t do it now because 
no one’s doing it, and now I write, which is what everyone is doing or wants to do. At 
bottom we are all always doing the same; what happens is that there are moments of 
synchrony and asynchrony with the outside world.

You said this is a time when there’s too much verbiage, and you start to write, 
when everyone is writing. Why now, precisely?

EUBA: I’d say it’s because I’m getting older and I feel the need to speak about the 
world on the basis of what I’ve done. But there are innumerable reasons, the most 
honest being that I saw the technical opportunity of doing it. In Txomin’s case, the 
text in this piece is continually taking me towards poetry, not towards the essay text 
he has always written for every exhibition. I mean a kind of liberated text, the free 
text that in Txomin always articulates a process, in his case completely unconscious, 
which by way of writing he then manages to communicate consciously. He has 
always made the effort to try to explain himself to himself, believing that the 
artist has to say what others are not able to say, which seems to me an act of civil 
responsibility. What interests me about this work is precisely the escape from 
that. When Txomin’s work is analysed from the body, because in the nineties 
the body is all that we saw, or his sculpture from the formalist angle or from the 
Transavantgarde, I’m not interested. I suppose he thinks: ‘I’m going to speak from 
what interests me in order for people to talk about what I’m interested in.’ Txomin 
has done that with his texts, but in this particular piece it’s something else.

SECOND EXCURSUS. THE FRAME. THE LIMITS OF REPRESENTATION

Serie negra (cinco cajas) [Black Series (Five Boxes)], 1981; 
Uno y cuatro Rusos [One and Four Russians], 1987; RSF 
(David), 2006); El escultor (juega al otro) [The Sculptor 
(Plays at Being the Other)], 1995–2005; Lo que llaman 
sombra aquí [What They Call Shade Here], 2015

Jon Mikel, why did you choose such an early piece, Serie negra (preliminar) [Black 
Series (Preliminary)] (fig. 72) from 1981?

EUBA: Txomin mentioned to me that I’d chosen more early pieces than anyone else. 
That lets me talk about something biographical, and the fact is that for as long as I’ve 
known Txomin it has always been quite clear to me where our relationship is defined 
from. It’s not easy to say, but I think there is an interdependence. For me it was as 
if he represented the kind of identity that has what you feel is lacking in yourself, 
something complementary. I was thinking just now, coming here on the bus, that 
the reason I went back so much to his first beginnings is because what I already 
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73
Robert Morris, Untitled (Box for Standing), 1961 
(Reconstruction of 1994). Museo Nacional 
Centro de Arte Reina Sofía, Madrid

74
Sergio Prego, Bisectriz [Bisector], 2008

75
Tx. Badiola, Serie negra (dos partes)  
[Black Series (Two Parts)], 1981
Another piece from the same series, included 
in the Metrònom exhibition in 1982. Here, 
the horizontal section of the work rests on 
an element emulating the wall, creating an 
optical illusion (wall/floor) that contradicts the 
minimalist premise of a transparent, direct 
relationship between the artwork and the space.
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know – because I took part in all of that – I already have. I’ve always been clear 
about the fact that I’ve fed off Txomin – that’s something I’ve said lots of times: I’ve 
taken this, and that, and the other, everything I could possibly learn from working 
alongside him, on a technical level, I wolfed it down. The fact that there is such  
a large part of Txomin that I haven’t absorbed generated a very primitive urge to 
want to incorporate it because I haven’t got it. I also felt a natural attraction because 
of the mythical fact that there are objects that may not even exist and are not available, 
though there may be a representation. This whole series, plus all of the previous one, 
has a little to do with that. Perhaps if I hadn’t known that other people had chosen 
certain later works that are important for me because I learnt from them, by helping 
or simply being there, I would have felt obliged to choose them. But knowing that,  
I had the freedom to go towards what I don’t even know anything about. 

PREGO: I chose it because I can see something there that I’ve always seen in Txomin’s 
work, something related to a legacy of minimalism but at the same time strangely 
disassociating itself from its purely linguistic attachment. What interests me... this 
isn’t something I’m absolute clear about... is, on the one hand, the mechanical gesture 
of shifting the bottoms of the boxes to leave an opening at the top end and an overlap 
at the bottom, a gesture that takes on a strangely figurative quality. In this piece, 
each unit has its own entity, unlike in minimalism where insertion into the series 
makes the elements into something purely linguistic, into a part of the sign. Here 
each acquires a certain autonomy that I think is related to this larger space between 
two of them. If they had all been equidistant, it would have been mere repetition 
of the same element, but on having this space, each acquires a positional value: 
there’s the pair and the other three. On the other hand, it reminds me of a piece by 
Robert Morris (fig. 73) – I can’t remember the title – where he is inside a wooden box,  
a kind of container, and it has this anthropomorphic character which is anti-minimal, 
though it might have something to do with proto-minimal works. This figurative 
character eschews any idea of linguistic sequencing and this is what interests me 
most. The work lies at a midpoint, without pushing the balance either way, and 
everything is held in suspension, which I find unsettling.

Although you both talk as if it were the same piece, each of you has chosen 
a different version. Jon Mikel, one with two parts, Serie negra (preliminar), and 
Sergio, another with five parts, Serie negra (cinco cajas).

EUBA: What interested me about this version [Serie negra (preliminar)] was its 
figurative character, with the relationship between abstraction and figuration at 
the starting point. So when I contemplate it, I see a possibility of syntax, with two 
elements able to create a whole alphabet – and it doesn’t matter what direction it takes, 
within its own family of pieces or in relation to later works such as the E. L. el Ruso 
series. But above all I saw that the representation of something figurative permitted 
both a projection of the body and a projection towards language as something more 
abstract in reference to the internal structure. I see it as a beginning – in fact I’ve 
always thought that these pieces could procreate; they constitute a vocabulary in 
themselves, an alphabet.

I see this idea of suspension in both versions as very closely related to some 
aspects of your work, Sergio, in the piece Bisectriz [Bisector] (fig. 74), which we 
looked at the other day. Do you see any relation?
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76, 77
Images from the Txomin Badiola exhibition 
Una entrada y mil salidas [One Entrance and a 
Thousand Exits]. CarrerasMugica, Bilbao, 2011
This exhibition was an exercise, an attempt 
to create a form that would activate a group 
of works – some existing pieces and others 
created specifically for the installation – 
through a device consisting of linear elements 
that ran through the entire exhibition space.

78
Tx. Badiola, RSF (Family Plot), 2007
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PREGO: Yes, now that you mention it: in its positioning in space. The fact that it’s 
supported is very important; that’s something that might seem arbitrary, but it isn’t; 
if it were placed directly on the floor it would become a sculpture that maintains  
a conventional relationship. However, the fact that it is situated diagonally implies a  
gesture related to the ways different forms move through space, which might be  
a person, a dog or another animal, which are positioned in a certain way in relation 
to the elements in the surrounding context. That’s another thing that interests me 
about the work, it seems as if the piece positioned itself.

EUBA: In my case its positioning takes me back to the figuration (differences in 
weights and sizes), in the sense of an anthropomorphic vision rather than something 
abstract, based on language. My great trauma when I was at university and had 
to make sculptures was to get them to sustain themselves. Trying to achieve that 
legitimacy was sheer torture; it would never have occurred to me just to make a box 
and leave it on the floor. In this case I think it’s an unapologetic solution achieved 
through dialogue: ‘I have a space, I have a wall, I have a floor, and I’ve decided to 
place it where I want to place it, and so I’m placing it at this height.’ I wouldn’t be 
able to imagine the height of the piece even if I had a photo of a person beside it; this 
isn’t an easy piece for me, but at the same time I know it’s the starting point for a lot 
of things that become apparent later, something I see already posited here. I always 
think about all that a thing needs in order to sustain itself, both physically and as 
art. It was at university that I most quickly detected this difficulty, or this pain, in the 
physical fact of gravity. Up until five years ago I had never dared to say that I could 
also be – or function like – a sculptor, and this had a lot to do with the difficulties 
of the materials and the demands they make. Txomin doesn’t have this problem 
and least of all in this piece. Its being placed as it is, between the floor and the wall, 
seems to me to be a logical solution to this question.

Sergio, have you ever actually seen this piece in the flesh?

PREGO: No, only photographs.

I ask this because the photograph of the piece Serie negra (cinco cajas) was taken 
at the Metrònom exhibition in Barcelona and you can see the floor was painted 
white to create a separate space for the piece. I want to ask you another thing 
about your choice: Why this version and not the other Serie negra (preliminar)? 
Some of the things you’ve talked about, such as the singularity of each element 
here, emerged in a different way in the piece you didn’t choose, not in terms 
of positioning but because they’re different from one another. In Serie negra 
(preliminar) I think it’s attractive that the photo shows it already in a studio, 
in a house, and that reminds me more of Bisectriz, where the floor space is not 
delimited, so there is no hint of a base or frame; it sits directly on the floor.

PREGO: I’m not sure I understand what you mean about the base, because in this 
case – Serie negra (preliminar) – it hasn’t got one and nonetheless everything looks more 
conventional. It looks as if he was working out some sort of spatial problem, while 
the fact of painting the floor white in Serie negra (cinco cajas) indicates a specific desire 
to situate it in space in this way, which I find interesting, although personally I could 
never accept (in my work) that separation from the surrounding space. I’m not so 
interested in Serie negra (preliminar), definitely not, precisely because they are different.  
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79
Tx. Badiola, Uno y cuatro Rusos  
[One and Four Russians], 1988
Part of an offshoot of Badiola’s work with 
elements from the E. L. el Ruso [E. L. the 
Russian] series. In this case, there is no 
fragmentation and reconfiguration of an 
original unit. Instead, four of these units 
come together to form a new sign: a dynamic 
square that suggests regular movement 
and defines the empty centre by framing 
it. It is punctuated by parasitic forms (one 
per element) that become a factor of order/
disorder in the overall structure. 

80
Tx. Badiola, Guards (No. 096), from the series 
¿Quién teme al arte? [Who’s Afraid of Art?], 
1988–89

81
Tx. Badiola, RSF (David), 2006
As in most works from the RSF series, 
the overlapping of texts and images is 
circumscribed by a series of semi-abstract 
elements (rectangular strips of imitation-wood 
paper) that are part of the composition and at 
the same time outside of it, and act as a kind 
of frame that does not quite manage to stem 
the flow of signification.
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It’s as if they were two separate characters, as if each of them was someone different, 
like Laurel and Hardy, which provokes some antagonism or comparison, while in 
Serie negra (cinco cajas) I’m interested in the fact that each of its elements manages to 
have an identity of its own, not for each of them separately but...

... for the fact that they’re related to each other.

PREGO: ... for the position they adopt in the whole. That’s where I see the most 
tension in the reference to the minimal, which creates a space from which they set 
out, and yet from which they emerge as entities. The upper part always makes me 
think of mouths; they have a figurative aspect, as if they were entrances. And exits 
too, the space entering on one side and the excess coming out on the other.

Jon Mikel, does the fact that both pieces are painted with viscous paint take them 
in the same direction, towards the figuration you mentioned earlier?

EUBA: I don’t know. In their case I rather tend to see it as an addition... I was 
going to say an ‘experimental’ addition. It’s like if you add another condiment to 
the recipe to see how it goes, though it might also be there to spoil the purity of 
a type of work from a specific period (minimalism) or, on the contrary, that the 
period (the early eighties) was asking for it to be spoiled. I don’t know. If I saw it 
in the flesh I could test out what constitutes an extra, or perhaps what constitutes 
an addition, given that I never see it as a solution. Although I’ve seen him resolve 
pieces by making a cut in the middle, I’ve never seen him doing something I really 
detest, which consists of messing around with the piece. Often there is a tendency, 
when you don’t know how to fix something, to start tampering with it, and Txomin 
doesn’t usually tamper. He does one thing followed by another. It is always a matter 
of... like an accumulation of small faits accomplis that generate another level. I think 
the paint was added as a kind of aggressive act, to test something out.

The problem of the frame is what underlies the relationship between the two 
different versions of this piece. In one of them, in the minimalist tradition – from 
which its elements apparently emerge – the frame consists of the real space of the 
room, while in the other there is a delimited space that ‘frames’ the manner of 
its appearance. There are other later pieces where this difficulty of the frame has 
other expressions. Uno y cuatro Rusos (fig. 79), where four boxes define an empty 
square, is as an example.

BADOS: I remember that in the exhibition at the CarrerasMugica gallery, Una entrada, 
mil salidas [One Entrance, a Thousand Exits] (figs. 76, 77), Txomin arranged some 
strips of wood on the walls, to which he attached the works, and in the introductory 
text he mentioned Derrida’s parergon. The parergon is a secondary element that 
nonetheless fundamentally affects the meaning of the work: a side-element or 
accessory to the content that subverts the logic of each significant component and 
therefore the logic of the entire composition. If you look at pieces we did in the 
eighties (such as Uno y cuatro Rusos), during the time at the Uribitarte studio we 
were almost all using some secondary element that altered the formal unity of the 
sculpture. We were probably unaware of the parergon when we did this. When 
Derrida expresses this idea in his text The Truth in Painting, he discusses the frame 
but also mentions the veil in Cranach’s Lucretia – which can also be seen in the 
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82
Ángel Bados, El dilema de Alberto [Alberto’s 
Dilemma], 1987

83
Pello Irazu, Bad Twins, 1988
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Lucretia bought by the Museo de Bellas Artes de Bilbao two or three years ago. In 
my opinion, Cranach’s ‘veil’ is a radical application of the parergon, more so than the 
frame. Then again, in some recent works by Txomin the component of the strips of 
wood is placed to one side but still clearly affects the meaning. I remember another 
work with a photo in this exhibition, RSF (Family Plot) (fig. 78), with a large, very 
wide frame, made of similar strips of wood. It was very attractive; it functioned 
like an image to which a truly adequate distancing element has been added, which 
succeeds in incorporating you into the scene precisely through a sort of peephole or 
viewfinder, which is the repeated frame.

IRAZU: In Txomin’s case we are always talking about complex forms, charged with 
previous uses, activating his artistic discourse. In this work, Uno y cuatro Rusos, 
the forms (themselves a framework) operate around a centre, an entropic energy 
vortex, which in other contemporaneous works like the drawing Guards (fig. 80) is 
occupied by an image; later, in RSF (David) (fig. 81) the image is dismembered, it 
dissolves, while retaining the same ‘frame’. The fact that these forms are repeated 
in a recognizable style is curious to say the least.

EUBA: Uno y cuatro Rusos is one of the few pieces from this period that I’ve seen live 
in real life. There was a collective exhibition at the Sala Rekalde in Bilbao where this 
piece appeared alongside works by Pello Irazu and Ángel Bados, among others. 
Sometimes, to explain myself to my fellow artists I tell them I’m surrounded by 
mediums who communicate through objects (the works of art) with other times in 
history, and who have friends in other spheres of reality, while I only experience 
such interactions exceptionally and with difficulty. On that occasion, though, I was 
very pleased, as I had no doubts about what I had seen in this piece after comparing 
it to Pello’s and Ángel’s. I went to the exhibition... and it was like one, two and 
three, and then saying: ‘Ah! Of course, Txomin is the constructive one,’ but with 
a result of overwhelming solemnity – not only because it was a square or because 
of the way it was supported. The scale was huge, almost monumental but light at 
the same time, because the work emerged from the result of the accumulation of 
an element, not so big in reality, but repeated. What I liked was that just looking at 
the piece was enough to understand Txomin’s technique, or at least one aspect of 
his technique. A confident technique, free of any misgivings when incorporating 
what was needed, once the process had started. Nothing to do with Ángel, who’s 
always hiding or concealing something. Txomin’s work looks as if there are no 
tricks, the system reveals itself, which is something that interests me ideologically. 
I can’t stand people who work too much with a structure – and worse still if it’s 
internal – which they then go on to hide. I remember in Pello’s case how he managed 
to make the iron look warmer by means of the colour, making everything dermal, 
quite vibrant. I said to myself: ‘Ángel is the dark side, the enigma turned in on itself; 
Pello manages to ‘affectivize’ the sculpture from the outside; while in Txomin there 
is no outside or inside, everything is in plain view, saying: ‘I am supported like this, 
this is how they envisaged me...’ (figs. 82, 83). In a similar way to the E. L. el Ruso 
series, it was ‘the language in action’, but without any violence. In that series, if an 
assault was made on the language from which the language itself was generated, 
in this case it was much more peaceable: ‘This is how I work and that’s that’ was 
an idea that had been deployed and taken form. I’d like to see that piece again 
now, because I could say something much more precise – this is when you realize 
the importance of actually experiencing the work of art. Communication with an 
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84
Tx. Badiola, El escultor (juega al otro)  
[The Sculptor (Plays at Being the Other)], 
1995–2005
A version of an earlier installation, El juego 
del otro [The Game of the Other]. Two metal 
structures, both holding an image and a black 
mirror, hang on two opposite corners of a 
small room, lit by two fluorescent lights. Each 
of the two images shows a black man that 
conjures up the idea of extreme otherness in 
opposite ways: in one, the anthropological/
colonial image of a ‘primitive’ man (wrapped 
in animal skins) suggests an object of 
study; in the other, the man, wearing jeans 
and holding a club, suggests a potential 
threat. When visitors enter the room they 
are trapped by the play of reflections and 
the shifts in their position relative to the 
construction of the images, materializing  
the control mechanism of the gaze.

85
Tx. Badiola, Tres tipos esperan  
[Three Lads Wait], 1996–97
An installation that dispenses with sculptural 
aspects altogether. It consists of a set  
of elements that revolve around two 
sign-ideas – ‘three’ and ‘wait’ – and two 
conflicting feelings – a certain anxiety and 
a certain tedium – that affect the sound and 
the characters in the images as well as the 
spectator. ‘Three’ young men, dressed in 
a way that loosely suggests action comic 
characters, ‘wait’ around a table, half anxious 
and half bored, obviously in a state of idleness. 
The ‘three’ photographs in the installation 
show ‘three’ almost identical moments of the 
same situation. They are connected in the 
space by what would literally be a ‘waiting 
room’ with ‘three’ seats, under which speakers 
have been placed. The ‘three’ voices that can 
be heard from these speakers question the 
‘waiting’ of the characters in the images. 
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artist is sometimes built up through pictures of the works, and on other occasions 
through the works themselves, but it is always the real encounters that generate  
a lasting experience, as if it had just happened yesterday. When I told Itziar how  
I wanted to tackle the selection, this work was decisive; it prompted me to trust my 
memory more, working from less legitimate places. I said to myself: ‘This piece gave 
me an experience that helped me to develop a hypothesis about Pello, Ángel and 
Txomin that’s still valid for me today, I didn’t need to meet the people to know this.’ 
That was my moment as a medium. Although I had met all three of them, it was 
seeing their works that revealed something to me, and not because they were theirs 
but because there were the works and there was I, me and the works. Seeing the 
object as something friendly, not as an obstruction, was a nice feeling. And while I’m 
telling you this, I realize that this has implications as regards what I need from art.

Do you identify with any of them in particular?

EUBA: I think my kind of sensitivity is much closer to Ángel’s, but expressed using 
a completely different technique. I feel a need for something that Ángel also aspires 
to, but my way of doing things couldn’t be more different than his. In Txomin’s 
case, being with him at that time, I developed a number of techniques similar to his. 
I had to undergo a process of reconstruction and deconstruction of that ideal I’ve 
always searched for in everything, and which often forced me to postpone the real 
action for as long as possible. With Txomin, when we were working on something, 
it was if we said to each other: ‘Come on, let’s do it and if it sucks it doesn’t matter.’ 
I practiced this technique a lot, while for him it was natural, or at least he had 
developed it to a high degree. There I gained a technical space that means that 
now what I have of Ángel and Pello comes out, but never searching it out, on the 
contrary, resisting it. This piece is very important because I saw it for the first time 
just when I was beginning to understand and absorb Txomin, working with him 
taking photos, not making sculptures. I was taking in all I could of his technique, 
and our differences were becoming apparent too. At that exhibition I compared 
myself to that trio, as I did to others, and I thought: ‘I’ve got this but not that...’, 
though I can also be subtractive; understanding all this about other processes has 
helped me enormously.

Returning to the problem of the frame, in Txomin’s installations the relationship 
between the container and content is expressed in quite a specific way, and 
therefore the relationship with the viewer, through the use and characteristics 
of the space in which such a relationship is produced. A case in point might be 
El escultor (juega al otro) (fig. 84), and very differently, Tres tipos esperan [Three 
Lads Wait] (fig. 85).

PREGO: I saw El escultor (juega al otro) at ARCO, I think, but I can’t remember what it 
was like. It’s among the pieces I’ve selected because of the impression it made at the 
time. The impression you had when you went in was that within the same photo, 
this element of staging was already there. I can’t remember how you went inside, 
but I think it was from behind one of the panels. Suddenly you had one photo in 
front and one behind. On a performative level you had the very clear impression 
of entering a space and you experienced some uneasiness on feeling observed by 
these individuals who are the ‘otherness’. Especially the one wearing the skins – it 
was impossible, I couldn’t look at him; dressing up a person of colour in skins is 
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Tx. Badiola, Malas formas [Bad Forms], 
MACBA, Barcelona, 2002; Museo de Bellas 
Artes de Bilbao, 2003
In this exhibition, the display device absorbed 
the identity of the individual pieces as 
autonomous entities. A series of ambiguous 
architectural/sculptural elements blurred the 
boundaries between the works and between 
the works and the surrounding space. The 
idea was to create a single work in which the 
individual works would simply be fragments 
or varying intensities within the whole. 
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a kind of caricature – a person who on the other hand looks like someone from 
contemporary Western society – it caused me pain... that photo hurts. And then 
when you see yourself reflected in the black mirror, you feel like you’re snared 
in a play of representations. You know what it is but it’s unbearable. It’s a very 
strange sensation. Again I have the impression of how the layers of representation 
are clearly superimposed, one over the other, and with the plane in which you see 
yourself reflected, as if trapped within that representational space. It is as if between 
these layers of representation intermediate spaces were being created where you 
noticed that something breathes. This piece would never have interested me if I’d 
only seen it in pictures; I’ve chosen it because of what I felt when I saw it. Especially 
the reflection in the black perspex panels, where you saw the reflection of the photo 
opposite and yourself. There was something very intense there.

MENDIZABAL: They could both could be here since they condense the concerns 
of the moment. For some reason Tres tipos esperan adds something to the problem 
and functions in a different way to the others. It is one of the few works (the only 
one?) in which the idea of an installation seems to generate a ‘natural’ kind of space; 
somehow it seems to encourage a use that could reproduce a situation, which very 
rarely occurs in Txomin’s work. Here, a waiting room is quite clearly a waiting 
room. The layout is consistent with or evokes the experience of spending time 
in a waiting room at a hospital or government office; it is very effective in how 
it deploys all the references needed for interpretation. There are pieces that for 
reasons of saturation make it very difficult to interpret the intentions of each of the 
elements brought in play; here, perhaps because you are invited to project yourself 
into a real-life situation that maybe you can remember or recreate, the references are 
made to operate in a more readable way. The idea of the design as a project comes to 
mind; here it seems to draw on the powerful idea of the designer as a heroic subject, 
like Saarinen and Eames, transferred to the banality of a waiting room, alluding 
to the way the State tends to organize its spaces. It underscores the contradiction 
between waiting patiently until they give you an unemployment certificate, for 
example, or being called by the doctor, and the idea expressed by the designer 
chairs, as the contemporary hero of the fifties or sixties, who isn’t so different from 
a superhero. Superheroes have to wait, and they get bored while waiting because 
they’re deactivated. There’s a tension between the individual initiative embodied 
by the three superheroes – the abilities brought into play, their specificity – and the 
fact that they are confronted with a waiting area that elicits an idea of government 
bureaucracy where the condition of society is the State. And the construction of the 
narrative is surprisingly coherent in relation to other works. What I can’t remember 
is the sound, but in any case what I’ve just said was operating there and something 
linked to popular culture through design and comics as a sort of alternative. In 
Tres tipos esperan, by the way, the subject I discussed earlier re-emerges in the 
arrangement of the chairs, the configuration of interpersonal relationships within 
smaller configurations. What I mean is that there’s also a small family drama in the 
arrangement of two chairs on one side and the third chair on the other side.

A similar relationship exists, not so much in the way you’re saying but rather in 
the way the viewer gets to participate in the work, in El escultor (juega al otro).

MENDIZABAL: Perhaps, but it isn’t evocative. Your body, your physical presence 
is made to become an intentional part of the installation, which maybe isn’t the case 
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in the others. But that’s not what I mean. What I’m saying about Tres tipos esperan 
is something else. What it does is recreate a recognizable situation where a kind of 
experience is evoked. If you’ve ever waited in a hospital, what the piece evokes is 
that experience that everything else I mentioned makes more complex – the design, 
popular culture, the tension between individual potential and civilized coexistence – 
but called up through the memory of the experience – that’s the strangest thing about 
Txomin. I know what you mean about how you can move around in a piece and 
make it change, and this happens in other pieces too, El amor es más frío que la muerte 
[Love Is Colder than Death], for example.

All of this has a bearing on the exhibition that came later, Malas formas [Bad 
Forms].

MENDIZABAL: Yes, because in the end there’s the question of what scale is being 
deployed and this moves on to a higher level of complexity in Gimme Shelter and 
SOS, where the elements are brought together inside a para-architectural structure, 
a kiosk or pavilion. Here the frame begins to emerge, the graphic references, which 
may have something to do with the drawings. Then, on an even higher level, there’s 
Malas formas (fig. 86), a machine made of little machines inside other little machines. 
This structure, which gets more complicated as it creates these constellations, takes 
me back in time, and if I had to make a choice, perhaps it would be – it comes to mind 
now we’re talking – E. L. el Ruso.

As the original element?

MENDIZABAL: There may be others, I suppose Txomin has to say it, but as I see it 
there’s something very fundamental in E. L. el Ruso that generates this discontinuity 
in the structure, creating enough distance between what it is and what it should be 
to make something happen; this same operation is what then becomes more and 
more complex.
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PUBLIC NEEDS/PRIVATE PASSIONS 

BADIOLA: Traditional ways of linking art and politics, as understood in the Basque 
Country, never appealed to my generation. As a result, we tried to put together a sort 
of commitment using the very language of art, taking the essentially candid position 
that if languages provide structure and sustain the ‘effect of reality’ – subject always to 
particular interests – the changes in that structure would make it possible to imagine 
different realities and could thereby expand the horizon of the politically imaginable. My 
tool for managing the relationship between the individual and the collective, the personal 
and the public, was ‘bad form’.
 El juego del otro [The Game of the Other] launched a process that would fulfil 
one of my most cherished and stubbornly held ambitions during those years of working 
with art: to create a structure that would enable me to assimilate absolutely every facet of 
my life into what I do, from the most commonplace routines to my political and ideological 
perplexities, from my affections to purely meta-artistic debates, from my most intimate 
desires to social commentary. A structure that would also allow me to work not so much 
using my skills but instead drawing on my inabilities and shortcomings; more through 
what I lack than through what I have. This structure became ‘bad form’: an incomplete, 
defective, deficient form, but also exuberant and extravagant, based on a technique whose 
main activity consisted of ‘collecting’ signs, storing graphic images, sounds, discourses, 
attitudes, spatial sensations, people, words, and so on, in the hope that this would produce 
friction that would trigger relations of mutual necessity. The work consisted of bringing 
these relations into play.
 To tackle such complexity, it was essential to reappraise the material framework, 
which had to be capable of organizing the elements-cum-signs in accordance with the 
enormous variety in their appearance and their different supports. The installation, without 
completely abandoning the realm of sculpture, was able to accommodate a greater complexity 
of elements. However, the device that best suited my purposes was the small pavilion or kiosk. 
A medium that can be traced to a very specific tradition: ranging from agitprop (El Lissitzky, 
Klutsis, Tatlin) to the advertising pavilions created by artist-architects (Le Corbusier, Mies 
van der Rohe) for international trade fairs and other events. I have always been attracted by 
the type of mechanism you create when you try to transmit a message (political or advertising) 
by way of a construction. The idea that a discursive text can be embodied materially and 
constructed as a semi-habitable space is interesting in itself.
 When it comes to defining the type of device, there are a number of issues apart 
from these historical references. These pertain to the American cultural sphere and had  
a decisive influence on me from the start. One was the idea of working with plywood and 
other materials subjected to processes of industrialization and standardization, materials 
where the logic of their potential manipulation was somehow inherent. On the other hand, 
they were materials initially associated with the definition of a modern habitat as the 
accomplishment of a utopian project of social change (the projects of the Constructivists and 
the Bauhaus). Materials and procedures that, through and thanks to military technology, 
ended up establishing the new landscape of the ‘American way of life’ (Eames, Bertoia, 
Saarinen). These considerations – ranging from the system of construction determined by 
the standardized qualities of the industrial materials with which I chose to work, to the 
evocations through architecture and design of the ‘tragic’ success of certain utopias – had 
a decisive effect on the definition of the material apparatus of the works.
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Gimme Shelter, 1999; SOS. E2 (no hay más autoridad 
moral que la de otro artista) [SOS. E2 (There Is No Moral 
Authority Save That of a Fellow Artist)], 2000–01; Doce 
consideraciones. Ejercicio n.º 11. Primer Proforma 2010 
[Twelve Considerations. Exercise No. 11. First Proforma 
2010], 2010; SOS. E4 (pensamos al por mayor pero vivimos 
al detalle) [SOS. E4 (We Think Wholesale But Live 
Retail)], 2000–01

MENDIZABAL: Having made the selection using pictures of the installations, and 
revisiting them through memory, I think we have overlooked the complexity of 
the referential material in each case, and that includes everything each evocation 
incorporates, the references they invoke, and the extent to which the experience 
of these pieces makes an impact. I’d like to say something about the pieces in the 
form of pavilions or kiosks: LM&SP (fig. 87), Gimme Shelter, SOS and When the Shit 
Hits the Fan. We seem to have forgotten, precisely because we’re looking at photos 
of the pieces, that there is sound and videos inside, with screens, which generate 
a use of that space that I think now – with the passing of time – can be rather 
disconcerting. Installations that contain videos propose a kind of temporality in 
the viewing which I think is now more complicated than before. A video enclosed 
in such a space tends to make you feel... well, maybe not at an alien domestic 
situation but certainly in a space you are trespassing... you are an intruder when 
you enter a room where a video is playing. Nowadays, old images are consumed 
constantly – on the mobile phone or computer – and this makes these arrangements 
of spaces with their screens seem even stranger, and the period becomes part of 
them. Enough time has gone by for the period to interfere with the work. A few 
years ago I came across a book, totally impossible but delightful at the same time, 
about an intervention proposed in the Netherlands in the late eighties or early 
nineties. It was the time when the video clip was emerging as the new medium 
representing the moment, and a group of architects – all those who would shape 
deconstructive postmodern architecture: Zaha Hadid, Bernard Tschumi, OMA, 
Coop Himmelb(l)au (fig. 88) – was invited to design something architectural in 
the street, a small cabin, a kiosk or a stand, specifically for viewing video clips, 
with that absolutely naive idea that the video clip needed its own special facilities 
for public use. It seems ridiculous in hindsight, but it says a great deal about what 
a new medium can promise at a certain moment in time – on both a technical 
and a narrative level, in this case. I can’t help thinking that these constructions of  
Txomin’s – with respect to the date of the video and the type of consumption  
of video imagery now – express this problem, in hindsight, much more comically, 
because if it was very difficult to naturalize previously, now it’s completely 
impossible. Now you can no longer stop watching the TV, the gadget, whereas 
in the past there was some conflict, but you could naturalize the fact that it was 
there. It would be interesting to rethink the role of the video in these kiosks with 
regard to the eagerness for hybridization not only of technologies and media but 
also of narratives. The kind of autonomous narrative in each of these videos is 

Txomin Badiola (2016) - MNCARS - 161130.indd   119 1/12/16   8:40



120

89
Tx. Badiola, Gimme Shelter, 1999–2000
A work produced for the international project 
Zeitwenden at the Kunstmuseum Bonn, which 
revolved around the theme of ‘the future’. 
Badiola decided to work with the ideas of the 
‘past of the future’ and the ‘future of the past’. 
In this context, he juxtaposed narratives that 
have to do with perversely accomplished 
(and thus failed) utopias – represented by 
images and sound from Godard’s Weekend, 
Fassbinder’s The Third Generation and 
Pasolini’s Salo – with the narrative of 
‘Basqueness’ (presented in two videos). An 
exercise in updating the fiction of a traditional 
society within the postmodern fiction by 
means of highly stereotyped, almost kitsch 
elements, all within an architectural framework 
in which the motto was ‘Gimme Shelter’. 

90
Stills from the videos presented in Gimme 
Shelter. The images show traditional figures 
from the Basque world, such as the dantzari 
and the ertzaina, as well as some pictures 
borrowed from artists from the ‘Basque 
school’ including Darío de Regoyos and 
Aurelio Arteta.

91
Itziar Okariz, Irrintzi, 2007. Video installation
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very different compared to the use of the image of the structures, which is always 
much more broken up or discontinuous. If we take SOS, for example, everything 
is very saturated; the relationship you establish with everything going on in both 
the device – a very complex device because the representational level where the 
space can suggest a kind of experience or a relationship of use does not exist, 
being something sufficiently alienated from itself to amount to exactly nothing –  
and in the saturation of elements (photos, texts, moving images, audio, etc.), 
with its overlapping strategy, is very complex. This saturation implies a type of 
a relationship that is absolutely unrelated to Tres tipos esperan [Three Lads Wait].

OKARIZ: I don’t know how to describe Gimme Shelter (fig. 89). It reminds me of 
road movies, hotel signs, and things like that: there’s a particular emphasis on the 
words. It is figurative, it has the particularity that you are forced to understand that 
it is figurative, something that doesn’t occur in the others, which are more abstract. 

It is proper architecture. It looks like a stall that opens in the morning to sell 
fruit and vegetables and closes at night.

OKARIZ: As for the video narratives in the piece, I found them rather repulsive 
and attractive at the same time; I’d thought of doing something with these themes 
too, Basque dances for example. It was an aurresku, wasn’t it? It was daring, 
hard to swallow, as Txomin himself says. Like putting merengue on merengue 
on merengue: all those symbols of identity, the txapela, the dantzari, the ertzaina, 
the Guernica... (fig. 90) and the lettering. It’s all so figurative that in the end it 
becomes pure abstraction... I am reminded now of my earlier comment about 
the rejection of the interpretation of the action by EAE (Euskal Artisten Elkartea 
[Basque Artists’ Association]) as a strategy of mimesis of violence. Have I got 
problems with the txapela, with the aurresku, with the Guernica in the videos of 
Gimme Shelter? I’ve got a load of problems, and at the same time very few. It’s 
disturbing, but it’s not only disturbing, a displacement is taking place. When 
I was asked to do the Irrintzi for the tenth anniversary of the Guggenheim,  
I refused, because what’s interesting about the sign is the slight displacement 
that occurs; at that precise point something happens: suddenly you realize that 
its significance is no longer attributed so directly, and then you can start working. 
In the case of this piece, like in the Irrintzi (fig. 91), the signs are very direct but 
there’s a displacement; the surprising thing is that I can’t say where. I think art 
is something done in the present tense, both the thinking and the doing. What 
happens is that it’s embedded in a culture, within a historical process and a body 
of knowledge, historically localized research (evoked both in the case of Irrintzi 
and Gimme Shelter). 

In this play on forms and content within the culture, is it the new content that 
engenders the new forms, or rather the new forms that following one after 
another create new content?

OKARIZ: Content and form are linked together, and when you modify a form 
the content is modified too. Meaning as the signified is something that occurs 
within the social norm, and maybe also meaning as such, in fact everything that 
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Tx. Badiola, Gimme Shelter, 1999–2000.  
Rear view

93 
Ana Laura Aláez, Prostíbulo [Brothel], 1999
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is not subject to rules is unintelligible. As an artist, I think it’s the doing that 
generates the meaning. It’s not something at a standstill. I’ve done a lot of work 
with numbers, and numbers are very specific, but it’s important to understand 
that even a number can be completely porous depending on the formalization 
[hand gestures]: ‘One [thumbs up/approval], one [index finger up/signalling], 
one [ring finger up/fuck off].’ They may be associated with the voice: ‘one 
[sighing]’. In art we work with forms. Can you work with meaning? I think they 
would be illustrations. Jon Mikel recently sent me a video by someone as a matter 
for discussion and it was very funny; it was presented as: ‘This video is about 
the situation of the housing in the outskirts of I don’t know where and blah blah 
blah.’ But what were you were seeing? Certainly not that. It’s not there. Don’t lie 
to me. Some people think that there is an ultimate meaning behind things, but 
what seems to be inherent to art is precisely the work of neglecting the signs, 
displaying them in their potentiality.

In the case of Gimme Shelter, as you said before, you think the title adds another 
layer.

OKARIZ: Yes, often when I’m told the name of a piece by one of my friends  
I can’t see any connection. I always wonder why people choose titles that have 
nothing to do with anything? Sometimes they’re so arbitrary that you can’t even 
identify the piece. In Txomin’s case, the titles are constructive. I’ve just realized 
that now, this afternoon.

ALAEZ: Gimme Shelter was created for the international event Zeitwenden — The 
Outlook, at the Kunstmuseum Bonn, where I exhibited the installation Prostíbulo 
[Brothel] (fig. 93), and my memories are tied up with that circumstance. When 
you take part in an international exhibition of this calibre, people think: ‘Lucky 
you, you’ll be able to talk to the artistic elite.’ In fact, communication between 
artists at such events is very difficult; these are ideal situations for inflated egos. 
It’s easier to talk to the electrician or the fitter than another artist. We were lucky 
enough to both be chosen because that meant we were able to enjoy the trip 
together. I remember Gilbert & George were there, and all the press people milling 
around to take photos. There was a moment when we looked at each other as if 
we were wondering what the point of it all was. Exhibitions like this are always 
overambitious. Here, the idea was to bring together artists who represented the 
change of millennium. It was intended that the works should be based around 
an explicit theme: ‘the future’, something totally inartistic. A suitable subtitle 
for this type of exhibition is ‘pretension as failure’. As for Gimme Shelter, I’ve 
chosen it because it touches extremes. If you look back at Txomin’s career, which 
took off during the eighties, you can’t say that his sculpture has been a repetition 
of anything else being done at the time: solid, emblematic, large scale, with no 
apparent doubts, which corresponded to a dominant masculine subject, with 
conclusions for everyone. At the time I wanted to see a more vulnerable type of 
subject, and also darker with respect to himself. He was active during a good part 
of the eighties, but he wasn’t content with that. As an artist he made a transition 
to something more precarious, which is what made us click from then on. This 
work features all Txomin’s material resources: chairs, construction elements, 
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Tx. Badiola, SOS group of works in the Malas 
formas [Bad Forms] exhibition at the Museo 
de Bellas Artes de Bilbao, 2003

95
Tx. Badiola, Stills from SOS. E2 (no hay más 
autoridad moral que la de otro artista)  
[SOS. E2 (There Is No Moral Authority Save 
That of a Fellow Artist)], 2000–01. They are 
part of a sequence in which two characters 
engage in a silent dialogue through images 
from posters, catalogues, invitations, etc. 
relating to Basque artists active at the time: 
Ana Laura Aláez, Ibon Aranberri, Jon Mikel 
Euba, Pello Irazu, Itziar Okariz, Asier Pérez, 
Iñaki Sáez…
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symbols, photocopies, videos, neon lighting, and so on, apparently to comply 
with the idea of the exhibition, and yet it’s not there to say something forceful 
but rather to show that there is something missing, something that will always 
remain an unfathomable vacuum. In that sense, I see it as akin to Si la memoria no 
me traiciona [If My Memory Doesn’t Betray Me].

Referring to one of these installations, SOS. E2 (no hay más autoridad moral 
que la de otro artista) (figs. 94, 95), Txomin brought up a misreading of Genet 
by Fassbinder in his film Querelle. The quote goes literally like this: ‘Added to 
the moral solitude of the murderer comes the solitude of the artist, which can 
acknowledge no authority save that of another artist.’

BADOS: Yes, it’s nice to hear that these days, when anyone and everyone has 
more authority than the artist himself. But coming from Genet... he was a hero, 
right? Querelle is pure evil, but evil interlocked into our lives thanks to the literary 
device, thanks to art. That’s its great value. It doesn’t tell stories of murderers and 
wicked people but instead expresses evil through that extreme that dwells in us 
as the liberty of evil. There’s no doubt that Genet’s writing articulates ‘pleasure’ 
and the ‘death drive’ in masterful fashion.

And what about the moral authority?

BADOS: We would have to agree that art runs a risk not so much in the harmony 
of good form but in what happens on the margins of the structure, of convention 
and the law understood as a moral asset; and in this sense we can affirm that 
those who understand art best are the artists themselves; they know what’s really 
happening (because they experience it in the flesh) when they venture beyond 
good form and the conventions of representation.

MENDIZABAL: I would agree with Fassbinder’s statement provided that we 
don’t make the mistake of thinking that being an artist is a matter of discipline. 
There is a type of behaviour – regarding the problems that make us what we  
are – that is artistic, in the same way that it’s poetic, and we must acknowledge 
that it is necessarily more demanding than other types of behaviour. It’s precisely 
this quote – in view of the fact that it has featured so prominently in his work and 
has appeared in titles and texts – which I’ve heard addressed to many people as  
a reproach, because it seems to express a kind of corporatism, and obviously that’s 
not what it’s about. What it’s about is precisely the recognition of this problem 
you share with others. I don’t know what word could replace this disciplinary 
idea of the ‘artistic’ or the ‘artist’. Perhaps ‘poetry’ would do.

BADOS: Hmm! I’m not sure. What’s at stake at the end of the process is the most 
singular part of the subject, confronting all laws and conventions, even their formal 
resources. We know it is not easy to keep one’s composure, when the truth – which 
is not meant to be known – emerges materially, bordering on chaos if not madness.

But in terms of it being an occupation, you also share something. The artist plays 
a specific role in society, as do doctors, for example; and in the same way that 
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96, 97
Tx. Badiola, Doce consideraciones.  
Ejercicio n.º 11. Primer Proforma 2010  
[Twelve Considerations. Exercise No. 11.  
First Proforma 2010], 2010
Images of the exercise, including a recording 
of voices in situations with physical 
impediments and some stills from the 
resulting video. This piece was produced in 
three stages: (1) Creation of a text based on  
a conversational model, using quotes. Each of 
the twelve considerations (which can actually 
be seen as a list of issues that are important 
to Badiola’s practice) was represented by a 
quote and assigned to a ‘speaker’. Each quote 
competed with the others, which were spoken 
by different characters or ‘amateurs’. The 
dialogue ended with a colophon (concocted 
from quotes from Hamlet) spoken by a 
character called the ‘weakling’. (2) Transfer 
of text to voice. In order to draw attention to 
the bodily aspect involved, the participants, 
in groups, were subjected to conditions that 
limited the possibilities of the voice, such 
as extreme closeness, movement, fatigue, 
external or internal obstacles, and so on. 
(3) Connection of these voices to a series of 
actions. In groups of three, participants were 
asked to carry out an action over and over 
again. Each action was absolutely specific and 
had no connection whatsoever to the actions 
of the other groups. These actions were 
recorded on video in a static shot. The final 
video was the result of superimposing a sound 
layer (generated in stage 2 based on stage 1) 
and a visual layer (generated in stage 3).
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other people encounter difficulties in their relations with others, they do, too. 
This difficulty may have something to do with something we were discussing 
earlier in relation to politics. Perhaps it is a question of utility: What use does 
the art that you make have in society, what do you commit yourself to by being 
an artist...

MENDIZABAL: I think the phrase relates to something else: to the identification 
with something constitutive in others. It has nothing to do with ‘artists’, because 
there are many with whom I can’t find that rapport that makes their problems 
my problems or whose way of generating a representation of the world is mine. 
This would mean that the ‘artist’ was only one type of artist, the condensation 
of a series of values that we take for granted, but I don’t think we can take them 
for granted.

For Txomin, the meaning of the phrase is very precise in the way it equates the 
moral solitude of the murderer with that of the artist. It points to the fact that 
the artist’s political commitment is to assume this moral solitude.

MENDIZABAL: Right. It’s not a matter of establishing correspondences but 
rather the role that one must assume as an antagonist, the requirement that the 
artist should always embody this kind of irreconcilability. You’re an artist on 
condition that you refuse to be reconciled. It is not a question of valuing the type 
of shared authority built up on the specificity of the artists, but rather imposing 
a kind of moral helplessness, because the commitment is only made in relation 
to that separation you can only share with those who are separated. In that case, 
many artists who are artists from a disciplinary standpoint cannot be included 
in this premise.

And in this context you have included a work, Doce consideraciones. Ejercicio 
n.º 11. Primer Proforma 2010, which amounts to a declaration of principles by 
Txomin as an artist, created as always using distinct procedures, in this case 
quotes from a large number of authors that were brought into play (either as 
speech or in actions that served as a backdrop) by the participants in the Primer 
Proforma (figs. 96, 97).

MENDIZABAL: In Doce consideraciones. Ejercicio n.º 11. Primer Proforma 2010, the way 
the material is treated in this exercise reflects some characteristic behaviour – the  
way it is produced, manipulated and worked – so that the conditions needed to 
produce it, deform or format it are self-generated. It attracts my attention a great deal 
because it’s not my way of working at all. It’s something that I also recognize in Jon 
Mikel Euba: this way of generating the material through external conditions, which 
can be seen very clearly here because it’s not sculpture but a text-based exercise, 
where you insert those texts into a communicable proposal, because you have to do it 
in a group and therefore communicate it. It seemed to me it was a very clear proposal 
to work in a way that could serve to draw analogies with a more general form: 
taking a series of obligatory conditions to their logical conclusion – on generating the 
material, formalizing it, transforming it, which only takes on meaning on using up 
the possibilities, exhausting them. Apart from being a video, being an exercise, being 
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Proforma, it is a very clear form. It lets you interpret a type of behaviour that may be 
present in the rest of the works and the overall process; I’m thinking of both the RSF 
series and the drawings in ¿Quién teme al arte?.
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THE GROUP, THE BAND AND THE COMMANDO

BADIOLA: The idea of ‘the familial’ runs through both my work and my relational world 
in art. It’s a notion that, as a rule, is always linked to horizontal, fraternal relationships, 
ignoring or even disdaining the vertical or triangular relationships that imply the 
Oedipal. All of this has a vital dimension that is embodied in the strategy, constant in my 
artistic career, of seeking the collusion of my colleagues in this profession and treating any 
artistic ancestor, whether contemporary (Oteiza or Godard) or from the past (El Lissitzky 
or Parmigianino) as if we all belonged to the same brotherhood.
 Over time this behaviour has taken different forms, various ‘family plots’, through 
to the experience of the courses I taught with Ángel Bados at Arteleku in 1994. The mesh 
of relationships that was generated there resulted in a significant qualitative change in 
my way of working, which defined a very specific and fluid type of collaboration in order 
to integrate other artists into my working processes, and to integrate myself in different 
ways into theirs. The communication between artists is of a very particular kind, because 
in some way we share the intimate bodily understanding of a radical absence: we know 
the absurdity we deal with and are aware of the not-knowing in which we move. The 
consciousness of this dimension has effects both in the vision of reality and in the mode 
of acting on it. This is the position from where we should read the phrase, inspired by 
Fassbinder’s misinterpretation of a passage in Genet, which initially gave this project its 
title: ‘There is no moral authority save that of a fellow artist.’
 The familial also has a thematic/structural dimension. Family Plot is an early 
title from 1986 which already referred to the idea inherent in the title, and has gone on 
metamorphosing into different proposals over the decades. This is also evident in those 
works that basically use two ‘parafamilial’ images: the image of a group – of which I’m 
one of the members – which is rehearsing in a strange scenario; and the other, an image 
from a newspaper that I had seen in 1990, when I was in New York: a schematic drawing 
explaining the unfolding of a confrontation between an ETA commando and the Civil 
Guard. When I received that newspaper clipping, the first thing that struck me was 
that a fragment of an externality with which until then I had been unable to mediate 
(the political situation in the Basque Country) appeared as something which related to 
my personal experience (in being received at such a distance in a completely different 
reality). And in addition, over and above the everyday drama of violence in my country, 
there literally was a woman lying on the ground, a dead man with a gun next to him, 
and a stone on which there was a bloodstain with the caption: ‘possibly Rubenach’s 
blood’. What was revealed to me in that picture was a kind of love triangle: a dead man, 
a dead woman and a missing second man, a kind of passionate tragedy. The ability to 
read that image in its rawness, as a symbol of a dramatic situation with dead people, but 
also as a kind of passionate melodrama, out of a novel: being able to process it in its two 
extremes opened up the possibility of a certain kind of reality starting to enter the work. 
These relationships between the public and the private, between the interior and the 
exterior, the external demands regarding one’s positioning with respect to the political 
situation and the internal demands with respect to one’s commitments to oneself, all 
mediated by a familial or parafamilial structure, gave rise not only to a particular series 
of works but to a behaviour of a structural nature that can be recognized in earlier and 
later developments.
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98, 99
Material used in the Bañiland series. On 
the left, an infographic published in the 
newspaper ABC showing the position of the 
bodies of two dead ETA members (a man and 
a woman) and the trail of blood of a third who 
had escaped. On the right, a photo of a group 
(that includes Badiola) playing on stage, 
taken in Madrid in 1974.

100
Works from the Bañiland series presented 
as part of the Malas formas [Bad Forms] 
exhibition, Museo de Bellas Artes de Bilbao, 
2003.
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Mitologías. Sueños de otros [Mythologies. Others’ Dreams], 
2015; Bañiland 6, 1990–92; Casa encantada (Utopía en 
Bañiland) [Haunted House (Utopia in Bañiland)], 1992; 
MD 19, 1990; Bañiland 5, 1990–91; El amor es más frío que la 
muerte [Love is Colder than Death], 1996–97

In the development of Txomin’s work of the early nineties there are certain unities 
that are very iconic. We could mention two very significant instances: one referring 
to something biographical such as the photograph of a music group he took part 
in; and the other that of drawings taken from a newspaper, infographic renderings 
of the events at Foz de Lumbier, which show the bodies of two ETA members after 
an alleged suicide when they were cornered by the Civil Guard and the indication 
of the trail of blood of a third terrorist (figs. 98, 99).

MENDIZABAL: One of the things that strikes me in the crossing of infographics (of 
the scene at Foz de Lumbier) and the photo of the rock group is that both refer to  
a configuration between people: a band of musicians, a band of activists and a band 
of policemen; an ambush and a concert. There’s a set of constellations between the 
elements brought together here which establish a formal analogy that is obviously 
extremely loaded, on one side by the political and on the other by the biographical, 
but you could almost abstract yourself from it and bring it to a kind of rhyming with 
the structural behaviour we were talking about before, in which the combination 
of elements – there are three or four – generates a structure that is like a reverse 
of the family. There are lots of allusions to the family, which appear in the titles, in 
the associations and references. If a band (or a commando or a Civil Guard unit) is 
anything it’s precisely the reverse of the family. It seems that, in terms of configuration, 
there’s something in the band, in the group, which possesses that somewhat perverse 
pleasure with regard to the configuration of the family. When Txomin talks about ‘the 
Russians’ (the artists around Malevich in Una) there’s a reference to a constellation of 
individuals that make up a family.

The interesting thing about what you’ve said is that there’s a direct relationship 
between these networks and the structural relationships which then appear in the 
different works, up to the layout of Malas formas [Bad Forms] (fig. 100).

MENDIZABAL: When we get to this point we have to talk about the characterization 
of the work with regard to certain anxieties: what Bañiland represents with respect to 
the sociopolitical and, on the other hand, that which is represented by the biographical 
allusion to the rock group – neither is necessarily more loaded than the other – and 
even to the time, in that it alludes, more generally, to a particular moment.

EUBA: This piece strikes me as a development of what he did in London. He already 
knows that he can use personal biography as material... He understands everything 
in terms of sign and says: ‘Ah, if I can do it with the sign and everything is sign, I can 
take this picture from when I was a musician.’ There now all of him is material. I’m not 
sure when I first became aware of this work, but I already knew Txomin. Regarding 
infographics, he starts including it when he realizes that he can speak from outside of 
what happens inside. He was living in New York and he took this image of something 
that is a reality here, in the Basque Country. He has taken himself outside – outside 
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Tx. Badiola, Homeland, 1992
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twice over – and created a methodology for understanding reality and applied it. From 
there he looks at here and says: ‘I’ll inscribe myself in this story.’ This piece seems to 
me to be very important, because it made it clear to all of us that we could ‘speak’ 
of a number of things. This representation by means of a kind of mass-media image 
evidences the fact that everything is usable as material. This infographic image was 
like a painting. If writing, or literature, is something that needs many things, particles 
to generate an image, I like painting because an image conveys all the complexity.  
I remember on seeing this image of Bañiland that it immediately put you in the structure 
from outside the structure. For those of us who were living here and were inside, it 
was liberating; suddenly you realized that you could be outside of the structure. You 
could talk about something because there was a system and the piece made this clear. 
It was a representation of the machine from outside, the evidence that this story of 
the reconstruction of a crime made into an image had been used by him to construct 
something else. Once again everything was in sight, reality could also be represented 
in this way, as subjectivity by means of objective signs.

When you say that the rest of you saw that it was possible to speak...

EUBA: To be more precise, with this piece it’s as if he were showing us that there was  
a way to stick your nose into things without having to speak. When I said earlier that it 
allowed us to ‘speak of’, I mean it allowed us to ‘deal with’ – I’m against art that speaks –  
and that it could be treated as a material, that everything was material. It has to do, 
as I said before, with having developed a technique to deal with his American reality 
by looking at the Basque reality. This is where another work begins, for him and 
for others. I met Txomin in 1994, and I’ve seen these pieces in his studios, this one 
and others with the same iconography. He had already made this piece when I met 
him, which was a new moment when he began to break up that machine which is 
represented from outside and started working from inside again.

MENDIZABAL: Contemplating the image of the group in this piece, you know that it 
was the group Txomin played in, with which you set up a kind of cultural biographical 
context for the image, which is also evidently incorporated into the piece, but it could 
just as easily be the Rolling Stones. There is something which ensures that those 
images are also and perhaps above all incorporated as typologies of images. They are 
incorporated into the piece not by the vital need to take account of the Basque conflict 
and its representation, or Txomin’s biography, but as typologies of image. The image 
of Foz de Lumbier – an infographic reflecting a violent event that is not explained; you 
don’t have to know what it refers to – is a recognizable image typology, not because of 
the specific content, which concerns us and is too heavy to shrug off, though it could 
be shrugged off in another context, but because it’s a type of image. In others – the 
RSF collages, for example – we recognize the images not by their typology but by all 
the cultural content they inevitably carry and directly summon up.

Among the works that make up the Bañiland series, Itziar, you’ve chosen number 5  
(fig. 103).

OKARIZ: My choice of pieces has been very subjective. It has to do with the experience 
I’ve had with them at the time and the memories they bring back. In part this is 
something formal – it happens often with Txomin’s pieces – and something that, as 
I said before with regard to poetry, hits you all at once. It has to do with those crosses 
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Tx. Badiola, Casa encantada (Utopía en 
Bañiland) [Haunted House (Utopia in 
Bañiland)], 1992
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that appear here and at the same time with the image you’re looking at, and with the 
fact that the narrative it’s proposing is quite different. There’s something that occurs in 
the collision of the two things, in the fact that they’re both things at once, which in this 
case I particularly like. There’s also something very interesting in the referentiality of 
the signs (in both cases), which is that they’re divergent. The group playing refers you 
to a certain moment, to someone young, a band, to rock iconography.

In which Txomin is a participant, because, as we have said, he is a member of the 
band.

OKARIZ: Yes, but that’s something you may or may not know. I know it now, and 
therefore it’s something that can’t be detached from the meaning, and that’s as 
it should be, I like it that way. The other sign (the crosses) is more a reference to 
sculpture and to the history of sculpture, and in that sense they are divergent.

BADOS: Initially this work interested me because of the way the big black area on 
the panel manages to break the convention of the plane of representation as much as 
or more than the projecting crosses, but it bothered me that the piece (in the image  
I was working with) rests directly on the ground, that it will fall. It may be a sculptor’s 
obsession. There’s a very intense spatio-temporal event in the piece and when it’s 
placed on the floor, leaning against the wall, in my opinion, the level of representation 
reappears to the detriment of its sculptural dimension. Perhaps a reference to beauty 
may be relevant here – at least as the work appears in the photograph – for the kind 
of glow that floods the scene, but perhaps it would be better to leave the issue of 
beauty for another moment.

According to Txomin, in the catalogue of Malas formas this piece can be seen set up 
as it should be, which is not exactly resting on the ground.

BADOS: Yes, it changes. It behaves very differently, doesn’t it? It accepts elements 
from the piece behind it that give it a certain openness and liberate it from any 
disciplinary or sculptural judgment. It would seem that being hung on the wall 
lightens the content in favour of a certain expression or semblance of melancholy 
that, in my opinion, determines its ultimate meaning. The use of disparate elements 
through open organizations is central in Txomin’s work; in Malas formas everything 
was plotted, and even if the pieces were singular or self-sufficient, the articulation of 
them all gave a new narrative line to the exhibition.

Does it have a funereal air for you, given the elements from the series E. L. el Ruso 
[E. L. the Russian] used as crosses?

OKARIZ: Yes, absolutely. Not only the crosses, but also the colour; it’s like a stela.

Do you think there’s a relationship between art and mortality? Tell me about this 
funereal air that the piece possesses from various perspectives, in the decisions 
taken in making the work, at the level of telling a story, of transcending...

OKARIZ: As for representing human mortality, I suppose it’s human, the desire to 
give a place to immanence. Once you find yourself having the experience, it becomes 
something important, it’s one of the most real experiences, it’s what makes us human, 
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having an awareness of one’s life and therefore of one’s death. But the question of 
whether the art is directly related to that... yes, it can be. Several people I was very 
close to have died in a very short time, so the reflection on mortality is very personal, 
and often perhaps too personal. I believe there’s a desire for permanence in the need 
to represent. On the other hand there’s the conviction that we are all mortal and it’s 
a privilege to be alive. Perhaps you’re saying it in the sense of immortality as a will 
to permanence by way of your work.

And of decisions, of transcendence, of memory, remembrance, nostalgia for a past...

OKARIZ: I suppose so. I’m a little reluctant to say yes, but I suppose so.

BADOS: The works are beautiful over and above being formally clean. I tell Txomin 
that his are never ‘bad forms’ but always ‘good form’ because of the way he handles 
the structure so comfortably. It’s his forte. But, as you’ve very rightly said, the beauty 
of this work is both the means and the defence for an association of the image with 
a representation of death.

There are several works that use these images: as well as all of the Bañiland series 
there are Homeland (fig. 102) or Casa encantada (Utopía en Bañiland) (fig. 104), in 
which a white architectural model is superposed on a cube with the images of Foz 
de Lumbier on its faces.

BADOS: Between the top and the bottom, two absolutely distinct and separate 
elements, Txomin very wisely placed a little plane which effectively articulates the 
two components, to the benefit of the ultimate meaning of the work, which far from 
gratuitously uses a subject that is violently immediate and perhaps anachronistic 
or contradictorily modern. Let’s say that, even with two clearly contrasted parts, he 
achieves a powerful unity of meaning, with a certain added value of a sculptural event 
over and above what the artist could have imagined or intended with each part. As 
you can see, beyond my possible reasons for identifying with the works, my response 
is primarily due to the great economy both in the choice of components and to the good 
fit between them; but I would go so far as to say that, in my view, the ten works I have 
selected, one by one, all manage to function – I think – as a signifier of my own desire.

Here the pieces appear opposed. Opposed would be a good word to define that 
relationship, wouldn’t it?

BADOS: It’s true that the constructive component of the theme of the house is 
opposed to the graphical eloquently political image, with the spatially architectural in 
opposition to the press image. And even when the colour serves to mediate between 
the two, the two sides maintain their difference transparently without prejudice to the 
final totalizing image and the ultimate meaning of the work, which is unnameable. 
The meaning lies not in what the work seems to signify but in the lines of identification 
that the image in its totality engenders in us, on the basis of an event that, although 
clearly structural, goes beyond our understanding and makes interpretation possible.

In the course of this conversation we have identified different lines within 
Txomin’s work: one would be the familial, another the relationship with the other, 
another the situation in the Basque Country, and so on. It seems that they all tend 
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towards a dramatic situation, towards extreme situations that involved the subject, 
as well as maximalist things like death. Do you perceive in the work some kind of 
detachment from all this, perhaps through irony? Is there something ironic in the 
way he engages with these things?

MENDIZABAL: The mechanism that operates in irony is distancing, so that something 
can be both itself and its opposite. What happens is that irony also has another condition, 
which is what makes me more suspicious of it, and which I don’t see in Txomin’s work. 
In terms of that condition, irony doesn’t generate perplexity in or conflict with the 
interlocutor; on the contrary, what it does is guarantee collusion through an implicit 
understanding, mutual corroboration, empathy or sympathy, because ‘I understand 
that you’re going to understand’. There’s an implicit understanding rather than the 
misunderstanding which I think is what there is in the case of Txomin, who sets out 
to obviate that kind of accommodation or of recognition that generates good vibes. In 
any case it would amount to using the mechanism of irony but in reverse.

This probably has to do with what got you interested in Txomin’s work: a review 
in a newspaper in which the writer complained precisely about his lack of irony.

MENDIZABAL: Quite possibly, because the fact is that where there has been some 
representation of the drama of the Basque situation recently it has been through irony 
and almost of farce, with a whole load of almost unbearable product in the form of 
television and films and so on, ironizing about the taboo. They do the same with 
Nazism and the concentration camps: the only mode of conciliatory cultural access 
is irony. It’s the mechanism of distancing, of displacement, which operates through 
irony, where something is ambivalent because it can be one thing and its opposite, 
working at a structural level. But the implicit understanding that it will ensure an 
effect of complicity is not only not present in Txomin’s work, its very opposite is the 
condition for what happens in it. And that is something that I really have learned 
from personal experience.

Txomin has asked himself at times whether the artistic endeavour is consistent 
with the public discourse.

BADOS: It’s not easy to claim that Picasso was a political artist apart from Guernica, 
but without his work we wouldn’t be what we are in the modern sense of our 
identifications. Frida Kahlo or Diego Rivera? It’s a question that ought not to be 
asked. Politics has to do with the res publica, with the government of the city... or 
with the symbolic Other towards which we are always propelled. The question of 
ethics! It’s obvious that ethics is grounded in the Other, but if we agree with Lacan 
that all praxis involves engaging with the real through the symbolic, then we would 
recognize the question of ethics through those actions determined by what is most 
singular or differential in each of us. In this sense, we can say that every work of art 
has a political dimension. If I read Saint John of the Cross, the highly spiritual and 
religious dimension of his poems has nothing to do with the strictly political, and yet 
if it weren’t for the exalted spirituality and divine yearning that pervade his writing 
we couldn’t share in this extreme experience of desire.

OKARIZ: At the very least, the function of art is to question the establishment, to 
question all the rules that construct us as social subjects. This is both a public and  
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a political task. An artist’s work doesn’t necessarily have to be Marxist, for example, 
to be political. I think good art is political by virtue of being good art. As a feminist 
I might say that the feminist political space is a very amorphous thing; it can never 
be direct. At the same time, you realize that your work can be used in a completely 
banal way. In my case, when I was thinking about the production of meaning from 
the standpoint of feminism, I thought, very naively I suppose, that the only effective 
approach was the production of formal models that refute the construction of the 
idea of woman, man, gender, and so on.

BADOS: I agree with you that ‘good art is political by virtue of being good art’. If not, 
where’s the ‘political’ difference between the works of Clemente Orozco and David 
Alfaro Siqueiros, for example?

In another work from this family, Bañiland 6 (fig. 105), the most prototypical of 
them all, the same theme appears with a black rectangle in the centre and, on the 
other side and behind, the same image of the band of musicians that appeared in 
the previous piece.

BADOS: As a sculptor, I think I prefer Casa encantada (Utopía en Bañiland). I can’t deny 
the value of the work you’ve just mentioned, but there’s a narrative in it, isn’t there? 
Something happens or is explained in going from one side of the piece to the other; 
and though from the way we see it looks like a flat image, in fact the central part 
projects out, and in relation to its eminently narrative character, which I would go so 
far as to describe as contradictorily three-dimensional, it sticks out a lot.

Earlier you spoke about the use of a series of icons with a very strong connotative 
charge in the Basque Country (hoods, images of ETA killings, and so on). If we add 
to this the coolness with which he handles all the materials, what relationship is 
there or how are we to take the fact that there also seems to be an allusion to political 
and social responsibility in his texts? They often invoke morality as a fundamental 
part of the artist’s position.

EUBA: With regard to the ‘figurative’ political themes in the Basque Country... I’m 
using the word ‘figurative’ because even though I’m also supposed to have worked 
with signs that flirt with that kind of polysemy, I belong in a different category  
(fig. 106). I need the exercise of neutralizing the sign, of voiding it, while what 
Txomin does is overload it, which is entirely the opposite. If Txomin wants to talk 
about an affective situation that has something to do with power relations and 
politics, he has no problem with using the image of a bed and then adding a Basque 
flag, an ikurriña, for the blanket, together with a book on political activism; what he 
does is keep adding things on and you can see this, and in adding on he is voiding, 
allowing a two-way flow of incoming and outgoing meanings. I do the opposite;  
I subtract things and try to produce an image that is nothing and everything at the 
same time. My strategy is linked to something I understood in the nineties, namely 
that the fact that you don’t have a relationship with a parent, for example, can be 
very significant: a void creates a form which relates to something that isn’t exactly 
pressure but rather the absence of pressure. In my work, my approach was to see 
whether it was possible to eliminate all conventional meanings – which have been 
instrumentalized by and for convention – and if possible create a space in that 
reality which didn’t exist for art. As I said before, it’s a subtractive technique in 
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which everything I don’t include appears. In Txomin’s case – though perhaps he 
should be saying this – I think he does the opposite. I’ve always felt that society 
made this demand on me, to be identifiable politically and in any other realm, but 
I’ve never encountered a convention that suits my needs. I think that’s why I’m an 
artist, because I need what I don’t have, because no one’s going to give it to me. 
Txomin was also accused in the nineties of not being explicit enough, on the level 
of queer theory, about gender and sexuality. My thought was: ‘What do you expect 
him to say, after everything he’s already shown you?’ For me art is a machine for 
showing things; whether it says something is secondary. I don’t do things to make 
them say something but to make something visible. That’s why I always say – and 
anyone who draws knows this – that drawing comes from the desire to see things, 
not to say anything. Txomin found a way to show a lot of things, everything, 
without having to talk about it directly.

MENDIZABAL: What has made it possible to communicate through our work 
has to do with giving up the idea that it should exercise an immediate function 
in the social space we are in, though this is also debatable because each of us has  
a very different way of addressing this problem. But we could at least say there’s 
a problematic relationship with this requirement. In a situation as demanding and 
as ideologically charged as ours, I think that it’s not only a condition for generating 
common ground between artists but also for being an artist. When there is such  
a pressing requirement for everyone to give a clear expression of their position on a 
series of problems – sociopolitical, identitary and cultural in the broadest sense – this 
means that anyone who doesn’t see this requirement as problematic has a problem.

Is this a general requirement or one that’s specific to the Basque context?

MENDIZABAL: It’s something that occurs in areas that I’d call peripheral, not because 
of their position in relation to a cultural centre but because they are determined by  
a signifier that ties everything to this problem, which means that their production 
can only be received in subjection to that particular contradiction. There are some 
cultural contexts where what characterizes us as different is precisely the fact that 
all the forms of expression will necessarily be challenged by the circumstances,  
a determination that permeates everything. I always remember how Heiner Müller, 
the playwright from the German Democratic Republic, summed this up saying 
that given the way this peripheral situation was perceived in Eastern European in 
relation to Western culture, there were only two possible ways of being an artist: as 
a dissident or by conniving with the regime. Everything you did or didn’t do would 
always be subject to this polarization. There are historical contexts and moments 
where this kind of situation generates a demand for ideological clarity, and this 
has been the case in the Basque Country for some time. The problem is that every 
cultural context perceives itself as complex and overdetermined and, for this reason, 
characterizes its other as subject to a dichotomy, exoticized or even pathologized in 
the particularity that defines it by opposition. You asked me earlier when I became 
aware of the work of previous generations. Well, when I still didn’t know much 
about the work of earlier artists, I remember reading that critical review we talked 
about earlier, perhaps by Calvo Serraller, or some other Spanish critic, where there’s 
a devastating description of this lack of commitment the critic sees in the work of 
Basque artists, unable to clarify their position in their work with regard to what he 
understood as the only determining factor at that time. I think this made me rather 
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curious about the artist’s position, even though I was not aware of what they were 
doing. The perplexity I felt on reading such an aggressive assessment preceded any 
real knowledge of what was being discussed.

Might it not have been because it was a work that used figurative elements and 
attached little importance to the origin of these elements and gave no consideration 
to their suitability from a moral perspective that admits no grey areas? What  
I mean is that the critic wrote this rather scathing review in a newspaper precisely 
for using this kind of images. 

EUBA: Personally, I tend to think that the artist works with objective and abstract 
elements, but the direction is always abstract. You move or work with abstract 
components knowing that they will always be perceived as figurative. If there’s 
one thing that artistic activity has, it’s the ability to free yourself from the signified 
and the contingencies of meaning. As for the critics, a time came when they were 
no longer in the picture. In the past they had had the role of shaping opinion, but 
there’s no longer any criticism. Today there are curators who would like to ‘produce’ 
something, but they’re usually incapable, for different reasons, of doing so. The 
relationship with this type of present-day professional person gets more complicated 
when there’s an empowerment of the figure of the artist, and of art, which is then 
sometimes interpreted as a kind of condemnation of their incapacity. There’s an 
implicit mechanics here of exclusion/inclusion that governs all social behaviour, and 
not only the artist-curator relationship. When (from a practice such as art) it turns out 
that something ‘real’ is actually generated, it often turns out to be over the top and 
unacceptable. A defence mechanism then kicks in, provoking an ‘animal’ reaction in 
the other with deep psychological implications: bowing the head, turning the head 
to look to one side (more than one of us will have felt the temptation at some point to  
deny the evidence, when, for example, we see a relative or loved one losing their 
mind or suffering a serious illness). At that point we’re not ready for it. In the case 
of a project developed by a group of artists making a joint effort, the effect is even 
more drastic. I was able to verify this for the first time with Primer Proforma, which 
we did with Txomin and Sergio, and also on several occasions later on. Perhaps 
it’s because these works end up acquiring a certain symbolic dimension that they 
possess this characteristic of ‘displacing’ other agents that shape reality, agents which 
need time to resituate themselves and overcome the feeling of being challenged by 
what others manage to do. So it’s logical that in the short term there may be no one 
willing to take the risk of looking, which is why we shouldn’t pay attention to short-
term effects. What gets done is what needs to be done at a certain time and that’s the 
end of it. There is another issue, which is that artists (individually or collectively) are 
driven by needs that are then aired in public in some way. And in this respect you 
have to face the fact that from the standpoint of reality this is something no one has 
asked for. This is the paradox of all truly defining creative acts: they emerge out of  
a highly individualized want or need which the rest of us have neither requested nor 
recognize and thus have a natural tendency to reject.

It’s a sort of ultimate act of love: ‘giving something you haven’t got to someone else 
who doesn’t need it.’ Following on from this, I’m wondering about the possibility 
of art fulfilling a function in the social sphere, and whether that functionality 
should be a political tool. Apparently, what political art is able to do is to resolve 
these kinds of plays on discontinuities and make them accessible to everyone. 
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107
Tx. Badiola, MD 18, 1990
This panel illustrates the kind of procedure 
that gave rise to the whole MD series. When 
he arrived in New York, Badiola bought some 
doors (Manhattan Doors brand) to make 
work tables, using them as a base on which 
to arrange previous works that he had taken 
with him (drawings from ¿Quién teme al 
arte? [Who’s Afraid of Art], self-portraits, 
the E. L. el Ruso [E. L. the Russian] series, 
Jacobsen chairs, etc.) mixed with images he 
had collected in the United States. The tables 
ceased to be furniture and became part of 
a work, with various compositions of these 
images screen-printed onto the surface. It also 
incorporated other materials such as three-
dimensional models of previous works – in 
various combinations – and actual pieces of 
furniture. MD 18 and MD 19 consist of a series 
of screen-printed images/texts essentially 
drawn from two worlds: images of Badiola or 
his work, and images of political utopianism 
and its artistic realization through applied art. 
Large pools of a solidified red liquid were 
superimposed over the whole thing.

108
A set of four panels from the MD series:  
MD 19, MD 23, MD 3 and MD 16, as exhibited 
at Louver Gallery, New York, in 1990.
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What is the political utility of art, apart from whether or not it’s political art?

MENDIZABAL: The function of the consequences of some of these transactions 
is – in the historically happier cases that do occur from time to time, thanks to  
a concurrence of factors – to increase the possibilities of saying something, precisely 
because the way of saying it has changed. When there is a happy meeting between 
a need in the present and a way of working on it through language, this opens up 
the possibility of neutralizing the way the language is organized, which means that 
what’s never said because it can’t be said can suddenly be said. It’s a very abstract 
approach but we know that it has had certain consequences in the past. New stories 
emerge by way of the new linguistic tool that facilitates them, but, in theory, this only 
happens on a purely experimental level, at the level of the tool itself. Is this what you 
were getting at?

For Txomin, in any discussion of this issue it’s important to bear in mind the 
different moralities we are subject to: as far as art is concerned, the artist’s morals 
clash with the rules governing the social, and also with the morals of the res 
publica whose business it is precisely to safeguard the social norms. It is in the 
confrontation between these two moralities that the political dimension of art can 
have some meaning. It has no need to contend with the redemptive as the generator 
of new social norms. Rather it’s a process of deconstruction, of questioning what 
exists without becoming propositive.

MENDIZABAL: Obviously, the fact that consequences are generated doesn’t mean 
that the artist is responsible for those consequences. At those moments when the 
functionality or operativity of art can be traced, there is usually a considerable 
distance between the intention that has given rise to that reconfiguration and its 
consequences. In fact, I don’t believe artists think about the consequences, except in 
the case of ideological projects. I don’t think they specifically look for them. What 
they may well be looking to do is generate operations where something becomes 
visible that was not visible, or something becomes possible that was previously 
impossible, changing the basic way in which we perceive a representation by 
exposing everything that supports it by convention. When I said before that art 
generates consequences, what I was trying to do was to separate them from the 
planning of the project. The intention may not be to assume responsibility for the 
consequences that this may engender, but there is always an implicit belief that there 
will be consequences.

We were talking earlier about a voiding of meaning as a result of the saturation 
of images or of references. Perhaps we can talk now about the MD panels, and in 
particular the ones in which there is this very significant miscellaneous assortment 
of images.

BADOS: The first work I chose was the panel MD 19 (figs. 107, 108). I have fond 
memories of the ‘panels’, above all from the exhibition Malas formas at the Museo 
de Bellas Artes de Bilbao. Why this one in particular? It so happens that among 
the iconographic elements that make it up – or to put it another way, between the 
signifiers that construct the work and the invasion of those splashes of red, which are 
so physical and so dense and plastic – something happens that transcends what each 
element seeks to enunciate on its own.

Txomin Badiola (2016) - MNCARS - 161130.indd   143 1/12/16   8:40



144

109, 110
Tx. Badiola, El amor es más frío que la muerte 
[Love Is Colder than Death], 1996–97  
El juego del otro [The Game of the Other] 
exhibition, KM, San Sebastián, 1997
This installation arises from the  
connection – materialized by linear sections 
of steel tubing – of an image (an enlarged 
photocopy of a promotional photograph of 
a Fassbinder film of the same name), a wall 
made of wood and an electric guitar that 
occasionally emits an amplified dissonant 
chord triggered automatically. 

111
Final version of the piece, in which the 
wooden partition is extended to create a 
kind of pseudo-architecture that mediates 
the surrounding space. The assembly of its 
parts is intended to cause slippage between 
signs, such as the weapons in the image, the 
tubing and the guitar (weapons and guitars 
as instruments of revolution); and Fassbinder 
as a young man and his early death, the title, 
and the repetitive sound of the guitar. These 
slippages touch on issues that have to do 
with the political and emotional failure of  
a whole generation.
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Would you be in agreement with the interpretation of the splashes of red as something 
violent that would connote both blood and revolution with a pessimistic tone?

BADOS: Yes, blood certainly, in keeping with a convention of colour. Revolution? 
Possibly by the ‘red flag and spilled blood’. Pessimistic? I don’t know. Your comment 
alerts us to the distance between the artist’s intentions and our interpretations.  
The piece maintains an area of   enigma that allows us to enter it in our own way. The  
encounter is not produced only through recognition of the parts but through  
the resulting event, and if we do two different readings it’s because the enigma, based 
on that which, structurally, always remains or escapes, makes our interpretation 
possible. Apparently Txomin was surprised that I chose it over other pieces which 
could be said to be more plastic, which, in being more plastic, would (he says) be more 
‘mine’. It’s true that if we compare it with other pieces from the series, we find in it that 
kind of ‘noise’ that Txomin loves so much; but what I value above all in MD 19 is the 
good linkage of the component parts to achieve a facture that unavoidably captures 
and holds you. Surprisingly, even the fact that the elements belong to two different 
planes of representation – there is no doubt that the circular masses at the back, which 
are self-portraits, contribute to this –, the inseparable union of all the parts provokes 
a kind of catastrophe on the good form, resulting in a powerful image that attracts us 
more powerfully and effectively than in other pieces from the series, in my opinion.

Linked to the use of certain icons, such as the image of Fassbinder behind a desk 
covered in guns or the electric guitar, we have El amor es más frío que la muerte 
(figs. 109, 110, 111).

BADOS: With El amor es más frío que la muerte we have another favourite liked by all of 
us. I clearly recall its presentation at Koldo Mitxelena, where the piece intervened in 
the exhibition space with a truly surprising economy of means. The spatial isolation 
was very strong, and not only because of the dramatic components used, the image of 
Fassbinder about to pick up a gun (we had explored his films in the Arteleku course), 
and so on... The piece was very neutral in colour, between grey and brown, but the 
sound produced by the guitar pierced you as an affect, leaving you defenceless before 
the drama enacted in the scene. The guitar chord, as fragile and delicate as it was 
unbearable, regulated the entire event. It stayed with me for several days.

There’s an observation you made in one of your classes that I (Leo Burge) would 
have liked to ask you about: ‘The signifier does not so much stand for the signified 
as for the place...’. I don’t recall the rest, but I think it had to do with the linguist 
Jakobson.

BADOS: ‘... as for the place it occupies in the chain.’ Always having to do with the 
structure. In some cases Txomin comments on the sign, or rather on what the sign 
conceals. When I heard the word ‘sign’ with reference to the work of art I would have 
a mental block and I never understood it, possibly because my imaginary is centred 
on sculpture, which is unquestionably material. It wasn’t until I read Lacan that, 
by way of Jakobson, I understood the question of the signifier. As you may recall, 
Leo, in the classes we said that the signifier has two functions. One is metonymic: 
it alludes to the way one signifier articulates with another to form the signifying 
chain – characteristic of Txomin’s approach when his work is said to be ‘textual’ – 
and results in a loss on the level of meaning. Meanwhile, the other function of the 
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112, 113, 114
Tx. Badiola, Bedsong, 1999–2000
A room raised on four legs, with two 
windows and a door. Inside the room there 
is a metal bed structure, and on top of the 
bed there is an electric guitar connected to 
a motor and an amplifier. The guitar rises 
from a horizontal to a vertical position with a 
swaying motion. An ambient noise, generated 
by the connection between the guitar and 
the amplifier, gradually gets louder until it is 
abruptly interrupted by a chord at the point 
when the guitar reaches its maximum height. 
Then the guitar returns to its original position 
and the whole process starts again.
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signifier, the metaphorical function, results in a gain as an effect of signification; and 
between loss and the gain is the adventure of ‘knowing how to work with what one 
doesn’t have’, on whose operation depends the symbolic function of each work. 
In class we tried to recognize that the artwork doesn’t aim to signify so much as 
to materially incorporate what we want to say with it. And we noted that perhaps 
sculptures work the way words do, in that even when they try to signify they have 
to bear the catastrophe of the voice, which is supplied by the body, in the way that 
sculpture manages to speak through its physical constitution; which, let’s not forget, is 
a strong attack on the ideation. But I recognize, not without envy, that Txomin’s pieces 
always work with the same radical economy that characterizes the linguistic sign.

I said it because the positions occupied by each element are clearer here. Everything 
appears more distant and at the same time colder.

BADOS: Yes, but there was a bar that kept you from entering and that heightened the 
tension until, like a voyeur, you surrendered to the scene. It was impossible to avoid. 
The bloody sound of the guitar insistently disrupted everything, and when you tried 
to fend off anxiety by rationalizing what you saw, the chord sounded again with  
a deep monotonous frequency that overwhelmed you.

OKARIZ: In the last analysis we like the pieces we like because they link up with what 
we are interested in. This guitar is anthropomorphic, like when I put a loudspeaker 
which, in a way, is a figure in a piece. In this case too there was the repetition of the same 
sound over and over and over again. It wasn’t cumulative: you always understood 
that it was the same sound. I found it very interesting, and I suppose it was one of 
the first times that I felt close to a work with sound treated in such an abstract way. It 
was a surprising moment for being abstract, for having taken it out of context. It’s one 
chord within a whole lot of chords; a phrase of which only a fragment has been caught 
and isolated and systematically repeated; it has to do with the unit and the whole. For 
me, the most important thing was what was produced in the sound; there’s the guitar, 
of course, the whole installation, Fassbinder and all the rest.

And the mechanism? Because coming from these modules with boxes, the inclusion 
of chairs, suddenly this provision... the way that audio element is produced also 
structures it.

OKARIZ: It has a split potential, which is something that happens all the time in his 
work and in many ways; it has to do with the disarticulation of language to produce 
something else. It occurs in the mediation; my experience is mediated by art. My daily 
life is art, and not only since I’ve been an artist but as a little girl, in my relationship 
with books, objects, comics... they were very important experiences of an aesthetic 
nature, whether I was making a small garden of earth or something else. Lately 
I’ve come to think that if many human experiences are alienating it isn’t because no 
relationship is produced but because the relationship is very alienating. This is simply 
a personal assessment of certain human experiences. Some mediation is required for 
every encounter, because otherwise a subject is too isolated; we need a link.

ALÁEZ: Aren’t love and death the only two essential themes there are? I had to 
force myself to choose this piece, El amor es más frío que la muerte, and forget that it 
reminds me of the friend I was with when I first saw it. He said: ‘Your pal is really 
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115
Tx. Badiola, El amor es más frío que la muerte 
[Love Is Colder than Death], 1996–97

116
Sergio Prego, SM-Totem, 2015. Installation  
at CarrerasMugica, Bilbao, 2015
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crazy,’ referring to Txomin, which in his language meant: ‘I really like it.’ Above all 
he took note of the titles of the rest of the show in which this piece was exhibited in 
the Museo de Bellas Artes de Bilbao. For someone like him, who was an exceptional 
musician, the words were real heartbeats. His death was identical to Pasolini’s. Both 
were victims of a hate crime. They are unmentionable circumstances because the 
grief is even more difficult to work through, if possible. I still wonder about what 
we can’t see but is behind someone who has been taken from us in a violent manner. 
People try to annihilate what is different because it challenges their ideas about the 
world. Pasolini claimed it was the instinct of his craft as artist and intellectual that 
drove him to imagine what is not known or all that is silenced, over and above the 
evidence presented to him. In art, when you commit yourself, you commit yourself 
to a process of liquidation of consensual truth, of yourself, of time. The activity of an 
artist is also a preparation for a mental state that prepares you to face death. It’s worth 
being there, when the works have yet to be resolved. With regard to the elements of 
El amor es más frío que la muerte, I focus on the electric guitar and the movement. 
Txomin presented another piece, Bedsong (figs. 112, 113, 114), at the Sala la Gallera in 
Valencia in 2000, which also uses this element. Its up-and-down vertical movement 
gave it a ‘masturbatory’ tone. You looked through a kind of glory hole, one of those 
holes that oblige you to peer, almost as if it were a peephole, like the slits in many of 
the pieces in the Malas formas exhibition at MACBA.

IRAZU: For me, in both Bedsong and El amor es más frío que la muerte, it seems as if 
the work wants to get through to you by means of something mechanical, it wants to 
express the fact that its function is to do something, not simply to be contemplated. 
Perhaps we could see the experience from a ritual perspective close to religion. In that 
case, it would be the sound that calls out to you, like the bell calling people to mass, 
and when you get to the doorway, the threshold, you recognize the symbols, you 
cross yourself and encounter the revelation inside. You don’t know if the participant 
is active or passive in this communion, you only know that a ritual is enacted. In 
El amor es más frío que la muerte viewers are directed by the sound, in a ritualistic 
process of increasing complexity: they hear something from a distance, without 
identifying it with an object; they perceive that it comes from the interior something; 
they penetrate that interior and make out various signs; finally, they identify the 
sound being produced by a guitar with a mechanism that causes a pick to regularly 
play the tuned strings to produce a sound that reminds me of the tone of nostalgia, 
of loss, of Fassbinder’s composer, Peer Raben. There are also other signs: an image of 
Fassbinder with a submachine gun on a table. I think the energy here is transmitted 
primarily by the sound, which is independent of the different configurations that the 
piece has had, though these modulate access to other very important signs, such as 
the image of Fassbinder with the submachine gun, which is connected by a tubular 
structure to the guitar, pointing to their role as generational weapons. For me it’s 
loaded with a very strong nostalgic charge.

PREGO: Regarding El amor es más frío que la muerte, which is the work that I liked the 
most by far in the 1995 exhibition in the Koldo Mitxelena centre in San Sebastián – as 
almost everyone did – I could very easily have chosen it, but I preferred to choose 
something that gave me more to talk about. It was so concise, so perfect in how it 
was done that... I feel the same with Bedsong, I have the feeling that the guitars... the 
sound, the way it becomes a sign that expanded...
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I see a direct relation, I don’t know why, between the tubular structure of this work 
and your work.

PREGO: Probably yes. Really, that tube structure blew me away, because it was 
totally the idea of   support and enclosure. I was very interested in the matter of the 
cylinder as a supposedly abstract element that always appears as a corporeal element 
too, an allusion to the grasping action of the hand; it’s almost warm in the feeling it 
projects. Yes, it really blew me away, the way the tube went from the pole supporting 
the guitar to the enclosing partition (figs. 115, 116).

With regard to the question of showing the wound or hiding it, something in some 
way implicit in this piece, what would you say, Ana Laura, in the case of Txomin’s 
work or your own?

ALÁEZ: Fassbinder, Pasolini and Godard are three emblematic figures, three referents 
for Txomin. The first two are more ‘show the wound’; they were more like stray dogs, 
and I am too. Godard is more ‘hide the wound’ behind a narrative with no apparent 
meaning. Txomin is closer to that intellectualization of Godard’s, with that deliberate 
emotional distancing. For example, the director has said that (in Le Mépris) he put 
the scene of Bardot in bed with Piccoli at the beginning instead of the end, where 
logically it should have been. This doing without the end, suppressing it or changing 
the order of the factors, is always latent in Txomin’s work. Fassbinder, meanwhile, 
said he would like his films to construct something like a house, each would have 
a part to play: some would be the basement, others the walls, the windows... but 
what worried him was that in the end he would have a complete house. It’s the 
construction of your own place in which to shelter or expose yourself to the world.  
A space where you are out of danger. The two attitudes (showing or hiding the wound) 
can coexist at the same time or be the same. In El amor es más frío que la muerte the 
metaphor of a disappointment is latent. Txomin has said that in that piece there are 
feelings which have to do with the political and emotional failure of a generation to 
which he does not entirely belong but to which he nonetheless feels he is a very close 
successor. There are other works, such as Three Eero’s Nightmares (fig. 132), in which 
this relationship between utopia and failure (of the modernist project) is also present. 
History is ‘a sum of failures’. The artist embraces that loss of the ideal in order to work 
from the other side. The main thing is to work because you have a visceral need to do 
so. The best works are those that stem from that need. You believe in yourself when 
there’s truth in what you do. There comes to mind a comment by a music critic who 
said that people like to pay to see other people believe in themselves.
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FORM EVENTS

BADIOLA: Form, understood as the guiding element of an organization at the actual moment 
of the impossibility of structural transparency, makes itself invisible. However, within any 
organization there can be identified ‘forms’, partial organizations that obtain a certain 
amount of visibility. The relationship between these forms of visibility and the invisibility of 
the form, among components that are easily identifiable in their specificity and the radically 
non-specific, fluid, shapeless final form, is a field of activity inherent to contemporary works. 
In my work, the recourse to types of forms that are repeated over and over again, over time 
in multiple configurations, promoting new encounters, being permanently reassigned and 
resignified, in good measure possesses a dimension that could be described as neurasthenic. 
However self-signifying they may seem, their continuing reappearance is not so much self-
referential but rather alludes to the subject who places them there: a personally disorientated 
subject, who needs to continuously re-find him- or herself through a series of objects, needing 
to repeat an almost compulsive activity of self-recognition, as if it were a form of identification. 
Forms are objects in the memory, a memento, a souvenir, the memory of an experience that 
has been fixed, and the aim is to bring them up to date. Repetition and memory are linked, 
the difference being, as Kierkegaard pointed out, that ‘what is remembered ... is repeated 
backwards, whereas actual repetition is recalled forward.’
 On the other hand, this obsession with certain forms, but also form in general, 
enlarges on a primary conflict focused on the contradiction between two conceptions of art: 
one where the artistic form is what the artist uses to capture life (thereby rescuing it from 
the vicissitudes of time: life after death); and the other, according to which any emancipatory 
claim made by an artistic form must necessarily be expressed though self-negation, thus 
becoming a form of life. We are once again facing the Gordian knot articulated by Oteiza: art 
as a formal principle has its place and time but must conclude politically in real life. A type 
of periodization arises not only as part of each artist’s practical activity but also, according to 
Oteiza, on a macro level, in the transition from modernity to postmodernity. As of the 1960s, 
according to Oteiza’s model, art exists either as popular art (that is, an art somehow put to 
use, even when placed at the service of a ‘figurativized’ expression of informal flow without 
an image of current societies) or as a tool of political education. Rancière reformulated 
this same problem recently by bringing into play the idea of ‘resistant form’: ‘A contrast 
is thereby formed between a type of art that makes politics by eliminating itself as art and 
a type of art that is political on the proviso that it retains its purity, avoiding all forms of 
political intervention.... [P]rotect the heterogeneity of the sensible that forms the core of art’s 
autonomy and therefore constitutes its potential for emancipation. Save it from a twofold 
threat: from its transformation into a metapolitical act and from its assimilation into the 
forms of aestheticized life.’
 This has been a central issue in my case and it lies at the base of the articulation 
I have established between all the types of problems involved (aesthetic, political, religious, 
physiological) and the actual artistic processes, closely linked to a notion of form – in my case 
‘bad form’. In any case, this commitment to ‘bad form’ is an approach tinged with a rather 
tragic air, as it is clear that it can only be expressed within the perpetual play of contradictions 
and perplexities that nourishes it. Jameson, discussing Godard, pointed out precisely this 
condition, noting that his works persist in their very failure, underscoring an ideal or formal 
totality through their inability to achieve it. The problem posed by form in the epoch of 
its impossibility is ordained to stay, albeit as a chronic condition that reminds us there is 
something we have yet to resolve. But it is the same reason we are still alive.
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117, 118, 119
Tx. Badiola, Cuadrado sólido [Solid Square], 
1980–81
This work, which is part of a series based on 
a heterodox approach to minimalism, consists 
of two parts: on the floor, an object made up 
of partially painted planks creating an external 
wooden square and a green-brown inner 
square; on the wall, a series of drawings that 
appear to illustrate a clearly fictitious assembly 
of the object on the floor, along with the word 
‘pintura’ [painting]. The presence of the object 
competes with the fallacy of its supposed 
construction, which is made more plausible 
through the use of ‘descriptive geometry’ 
drawings with a strong aura of ‘truth’. 
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MD 4, 1990; MD 2, 1990; Double Trouble, 1990–91;  
Named After Something Else, 1991

It can be observed how the same formal proposal moves on from materializa-
tions linked closely to language in a grammatical sense, defining units and 
relationships (in the Serie negra [Black Series]), to fragmentations of these 
units constructed in a more meaningful material such as iron (in the E. L. el 
Ruso [E. L. the Russian] series), until becoming a sign. This is subsequently 
stripped of its material quality on being transferred to an inert material such as 
plywood, to become, now free of any material support, a flat immaterial sign, 
capable of interrelating with other realities.

IRAZU: These works are the fruit of different creative mechanisms that have 
occurred and recurred throughout the years. If you review the creative process of 
any artist working for some time you realize that the process is not always linear, 
there are always points of convergence. In Txomin’s case, I am able to identify a set 
of works that correspond to approaches developed in those moments when there 
was a transition from some creative processes to others, for example Cuadrado sólido 
[Solid Square] (figs. 117, 118, 119), dating from 1981, which includes a statement, 
almost like an equation or equivalence. At that time (the late seventies and early 
eighties) I remember people like Txomin, CVA and Darío Urzay were tackling  
a series of problems bearing on the idea of representation in relation to the supports 
and disciplines: how, through the exploration of a series of sculptural or pictorial 
supports, to represent the reality that remains outside those supports. In addition, 
Txomin was debating the reality of painting from the standpoint of minimalist 
conceptuality. This particular work consists of the presentation of an object with 
all its physical presence accompanied by what appears to be the description of 
its construction, a construction that is announced as ‘Pintura’, in other words, as  
a painting (figs. 118, 119). In reply to the question of how the object is constructed, 
one speaks of painting and the other of sculpture, although there is a paradox in 
the fact that while the physical presence of the object has been treated as a painting, 
the scheme that announces itself as a ‘painting’ describes a three-dimensional, 
sculptural construction. It consists of placing two opposites linked to how the 
work is constructed on the same level of interest. It is like an equation without  
a solution. Later, this same approach generated other artistic solutions at different 
times, featuring concerns and materials typical of those times. MD 4 (fig. 120), 
dating from 1990, is one of the most obvious. This is one of the first pieces he made 
upon arriving in New York, which I think was just as much a moment of rupture as 
of uncertainty, when Txomin had already acquired considerable experience from 
what he had done, but didn’t know quite what to do with it.

It’s a moment that recurs throughout the course of an artist’s development...

IRAZU: It does indeed, and you can opt for many solutions. In Txomin’s case, 
he was regrouping at that time, making a compilation – which is an operational 
principle in his case – not so much of objects but their signs; regrouping elements 
that he had turned into signs at some point. It is as if you tried to put part of 
what you’d been doing in a suitcase, but you had to strip it down to make it fit.  
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120
Tx. Badiola, MD 4, 1990
Some of the panels in this series explore 
the power of the contiguity of signs without 
mediating elements that favour particular 
kinds of relationships: connective, disjunctive, 
subordinate, and so on. In this case, images 
from the E. L. el Ruso [E. L. the Russian] 
series dating from the eighties create a kind of 
screen-printed background against which three 
contiguous signs are placed: a photograph of 
a Jacobsen Ant Chair, an infographic on riots 
in jails that is physically detached from the 
background, and an image of a silver juicer. 

121
Tx. Badiola, MD 2, 1990
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Just think of Duchamp’s famous Boîte-en-valise. In MD 4 in particular, the whole 
set of all his sculptures from the Rusos series appears screen-printed, but with  
a kind of fugue represented by the presence of other pictorial elements: a Jacobsen 
chair, an infographics representing a real situation (riots in some prisons), and an 
everyday object (a squeezer), a false equation in which all the components are 
unknown. The question is: What are all these images doing there? They don’t 
generate a story, because everything is on an equal footing. There is a literary 
term called ‘parataxis’, which describes the fact of placing a few words alongside 
others without a clear connection or any unifying elements. As in the previous 
case, I find the way it becomes a kind of unsolvable equation indicating an 
intention interesting. ‘These are the elements that I want to combine and...’ is like 
expressing a wish: ‘I want to work and create something in the future but my 
current work is only able to enunciate the impossibility.’

Hasn’t the first piece you mentioned, Cuadrado sólido, a rather different function? 
Because it shows some awareness of the functioning of the mechanism and a kind 
of deliberate conceptual use of this mechanism, when, for example, he includes 
the word ‘Pintura’ in the drawings and is referring, as you said before, to the 
process of construction of what would be presented as a result.

IRAZU: Yes, I have cited it as an example because I consider it proof of a unique 
situation within the process he was following at that time. Because what was 
produced were objects and objectuality, not an explanatory account of how objects 
are physically constructed. It’s an escape, because you’re no longer only talking 
about expression, where things seem self-explanatory; you’re also expressing  
a ‘productivity’ (the physical processes interlaced with the mental ones). That’s 
also what it has in common with the other pieces. You’re no longer talking 
specifically about things. Instead you’re treating them as signs. I think one of the 
principles – which later becomes more organized and appears throughout his 
work – is the need to convert everything into a sign, even the expressive side, the 
most non-transferable part of the individual expressive mechanism, so that all of 
it, absolutely everything, can be treated as language. Clearly, as we are seeing, 
every desire also generates its vanishing lines.

Sergio has selected another panel from the same MD 2 series (fig. 121) that 
includes models of pieces we’ve discussed before. You remarked earlier how 
the elements of the E. L. el Ruso series were reproduced within themselves on 
another scale. Now this repetition occurs but with the elements on the same scale.

PREGO: Yes, apart from the use of wood instead of metal, that’s precisely what 
interests me. When I saw Txomin’s first wooden pieces I thought they were a kind 
of trivialization of the other iron ones, with their weight, but this is precisely what 
I find interesting in hindsight. The use of wood in versions of the E. L. el Ruso 
series, beginning in the nineties, gives a less essential character when it seemed 
that there was a desire for something permanent.

Plywood is a more neutral support; it is a better vehicle for form than iron, 
which gives a lot to the form in terms of the energy it provides as a material. 
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122
Tx. Badiola, Double Trouble, 1990–91
A piece that consists of two elements, each 
comprising a double version of E. L. el Ruso 5 
[E. L. the Russian 5] in plywood and a plywood 
chair. The use of this lightweight material 
allows the accumulation of elements and 
thus the large size of the constructions that 
emerge from the wall, which is one of the most 
striking aspects of this piece. It is also based 
on an intricate idea of the fragment and the 
unit (according to which a complex unit can 
become a fragment and endlessly recombine 
to form new units). This formulation later 
became the conceptual basis for the exhibition  
Malas formas [Bad Forms]. 
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Because strictly speaking plywood is not wood, which is something natural; it 
is industrial, processed wood, dead and nullified in some way.

PREGO: Yes, of course. If it were real wood, this would take it back to that more 
essential thing. The fact of being plywood evidences the constructive, contingent 
aspects and strengthens the sign character of the structure. In hindsight, it might 
seem that there was some kind of statement being made about the fact that they 
were originally constructed in a particular material (iron, for example), but this is 
disproved by these works from the nineties.

Txomin and other sculptors who worked in the Uribitarte studios in Bilbao 
have often remarked that the general use of iron at the time responded largely 
to the fact that the biggest supplier of iron in Bilbao was on the same block and 
so it was the most convenient and readily available material. You mentioned 
colour; looking at things this morning, I was thinking that his use of colour 
is related to externality. Colour comes to things from very far outside. In this 
piece MD 2, it’s as if the opening revealed a type of wood that relates to one of 
the two elements of the series, while the model painted green belongs to the 
exterior, which is painted all green.

PREGO: I was tempted to choose one of Txomin’s installation pieces, Vida cotidiana 
(con dos personajes pretendiendo ser humanos) [Ordinary Life (With Two Characters 
Pretending to Be Humans)], which I liked a lot – precisely for the opposite reason –  
when I saw it at an exhibition at the Galería Soledad Lorenzo. In that piece there 
were some panels lined with camouflage fabric and some big boxes painted khaki 
green. I can’t remember very well how the big boxes were made, but they were 
coated with a thick layer of paint that unified everything in an incredible way; 
it reminded me of those plastic reproductions where a single material makes the 
whole thing look like a solid. Personally, whenever I’ve used colour, in my first 
videos for example, where I threw yellow liquids about, ochre, and so on, it had 
something to do with defining corporeality. At least in our culture, the better the 
definition of the reflected light, the greater the perception of corporeality. Some 
colours seem to acquire a certain density when they absorb light; something 
white looks denser than something brown or ochre. It also has something to do 
with certain metaphors that touch on the idea of materiality. I associate the use of 
colour with the definition of materiality. In Txomin’s case, when he applies colour 
indiscriminately to a surface, for me that character of superficiality is what seems 
more interesting as a sign, because it materially defines one part in relation to 
another. Here, in MD 2, he is defining two elements, or rather three: the flat green 
surface, which immerses the protruding part on it (the model painted green on 
the left); the unpainted wooden model, totally superimposed on the surface; and 
an intermediating background consisting of the insides of the support. This exact 
method of determining the different layers is what creates the different levels and 
different intermediate spaces.

IRAZU: It’s worth mentioning that because of the prominent flat support , the 
elements in this MD series, in general, also possess something of writing, despite 
being very three-dimensional.
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123
Tx. Badiola, Named After Something Else, 1991  
and Pieza insatisfecha [Unsatisfied Piece], 
1991. As shown at Museo Alejandro Otero, 
Caracas, Venezuela
In each of these pieces, two Ruso (Russian] 
units form an artefact with an ambiguously 
domestic feel. Here, abstract elements and 
everyday objects are not merely contiguous, 
they fuse. Or at least there is a situation of 
undecidability between the two worlds. In 
Named After Something Else, three framed 
drawings also incongruously hang from the 
structure. The title appears to refer to the 
essentially alienated nature of the object  
on display.

124
Tx. Badiola, Modelo 2 [Model 2], 1990
Part of a series of small sculptures that 
address the same issues as Double Trouble 
but in free-standing pieces that do not require 
a wall. Nonetheless, the idea of a wall is 
metonymically present in the surface/texture 
affixed to the planes of the sculpture.
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MENDIZABAL: Once established this selection, where E. L. el Ruso seems to be  
a piece that explains a method of working, the idea that this may explain 
everything else interested me a great deal. If I’ve chosen different configurations 
on the basis of E. L. el Ruso it’s because I can see there’s a line of work that produces 
a development. Some formal behaviour can be identified there that functioned 
later in even the most dissimilar works: an original element that has the same 
inward structural problem and solution, or at least the same degree of complexity, 
where the element generated from a small inward imbalance or discontinuity is 
then repeated in combinations of those elements. The support itself integrates the 
complexity of what is supported, generating signification or a very condensed 
potential interpretation. Apart from the MD series, you can see in Double Trouble 
(fig. 122) how it unfolds in all its complexity, even when confronted by the Jacobsen 
chairs, for example, where the part that has something of an ambiguous object 
about it – it’s either a box or it isn’t a box – becomes something real when scaled 
against the chairs, at least in terms of something where there is a correspondence 
in the scale. The structure thus becomes a potentially narrative element, because 
they continue to be boxes, now in wood, in plywood, thus more clearly suggesting 
a piece of furniture, a history of design, a series of aspirations. On a semantic 
level, this evokes a series of associations between American development projects 
of the fifties and Russian Constructivism. Historically it makes sense. However, 
it is clearly resolved from the inside, not on the basis of historical references. The 
element brought into play in this structural example becomes more complicated 
in Modelo 2 [Model 2] (fig. 124), where the scale is more complex on account of 
the texture – almost like an architect’s model. And lastly, in Named After Something 
Else (fig. 123), the same thing happens again: there’s the problem with the scale, 
with the legs, with whether or not it’s a piece of furniture. Given that one of his 
proposed parameters was the problem of what exactly holds up the structure 
and what the semantic element is, always unstable relative to the structure, this 
problem usually occurred as a dislocation, never because something was left half 
sticking out like in Named After Something Else, as an imposition or disturbance 
that affects the whole structure. The projecting parts hark back to a problem 
apparently solved in the sculptures that used earlier elements from the E. L. el 
Ruso series. It is a strange piece, but revealing in its contrast.

Within this kind of formal concupiscence, it is significant that Txomin mentions 
Deleuze to indicate the impossibility of unmediated human encounters. In this 
sense, Una voz [A Voice] (fig. 125) is a curious work that apparently extends 
the mechanism. Txomin says it got off to a difficult delivery, taking shape very 
slowly and discontinuously.

BADOS: There’s another big series, IDS (fig. 126), in which Txomin uses quite 
realistic photographic images, to some extent obscured or distanced by the texts; 
and if he says that Una voz is important to him, I’m delighted because it’s one 
of my favourites. But if you ask me for explanations, I’ll ask you not to insist. 
Obviously, I can’t understand everything happening there in connection with 
Txomin’s intentions or type of procedure. I can look carefully and see there is 
a reverberation in the graphical pattern that enhances the union of the distinct 
components, in the same way that, between the blue and black, the white acts 
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125
Tx. Badiola, Una voz [A Voice], 2011

126
Tx. Badiola, IDS, 2007
IDS is a set of three triptychs (this is the 
third) produced through a technique similar 
to the RSF collages (texts, images and 
intermediary elements), except that in this 
case they revolve around a particular theme.
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in benefit of a highly phenomenological whole. A matter of significance? Okay. 
But among the clearly significant iconographic elements and their graphic 
rarefaction, there appears, inexplicably, a truly brilliant ‘semblance’ image, which 
also operates in favour of an emptying of meaning. And what happens there and 
what happens to me is what I call beauty, because I can’t think of a more eloquent 
term to describe that experience of pleasure on the contemplation of the image, 
and because it also evokes a sense of identification that I’d go so far as to describe 
as ‘jubilant’. In a single image the piece reflects the story of those kids who are 
one and us, but, oddly enough, it isn’t distressing, is it?

That’s right, because on the one hand, the colour that resembles the colour of 
the sky lightens it up and there’s a kind of naivety...

BADOS: Perhaps ‘innocence’ is better.

Yes, and on the other hand, because of an ordinary everyday aspect: the colour 
looks like it came from a Bic biro. I remember I was very struck by the text 
when I saw it. There were two texts, one from the Song of Songs: ‘I have taken 
off my clothing. How can I put it back on? I have washed my feet. How can  
I get them dirty?’ and another from Beckett: ‘What would I say, if I had a voice?’

BADOS: We’re dealing with a kind of biography, presented in the cleanest, 
clearest and most usable way possible. There is some dramatic tension between 
the images and text. But it’s true that the bright sky and the supposedly dramatic 
components do not generate heaviness in the area of the meaning, as if it were 
a story freed from pain and death. At least as recounted by the artist. And that 
biography is ours while we stand facing the piece. I’m surprised when Txomin, 
citing Deleuze, says that we have no encounters (true encounters in a profound 
sense) with peoples, but rather with things, with a book, a film, a painting. It 
may be true that between peoples in the plural, as a whole, there is no possible 
encounter, but between people... one to one, there definitely is. The question 
of love, the affection mentioned above. What are we going to talk about if not 
creation in art! I want to understand where Txomin is heading, but don’t you 
think the answer to these beautiful quotes is not in the wind but in the Other? The 
mediating function of art, its symbolic nature, will never truly disappear.

MENDIZABAL: It’s good to talk about the object as a mediator. In the case of an 
artistic object, unlike an artistic proposition or a text, not only is it something we 
can acknowledge we don’t hold the same opinion about or even perceive in the 
same way, but rather we understand that the precise condition needed to share 
that object is the fact that we will each approach it differently. The mediation 
of the object, what makes the object different from the rest of the mediations, 
implies that we will not perceive it in the same way. A painting by Arteta is one 
thing for you and something else for me, and we understand it to be so and we 
want it to be so. We can discuss a painting by Arteta, even when we may be in 
disagreement about its physical perception, because there is a tacit understanding 
that the object of mediation should not be the same for both of us. But if we 
discuss Arteta’s painting in general, we can’t do that. The kind of differences  
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127
Tx. Badiola, Family Plot 1 y 2 (para K. y A.)  
[Family Plot 1 and 2 (for K. and A.)], 1986

128
Tx. Badiola, El rey y la reina  
[The King and the Queen], 1986
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we could have and will have amount to nothing. There is a space for dissent 
where we have to reach an agreement. The difference in the case of the object is 
that in its mediation the role it plays does not generate this type of verification. 
For this reason, objects are today potentially much more useful in their mediating 
specificity. For this reason, many of us understand that sculpture as such still has 
its value with respect to this problem. Sculpture has something else in comparison 
to dematerializing proposals – despite the fact that this generates other problems 
such as the fetishization of the object – and the fact is that it is still the main place 
where the relationship with the object occurs as a condition of possibility.

THIRD EXCURSUS. THE DOUBLE, THE REPETITION

Double Trouble, 1990–91; El rey y la reina [The King and 
the Queen], 1986; Les limites [The Limits], 2013

ALÁEZ: El rey y la reina (fig. 128) made me think of Malevich and his Architectons, 
with that quality of a closed block, but what especially attracted me was that it 
was a double piece. The double is an extreme of the hermetic in Txomin’s work. 
When I was thinking about the initial selection of works, by and large I oriented 
myself by something that crops up time and again, namely the paired elements. 
The repetitions of the forms take on a symbolic and emblematic content. I think 
the ideas of the double and the hermetic are in some way related.

It’s true that all through Txomin’s work there is an emphasis on the idea of 
repetition or the double: from the pairings of pieces in the New Basque 
Sculpture period, as in El rey y la reina or Family Plot (figs. 128, 127), to the more 
than evident Twins, accompanied by the duplication of the themes in the series 
of drawings ¿Quién teme al arte? [Who’s Afraid of Art?], the repetition in the 
MD panels, Double Trouble, the doubling in Vida cotidiana or in Sueños de otros 
[Others’ Dreams], and so on. In Les limites (fig. 129) this procedure is taken to 
the point of paroxysm, with everything in its interior replicated.

IRAZU: Thus denying you the possibility of concentrating on the ‘one’. I think it’s 
something that first came up when the concerns were of a more purely linguistic 
nature, and it becomes charged with connotations that lead us to other territories.

EUBA: Quite apart from talking about the consequences of meaning that could 
be surmised from the continual appearance of the double, I’ve always felt, with 
regard to my own practice, that the double appears as a result of a specifically 
technical question. Carrying out the same exercise or proposal repeatedly, and 
often in parallel, allows the people who do so, on the one hand, to feel they are 
liberating themselves from something, from the responsibility of having to know  
what they want to do, and, on the other, by focusing on that ‘doing’, they  
know they will at least obtain the representation of what they ‘don’t have’ but 
want. In my work, what I’ve called a technique of contrast has been fundamental. 
This technique of contrast – between a single work translated into different media, 
the same work done twice in the same medium or the same approach undertaken 
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129
Tx. Badiola, Les limites [The Limits], 2013
This piece uses the same technique and 
elements as the RSF collages but a broader 
range of materials. Aside from the images 
and texts, it also includes objects and 
constructions, and even images treated as 
objects. The central element is the figure 
of a young man who ostensibly shows his 
backside. Narcissus-like, the image of his 
body (which is itself split) is subjected to the 
mark of the double, as are the surrounding 
images and objects. One’s ‘self’ is simply an 
imaginary reflection in a mirror. The paradox 
is that it takes at least two to make one, and 
the ensuing proliferation is both inevitable 
and reifiable, ready to operate within the 
social mechanism of the creation of bodies 
and identities.

Txomin Badiola (2016) - MNCARS - 161130.indd   164 1/12/16   8:41



165Reading a Practice

in two countries at once, for example – which in science is used to improve 
visibility, is used naturally by many artists, myself included, because it allows 
us to focus exclusively on what we have, distancing ourselves from what could 
be regarded as the product or final objective. I like to think of it as a specifically 
technical issue related to the most concrete and most abstract aspects of practice, 
which we know will go on to have clear implications in the figurative, once the 
form and – as opposed to that – the body appears. The ‘double’ would somehow 
be the consequence of this opening up of a technical space of possibility between 
what is wanted and what is not known. The pair lets you get away from the idea 
of one, while the set invokes the number three, which, in turn, incorporates or 
appeals to the infinite series of numbers or variables.

This getting away from the one can take place in dialogue, in which it is actually 
the other who interprets signs that go far beyond the intentions of the speaker, 
and gives us that something added in his or her interlocution, an extra that is 
somehow unconscious, but at the same time more true. In this way, through the 
other, one gradually reveals oneself to oneself.

ALÁEZ: The voices of the people around you are the ones that help you construct 
your imaginary. You don’t know what you’re doing until someone else responds 
to you with another work. An artist develops over time with good comrades, 
and every conversation is like a mirror. If Txomin recorded all his telephone 
conversations, he could have a treatise. When I ring him I always ask: ‘Have  
I caught you at a good time?’ And he answers that, apart from having spent an 
hour talking to Jon Mikel that morning plus an hour and a half talking to Sergio, 
yes, he can talk. I think that this conversational thing or the need to have another 
person around is what is latent in many sculptures or their titles, such as Twins.

All of these notions of repetition, double, pairing, unfolding, mirroring, and 
so on, which basically relate to the idea of ‘two’, however, seem to open up 
a huge range of referential territories: the question of compulsiveness; the 
urge to repeat; the paranoiac, implicit in the idea of the double, in the sense 
of the Doppelgänger in Dostoevsky and Stevenson; the question of affect or 
of interlocution in a two-way relationship, as you, Ana Laura, have noted; the 
familial in twins; the parthenogenetics of creation by division... not to mention 
the technical issues Jon Mikel has pointed out, from the purely process-based 
to the rhetorical, like rhymes, concatenations, pleonasms, and so on. The fact is 
that all of these questions seem to be operating at once in Txomin’s works and, 
moreover, in a way that can be traced all through his career.

MENDIZABAL: There’s a proposal in this arrangement in pairs, in couples, that 
at times seems even playful. The play of differences. As innocent as this approach 
may be, I don’t find it banal. There’s an idea I’ve already alluded to in different 
ways in this conversation that has to do with this question of continuities and 
discontinuities. Of difference. The fact that it’s clearly apparent for the first time in 
El rey y la reina hints at there being, at root, a use of gender difference as a structural 
analogy, which then serves for many other things. In fact, this reference to gender 
disappears in the subsequent familial references, in the more abstract references 
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to the double and, in a very particular way, in the Twins. Deleuze, in order to 
distinguish between the concepts of repetition and generality, uses precisely the 
example of twins, who are the same but are not substitutable. I think in Txomin’s 
work there’s some of this in the recourse to doubles, where repetition is based 
on difference, without suggesting, as in a linguistic conceptual proposition or 
a ‘minimal’ proposal, that the repetition alludes to the unlimited permutation 
or contingency and interchangeability of concrete articulations. On the contrary, 
what happens in Txomin’s pieces is that the relationship between repetitions and 
differences in a given system operates in favour of the singularization of each of 
the forms. And I think that if this is so, it’s because those doubles, those pairs, 
are never as equal as when they are three. There’s a formula of 2 + 1 that is often 
repeated and that refers, in a strangely metaphorical way, not to the series and 
not to a potentially infinite abstract syntax but to the intersubjectivity in small 
interpersonal constellations: the band, the group, but more clearly, through titles 
and other references, the family.
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Reading a Practice

SPACES, BODIES AND LANGUAGE

BADIOLA: In the early nineties, the presence of corporeality in my work manifested itself 
mostly in an evoking of the absent body: empty, mute, solitary, repressed spaces penetrated 
by pieces of furniture, usually chairs, which at once alluded to the potential presence of the 
body and denied it in the mode of their insertion. I increasingly came to feel that this entire 
phantasmagoria needed to be incarnated, to have a body, to ectoplasmize, so to speak.
 The Self is inconsistent, flimsy, and too fluid to ensure an identity. But there seems 
to be an irrefutable proof, something material to cling to as a basic support for an identity: 
our body, the body of each one of us. However, this organization of organs, muscles, skeleton 
and pulsations by themselves does not in itself constitute a human body; it needs to be 
inscribed socially and psychologically, to be codified, by means of regulations and disciplines 
of all kinds which ultimately make the body a legible and acceptable unit within the social 
fabric. Our material body is thus as symbolic and as informed by language as the Self can be. 
Nevertheless, there is evidence of something purely real, and that is pain, which exceeds all 
possible representation: ‘to have great pain is to have certainty; to hear that another person 
has pain is to have doubt.’ In the book that quote comes from, The Body in Pain by Elaine 
Scarry, when she talks about torture she says it’s both a primary physical act, the inflicting of 
pain, and a primary verbal act, the interrogation. To this first link between body and language 
there is added another: the staging that is created in its relation to the space and things – floor, 
walls, light, chair, bed, stool – which together create a spatiality that becomes visible through 
the different bodily postures and positions.
 My spatial configurations started filling up and becoming more tense as a result of 
the greater variety of elements incorporated into them and by the fact that they became the 
setting for actions – protagonized by the people who passed through my studio – mediated by 
a language borrowed from violence, whether in their gestures, as in the Family Plot series, 
or in confrontation and fighting, as in Vida cotidiana (con dos personajes pretendiendo 
ser humanos) [Ordinary Life (With Two Characters Pretending to Be Humans)], or in the 
before or after of the violence, whether real or ritualized, as in La guerra ha terminado [The 
War Is Over].
 There are spaces that embody states of mind, and when we contemplate them, we 
get the feeling that it’s we who are being observed by them, but it also happens that, while 
we look at them from a single viewpoint, these spaces are watching us from all the others. 
There are spaces that go from being familiar to being sinister without our knowing just 
why. Spaces that remain self-absorbed and self-enclosed and nonetheless operate like a blank 
screen on which we project our fantasies. They’re like Malevich’s Black Square on White 
Background, which was considered by some purists of modern art to be ‘suspect’ because 
of the number of undecidables in it. There are spaces and bodies penetrated by language, for 
example in Visitantes [Visitors], in which some of the people who came to my studio were 
incorporated as bodies within a very shallow space saturated with text-objects, so that they 
were inscribed in the flows that, sign by sign, the multiple relationships generated.
 A set of material forms, but also of mirrors and stories – of bodies, images and texts –  
in which there resonates the contradictory spatiality of advanced capitalism: the rapid-transit 
highways along which information and money flow freely, and, at the same time, the delays, 
the impediments and other barriers that bodies – certain bodies – come up against.
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130
Jon Mikel Euba, Notación Adicional y 
Equivalencias. Discurso expositivo dirigido a 
un público especializado [Additional Notation 
and Equivalences. Exhibition Discourse 
Targeted at a Specialist Audience]. Exhibition 
at CarrerasMugica, Bilbao. May–July 2015

131
Tx. Badiola, New Bastard, 1991
Many of Badiola’s sculptures evoke the 
relationship between utopia and failure, 
although he is less interested in heroic 
failure than in the perverse realization of the 
utopian idea. Artists such as Charles Eames 
and Eero Saarinen contributed to the war 
effort, perfecting the use of materials like 
plywood (which was originally introduced 
into furniture design by Walter Gropius and 
Marcel Breuer in the thirties) for aeroplane 
fuselages and field materials, which were, 
in turn, used in the mass production of 
furniture in the fifties. New Bastard takes 
up the idea of a hybrid (based on the 
Bastardos) of the machine, the design 
object and anthropomorphic, zoomorphic 
and architectural elements. This sculpture 
consists of a plywood sandwich construction 
with no apparent use resting on a classic 
Eames chair. The resulting sign seems 
absurdly banal but also has something  
of the tragic heroic gesture about it.
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New Bastard, 1991; Quién, cuándo o cómo (desconocidos) 
[Who, When or How (Unknown)], 1995; Una. El 
pródigo (E. L) [Una. The Prodigal (E. L)], 1993; Visitantes 
(supermasochist) [Visitors (Supermasochist)], 1999–2000; 
Complot familiar. Segunda versión [Family Plot. Second 
Version], 1993–95; La guerra ha terminado [The War Is 
Over], 1996; Capitalismo anal [Anal Capitalism], 2013; Le 
radeau (Qué es lo que veo, ¿qué es lo que no ves?) [Le radeau 
(What Is It I See, What Is It You Don’t See?)], 2015.

EUBA: As I mentioned, all my life I’ve had to struggle to find a way to dialogue with 
art objects. On the one hand, there was the object as a problem, as an obstruction 
that separates me from the person (who made it) and whom I can’t see; on the 
other hand, in a positive sense, the understanding of the art object as a kind of 
device capable of containing a vital impulse, a series of inert elements articulated 
in relation to the arbitrariness of the subjectivity of a person, that were configured 
with an autonomy capable of legitimizing them in themselves. When the device is 
configured as language it is no longer necessary that the person exists, but rather, for 
me, they would somehow attain the status of animal. I remember a piece that Paul 
McCarthy showed at the Museo Reina Sofía. Before you entered the installation, 
in the hallway there were these containers, like for cleaning products, and in them 
I recognized an impulse, a charge, something in the object, and I thought: ‘God, 
what the hell is this?’ I went in and saw that there was something and it was art, 
and it was art because it attained the status of living artefact. It’s no coincidence 
that New Bastard (fig. 131) is halfway between sculpture and furniture, but what 
always strikes me in this work is how a gesture suddenly becomes language. I have 
always considered it unquestionable, a unit of language that legitimizes itself. It’s 
not even something that speaks to me as an artist. All my life I’ve seen myself in 
musicians, songs, artworks which, when you see them, beckon you and vindicate 
you, and you say: ‘Yes, I’m going to do that thing I was thinking about because this 
justifies it.’ In this case, it means an absolute otherness; it’s like seeing an entity, to 
which you say: ‘Hello, Jon,’ or, in this case: ‘Hello, New Bastard’. It’s something 
that’s there, that’s earned its legitimacy. Recently, for the exhibition you have here 
(fig. 130), I’ve been thinking a lot about how to solve an object – which for me is 
very complicated, as I always feel delegitimized to deal with three-dimensional 
objects – and I’ve discovered that if you conceive it mentally, when you build in 
situ, in the exhibition space, and you respect the fact that it’s here that you’re going 
to present it, the object appears legitimately of that place, because it’s a direct 
projection of your desire, which makes the object seem to have ‘grown’ there from 
the floor up, when actually it fell out of your head. This case might be similar, but 
I tend to see it more as a manual gesture than as a conceptual gesture. Although 
it might seem very conceptual, I see the body doing it, because, as I said at the 
beginning, I think Txomin is an expressionist. That gesture isn’t conceptual, it has 
to do more with a gesture to which we exclaim: ‘He’s done it, and it works!’ Which 
forces us to conceptualize it.
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132
Tx. Badiola, Three Eero’s Nightmares, 1991
Further developing the ideas behind New 
Bastard, this work consists of large plywood 
panels on legs/bases originally from Saarinen 
chairs. Saarinen said that legs had been his 
nightmare when designing chairs: ‘Why such 
a proliferation of elements, as many as four 
for each?’, until he finally came up with the 
design for his famous Tulip Chair with a single 
leg shaped like the stem of a wineglass.

133
Peter Moore, Performance view of Yvonne 
Rainer’s Trio B, 1966
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OKARIZ: Exactly. When I went out to the square here to go and get my daughter,  
I saw these huge wooden or cardboard rectangles being carried by two people whose 
bodies were hidden. Two rectangles with little moving legs. There’s something of 
that in New Bastard.

Something of a reference to the human. Yes, of course.

OKARIZ: I find it hard to explain why I like this piece, but I’m particularly fond of 
it. In many cases it has to do with things that I find relate to my own work, things 
I see that perhaps I can draw on. For example, I might think that that upright piece 
of wood is sitting on a chair and that makes it anthropomorphic, and which, at the 
same time, as a figure, it’s too big; this has to do with the fact that in my work 
I’m trying out one individual over the shoulders of another, thus building a surface 
with two heads nearly forming a rectangle; it’s anthropomorphic, it’s bigger than 
normal... There’s a point where it almost becomes architecture, like the set of the two 
figures I was talking about: one above the other, it’s too big, it’s out of scale, but at 
the same time it’s on the verge. There are things that excite me, things like: ‘there’s  
a vertical that intersects with I don’t know what’. Something like that happens here. 
I can’t say what it is, just that it’s at the point where it could be something else, and 
at the same time it reminds you what it is that you are.

Another similar piece is Three Eero’s Nightmares, which has the same logic of the 
panels and the chair legs, but in a more hybrid manner (fig. 132).

ALÁEZ: Three Eero’s Nightmares is one of my favourite pieces. It’s probably an 
exaggeration, but I see it as a choreography: a space where emotions are connected 
with movement and it’s up to the audience to complete the performance. It reminds 
me of American contemporary dance videos from the sixties. I’m thinking specifically 
of Yvonne Rainer’s Trio B (fig. 133). That sensation of not showing the effort, not 
looking directly at the viewer. Something at once blind and corporeal. Apart from 
the reading of the extremities/legs of this sculpture, as well as its particular idea of 
plinth and all the rest, for me it represents a movement. It has to do with an action 
that seeks to show what appears to be wrong or that others consider a problem (the 
title Eero’s Nightmare refers to Saarinen and his hatred of chair legs), which in this 
case, as a structure, is the proliferation of elements. But the feelings are underlying. 
Especially those that one doesn’t want to recognize as one’s own. They are pushed 
out in order to be placed somewhere else, in other things or other people. There 
is something of animal subsistence. A struggle to sustain the fall. Something anti-
heroic, it seems to me.

PREGO: The interesting thing about these works that use chairs or chair legs is 
that the formality of the object goes back to the domestic, to the viewer’s space. In 
both senses, because what happens is that the chair ceases to be a chair, it becomes 
something else, a sign suspended in an ambiguous space. Named After Something Else 
is interesting because, even though the structure is rigid and orthogonal, the hanging 
element and the legs – without any logic with regard to the body of the sculpture –, 
which may seem an extravagance, opens up a lot of territories. The same applies to 
New Bastard; the relationship between the panel and the chair is extravagant, since 
the chair refers to the anthropomorphic and the panel is not talking to us about that. 
However, it isn’t possible to decide which of them is subordinated to the other.
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134, 135
Tx. Badiola, Quién, cuándo o cómo 
(desconocidos) [Who, When or How 
(Unknown)], 1995. Overview and interior detail
The principal thing about this work is the 
paradox arising from the fact that the part 
that would usually remain hidden – the 
interior of a structure that resembles a 
crate – is lit up inside, thereby arousing an 
active desire to discover what is there. This 
expectation is only partially satisfied, given 
that the outer box only contains another, 
similar box.
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EUBA: For me, New Bastard is the definition of a syntax and Three Eero’s Nightmares 
is the consequence of that definition, where everything is now figurative. I’m never 
sure about these dilemmas; there could be something ideological in the first work 
and an application in the second. They’re still two facets of the same process and 
when you commit to one to the exclusion of the other, you lose out. This reminds me 
of something I once wrote, which is that when I was a teenager and stopped going to 
mass because I’d lost my faith, that meant renouncing my greatest pleasure, which 
was organizing the nativity scene at Christmas. Years later, when I saw what I had 
done, I swore that I would never again put ideology before pleasure, something that 
frequently places me in this contradictory situation.

If these pieces posit for sculpture a way in which to appear as body in space, 
there are others that also, in and of themselves, generate a kind of space, like 
Quién, cuándo o cómo (desconocidos) (figs. 134, 135, 136), Una. El pródigo (E. L.) or 
Complot familiar. Segunda versión.

BADOS: Txomin says I chose Quién, cuándo o cómo (desconocidos) because I like hiding 
things.

Yes, it’s one of the most incisive comments he’s made about you, and it ties in with 
how a lot of people would define you.

BADOS: Yes, I was surprised. After all, most of my boxes are open! But let’s get 
back to Txomin. We were saying that the piece without the photograph (since 
in some versions this work is accompanied by a photograph) is resolved in the 
mode of sculpture. It has something of the installation to it but it’s still sculpture, 
let it be said in its favour. It’s true that inside it there’s a resonant void, such as 
perhaps happens in my pieces. But I think that the work of art never conceals; on 
the contrary, it seeks to ‘veil’ the unnameable, not to say the sacred, that the artist 
tries to reveal because it really is unrepresentable. There’s no doubt that with 
the photo there is a certain narrative extension and that without it the internal 
void assumes importance and functions as a murmur of meaning. That’s how 
I feel about it. What’s more, the interior was lit up; the light shimmered and 
produced a kind of glow... Although Txomin’s pieces are made, we might say, 
in a carpenter’s kind of way, I’m interested in those in which the constructive 
transparency manages to produce an event that functions as a semblance of what 
the author wants to say or touch on. Art operates precisely where language can’t 
manage to name, which is why we say that what we see in the works is the excuse 
for arriving at what we don’t see, or that representation in art attains meaning at 
the very moments when representation fails, right on the fault line between the 
formulation and the statement, precisely where the ‘leakage of meaning’ occurs – 
due to the appearance of the Other, let’s say. Each in his or her own way, hiding or 
veiling the obvious or expressing the impossible. Aren’t we always dealing with 
what is impossible to say?

I’d like you to tell me what you think of the parasitic elements that inhabit the 
overall form, because there’s something inside... I don’t know exactly what it is 
because I saw it many years ago and I don’t remember.

BADOS: If my memory serves me, it’s empty, there’s nothing but light.
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136 
Tx. Badiola, Quién, cuándo o cómo 
(desconocidos) [Who, When or How 
(Unknown)], 1995
This piece uses a similar procedure to the 
previous one (with which it shares the title), 
except that in this case it is not used as a ‘set’ 
for the photographs. Instead, the elements 
that made up the set are reassembled to form 
a new object. The piece is thus not the source 
of the photographic session but its result.

137
Ángel Bados, Robando piedras [Stealing 
Stones]. Exhibition at Galería Moisés Pérez de 
Albéniz, Madrid, September–November 2013
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No, I think there’s another box inside with the rope that comes from the chair, 
coiled up, and with a fluorescent lamp that lights it.

BADOS: I meant that there are no discursive components, that it’s a construction 
that repeats another construction and the sculpture manages to manifest itself in 
the interstices. I couldn’t tell you how the rope or the chair affect me or intervene 
when I look at the work. These are elements that are there, but let’s say that, in 
manifesting themselves as veiled in the act of art, the author’s intentions affect each 
of us differently. It is true that the rope functions as an umbilical cord or tie to a sort 
of secretly desired relationship, but in front of the chair he puts the more abstract 
element of the box and, right there, between the one and the other, the possible story 
acquires a quality that starts to resonate for you and me, not in just one direction but 
rather offering us an opening to the author who inhabits the piece.

The box is made of plywood. Were you surprised by the use of this material?

BADOS: We’ve known each other for many years, day in and day out. In the first 
series of E. L. el Ruso, Txomin was using the same iron plate as we did, but with 
a very different approach to manipulating the physical material. When compared 
with the pieces we’re talking about now, there’s a shift in favour of the narrative, 
including elements of representation that allude to his biographical – and cultural –  
memory. So, even while remaining faithful to his formal baggage, there’s a transform 
-ation in the choice and the manipulation of the components, and thus the work 
we’re talking about wouldn’t make sense in iron. If I remember correctly, these 
changes in the work process occurred in the transition between London and New 
York. The London work appears just after the abstract iron boxes with constructivist  
poetics, and it’s strange that Oteiza doesn’t come up anywhere in our conversation. 
In the London pieces there are elements that are... there were also chairs in the iron 
period, however the elements are now real, a table, a chair, and so on, from the 
history of design. All this implies certain change, but then between New York and 
the Arteleku courses, with the exhibition El juego del otro [The Game of the Other] 
at the Koldo Mitxelena centre, the transformation is complete. I want to think that 
in those years Txomin was aware that he needed to include elements of history, of 
narrative...

In your case, in the same period, something else was going on...

BADOS: A real crisis, perhaps... when the same old anxieties come to a head. I think 
so, that I needed the same thing. We would be recognizing that we were the ones 
who put in tension the whole question of Oteizian abstract sculpture at that time. If 
I look back, all of the time we were in the Uribitarte studio I had wanted to include 
images in my sculpture. On the other hand, in the pieces I showed recently in Madrid 
(fig. 137), by incorporating photographic images, photocopies, press material 
and clothes, I was trying to use elements from reality, even when those elements 
ultimately behave in an abstract way; but those pieces are constructed in permanent 
tension or dialogue with the Other of the symbolic order, I have no doubt. Since the  
Uribitarte experience, and it’s been over thirty years, the reality has changed,  
the world has changed, and we have changed. I think all of us – and when I say all of  
us I mean all of us who worked at Uribitarte – have felt the need to introduce elements 
that allude to the reality in which it has fallen to us to live. 
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138
Tx. Badiola, Una. El pródigo (E. L.)  
[Una. The Prodigal (E. L.)], 1993

139
Tx. Badiola, Una. El alumno aventajado (N. S.) 
[Una. The Apt Pupil (N. S.)], 1993
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ALÁEZ: In the case of Una. El pródigo (E. L.) (fig. 138), an everyday space becomes 
a symbol. I was pleased to see this piece in the Museo Reina Sofía as a means of 
marking the corner, as a barrier or as a border. 

I’ve just read here that it was a reference to El Lissitzky, and the piece reminds me 
of his Proun rooms, insofar as it’s something in space.

ALÁEZ: I’m thinking of the presence of the works in his studio in New York. They 
were installed there for quite some time. You came out of the lift and an open-plan 
space appeared, with no doors, and all at once you had all the works in front of you. 
You had to make your way between them, as if they were so many rooms with their 
own internal rules. In a way, Txomin has also ‘put on his pieces’. It was the perfect 
scenario for fostering everything that was happening, with a constant coming and 
going of artist friends and all the future collaborations that began there (fig. 140).

EUBA: There’s another piece from this same family we’re talking about, Una. El 
alumno aventajado (N. S.) [Una. The Apt Pupil (N. S.)] (fig. 139). One day I went to  
the Museo Reina Sofía – I don’t recall if I already knew Txomin – and I came across the  
piece in the permanent collection. I didn’t know then that the titles of the works in 
the series referred to the constellation of figures around Malevich. It was a bit like 
what happened to me with Uno y cuatro Rusos [One and Four Russians] (the steel 
construction from 1987); I was surprised at the ease with which the piece sustained 
itself; it was articulated, it was this whole idea of giving and receiving... I projected 
myself onto it biographically, like you do with certain films or books that seem to 
be talking about you. I thought he was ‘the apt pupil’, that he was a very nice boy; 
I thought he was like a good student and perhaps a little bit more. At the same time 
I was thinking about myself. The piece struck me as very forceful, but as if it had 
no violence in it, as if everything were resolved without conflict; I was surprised 
at its ease. The structure is the form and the image: there are no secrets. I really 
like the idea of ‘stage’ in this piece; space as landscape, something that’s been with 
me since childhood, especially in relation to religious representations of landscape.  
I remember that when I saw it the title really impressed itself on me: ‘The Apt Pupil’...

Most of the sculptures in the Una series feature chairs. Apart from what he 
says about the utopia and the failure of Bauhaus in relation to fifties American 
furniture, there’s the fact that he lived in New York at a time when those materials 
and that furniture were easy to find. The reality is that Txomin likes the chairs 
from that period and it’s hardly surprising that he should work with them. Do you 
think that these chairs also have something do with design?

ALÁEZ: No, not necessarily. That’s another story. I see the sensibility he may have 
for design as being like that of an intruder who takes whatever interests him in order 
to use it but has no intention of going any further; his interest has nothing to do 
with a discipline. Txomin and Ángel were my professors on the course on form at 
the university, and one of the things I remember most clearly from their classes was 
the chair exercise. It made you concentrate on a problem. We had to resolve in three 
dimensions ‘the chair problem’. In no way did I understand it as a design proposal.  
I took it for granted that you could slip in things from sculpture that were prohibited 
by the Academy. What interested me especially was that if you ignore the functional 
aspect, other resources appear. In a lot of Txomin’s works you could say the same 
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140
Txomin Badiola photographed by Juan 
Uslé in 1992. The photograph was taken in 
Badiola’s New York studio full of sculptures 
with a pervasive presence of the square. His 
assistant Brendan Blewett can be seen in the 
background working on one of them.

141
Nikolai Suetin, Design for the decoration of  
a train carriage with the UNOVIS logo and the 
slogan: ‘Long Live UNOVIS’, 1920

142
Konstantin Rozhdestvensky, Optics and Atoms 
for Peace, for the Soviet Trade and Industry 
Exhibition, Copenhagen, 1965
Malevich’s Black Square on White Background 
acquired an aura of sacredness when it was 
displayed in the corner of the 0.10 exhibition 
(in the spot traditionally set aside for religious 
icons in Russian homes). But at a certain point 
it also became the seal of UNOVIS and it went 
on to have various profane uses: as agit-prop, 
as a symbol of the future at international trade 
fairs, as a logo that Malevich used to sign his 
own figurative paintings, and as a monument 
over his tombstone.
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thing: ‘you have to resolve the chair’, which could be understood as: you have to 
resolve an object.

I was referring to the way that each of us works with the materials that attract us, 
nothing more.

ALÁEZ: He doesn’t choose just any old chair; it’s the ones that can be taken apart, 
with specific abstract qualities that have to do with sculpture itself: weight, presence, 
form... and above all with a concept of time and space. They are also volumes that, 
in their day, involved an idea of avant-garde (an ideology that they carry with them 
and that can be worked with), and invite you to revitalize them. Moreover, in this 
work, the chair is opposed to a box. There’s a difference with other uses of the box, 
for example in El rey y la reina [The King and the Queen]. In this case we have a fusion 
of two units: a chair as a sculpture, and a reference to Malevich’s Black Square as  
a box-cum-window. I remember he wrote about this series of sculptures that at some 
point he decided that each of these works would be characterized by a figure from 
the galaxy revolving around Malevich: one would be Matyushin, another would be 
Puni, El Lissitzky, Suetin, Tatlin... The idea was to create a kind of Family Plot, which 
he named after his [Malevich’s] eldest daughter, Una. Constructivism is one of the 
stages that have interested me the most, but I know that in his case the fascination 
has more to do with the relationship between the idea of utopia and failure. It’s very 
different from mine, which is more aesthetic. There are certain times in the history 
of art when...

... everything seems to come together.

ALÁEZ: It’s a fantastic stroke of luck, isn’t it? All of a sudden someone posits a ‘black 
square on a white background’, and with that apparent simplicity they are able to 
declare ‘this is what I believe in’. And an avant-garde ideal is transmitted to society 
(figs. 141, 142).

I (Lorea) also liked how, suddenly, references from thrilling moments in the 
history of art can be used and become productive by putting together your own 
personal Family Plot.

ALÁEZ: I still find that title enigmatic. We could almost speak of the ‘Family Plot 
period’. In the same vein, there’s something that Kim Gordon (former Sonic Youth 
singer and bassist/guitarist) says about families in her autobiography. She compares 
them to small towns where everybody knows everybody else and their story, where 
everybody knows how things work, where your identity is too rigidly fixed and 
so it’s a situation that you have to escape from if you want to be something more. 
This is an essential part of an artist’s work. The desire to get away from a space that 
is predetermined, the need to get out of the comfort zone, to confront your own 
weaknesses, to seek other more bastardized relationships.

In the end, that’s also inventing a technique of distances, of distancing yourself, 
of coming back, of being there, of not being there.

ALÁEZ: Txomin would say ‘symbolic survival techniques’. Perhaps when we say 
technique we’re talking about a set of guidelines. You think: ‘I have some guidelines 
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143
Tx. Badiola, Complot familiar. Segunda versión 
[Family Plot. Second Version], 1993–95
This work consists of a section of the space,  
a low table with a rope and a window/cabinet  
that opens up to a dark space that, as a 
sign, evokes Malevich’s Black Square. It 
also includes an imaginary materialization 
(two photographic images) of the supposed 
perpetrators of a series of ambiguous actions 
that may be part of the key to solving the 
enigma of the piece. There is something 
of the ‘crime scene’ about this installation: 
a space that has to be deciphered or read, 
investigating when and how something 
familiar becomes incongruous and unsettling. 

144
Tx. Badiola, Family Plot Series, 1994
A series of photographs in which visitors to 
Badiola’s studio were invited to act out violent 
scenes from the media, newspapers, books, 
films, etc., using the previous piece as a set.
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but they no longer work for me, so I’ll have to create new ones.’ We continually have 
to update our relationships. You can’t take it for granted that you’ll have a friend or 
a lover or an interlocutor forever. Nothing is forever. Not even talent.

Is the other work, Complot familiar. Segunda versión, from 1993–95 (fig. 143), also 
from your time together in New York. 

OKARIZ: What interests me in this sculpture is the tube that forms and is a bit 
sinister.

I see it as related to the earlier work with the chair (New Bastard), as a kind of 
absence of the human, which then appears...

OKARIZ: Yes, perhaps, they both speak of absences. In both cases they talk about 
constructing something for the human but in the absence of the human. They’re like 
those landscapes by an American painter whose name I don’t remember (Hopper?), 
which are always empty, and if they aren’t, the presences are ghostly.

I’ve always been interested in something you were talking before: the scale, objects 
that go beyond something and become something else – architecture, installation, 
I don’t know... There’s also a reference in a lot of his works, which is the window 
associated with the Malevich square...

OKARIZ: Yes, there are many things there which I’m not talking about. I’m thinking 
about the title. I often think there are titles that don’t contribute meaning, and there 
are titles that are another layer. In this case there’s another layer; I would say that in 
Txomin’s work that’s always the case. All of these sculptures in my selection refer to 
the representation of the moment in which they were produced and in which I was 
there too. I was also thinking about the images. There’s something in them of this 
decentring, which has to do with a sensitivity to how you produce an image, to the 
specific medium.

The recollection I have is that, in his presence, you found yourself in the middle 
of a scene: something had happened or was going to happen. It’s as sinister as the 
element we talked about.

OKARIZ: It has to do with the idea of a set. Something constructed in order for 
something to happen.

PREGO: There’s a contrast between how the habitability of those spaces is docu-
mented and their uninhabitable character. It’s in this tension that something strange 
appears. It’s what always gets away, something that isn’t in what you’re seeing.

IRAZU: In works like When the Shit Hits the Fan or Rêve sans fin [Dream Without 
Cease] the images and objects are articulated outside of a story, the story has exploded 
and it’s become impossible to tell it. In Complot familiar there’s a story. The piece is 
composed of a sculptural object (which includes walls, a bench, a rope and a square 
opening that gives onto a dark space) which functions as a receptacle or a set for  
the potentiality of actions that can take place using the given elements. It was on the 
strength of this potentiality that Txomin started to take photographs (fig. 144). What 
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145
Tx. Badiola, La guerra ha terminado  
[The War Is Over], 1996
An installation consisting of a central object 
and four photographs showing a group 
of Asian youths who physically dress and 
undress each other in sports clothing in a 
dark, undefined space containing two items: 
two boxes/sculptures/benches – which later, 
joined by a thick rope, give rise to the central 
element of the installation – and a framed 
poster of an Asian woman surrounded by 
doves, with the words ‘THE WAR IS OVER’ 
(an image linked to John Lennon and Yoko 
Ono’s campaign at the end of the Vietnam 
War), and some other, smaller images 
attached to the frame.

146
Tx. Badiola, La guerra ha terminado  
[The War Is Over], 1996. Photograph
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comes out clearly here is his interest in Godard, Fassbinder or Warhol. An interest 
in dismantling the language and at the same time generating a melodrama within  
a group of people to whom things happen. With these people, people with whom he 
has no affective bond, he strives to create something in the workplace itself, without  
a prior script. There’s another work, Quién, cuándo o cómo (desconocidos), the installation 
version of which (fig. 136) would be equivalent, but with a different intensity from 
the elements it incorporates. They both include photography, which works rather 
like the register of a fiction more accentuated as narrative, and sculpture, which, 
unlike Complot familiar, is not confined to the condition of a set but achieves a certain 
autonomy: its relationship with the photographs is different. In another installation, 
La guerra ha terminado (fig. 145), this is even more exaggerated: there, sculpture-
sculptures and image-images have interacted and affected one another in different 
ways in the process.

La guerra ha terminado is one of the works in which you were involved, Jon Mikel. 
It was made when you were in New York, and a lot of people were passing through 
there, so a way of working collectively emerged.

EUBA: I saw the complete installation, with the sculpture and the photographs, in 
the Koldo Mitxelena exhibition, but the most important thing about this piece for 
me was the previous sessions. In New York I was learning English in this language 
school where there were people from different places, and Txomin needed Asian 
people for something he wanted to do. It was fantastic, first of all, to pick the people, 
because I mixed Koreans with Chinese and Japanese... I remember I was already 
close to him then, in the sense that I was watching him work, but it wasn’t until  
I brought these people along that I really saw how he worked. It was pretty amazing, 
because I was trying to achieve some kind of affective relationship with everyone 
while at the same time dealing with the Japanese people’s suspicions about my not 
caring whether they were Japanese, Korean or Chinese, eventually getting them to 
come to Txomin’s studio to do something even though they had no what that would 
be – take their clothes off, or whatever. Txomin then made his entrance and said: 
‘You are X and you are Y; X undresses Y.’ Suddenly I found it unbearable, I had to 
leave the set where they were taking the photos, and I said to myself: ‘Shit, he’s so 
extremely distant with people,’ though at the same time that was necessary to be 
able to work at the level he was on. It’s very important to me, this piece, first because 
I was in a real process that had nothing to do with art (and with the problems I’ve 
always had in knowing or understanding what art was).

What do you mean that it had nothing to do with art?

EUBA: It didn’t, because, as I said before, I had a rather fragmented perception of 
reality in which the object was an enemy that prevented me from encountering the 
person. Doing a casting was about nothing more than directing certain abilities, 
certain needs. At that time what happened was that, thanks to experiences like 
that, everything started to be the same: I’m in New York and I’m making a selection 
of people I’ve met, Txomin does a series of works with this material, and in due 
course all of that gets shown at the Koldo Mitxelena centre in San Sebastián, as art. 
It allowed me to be inside a whole alien process of fabrication from ‘what isn’t’  
to ‘what is’. In this case, from what is not art – people, materials, ideas, and so on – to  
what is an exhibition. When, years later, I started working with Txomin for my 
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photographic works, I immediately identified everything that set me apart from 
him. Having seen him working with people, I realized that I couldn’t work the same 
way. If I want a person for a project of mine I have to work from the other side.  
I remember that at that time I had arranged with Txomin and a group of other people 
that they would work in my home town, Amorebieta. When I saw them all get off 
the train I said to Txomin: ‘Right, I need an absolute level of affectivity to work with 
people and you need an equally absolute level of distance.’ In having been involved 
in his process I began to understand my own by opposition. I don’t remember now, 
but I saw that it had to do with the idea of bed: for me, the fact that various people 
have felt that they don’t mind being in my bed makes me adore them simply for 
that... to make them come to my little town, out of their context, was to bring them 
into what was my affective space. In Txomin’s case it was always different; it was 
bringing them into an abstract space, not real, a set where something was going to 
happen. I very quickly began to define my own technique, because he was physically 
there. I always remember that when I was taking my first photographs I would tell 
him I wanted to do this or that... and he said to me: ‘Okay, we’ll go tomorrow if you 
want, and I can be your cameraman.’ We’d do the photos and I’d always ask if he 
wanted me to put him in the credits and he’d say: ‘No, don’t, because no one knows 
you and if they see my name they’ll give you a hard time, it’ll be more trouble than 
it’s worth.’ I wanted to credit him, because if you’ve done something... but he said 
no. We did that for a long time, first with him taking still photographs and then with 
the video camera. I always used him in those days. I did another casting for him in 
Bilbao, because I always know a lot of people and it was easy to help him with that. 
I was using him in my work mainly so as not to keep postponing the thing, which is 
what I tend to do. I said to him: ‘I was thinking of doing something with a real cat, 
but then I thought no, I’m going to do it with a photo of a cat,’ and he told me: ‘Bring 
the cat, don’t duck out of it,’ and I would go and get the cat. If it was up to me, I’d 
keep cancelling the production. I was using him for some things and I suppose he 
was using me for others. Since he came back from New York and up until a certain 
moment, I think he was involved in all the photos and videos I did.

What was the photo shoot for La guerra ha terminado like? Because you were saying 
something about people’s misgivings about the coolness...

EUBA: Txomin is so radically detached that there was no way of refusing, and so 
even if someone didn’t feel like taking their pants off, since they were X and X takes 
his pants off, and when it’s over they can give their opinion of what happened...  
I remember that he took the pictures and I saw to it that the next day, when we were 
back in language school, they had no reason to reproach me; I suppose I would give 
them a pat on the back, to show my empathy. The session was totally cold, because 
if I had shown them a catalogue of Txomin’s work to persuade them to take part 
in the thing, they would probably have imagined a more narrative kind of thing, 
but they were just points in space, positions, vertical and horizontal, right-left, and 
one performed an action of putting on and taking off his shirt. What I remember 
is that, for me, it was impossible to work like that. If I work with someone I want 
that person to feel there’s no difference between having a meal with me or working 
with me. It’s curious that when I first arrived in New York I stayed for a time with 
Txomin and Pello until I found my own place, and I always remember – though it 
seems to contradict what I was saying – that one of the things I liked most about 
Txomin is that if he was cooking and fourteen people turned up unannounced, he’d 
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say: ‘Well, you’re staying to eat, right?’ And you hadn’t realized that he had already 
calculated for all those people in the amount of food he was making. I thought: ‘This 
guy never loses it; he’s always stable. It’s all the same to him whether he shoots with 
two people or twelve.’ I needed that to happen in art too: that if you’re with me you 
don’t feel that there’s any hierarchy or violence in being on one side of the lights or 
the other. When he was working on his art he did so coldly, and yet in life he has 
a quality I would call warm, encouraging connections between people, that I don’t 
have. In life I’m more likely to be assigning the X and the Y.

It’s interesting that you say he never loses his composure because more than once 
I’ve heard him say things to the effect that to work in art you have to go through 
hell, or that crises are essential...

EUBA: He does suffer from that anxiety. ‘To go through hell’ would be to reach  
a point in the process where nothing makes sense, and that happens to him. But I think 
it’s an intimate thing, something that happens inside him, but is never expressed as 
a catastrophe. I’ve worked with people who get hysterical and throw fits, who get 
depressed, or burst into tears, or smash the sculpture. Txomin always has a level of 
control, so that even if he’s having a hard time on a shoot because what’s happening 
is a disaster – let’s say it goes in phases. Txomin is very programmatic: if he arranged 
to do a shoot today, he does it; it doesn’t matter if it goes well or not. Normally 
a person who identifies with what they’re doing – which is my case – begins to 
question themselves because they see that what they had imagined isn’t working 
and they go to pieces.

ALÁEZ: We should take into account here something that proves me right when 
I say that he uses people as if they were bits of iron. He says that in the most 
depersonalized way possible he would assign each person a letter and make a series 
of permutations with three basic actions: ‘X undresses Y’, ‘X dresses Y’, ‘X rests’. It’s 
incredibly perverse (fig. 146).

And these benches they sit on, what role would they play in all this?

ALÁEZ: They’re elements that were part of the landscape of his studio. The setting 
was: 28 East 4th Street, elevator, an open space, and a lot of artworks on display  
(fig. 140). Silent forms that seemed to be asking to be occupied. In his process, 
Txomin needs the presence of the thing in order to say to himself: ‘I don’t know 
what this says to me, but perhaps I’ll find out tomorrow.’ That happens in this 
work: he had his sculptures or fragments of sculptures and he told the models: ‘you 
go there’. Of course there was already a prior work in the form of a ‘sculpture’, and 
he was going to make use of it and give it a new usefulness. At that time Txomin 
spent zero energy setting up a new set. Because they were already sets inside other 
sets. Artists scatter around so many ideas that some smart-arse always comes along 
to copy them. The background he had used for the Family Plot photographs in 
1993, shown at the John Weber Gallery in 1994, was shamelessly stolen for a Calvin 
Klein advert in 1995, with those guys in underwear with a background of wood 
absolutely identical to the one in the photos. It was really infuriating.

Doing something directly and quickly has to do with generating a situation in which 
something might happen and, when it happens, everything – objects, people – starts 
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147
Tx. Badiola, Passagen-W, 2007
Based on the clash between a collection of 
photographs taken while his works were 
being set up at different times, and a series 
of quotes (the title comes from the book that 
Walter Benjamin assembled using quotations 
from other authors), Badiola sets up a process 
in which the images are simplified but also 
become less legible due to the constant 
presence of graphic noise. The quotes are 
similarly modified, becoming almost aphoristic. 
The result is a kind of textual-graphic manifesto 
reminiscent of avant-garde proclamations but 
with a desolation in which neither the sender 
nor the recipient are identified. 

148
Entelequia (extractos). Ejercicio n.º 5. Primer 
Proforma 2010 [Entelechy (Excerpts). Exercise 
No. 5. First Proforma 2010] in progress, 2010
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to vibrate. There’s something about working with ordinary things that I also see in 
your work. In the case of the installation La guerra ha terminado, the rope connecting 
the two sculptural elements makes me think of that, of an ordinary operation – that of 
connecting two things with a line or a rope – but in a more radical way.

ALÁEZ: With regard to materials, in Txomin’s case one almost has to use a rule of 
three: if he uses a body as if it were a piece of iron or wood, he uses this piece of iron  
or wood as if it were a human being. It’s a leap between the physical and the 
psychic, the organic and the inorganic, colour and non-colour, action and form. In 
all of the pieces from this period another scale is latent; they start to get bigger, each 
element has to find shelter in there. Txomin is working here as if everything that was 
resonating in his head could be incorporated and interchangeable – in other words, 
like a serial killer. I would translate what he calls ‘direct manipulation of bodies’ into 
‘I don’t know how to communicate with you, let’s do something.’ In this regard, the 
way in which we met back then is very revealing. I had rented a sublet apartment 
but I had to wait for the tenant to leave. I was stuck for a month. Txomin called to 
offer me his place. We hardly knew one another. I didn’t want to impose on him.  
I was a little apprehensive. I remember that when I arrived he had already prepared 
a worktable for me. That was to be ‘my area’. That area mutated into a photo studio. 
In a sense what I found there was a refuge, that place where nothing is going to 
happen to you – you can be you. I think that, in these works of Txomin’s, this idea is 
very latent: the notion of art as a dwelling.

As a viewer there are certain works that stay with you in time, they become your 
dwelling...

ALÁEZ: ... or certain vital mechanisms that guide you. He provokes encounters and 
many people look for that. His New York studio became a meeting place for a lot of 
people. And the same thing is now happening in his studio in Bilbao. He’s not the 
kind of artist who hides his work, like those mean-spirited artists who’re afraid that 
people will copy them, because their art is justified by the materials or other things. 
At first, we talked a lot about Jean Genet. How Cocteau, Sartre and Picasso saved him 
from a death sentence. The artist is a potential thief and murderer. A thief of ideas. 
A murderer of reality. We are impostors. So you need the voice of other impostors to 
validate you, because they also know what it is to be there. As Rilke said: ‘Surely all 
art is the result of one’s having been in danger, of having gone through an experience 
all the way to the end, to where no one can go any further.’ Txomin is one of those 
people that, if they find a situation interesting, get involved all the way to the end. 
I remember we went out quite a lot in New York, and I once took him to a hardcore 
concert. I asked if he’d mind if I went onto the crowded dance floor, assuming that 
he would stay on the sidelines. Suddenly I saw him jumping up and down, pogoing. 
When we first worked together, on photographs where I was putting sculpture and 
person on the same plane, we basically had the same attitude as at the concert: ‘We 
don’t know what we’re doing, but now that we’re here we’re not going to turn back.’ 
He got involved as much as if it were his own work, and what’s more we really 
enjoyed ourselves. We had a ‘thing’ that brought us closer. The first session we did 
was with Tente. I know it made a big impression on Txomin when I told him I was 
going to ‘dress’ Tente with a sculpture. He has a very signifying voyeur streak that 
reminds me of Warhol, seemingly cold and distant but on the inside he’s filming it 
all and sketching out a plan.
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149, 150
Tx. Badiola, Visitantes (Astroboy) [Visitors 
(Astroboy)], 1999–2000; Visitantes  
(la condition humaine), 1999–2000
Casual and regular visitors to Badiola’s studio 
were suddenly invited to allow their bodies 
to be used in an unusual language exercise. 
The headless, anonymous, almost ghost-like 
bodies are steeped in a peripherality that ends 
up conferring identity. These images transmit 
the idea of the subject as a negotiated 
product with an extremely fragile unity that 
is constantly under threat, a subject who has 
to look outside for an identity, and whose 
purely imaginary ‘I’ only becomes apparent 
in an image that can bear such extreme 
precariousness. 

151
Tx. Badiola, RSF (coloquio angélico)  
[RSF (Angelic Conversation], 2006
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In this group of works we have seen how bodies and spaces interrelate and how 
this is based on a particular way of operating in the workspace, interacting with 
the people passing through. However, there are other, far more recent works, 
particularly in the Capitalismo anal series, in which the bodies appear in a dis-
embodied way as if in being traversed by the language the bodies entered into 
another kind of space.

ALÁEZ: I had another look at the Primer Proforma 2010 [First Proforma 2010] catalogue. 
In Entelequia (extractos). Ejercicio n.º 5 [Entelechy (Excerpts). Exercise No. 5] (fig. 148) 
he talks about the use of texts. The particular exercise revolves around a word that 
can have two opposite meanings. He chose the Spanish word entelequia because it can 
mean something futile, nonsensical, or the seed of something, an existence working 
in and on itself. He says the work is a ‘textured’, between text and texture. He uses 
the text as if it were a piece of chipboard or sandpaper. This is evident in a work 
like Passagen-W (fig. 147), composed of quotations and manipulated images from his 
works, and when it was exhibited I realized that people were reading each piece to 
try to understand. If there are sculptures that are a ‘zero’, this would seem to be the 
opposite. It’s full of information, but not just any information, taken from the media 
at random. It’s what he has distilled after inquiring into his obsessions. In the last 
analysis it’s the same gesture. In this work it seems that there are lots of clues, but it’s 
another ‘nothing’.

This also happened in the works in the last exhibition in Madrid, which I men-
tioned before, with those sheets with cut-out texts that worked both in terms of 
their reading and spatially and materially.

ALÁEZ: I think those sheets of galvanized iron have to do with something else we 
have spoken about which is in the text on me he wrote for the MUSAC catalogue, 
where he asked me why there was so much of my own physical presence in my 
works. I replied that the more you exhibit the more you generate a barricade around 
yourself, that to strip is to conceal yourself. For me, these pieces of Txomin’s have to 
do with the need to conceal yourself. Oteiza said the artist is the hunter of the being, 
that the artist is a maker of traps.

PREGO: La guerra ha terminado and others, such as Visitantes (figs. 149, 150), 
correspond to a way of working the image at a certain time. In the nineties the image 
was regarded as having a level of efficiency as communication, and Txomin called this 
into question by introducing a degree of deconstruction within the very convention 
at work in the image itself. These are very particular images, and although they have 
nothing to do with RSF, I like to see them together because it bothers me that they 
should be seen as something so specific to a moment in time, so epochal, like Jeff 
Wall’s images. I see such images as having to do with the digital. Digital technology 
made it possible to do certain things and to rehabilitate others that were absolutely 
burnt out and emptied of any representational potential. It’s something that happens 
in music, in photography... for example, the digital image allowed a revaluation of 
the analogue image in the work of many artists. There was a renewed enthusiasm 
for the image as a space of transformation. It was a moment when it seemed 
possible to innovate in terms of results, in images, in advertising, in many areas. 
The art somehow reflects the enthusiasm for the possibility of representing through 
photography, something that until then had seemed exhausted. If you look at the 
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152
Tx. Badiola, Capitalismo anal [Anal Capitalism], 
2013
This piece is part of a series of works 
presented in an exhibition of the same 
name. The accompanying text explored 
the connections between excrement 
and capitalism. From Martin Luther and 
Protestantism as the foundational ethic of 
capitalism (Weber), to the idea of indifference 
linked to the anal (as opposed to sexual 
difference hegemonized by the phallus) as 
inherent to an advanced capitalism that has 
banished any ‘general equivalent’ capable 
of producing the ‘difference’ that creates 
value, to the inextricable relationship 
between consumption and waste. The works 
were almost literally created from a poetic 
perspective. They basically consisted of a 
series of texts (many of which referred to 
the body or bodily functions) printed on 
a steel sheet, generating an odd, shallow 
space suggested by the graphic images, the 
different types and sizes, and the surface 
perforations and protuberances.

153, 154
Tx. Badiola, Ciudad de nadie (SG) [Nobody’s 
City (SG)], 1996; Ciudad de nadie (TX) 
[Nobody’s City (TX)], 1996
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poster that appears in the photograph of La guerra ha terminado, the way it appears 
is similar to this one of Tatlin in the collage RSF (coloquio angélico) [RSF (Angelic 
Colloquy)] (fig. 151), but here in the photograph the characteristics are clearer, the 
frame is incorporated into another frame, while in RSF it’s all more drawn together 
and on the same plane. Right now we’re at this moment: there’s almost no possibility 
of a representation that isn’t on the same plane of relativization of the very image 
you’re generating, there’s no depth in the image that lets you access another space, 
everything is suspended on the pure surface of the image.

In relation to the epochal, there’s a series of works about which Txomin has ex-
pressed some reticence because he considers them too closely linked to the time 
you’re talking about. I’m referring to the series Ciudad de nadie [Nobody’s City] 
(figs. 153, 154), in which you, Ana Laura, were involved. In your selection you chose 
the photo in which Txomin himself appears, why?

ALÁEZ: There are many reasons. If I were a curator, I would say that it’s a self-portrait 
by Txomin and as such ought to be included. The point is that I took this picture. We 
had already done a series of photos together for my work. One day he told me he 
needed to do a test with him posing. It should be said that at that time Txomin was 
interested in the work of Kenneth Anger. In one of his films there’s a character that 
appears as a ghost: an albino with white hair and eyelashes. That was the reference 
for this first picture. We were using an analogue camera and we had to wait to see the 
negatives, so we had time to get away from the session. At the time, I was positively 
surprised that he chose this expression: rather dark and with a certain sexual charge, 
the one which would expose him to the most criticism. He immediately embraced the 
result and decided to continue the series. The characters were artists who emulated 
a character whom another artist had used. A negation of authenticity or rather a 
validation between artists? Now that I think of it, I miss the rest of the series in this 
selection. The people who appear in the photos (Sergio Prego, Itziar Okariz, Iratxe 
Larrea, Gorka Eizagirre, Javier Albo, Iñaki Rodríguez and Txomin himself) represent 
their environment very well. It’s a way of signalling that Txomin was also somewhere 
else. I think I chose this picture because it’s a starting point, not only of the series but 
also of other works. They are images with a higher degree of manipulation. The artist 
was the first to submit to the same process that the others would undergo later. Here 
he decided to blatantly place himself in that somewhere else of the viewers and his 
collaborators. Txomin was subsequently to put on a latex head with rabbit ears for 
a video of Itziar’s. It was a perfect initiation exercise for understanding what it is to 
touch on the absurd, the ridiculous, nonsense... or whatever we want to call it. When 
he told me he was going to replace the white background with aerial views of the 
dockside area of   Bilbao, I knew it was as a kind of mediation with his past. With this 
work, he began to feel Bilbao in a different way. It still took him a few years to be 
reconciled with his home town... to free himself from the shadow of memory. I don’t 
share his justification now of his rejection of this series of photographs. I think it must 
be because it evidences an extreme degree of representation and as such was too 
explicit. It was nineteen years ago now. Isn’t that enough to convert them into a piece 
of personal anthropology? I regret the fact that Txomin doesn’t have more regard for 
this series. He doesn’t see that for many people it’s a benchmark.

Apart from questions of that particular time, there was a moment when those 
images were possible and then they weren’t. In light of this it’s signifying to put 
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155
Tx. Badiola, RSF (construcción)  
[RSF (Construction)], 2007

156
Tx. Badiola, El dilema de Alberto  
[Alberto’s Dilemma], 1986
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those images you’re talking about – in which there’s the necessary depth for the 
different layers that include not only bodies but also images or even sculptures 
to be clearly apparent – with Visitantes, where all of the elements or signs that 
appear do so in a space with a very reduced depth. This places the process close 
to collage, configured as an intermediate point in relation to what the RSF series 
would be. At one end of this process there would be Capitalismo anal (fig. 152), 
where the references to bodies or bodily processes take the form of texts cut out 
of sheet metal, in a space where the depth has been reduced to the minimum. To 
think nowadays of an image with full depth would be somewhat complicated.

PREGO: It would be nothing less than a statement, almost like a vindication of Ingres 
or David.

And yet Txomin has said that although in the case of Capitalismo anal it’s true that 
he was trying to bring everything to the surface, it’s also true that this was a rather 
‘thick’ surface, so that everything wasn’t exactly on the plane but slightly inwards 
or outwards from that surface.

PREGO: In the last analysis it would all come down to demonstrating how much 
the image is a plane, through the play of surfaces that are very close to one another, 
within a narrow space in which a vibration or a tension can be created between them.

It could be the margin of viable rebellion against the acceptance of the level of 
superficiality of the image – that need felt by someone who knows that the depth it 
once had is no longer possible, but feels he has to show some kind of depth, even 
if it’s simply that vibration you’re talking about.

FOURTH EXCURSUS. LOADING AND UNLOADING

RSF (Construcción) [RSF (Construction)], 2007; El dilema 
de Alberto [Alberto’s Dilemma], 1986; Dearest, 2002

BADOS: Txomin is surprised that I prefer the collage RSF (Construcción) (fig. 155) 
to the others in the series, perhaps because he regards it as more formal. That 
said, I’m astonished at how, here, the economy in the articulation, similar to 
that in other works, mysteriously produces a void thanks to which we enter the 
representation. It seems very effective, and despite its graphic elements I think it 
works as sculpture.

PREGO: I like this series of flat images with elements of imitation wood (RSF) 
because they have a re-concentrated quality. The fact that a whole previous 
development – related to the organization of a diverse set of elements treated in  
a very material, very three-dimensional way – should result in something like a flat 
collage or assembly of prints and photographs reactivates it all over again. That’s 
why it’s interesting when it relates to works from other moments.

IRAZU: There’s also something related to the unconscious use of the forms. We 
talked earlier about a number of saturated images of referents which are also very 
complex because they include texts, a very strong iconographic load, and so on. The 
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157
Tx. Badiola, Dearest, 2002
This piece does not openly show what 
happens within it; it is expressed as an 
act of concealment: something that takes 
place inside. The physical construction only 
appears to be communicative – even the text 
is back-to-front – and what we really perceive 
are sounds. The partial, fragmented view of 
the interior allows a glimpse of: images of a 
street fight in the Basque Country, an image-
text (‘Put Into Another Light’), a flag, and a 
portrait with the words ‘I regret’. At the same 
time, there is the sound of ghostly voices 
saying ‘no, I don’t want to’. 

158
Tx. Badiola, El dilema de Alberto  
[Alberto’s Dilemma], 1986.
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RSF or IDS collages are an example. When, in the process of their elaboration, these 
works attain a certain level of saturation, the need arises to lighten, divert or dodge 
that density. At that time, Txomin decided to introduce a series of structures whose 
function was precisely to unburden them. In the way these structures are articulated 
I perceive an unconscious way of making, because those same forms are recognizable 
in sculptures of the mid- to late eighties made in Bilbao or London...

... among which would be El dilema de Alberto (figs. 156, 158) and Uno y cuatro 
Rusos.

IRAZU: Yes, and there were also other sculptures entitled Stratford. It’s as if there 
were something that escaped his intentions when he set out to do something free of 
commitments and, without really intending it, there emerged a way of doing that 
corresponds to a style which is recognizable in the sculptural forms of that period. 
I don’t think it was deliberate but rather a kind of expressive escape in a swarm of 
signs – evasions of the control mechanism you try to impose on yourself, which 
come from art itself.

How does this relate to the sculptures?

IRAZU: Through an unconscious formal recurrence. It’s not deliberate, as it is on 
those occasions when, within an exercise, Txomin intentionally repeats recognizable 
forms from previous sculptures (such as the MD series or the first sculptures in 
wood from the nineties). In the collages, he wants and seeks a structure, and what 
turns up is a structure he sees as inevitable but doesn’t recognize as one of his own.  
I think the operation is less detached, hence that unconsciousness in the use of forms 
I understand as belonging to a family of forms.

MENDIZABAL: I chose El dilema de Alberto because I didn’t know it. I understand that 
there’s something more playful or joyful in effecting that slippage. The logic is more 
or less the same, but the kind of solution we intuit in this photo is very different; there 
seems to be a glee that wasn’t there in E. L. el Ruso, although I really find it hard to 
know what this piece is all about. There’s a greater sensitivity towards the result itself. 
Then, too, there’s the title, which as so often generates a brutal sense of expectation 
about the meaning of what’s happening there or what it alludes to.

What catches my attention is a kind of concealed interior that is then developed in 
other works, for example in one of the kiosks you chose, Dearest (fig. 157).

MENDIZABAL: I’m starting to realize that most of the pieces I chose when there 
were several that would perform the same function in explaining the work were 
those I was least familiar with, perhaps because of a desire for them to explain 
themselves when I look at them, as with Dearest. And also because this tension 
between the para-architectonic structure – shack, kiosk, pavilion – and the other 
elements seems here to be more condensed. It seems particularly complex in its 
structural relationships in the way the inside and the outside relate.

And it’s quite reminiscent of El dilema de Alberto as regards the earlier config-
urations from that period in the way that this kind of box appears, with the text 
referring to an interior that’s not accessible.

Txomin Badiola (2016) - MNCARS - 161130.indd   195 1/12/16   8:41



196 A. L. Aláez, Tx. Badiola, A. Bados, J. M. Euba, P. Irazu, A. Mendizabal, I. Okariz, S. Prego

MENDIZABAL: We start from a material with a particular register, and you can’t 
avoid talking in terms of what you have in front of you. For example, in the RSF 
series, in having that part that’s more detached from the machine and that presents 
itself as resolved inwards in the collages, the register itself allows you to see and talk. 
Despite the complexity that, due to the overlapping or accumulation or overflow of 
references, made it difficult to talk about each of the things, it seems here to give us 
the access that lets us speak.

This would be a problem concerning the documentation of the work, then.

MENDIZABAL: Not only that. The manner of resolving the most structurally 
complex cases – Dearest would perhaps be the paradigm here – makes it very difficult 
to isolate the references and talk about them without referring to the way they’re 
linked to the structure, even if we had photos of details or parts. The configuration 
of the elements that are quoted or incorporated as cultural signs makes them appear 
almost interchangeable, more contingent; they could have been other than they are.
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PHRASE-IMAGE-THING

BADIOLA: The evolution of my work could be characterized as the journey from that self-
referential form of minimalism to the developments and derivations of the ‘bad form’; the 
trajectory from a form that is ‘no more than what it is’ to one that ‘wants it all’, which is 
abusive in its components and its demands. An itinerary proceeding from tautology – ‘this 
is what it is’ – to mythology: ‘I am what I am’, the definition of himself that Yahweh gives to 
Moses. But it is a kind of journey that could be made without moving, because we are always 
in the same place: none of these extremes is excluded, everything is an effect of language. The 
elements that make up a work can’t help but be themselves, what is put there is what is put 
there, in the same way that they can’t help but be other things, because they’re condemned to 
an almost automatic production of meaning. It suffices to place two things together – no matter 
how specific or self-signifying they may be – for the machinery of proliferation of meaning to 
start running. This is the paradox of the minimal object and its vocation of transparency – in 
terms of what is, where it is and what material and mental processes it corresponds to: from 
the moment it is inserted into a real space, its supposed self-control relaxes to reveal its double 
lineage, descending from ideal geometric abstraction and the paradoxes of Dada and Surrealist 
objects (Malevich with Duchamp).
 What we have here are the complexities of what is called ‘the thing in itself’, which 
supposedly transcended language, though we know that the very possibility of conceiving 
it, of characterizing it, can only exist in language. Everything that is not linguistic is only 
thinkable linguistically. Very often, when we artists turn our attention to the ordinary objects 
of reality, we look for a condition of things that is less subject to their condition as sign. This is 
the gesture that gives rise to the ready-made: the act of pointing to something so nondescript 
that it can hardly be related to a signifying structure. However, the gesture that constitutes 
the ready-made is already itself language: it is a rhetorical figure, tautology.
 Boris Groys has developed in the most complex way this question with his suggestion 
that any sign always refers to something (to what it designates or to another sign) and also 
conceals something: the support of the medium that materially and mediatically sustains 
it. In our work we sometimes play with the natural tendency of language towards the 
proliferation of meanings (intensifying it but also interrupting it, making it faster or slower, 
more or less multidirectional) and at other times with the erasure of the sign, precisely so 
that what it hides, its material support, becomes visible. Most of the time we work with both 
simultaneously.
 There are situations in my work in which these issues I’ve mentioned come to the 
fore. This happens, for example, when I use words or phrases – the epitome of language – but 
in a circumstance in which its material support is particularly intensified when words present 
themselves as things and images, things as images or words, images as words or things. The 
idea is that the words relinquish narrative or indoctrination to become a presence that rarefies 
their inevitable signifying function. In all of this there are at present a considerable number 
of ideological perplexities and also a few aesthetic certainties. Because that continuous 
proliferating movement of signs and meanings has a lot to do both with the lability, fluidity 
and speed of the financial and media networks that define late capitalism and with a new 
schizoid subjectivity that privileges desire and finds its perpetually unsatisfied fulfilment in 
consumerism. At the same time there is no place for the nostalgic invocation of an ancien 
régime. Art necessarily operates with a certain connivance in the interior of that which it 
questions, precisely in order to question it.
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159
Tx. Badiola, Lo que el signo esconde  
[What the Sign Conceals], 2009
In the Proforma project, this work was  
a kind of script or score used to create 
both the sculptures and the performance in 
Ejercicio n.º 13 [Exercise No. 13], which has 
the same title. It consists of various sheets 
of paper that are ‘stained’ with what could 
be bodily waste or fluids. The sheets are 
also printed with a series of texts that are 
‘in tension’ because of their status as both 
fragments and whole, visual and textual, 
material and discursive.
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Lo que el signo esconde [What the Sign Conceals], 2009

IRAZU: Lo que el signo esconde (fig. 159) represents a moment of dematerialization: 
there is no body or object. The texts are compilations of fragments of texts. It’s an 
exercise for the search for meaning.

But it’s also a work that tries to give language a body, as the place where the 
idea of   text and texture merge. There’s a double, dematerializing journey, in 
the sense that everything seems to refer to its purely linguistic signifiers. But 
in terms of its presentation this is not a text that’s easy to read because it is 
discontinuous and presented as a graphic texture. If poetry is a violence that’s 
enacted on language, that happens here in two ways: in the internal articulation 
of the language and in the material physical presentation of the words.

IRAZU: Yes, I think the leakage is in two directions. On the one hand it wants to 
maximize meaning by freeing the words of their chains, and on the other it seeks 
a dirty physical presentation, which offers no installation for reception. I liked the 
way it was presented at the Centro de Arte Pepe Espaliú (figs. 160, 161), among 
the works by Espaliú on display there. The texts had the ability to encounter 
other forms beyond themselves and to generate something more. They managed 
to put the Espaliú pieces – which have a touch of surrealism – in tension and take 
them somewhere else, sharing a common ground of dismembered language.

We see again here the same play with the wall label that was present in Imag-
inar es malinterpretar [To Imagine Is to Misinterpret]. Because there’s a text/
texture linked to a work, as viewers we are inevitably obliged to associate, 
because when we see a text next to an image, corporeal or not, our habits, our 
unconscious tics make us think that the text has this explanatory power, make 
us give it that greater authority.

BADOS: I wanted to introduce in my selection something that wasn’t sculpture, 
and I chose this piece. Txomin has made a lot of drawings, and in my selection 
I’ve included a number from London. Between ourselves, when our friend uses 
photographs of his works, in photogravure form, and assigns them an eminently 
graphic condition, I confess I can’t stand them. Among the series of what we 
might call graphic work, where a text is added to an image, my favourite is Lo que 
el signo esconde, for the same reason I’ve given for almost all the works that we’ve 
been talking about: something occurs as a phenomenon that goes far beyond the 
articulation.

Of the two forms of presentation of this work, the one in Proforma (all of the 
graphic works together) and the one in the Centro de Arte Pepe Espaliú (each 
piece separately in relation to other pieces, in this case, by Pepe Espaliú), in 
which do you think that the thing you’re describing happens most?

BADOS: Judging by the photographs I’ve seen, when they open up to the Espaliú 
pieces. I don’t know how Txomin sees it. The continuous linear arrangement is 
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160, 161
Tx. Badiola, Lo que el signo esconde  
[What the Sign Conceals], 2009
The elements that made up this work  
were originally presented in a linear form 
in Proforma 2010 (previous image). Later, 
at an exhibition at the Centro de Arte Pepe 
Espaliú in Córdoba in 2014, it was presented 
in fragments, parasitizing other works by 
Espaliú. All the automatic mechanisms that 
connect language to things were brought 
into play in a complex game of mirrors and 
mutual interpretations.
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attractive, but in my opinion it’s more discursive. Txomin is very intelligent in 
his use of the form, but of course if I only manage to perceive the intelligence it 
makes me furious.

We’ve spoken of how there are things in Txomin’s work that have been 
repeated. Something he carries with him for a long time as working material 
and emerges in these configurations that have originally appeared there thanks 
to a kind of autobiographical tendency, something that represents something 
for him, but becomes material that only has a meaning in being used, so much 
so that it seems to be intrinsic to that development.

MENDIZABAL: I think what you get from keeping faith with the starting 
conditions is that you distance yourself sufficiently from control of the results, so 
that what comes out is to some extent independent of your will. Paradoxically, 
what comes out of that continuity – a kind of index of one’s subjectivity – does so 
where the conditions mark a sufficient distance for that to happen. It’s through 
seeing these continuities that your style is generated, not as something learned 
but, on the contrary, as what emerges, which makes us stumble across something 
we recognize as a result of fidelity to those starting conditions.

BADOS: When we say colloquially that such and such an artist has a world, we 
seem to be saying that their work draws on an untrammelled or oneiric imaginary 
which is out of the ordinary, but the constants in our work are perhaps no more 
than a reflection or manifestation of the way each of us experiences pleasure, 
when we look at art too. But what would Velázquez’s world be if we look at 
Las Meninas and a little before or after we look at The Fable of Arachne as it’s now 
framed? It’s an important question. Yes, every artist has a world, because their 
desire is inalienable or simply because the unconscious pervades all our actions. 
What about Txomin’s world... the world that is there in his works? Quite apart 
from his interests and his passions as a great reader or a great watcher of films, 
from which he takes many of the components he uses, the works that we’ve 
chosen have a certain enigma which is undoubtedly configured around the truest 
and most intimate parts of him; so in contemplating the works we manage to be 
the artist and his world, all together. The question of whether what is you is more 
neurotic and breaking out of that is... Perhaps what we call ‘style’ is no more than 
the technical way of knitting together the real and the symbolic.

OKARIZ: It’s true that there’s a world you produce which is often surprisingly 
alien to you: it’s probably a two-way thing. Just recently, in my last exhibition – in 
a white space with a column in the middle, in which I placed sheets of white paper 
which contained a text and were tied with white ribbon, all lit with fluorescent 
light, and not much else – I had the feeling my work was unknown to me. There 
was a great distance between what I had done and what I expected. What appeared 
were dreams, and though it might seem that they had to do with intimacy, it was 
almost a Donald Judd. It’s strange: it had nothing to do with the intimate. In 
Txomin’s case, too, I believe that in the personal obsessions, the interests, and so 
on, there’s a complete coolness, which implies a certain repudiation of the private, 
which I don’t think is of interest to anyone. There is a creation of the subject within 
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this process. Sometimes people ask me: ‘What would you be if you weren’t an 
artist?’ And I really don’t know because my identity is produced in the process of 
making art.

EUBA: Txomin makes no attempt to be charming; he’s a person who doesn’t 
care what others think of him, he’s not neurotic like me or like other people  
I know, who tend more to strive for a clean image. But he has a natural tendency 
to myth. The move from signs to image and from image to myth comes naturally 
to Txomin. The other day, for example, talking about the Gure Artea prize he 
was given, I said to someone who had to introduce him at the award ceremony: 
‘You’ve got it really easy because Txomin is all myth: Basque period, period of 
apprenticeship, the New Basque Sculpture, London, New York, the return to 
Europe,’ It’s as if everything were legendary. I was reminded today of the book 
Interpretación estética de la estatuaria megalítica americana [Aesthetic Interpretation 
of the American Megalithic Statuary]: Oteiza goes off to a remote spot, analyses 
what he doesn’t know of that stuff and defines a method. He realizes it can be 
applied here in Europe and he comes back and starts applying it left, right and 
centre. Now, however, you just go off to an artists’ residence and, in a globalized 
world, it’s all less heroic. In the past you were exiled by war and everything was 
configured in a mythical way; now nothing is mythical. In Txomin’s case, that all 
goes with him reluctantly, but I don’t think he takes much interest in generating 
it. You do what you have to do at each moment and that fashions that kind of 
symbolic dimension. He and I are totally different in this respect. I’m always 
projected towards that moment of disappearance in which I will no longer be and 
I like my work to be in relation to that, projecting itself into a future that doesn’t 
exist. I don’t know if Txomin works with this kind of absurd approach, but I can’t 
see him doing that. I see him more as organizing a reality he has... though at times 
he gets rid of sculptures that don’t fit in... I remember an interview with Goethe 
in which he explained why he was convinced that you could live in the future 
if you did what you had to do when you were alive. It was amazing, because it 
was neither Zen nor religious... but he had an obsession with the possibility of 
extending life. I have that need. The exhibition I put on at the  CarrerasMugica 
gallery in May 2015 (fig. 130) was generated by the hypothesis of my not being 
there: ‘When I’m gone, how is this performance going to be done? Who will select 
the horse? I’ll have to explain how to select the horse...’ It’s obsessive, but not 
because I’m afraid of death. It has to do with the engine being in front rather than 
behind. Txomin may have that tendency towards the idea of vanitas in his work; 
I see him in a strange and estranged world, but he’s much more vital than I am. 
He is without fear, unlike most people, in whose work you can feel the vibration 
produced by hesitancy.

When you arrive at a result in which the possibilities have been exhausted and 
you have a work that you make public, what kind of relationship do you, as an 
artist, maintain with that work?

MENDIZABAL: In Txomin’s case, I don’t know. In my case, it turns back into 
material to be reincorporated. It’s never something finished, and what you seem 
to resolve in one place, you recover in another. From the way in which Txomin has 
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reintroduced a number of elements, I imagine that’s how it is for him too. There’s 
almost an obligation that the work should always be unresolved, that even at the 
moment when you decide that it’s shareable, it should remain unresolved; not 
with respect to a prefigured result, to a prior will, to an ideal of what it ought 
to be, but that, since it doesn’t exhaust all of the possibilities, it always allows 
another operation in which everything can be reconfigured.

That manifestation of the artist’s own world, once the work is consummated... 
the value that a work can have in the public realm has nothing to do with that 
personal world...

MENDIZABAL: It’s what you share, it’s what you give to others to see. One thing 
is the process of exploration you initiate and quite another is that it should always 
have to confront the way in which it’s read, how it becomes language for others. 
If it’s your own world, it’s your own in so far as it’s not other people’s, and you 
can confront it when you put it out there. You have to set certain limits, you can’t 
know what is your own until you place it where it’s no longer your own. 
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ANOTHER  
FAMILY  
PLOT
Exhibition at the Palacio de Velázquez, Madrid
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1 Serie negra (cinco cajas)  
[Black Series (Five Boxes)], 1981 
Painted wood construction 
120 x 200 x 200 cm 
Colección Rafael Tous

2 EAE. Acción. El museo  
[EAE. Action. The Museum], 1983 
Single-channel video. Sound. 13’ 25” 
Museo Nacional Centro de Arte Reina 
Sofía, Madrid. Donation of Txomin 
Badiola, 2013 
AD06719 

3 Bastardo (colgado) [Bastard (Hung)], 1984 
Painted wood construction on steel 
structure 
156 x 46 x 12 cm 
Collection of the artist

4 Bastardo (sentado) [Bastard (Seated)], 1984 
Painted wood construction on steel 
structure, and electric battery 
100 x 117 x 21 cm 
Collection of the artist

5 Dibujos ciegos [Blind Drawings], 1984 
Charcoal on paper 
90 x 67 cm each (3 units) 
Nana Badiola Collection, Bilbao

6 El dilema de Alberto  
[Alberto’s Dilemma], 1986 
Steel construction (2 units) 
200 x 167 x 38 cm and 90 x 120 x 40 cm  
TÉCNICAS REUNIDAS, S.A.

7 El rey y la reina [The King and the 
Queen], 1986 
Steel construction 
50 x 226 x 127 cm 
”La Caixa” Collection. Contemporary Art

8 Coup de dés [A Throw of Dice], 1987 
Steel construction 
120 x 110 x 75 cm 
”La Caixa” Collection. Contemporary Art

9 Doble 0’10 [Double 0.10], 1987 
Steel construction 
86 x 160 x 97 cm 
Private collection

10 E. L. el Ruso 3 [E. L. the Russian 3], 1987 
Steel construction 
135.5 x 94.5 x 63.5 cm 
MACBA Collection. Barcelona City 
Council Fund

11 Family Plot 5, 1987 
Steel construction 
113 x 44 x 39 cm 
F. López Lendínez Collection

12 Pieza insatisfecha [Unsatisfied Piece], 1987 
Steel construction 
66 x 158 x 80 cm 
Private collection

13 E. L. el Ruso 5 [E. L. the Russian 5], 1987–88 
Steel construction 
140 x 140 x 45 cm 
CarrerasMugica Collection

14 Uno y cuatro Rusos  
[One and Four Russians], 1988 
Steel construction 
228 x 228 x 14.5 cm 
Asociación Colección Arte  
Contemporáneo – Museo Patio Herreriano

15 ¿Quién teme al arte?  
[Who’s Afraid of Art?] series, 1988–89 
Whashy-whashy Gushy-gushy (No. 015), 
Untitled (No. 020), Fear (No. 030),  
Fear (No. 031), Schedule (No. 040),  
Schedule (No. 042), Statistics (No. 058), 
Interpol (No. 067), Combat (No. 070),  
Combat (No. 073), Combat (No. 075),  
Combat (No. 079), Sneeze (No. 086),  
Sneeze (No. 087), Guards (No. 093),  
Guards (No. 094), Christina (No. 103), 
Christina (No. 107), Classic (No. 109),  
Classic (No. 116), Tattoo (No. 125),  
Tattoo (No. 126), Forms (No. 134), Corruption 
(No. 138), The Spanish One  
(No. 143), Moderns (No. 165), What Are a 
Million Deaths in a Population of One Billion? 
(No. 170), What Are a Million Deaths in a 
Population of One Billion?  
(No. 171), Todo lo sólido se desvanece en el aire 
[All That Is Solid Melts into Air] (No. 200) 
Mixed media on paper 
61 x 86 cm (22 units) 
86 x 61 cm (3 units) 
65 x 50 cm (4 units) 
Collection of the artist, Bilbao 

Untitled (No. 022), Christina (No. 038), 
Schedule (No. 045), Interpol (No. 063), 
Cleaning (No. 085), Sneeze (No. 088),  

LIST OF WORKS IN THE EXHIBITION
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Sneeze (No. 089), Forms (No. 131),  
Children (No. 155), Moderns (No. 166),  
What Are a Million Deaths in a Population  
of One Billion? (No. 168)  
Mixed media on paper 
61 x 86 cm (7 units) 
86 x 61 cm (2 units) 
65 x 50 cm (2 units) 
Collection of the artist. On loan to the 
Museo de Bellas Artes de Bilbao  

Virus (No. 157) 
Mixed media on paper 
61 x 86 cm 
Colección Uslé-Civera 

Yoes [Selves] (No. 175) 
Mixed media on paper 
61 x 86 cm 
Private collection 

Yoes [Selves] (No. 179) 
Mixed media 
61 x 86 cm 
F. López Lendínez Collection 

Yoes [Selves] (No. 183) 
Mixed media 
61 x 86 cm 
CarrerasMugica Collection

16 Twins IV (Plus One), 1988–89 
Painted steel construction (3 pieces) 
91 x 170 x 98 cm 
”La Caixa” Collection. Contemporary Art 

17 Coffee Table Piece, 1990 
Painted steel construction and Isamu 
Noguchi table 
93 x 185 x 165 cm 
Colección Carmen Riera, Centro de Arte 
Contemporáneo de Málaga

18 MD 2, 1990 
Painted wood construction, aluminium 
brackets  
92 x 213 x 64 cm 
Collection of the artist

19 MD 4, 1990 
Screen-print on wood, aluminium brackets 
92 x 213 x 18 cm 
Collection of the artist

20 MD 16, 1990 
Screen-print and resins on wood, 
aluminium brackets 
92 x 213 x 18 cm 
Collection of the artist

21 MD 19, 1990 
Screen-print and resins on wood, 
aluminium brackets 
92 x 213 x 18 cm 
Museo Nacional Centro de Arte Reina 
Sofía, Madrid. Temporary loan from  
the Colección Soledad Lorenzo, 2014 
DO02279 

22 Side Chairs Piece, 1990 
Painted steel construction and  
2 Ant chairs 
98 x 230 x 165 cm 
Collection of the artist

23 Bañiland 5, 1990–91 
Partially painted construction and  
screen-print on wood 
184 x 213 x 66 cm 
Pello Irazu Collection, Bilbao

24 Double Trouble, 1990–91 
Wood construction and 2 chairs 
153 x 114 x 104 cm each 
Museo de Bellas Artes de Bilbao

25 Bañiland 6, 1990–92 
Wood construction, resins and plastic  
on wood 
92 x 213 x 35.5 cm 
A. Trullenque Collection

26 Bastard (Portrait), 1991 
Wood construction, Ant chair and 
galvanized steel plates  
104 x 127 x 118 cm 
Collection of the artist

27 Named After Something Else, 1991 
Partially painted wood, steel legs and  
3 framed drawings 
132 x 213 x 48 cm 
Collection of the artist

28 New Bastard, 1991 
Wood construction and Eames chair 
257 x 130 x 51 cm 
Josep Maria Civit Collection

29 Casa encantada (Utopía en Bañiland) 
[Haunted House (Utopia in Bañiland)], 
1992 
Painted wood construction, screen-prints 
on paper attached to wood 
99 x 55 x 47 cm 
Pello Irazu Collection, Bilbao

Txomin Badiola (2016) - MNCARS - 161130.indd   273 1/12/16   8:47



274

30 Una. El pródigo (E. L.)  
[Una. The prodigal (E. L.)], 1993 
Wood and plastic laminate construction, 
Jacobsen chair 
240 x 375 x 185 cm 
Museo Nacional Centro de Arte Reina 
Sofía, Madrid 
AD00173 

31 Complot familiar. Segunda versión 
[Family Plot. Second version], 1993–95 
Wood construction with glass, rope and  
2 photographs  
Variable dimensions;  
construction 330 x 137 x 241 cm;  
photographs 153 x 96 cm each 
Guggenheim Bilbao Museoa

32 Quién, cuándo o cómo (desconocidos) 
[Who, When or How (Unknown)], 1993–95 
Wood construction, electrical material, 
rope and Jacobsen chair 
Variable dimensions 
Colección Pérez de Albéniz – Bergasa

33 Vida Cotidiana (con dos personajes 
pretendiendo ser humanos) [Ordinary 
Life (With Two Characters Pretending  
to Be Humans)], 1995–96 
Single-channel video. Colour. 5’ 10” 
Collection of the artist

34 El escultor (juega al otro) [The Sculptor 
(Plays at Being the Other)], 1995–2005 
Installation in square cubicle  
(2 aluminium constructions with 
photographs and black perspex,  
2 fluorescent lamps) 
366 x 500 x 500 cm 
Collection of the artist

35 La guerra ha terminado  
[The War is Over], 1996 
Photograph 
181 x 129 cm 
Collection of the artist

36 El amor es más frío que la muerte  
[Love Is Colder than Death], 1996–97 
Installation (painted wood construction, 
steel tubing, electric guitar, amplifier, 
electric motor, printed image)  
250 x 546 x 490 cm 
Collection of the artist

37 Gimme Shelter, 1999 
Wood construction, photographic prints, 
illuminated sign, fabric curtains,  

2 monitors, 2 video recorders and 8 black 
Jacobsen chairs 
Variable dimensions (construction:  
350 x 385 x 570 cm) 
Museo de Bellas Artes de Bilbao

38 Visitantes (supermasochist)  
[Visitors (Supermasochist)], 1999–2000 
Photograph 
127 x 160 cm 
Collection of the artist

39 SOS. E2 (no hay más autoridad moral  
que la de otro artista) [SOS. E2 (There  
is No Moral Authority Save That of  
a Fellow Artist)], 2000–01 
Partially painted wood and plastic 
laminate construction, printed images,  
2 monitors, 2 video players 
Collection of the artist

40 SOS. E4 (pensamos al por mayor pero 
vivimos al detalle) [SOS. E4 (We Think 
Wholesale But Live Retail)], 2000–01 
Wood, plastic laminate, aluminium and 
steel construction 
300 x 394 x 390 cm 
Collection of the artist

41 Dearest, 2002 
Partially painted wood construction, 
plastic laminate, printed images, 
photograph, audio player 
244 x 365 x 315 cm 
Colección Fundación Caja Mediterráneo. 
On loan to MACA, Museo de Arte 
Contemporáneo de Alicante

42 When the Shit Hits the Fan, 2003 
Partially painted wood, aluminium  
and steel construction, images printed  
on canvas, framed images, 2 monitors  
and video players, and Mies van der  
Rohe daybed 
320 x 630 x 420 cm 
Asociación Colección Arte  
Contemporáneo – Museo Patio Herreriano

43 Rêve sans fin [Dream Without Cease], 2005 
Partially painted wood, metal and plastic 
construction, photographs 
264 x 220 x 145 cm 
Collection of the artist

44 Imaginar es malinterpretar  
[To Imagine is to Misinterpret], 2006 
Installation consisting of 11 photographs 
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and 11 printed texts 
Photographs: 56 x 49 cm each;  
framed texts: 33.5 x 25 cm each 
Collection of the artist

45 RSF (David), 2006 
Collage 
138.5 x 122 cm 
Colección Circa XX. IAACC Pablo Serrano

46 RSF (Iker Plot 3), 2006 
Collage with photographs, printed images 
and painted paper 
97 x 137 cm 
Collection of the artist

47 Fame/Male/Female, 2007 
Wood construction, plastic, painted paper 
and printed materials 
244 x 125 x 125 cm 
Collection of the artist

48 RSF (construcción) [RSF (Construction)], 
2007 
Collage with photographs, printed 
material and painted paper 
81 x 125 cm 
Collection of the artist

49 Si la memoria no me traiciona [If My 
Memory Doesn’t Betray Me], 2007 
Partially painted wood and steel 
construction, photographs and folding 
chair 
250 x 450 x 305 cm 
Collection of the artist

50 Lo que el signo esconde [What the Sign 
Conceals], 2009 
Print on paper (11 units) 
70 x 50 cm each 
Collection of the artist 

51 Goodvibes. Ejercicio n.º 9. Primer 
Proforma 2010 [Goodvibes. Exercise  
No. 9. First Proforma 2010], 2009–10 
Installation (Graphic print on metal, 
bronze cast, wood, electric bass, chairs, 
monitor with video player) 
Various dimensions 
Collection of the artist

52 Doce consideraciones. Ejercicio  
n.º 11. Primer Proforma 2010 [Twelve 
Considerations. Exercise No. 11. First 
Proforma 2010], 2010 
Single-channel video. Colour. Sound. 15’ 3” 
Collection of the artist

53 Una entrada, mil salidas (análisis) [One 
Entrance, A Thousand Exits (Analysis)], 
2011 
Wood construction on printed steel sheet, 
photograph 
154 x 126 x 42 cm 
Patric San Juan Collection

54 Una voz [A Voice], 2011 
Collage with printed material and 
photographs 
106 x 164 cm 
Collection of the artist

55 Anal Capitalism 4, 2013 
Partially painted and printed galvanized 
steel sheet construction 
120 x 177 x 3.5 cm 
Collection of the artist

56 Anal Capitalism 6, 2013 
Partially painted and printed galvanized 
steel sheet construction 
120 x 177 x 3.5 cm 
Collection of the artist

57 Les limites [The Limits], 2013 
Photographic images, wood and plastic  
in galvanized steel box 
130.5 x 120 x 8 cm 
New Pilar Citoler Collection

58 Le radeau (¿Qué es lo que veo? ¿Qué  
es lo que no ves?) [Le radeau (What Do  
I See? What Don’t You See?)], 2015 
Partially painted wood construction, 
galvanized painted steel, plexiglas with 
aluminium frame, printed materials, 
tubular chair 
150 x 261 x 185 cm 
Collection of the artist

59 Lo que llaman sombra aquí  
[What They Call Shade Here], 2015 
Paint and collage on photograph 
70 x 107 cm (2 units, 70 x 50 cm each) 
Collection of the artist

60 Mitologías. Sueños de otros 
[Mythologies. Others’ Dreams], 2015 
Partially painted wood construction on 
printed aluminium sheet 
160 x 280 x 31 cm 
Collection of the artist
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 Txomin Badiola. b. 1957, Bilbao
 Txomin Badiola studied at the Escuela de Bellas Artes de Bilbao, where he 
also taught from 1982 to 1988. His artistic career began in the late seventies and early 
eighties, with works following in the wake of minimalism and conceptual art. In 
1983 he co-founded the association EAE (Euskal Artisten Elkartea [Basque Artists’ 
Association]), which carried out several artistic-political actions including EAE. 
Acción. El museo [EAE. Action. The Museum], in which the group conceived, planned 
and executed the theft of a sculpture by Jorge Oteiza from the Museo de Bellas Artes 
de Bilbao. Later, in dialogue with the work of artists such as Oteiza and Joseph 
Beuys, Badiola’s work would take on a markedly constructive character. Along with 
fellow sculptors such as Pello Irazu, Ángel Bados, Juan Luis Moraza and M.ª Luisa 
Fernández, he was part of the group known as Nueva Escultura Vasca [New Basque 
Sculpture], which contributed to the renewal of Spanish art in the eighties. 
 In 1988, Badiola won the Ícaro prize as the year’s most outstanding artist. He 
received a Delfina Studio Trust grant to travel to London, where he lived in 1988 and 
1989, and where he embarked on a process of deconstructing his own work. Based 
on serial sculptures painted in neon colours and groups of repeated drawings, he 
put together the installation ¿Quién teme al arte? [Who’s Afraid of Art?], which was 
presented at Riverside Studios in London in 1989 and at Galería Soledad Lorenzo in 
Madrid in 1990. 
 In 1990, he travelled to New York on a Fulbright Fellowship for what 
was to be one year and ended up staying until 1998. It was there that he began to 
make works based on constructions, using industrial materials and, increasingly, 
photography, sound and video. These works were regularly exhibited at the Louver, 
Tony Shafrazi and John Weber galleries, among others, in New York.
 In 1994, with Ángel Bados, he led a four-month course at Arteleku in San 
Sebastián which experimented with a new form of teaching based on the intensive 
work (in both qualitative and quantitative terms) of the individual creative processes 
of the participants, supervised by the two different models of the artist – represented 
by each of the directors. Participants were also introduced to authors such as Jacques 
Lacan, Julia Kristeva, Slavoj Zizek, Laura Mulvey and Fredric Jameson, which were 
read through the work of film-makers including Alfred Hitchcock, Kenneth Anger, 
Jean-Luc Godard, John Cassavetes, Nicolas Roeg, Alejandro Jodorowsky, David 
Lynch, John Waters, Sadie Benning, Quentin Tarantino and others within a context 
of intensely practical processes. This experience would influence Badiola’s personal 
work, such as the text ‘Arreglárselas sin el padre’ [Getting by Without the Father] and 
the exhibition El juego del otro [The Game of the Other] at KM gallery in San Sebastián in 
1997. In 1998, Badiola and Bados organized a second, five-month edition of the course 
at Arteleku. The two courses were highly influential for an entire new generation 
of Basque artists: Peio Aguirre, Ibon Aranberri, Roberto Bergado, Gorka Eizagirre, 
Inazio Escudero, Jon Mikel Euba, Iñaki Garmendia, Gema Intxausti, Abigail Lazkoz, 
Itziar Okariz, Asier Mendizabal, Jon Munduate, Manu Muniategiandikoetxea, Sergio 
Prego, Xabier Salaberria and Eduardo Sourrouille were among the participants. 
 Since the start of his career, Badiola has written and published essays that 
shed light on the thinking that develops in parallel to his artwork, including texts 

BIOGRAPHICAL NOTE
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such as ‘Notas sobre intenciones y resultados’ [Notes on Intentions and Results] 
(1989), the above-mentioned ‘Arreglárselas sin el padre’ (1995), ‘Para Ángel Bados’ 
[For Ángel Bados] (1996), ‘SOS’ (2001), ‘12 respuestas huérfanas’ [Twelve Orphaned 
Answers] (2004), ‘Carta a un colega (sobre verdad, política, archivo y forma)’ [Letter 
to a Fellow Artist (On Truth, Politics, Archive and Form] (2006), ‘Hay momentos en 
lo que uno debe poner en escena su propio fracaso’ [Sometimes One Has to Stage 
One’s Own Failure] (2006), and ‘Capitalismo anal’ [Anal Capitalism] (2014). He has 
also written essays on other artists, including Juan Uslé, ‘En exilio con la pintura’ [In 
Exile with Painting] (1994); Ana Laura Aláez, ‘Dos o tres cosas que estaría bien saber 
de ella’ [Two or Three Things It Would Be Good to Know About Her] (2009); and 
Jorge Oteiza: ‘Oteiza, Propósito Experimental’ [Oteiza, An Experimental Proposition] 
(1987), ‘El gran fracaso de Jorge Oteiza’ [Jorge Oteiza’s Great Failure] (2003), ‘Jorge 
Oteiza/Lygia Clark. La vida después del formalismo’ [Jorge Oteiza/Lygia Clark: 
Life After Formalism] (2013), ‘Oteiza, Proyecto existencial. Tras la estatua nueva’ 
[Oteiza, Existential Project: After the New Statue] (2014) and ‘¿Cómo salvarnos? La 
estatua vacía al final del formalismo’ [How Shall We Save Ourselves? The Empty 
Statue at the End of Formalism] (2014), as well as numerous articles and texts for 
newspapers, journals and catalogues. 
 In 1988, Badiola curated Oteiza. Propósito Experimental [Oteiza: An Experi-
mental Proposition], the first Oteiza retrospective, organized by the Fundació  
”la Caixa”, and together with Margit Rowell, Oteiza. Mito y modernidad /Oteiza: 
Myth and Modernism, at the Guggenheim Museum in Bilbao (2004) and New York 
(2005), and the Museo Reina Sofía in Madrid (2005). He is the author of the catalogue 
raisonné of the sculptures of Jorge Oteiza. 
 As an artist, Badiola’s work has been shown in numerous Spanish and 
international galleries and museums. There have been various retrospectives of his 
work: in 2002, the Museu d’Art Contemporani de Barcelona (MACBA) presented 
the exhibition Malas formas [Bad Forms] (named best exhibition of the year in Spain 
by the critics of the cultural supplement of El Mundo), which subsequently travelled 
to the Museo de Bellas Artes de Bilbao; in 2007, the Musée d’Art Moderne, Saint 
Étienne-Métropole (France) presented La forme qui pense [The Thinking Form]; and 
in 2016, the present exhibition at the Museo Nacional Centro de Arte Reina Sofía, 
Madrid. In 2010, Badiola, along with Jon Mikel Euba, Sergio Prego and fifteen 
volunteers, conceived and carried out the PRIMER PROFORMA 2010. 30 Ejercicios. 
40 días. 8 horas al día [PRIMER PROFORMA 2010. 30 Exercises. 40 Days. 8 Hours  
a Day] project at MUSAC, León, which pushed the traditional boundaries of pedagogy 
and exhibition. 
 In 2000 he was awarded the CEOE Prize for Arts by the Fundación CEOE, 
and in 2015 he received the Gure Artea prize, sponsored by the Basque Government, 
in recognition of his outstanding artistic career.
 He lives and works in Bilbao.
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