
Walking into the exhibit “Memento Mori” – remind us as it may of our own mortality – tells 

us that before death comes the experience of life.

The installation that Lucía Vallejo has done expressly for La Fragua exhibition hall is 

striking in its great beauty. Eleven mummies levitate barely a few inches from the floor. In 

their ascent to the other world, they leave behind the vestiges of their mortal existence, 

what were once their valuable belongings. Eleven pieces of moulded cloth. Eleven shrouds 

of gold that remind us of what was never ours.

In this conversation, Lucía deals with different subjects such as death, disease, fear, 

painting, the masters she admires, colour, creation, dreams … In a few words, her life.

C o n v e r s a t i o n  w i t h  L u c í a  V a l l e j o
     C a r o l i n a  D í a z  A m u n a r r i z



I visited the archaeological museum and took great interest in the mummies. I began to snap pictures 

rather intuitively, and seeing the similarities between the mummies and my way of working with cloth, I 

found them quite suggestive.

 

I began to research about the Egyptians and was able to learn a lot, not only about the mummies, but 

the way they applied gilt, something I had already done in many of my works.

Rationally, I thought of an installation that, although departing from the mummy, would express what 

I felt, which was the opposite of what the Egyptians did. I was inspired by them, but I consciously 

wanted to disagree with them because my ideas are radically different. I wouldn’t want to bring 

anything along when I died, since nothing would be of use to me except my soul.

 

At first, my idea was to work along the lines of the mummy, but along the way this mingled with my 

feelings, such as fear of death, of passing time, of aging and disease. My intention was to reflect my 

concept of mummies, very much the contrary to that of the Egyptians; but as I executed the piece, I 

progressively left my imprint on it, and in this work, I reveal a lot of myself. 

How did the idea for this exhibit emerge?

What is the meaning of the mummy?

The body, the mind, time and disease.

And the gold?

Wealth, beauty, earthly things.

This anti-mummy idea seems to me quite suggestive. 

Can you talk a bit more about it?

What interests me about mummies is the psychological part about going against time. The body ages 

and decomposes and we want to resist that. Still, what really scares me is not the aging and the 

dying, but disease, more than death itself. Seeing how disease weakens a body is very tough. 

I’m also hard-put to accept the passage of time although I may not agree with that way of living. I live 

in a society that fights against it and everything around us sends messages about the need to seek 

youth. And finally, I ended up making eleven mummies of eleven perfect bodies of women.

Perhaps at one time I was doing it unconsciously, but I have always been interested in my feminine 

part, in being a woman and being a mother and, moreover, I have always felt drawn to the work of 

women. I am interested in the entire universe of women.

There is always a feminine part in my work. In this one, it is female mummies; in the previous work at 

Casal Solleric there were dresses. I recognize myself in the body of a woman. I feel more comfortable, 

but I do it unconsciously. My body dictates it.

Why women mummies?

Coincidentally I’m making mummies that go against the disappearance of the body, but at the same 

time I continue to decompose the canvas. I have also been doing it with paint for quite some time 

because this movement that I form part of interests me a lot. I want to continue working along this line 

because it poses a daily challenge that personally does a lot for me.

What does the mummy and the non-decomposition of the body have to do with it? 

In your work you decompose the canvas, which is entirely opposed.

It’s an autobiographical work. It narrates a part of my life.

You say you have inspected yourself. What does this have to do with you?

One of the keys to this exhibit is fear. Fear of disease, death, the passage of time and the 

decomposition of the body. 

Does it talk about your fears?

I don’t think so. I have the normal fear we feel for the unknown. But death for me is a suggestive 

theme in which I have an added philosophical interest.

Is death an obsession?



My interest is in the symbolism of the contrast between both. Death stands before all that beauty 

because at the moment of death, everything disappears in a second and only the soul remains. Gold 

is a manner of symbolizing the temporal. 

I have always been interested in death. In fact, the first piece I did was the skull. Sometime ago I 

suffered the death of someone close and that reflects in this work.

 

I have also been working with gold for some time. For instance, one of my first works, Corruption, 

was made of gold. It’s my way of symbolizing the mundane: beautiful, but not pure. 

The spiritual and the earthly – although these seem irreconcilable concepts, both are indissolubly 

present in your work. Is it an encounter or a disagreement?

Yes, it’s true. Not only have I always dreaded death; on experiencing that fear up close, it becomes 

more real. But it is not just fear, as I said before; I have always had an interest in it.

Experiences enable us to say things better. Death the concept has become death the reality. 

Is this the difference accounting for the qualitative leap in your work, conveying so much more 

strength?

Of course I want us to be aware of our mortality and to hold it present in our lives.

In these pieces, I also want to reflect everything opposed to what society seeks regarding the 

passage of time. The fear of aging makes us yearn for eternal youth, like the mummies that fight 

against time and try to stop it. In this work, I want to underscore the importance of being able to age

Do you want us to be aware of a mortality that we are always trying to keep at bay in society?

Yes, I see it clearly, they are shrouds. This is the imprint of the person, covered in gold, but still his 

imprint, suggesting the vacuum. 

I have been exploring the vacuum for some time. The District 4 exhibit I did some years ago was 

entitled Folding the Vacuum.  I did a work, Absence, in which an installation reflected the absence of 

being. It is the physical and psychological description of the vacuum left by the body once it has died.

 

That same exhibit showed a key work in my career, Ophelia, sculpting the profile of a woman’s body 

on cloth. 

Zurbarán’s shrouds have made enormous impact on me and I’m very much influenced by them. 

The essence of the vacuum that a soul creates calls my attention profoundly. Also, when I began to 

research mummies, I saw my veil pieces reflected in the body imprints.

In my work Soul, a cloth flies as though a Zurbarán shroud were rising to the heavens. In the fabric, 

the earthly and the kingdom of shadows come together.

Although the gilt pieces allude to the earthly, they look like shrouds. 

Is that your way of showing death, not just of the body but of material goods?

Yes. There is a part of being an artist that gives an answer to all this. You want to leave behind 

something in this world. It is one of the challenges we artists face. In works of art, you do leave 

behind part of yourself. It is your response to life. The only thing you can leave behind in life is art.

You say that when you leave, you only leave behind material goods; that nothing remains of the 

essence of the person, but that is not completely true. One also leaves an imprint, although this 

is not physical.



I like the creative process and I’m not afraid of the blank canvas. 

The whole activity entails love and hate; there are tremendous ups and downs. It’s very frustrating 

not to be able to always materialize a concept. Execution of the work is a difficult moment because 

you’re so immersed in it that during the process, you’re only able to see the flaws. I’m referring to the 

technical flaws, which sometimes cloud the idea.

I take extreme pleasure in beginning to conceive works, but afterwards it turns into suffering and 

tedium. The moment of materialization seems less exciting, but after a while I’m once more able to 

enjoy and end up being satisfied with the work.

Through creation, you set aside your fears and fly. You confront the unknown, not just bravely 

but revelling in it.

And from sculpture to installation? This exhibit is your second in situ project for an exhibition 

hall. The first was in Casal Solleric, but this is more mature and more ambitious. What was the 

transition like from working with pieces to working with much more complex installations?

I took the biggest step in Casal Solleric. I did an exhibit that was the logical continuation of Ophelia, 

albeit with a big twist, because the work had become an installation. I filmed a video reflecting how it 

was an installation and I designed it as a whole.
There’s a part of the work I enjoy – going against the rules. If the canvas is flat, I want to twist and cut it. I 

want a two-dimensional material to have three dimensions. If the body decomposes, I want to preserve it.

Tell us about your transition from painting to sculpture.

Although there already was a previous time serving to bridge my work on canvas and my sculpture-

paintings – I’m referring to the work, Ophelia. This piece was the first that transformed my work on 

canvas into sculpture-painting, marking the end of a period and the start of another. In it, I began 

to sculpt the canvas, and for the first time I used the human body, although it didn’t stop being a 

painting because I continued to use colour and pigments. 

The previous tears became folds. On the other hand, the work became less abstract. There was also 

conceptual change because that was the time I began to talk about death.



Everything about him interests me and he’s an artist who has influenced me a lot, not only in the 

subjects he handles but also because of the strength with which he conveys them. He’s a master. I 

share his longing to contribute something new to the history of art, and the analysis he conducts into 

himself is something that I also practise.

Lucian Freud, in his textures and handling of flesh.

Louise Bourgeois because she makes me reflect.

I like works that make me vibrate, that have a soul and that speak for themselves. That convey 

something to me and make me feel. 

In my works, I also seek the same. I want them to express. I’d even say I want to express pain that 

sometimes becomes aggressive. I don’t want the work to transmit sentiments such as ire, but I 

unconsciously discharge my anger, my frustration, my fear and my rage into it. In fact, it occurs to me 

that the worse my state of mind, the better I work.

In general, I find all the expressionists interesting. It is a way of life. I’m very expressive and I do 

therapy through creation.

Another artist who has always attracted me is Lucio Fontana. I very much liked how he was able 

to transform flat and conventional works into other, three-dimensional pieces by tearing. I was also 

interested in his more rational part, revealing a tear and looking through it. By tearing the work, he not 

only transgressed it but raised it to another category. He breaks moulds and that is what I want to do.

Speaking about your influences, I know that Bacon is a very important artist to you. What aspect 

of him does your work contain?

Who are the other artists you have used as models?

Why do things have to be a certain pre-established way? I’m attracted to the psychological part of 

breaking, above all, stereotypes. 

Years ago, I made a work entitled Struggling to Fit In where I tore up paper and compressed it. This 

way, it changed from a two-dimensional work into a three-dimensional work. Afterwards, I put it into 

a case that was smaller than the piece itself, so it was hard to fit in. I closed it up, and the sculpture 

partly squeezed into the space and partly expanded outward.

This piece talked about how people don’t fit into stereotypes. In fact, I was like that until I went to 

study in England, where I felt free for the first time. That country was a great discovery for me, not 

just artistically. There they allowed me to be creative; in a nutshell, to be what I was. I felt absolute 

freedom and then began to develop as an artist, although I was very young. 

I did my first sculpture at 13. At that time, I already felt curiosity about taking the flat form of materials 

to transform them into sculpture. 

On another hand, I need my work to express pain and aggression when I feel rage.

What do you hope to get out of it?

This type of work is much more permissive for artists, but at the same time the challenge is much 

bigger. The video showed how an installation emerged from its conception, how an idea arrives, all 

the philosophy behind it, the fears I faced; I show my personality, talk about the literature I read and 

the process of executing the work.

In that installation, I continued to work with the human body through the empty costumes of women. 

The next step brought me to the mummies.

However, the mummies brought another important advance: I no longer sculpt the vacuum because 

the mummy has become a solid figurative object. But I continue to use abstraction in the gilt pieces.

Once this step is taken, you can’t turn back anymore. You can only move on. 

I’m entering a new phase in my work. On the one hand, I increasingly feel stronger, and on another, 

my interest in aesthetics is gradually waning.

That’s the next step. It’s one more advancement. I moved from fold to fold + body and now I am 

partly abandoning the fold to focus more on the body.

Even the golden pieces are denser, losing the lightness of your previous pieces. 

Why is everything heavier, with that much greater substance?

The mummies could also have emerged from the folds of cloth, like Ophelia. 

Why did you want to give them a more realistic appearance?

It’s something instinctive. Since I was small I’ve made works in which I sculpted people who twisted 

and extended hands or feet from bodies without a trunk.

In an interview that I read about Bacon, he said he didn’t want things distorted per se, but because 

he wanted to show strength. I feel the same way.

I’ve always been interested in expressionism. One artist that influenced me a lot was Egon Schiele. 

His drawings have fascinated me since my first contact with them. How they expressed emotion!

Another work that provoked the same effect in me was “The Scream” by Munch.

In contrast, the pieces on the floor are more abstract and by using the golden cloth you are 

giving continuity to your previous work. Why do you twist the folds?



Because that’s what life is. Life ends in death, there is no life without death. They go together. 

Learning to live is knowing you could go in an instant, not suffering by thinking about it, but giving it 

the value it has.

I’m very much afraid of the changes in my life. When I was small I took refuge in my world of fantasy 

and now I find that refuge in creating works. 

The creative part of conceiving something new and trying to capture it is the most exciting aspect. 

Constant creation has become a need. The greater the challenge, the greater the pleasure.

Because I find it a pity that people only remember the aesthetic part of the work. Not everyone 

investigates beyond the visual. I’d like them to go into greater depth and I know that the more 

information you give them, the more comprehensible the work can become. I don’t want them to 

remember just the superficial, so I like to remind them that there is much more. This is one of the 

reasons for doing installations. They are more complex works in which many more things can be told. 

It interests me for the viewer to know the origin of the resources, how the work was conceived, what I 

researched to arrive at it. When you understand the process, the piece holds much more interest for you.

I would not want my work to be purely aesthetic. I need to convey the concept. I reject aesthetics if it 

blocks viewing the essence and if the exterior can cloud the interior.

I need everything to have an explanation. That may be because I’m an art historian besides being an 

artist, but I give the concept the same value as the final result. 

Sometimes aesthetics can be a barrier that blocks seeing who you are. When I began to work, I 

thought that was what I sought; consciously or unconsciously I didn’t want people to see who I was, 

who was behind each work. Now that I’ve lost that fear, I feel the complete opposite: I wouldn’t want 

the viewer not to see me. 

You’re very lively. Why do you always focus on death in your work?

You’re afraid of the changes in your life but you’re not afraid of confronting a new work, which 

always entails a change. In fact, it is a great moment of pleasure. Is that your way of facing it and 

freeing yourself?

For you, the creative process is as important as the result itself. But in turn, the process may be 

divided into two: the purely creative part, which you like, and materializing the work, the more 

boring but necessary part. Why is it so important for you to transmit the creative process in your 

work to the public?

It’s true, I’ve grown as an artist. Beauty lies in strength. I feel stronger, and freer to draw myself out 

than when I was a child. 

I think this negation of beauty in works is something in the mind that doesn’t fit into the reality 

of your oeuvre. Your first pieces where preparation was more mechanical, less thought out, but 

with greater aesthetic intention, were doubtless less beautiful than the later ones where you gave 

priority to the concept above everything else.

I hope so. Deep down, I don’t want to transmit aggressiveness, but that’s what I think emerges when 

I feel frustrated. The workshop brings everything out.

Above all, strength. I’m not interested in their opinion about aesthetics. My intention is not for the 

work to be beautiful or not, but for it to transmit something deeper that goes beyond the surface. I 

want the works to have their own soul. I guess that’s the aim of all artists…

I remember so well a Munch exhibit that I saw in London. I couldn’t stop crying, and to think he 

wasn’t an artist who drew me in any special way. 

But for example, nothing done by Louise Bourgeois has left me cold.

I see strength, but not aggression.

Then what would you want viewers to see in your work?

Both things. I try to transmit the concept, but sometimes the concept is stronger than I am.

For example, in this work I wanted to talk about the soul, the fact that you don’t take anything to the 

other side, but afterwards things you never thought about emerge spontaneously.

The conceptual component in your work is very important. What is the process like? Do you think 

of what you want to transmit and look for the way of doing it, or do you work unconsciously?



I’d like to convey the feeling of loving and appreciating life without at any time forgetting our 

mortal nature, since this makes us perceive the importance of things and situate them where they 

respectively belong. The immaterial as against the material.

But what I would really like is for the viewer to be able to feel something seeing the work. It will 

suggest different things to each individual and different feelings will arise. But if I manage to wake 

something in them, I will have achieved my aim.

What would you want people not to forget about this work?

The use of pure pigments comes from a crisis I had at a given moment. I needed to break with every 

previous given and that forced me to research. I had to reinvent myself once more. 

The first thing I projected was to set aside painting highlights. As a historian, I began to research our 

artistic heritage and found what I was looking for in old paintings. In the end, everything turned out 

well and my previous course had a lot to say in that.

I did my research paper on Giorgione because I was very interested in mannerism, its lengthening of 

the figure and its cold colours. It’s a movement that has always fascinated me. Perfection had already 

been achieved with the Renaissance, in proportions, colours, so they had to reinvent painting and 

began to change perspectives, colours … I resort to mannerism a lot. To me, it’s one of the most 

important movements in the history of art. At the time, I regularly went to the Prado and sought my 

own inspiration in the classics. I began to do contemporary work based on what we have learned 

from the history of painting.

It was then when I began to treat pigments as they did. To manipulate, first, the canvas, without 

preparation, and afterwards, to prepare it as they did, with rabbit glue, fish glue. It was a great 

challenge for me.

Another movement that also influenced me a lot were the Pre-Raphaelites, whom I was able to know 

in greater depth during my stay in England.

Nowadays we are living times very similar to theirs. What was then the industrial revolution is now 

the technological revolution: either you jump on the revolution bandwagon or you remain in a more 

nostalgic era, as they decided to do.

I’m interested in the idea of a return to origins and even in the rejection of that revolution. But I don’t 

identify with it up to the point of avoiding technology. Indeed, I use it, but I do feel nostalgia for other, 

more rudimentary times of high craft. Like the Pre-Raphaelites, I chose to follow my path and I like 

that part of the classics. I have also worked a lot on El Greco’s green. I like it because it is an acid 

colour that inspires me.

Through my studies of Dutch painting, I have tried to revive other colours that we are losing 

nowadays. For that reason, research and recovery in our history seem important to me. 17th-century 

Dutch still life and vanitas paintings have been some of my inspirations.

These days, I continue working on the folds made by the classics. One small fragment of their 

paintings is a contemporary work by itself.

Tell us about the materials you use. Why are you interested in pure pigments?


