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Mireia Sallares

She is a graduate in Fine

Arts from the University of
Barcelona, with studies in
cinematography at the New
School University and the Film
& Video Arts of New York. She
freelances with independent
documentary producers,
collaborates with the CEDOC
(Documentation Center) at
the MACBA interviewing other
artists. She lives between
Barcelona and other foreign
cities in which she carries out
her artistic research projects.
Being a foreigner is an
essential register in her work.

«What is truly monumental is
the life who has been lived.
UNESCO should declare it

as world heritage»: Mireia
Sallarés’ works gather together
a plurality of individual stories
narrated in the first person
that refer to themes that are
so essential like violence,
death, sex, legality, truth, love
or work. In this way she erects
collective monuments that
incorporate the singularity of
each experience with which
she questions the univocity

of construction apparatus of
the dominant discourse in our
society.

Barcelona, 1973

Her recently shown work
includes:

Desires and Necessities. New
Incorporations to the MACBA,
(Barcelona, 2015); Joan, Jill
Godmilow: What Godmilow
Taught, at Arts Santa Monica
(Barcelona, 2014); Literatura
de repla

(Literature on the Landing),

in the exhibition Cémplices

y testigos, ADN gallery,
(Barcelona, 2014); Le Camion
de Zahia (Zahia's Truck), in the
exhibition La realitat invocable
(MACBA, 2014); Monuments
(CA Tarragona Centre d'Art,
2013); Se escapd desnuda
(She Got Away Naked), at
Espai 13 of (Fundacio Miro,

Barcelona, 2012); Las Muertes

Chiquitas at Beta Local (San
Juan, Puerto Rico, 2015) and
at Contemporary Art Center in
Glasgow, (Scotland, 2014); at
Anthology Film Archives, (New
YorK, USA 2014).

She has also exhibited and
presented her work at the

at Carrillo Gil Art Museum,
Mexico, at the America's
Society in New York, the
Nelson Garrido Organisation in
Caracas, at the Montehermoso
Cultural Centre in Vitoria, the
Circle of Fine Arts and the
Casa Encendida in Madrid,

the Laznia Contemporary Art
Center in Gdansk (Poland),

at the Arhus Image Gallery
(Denmark), the OK Centrum in
Linz (Austria), at the Capella in
Barcelona, amongst others.
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Women’s Chorus

AMY TAUBIN ON MIREIA SALLARES’S LITTLE DEATHS

ONE OF THE MOST POWERFUL and provocative docu-
mentaries Ive seen in all the years I've been looking at
movies has never had a theatrical release or been shown
in a film festival anywhere. Mireia Sallarés’s 2009 Las
Mutertes Chiquitas (Little Deaths) played briefly at
Anthology Film Archives in New York this past fall.
Three years before, NYU’s Catalan Center had pre-
sented it in conjunction with an exhibition of Sallarés’s
photographs. Now, probably thanks to filmmaker Jill
Godmilow, Sallarés’s champion in the US, it is available
onDVD from Facets Media for less than thirty bucks.
What are you waiting for?

Perhaps for a better sell than Little Deaths has yet
received. After all, who’d want to see a five-hour docu-
mentary in which some thirty Mexican women are inter-
viewed about their orgasms? Not I, who had enough of
orgasm confessionals in late-’60s consciousness-raising
groups and am fed up with “the personal is political”
being used as a rationale even for waxed-and-toned self-
ies. The film, therefore, languished for months on a pile
of DVDs next to my TV. When I finally put it on, [ was
overwhelmed almost from the start—by the women in
the movie, by the way a question about sexual desire
and satisfaction opens onto every aspect of each wom-
an’s life, and by the filmmaker’s tenacious political and
moral grip on the first-person singular, a commitment I
have trouble maintaining on this single page.

Little Deaths is a series of interwoven video portraits,
every one of them framed in tight or medium close-up,
shot from a slightly low angle, and without movie light-
ing. (The subjects’ faces are illuminated by the energy
of their emotions and ideas.) Sallarés, who worked
alone, hand-held the camera, and, in order to maintain
focus in close-up, made frequent small adjustments of
its position in sync with the movements of the subjects’
heads as they speak. While such movements can be irri-
tating and indeed are considered unprofessional, hére
they seem part of the conversation—a cinematic repre-
sentation of the intimacy that gradually develops
between the filmmaker and each of the women on the
screen. In the strategy of both interview and camera
placement, Sallarés makes the opening move and then
follows her subjects wherever they go. There is also a
striking absence of cutaways or picturesque decor, with
no exceptions after the opening sequence. There, the
filmmaker introduces herself in a monologue in which
she answers the same unheard “leading” question that
she will ask her subjects, speaking to the camera as they
will do. She tells us that she although she remembers
feeling very sexual in childhood, she did not have an
orgasm until she was well into her twenties. She specu-
lates that this might have to do with her strong fear of
death, which she associated with orgasm because of the
expression la muerte chiquita (in French, la petite mort.)

Six stills from Mireia Sallarés's Las Muertes Chiguitas (Little Deaths), 2009, digital video, color, sound, 286 minutes. Top left: Mireia Sallarés.

Artforum, April 2014

FILM

At this point, we see a young woman on a plaza with a
hooded Day of the Dead skull pressed against her
cheek. Although the original rules of Direct Cinema
(i.e., cinema verité) forbade “talking heads,” Little
Deatbhs is as direct as any film could be.

Most of the subjects were born in Mexico, although
a few emigrated from other Latin countries and one, a
television journalist who prides herself on her adven-
turousness, is from the former Yugoslavia. (Sallarés is
from Barcelona.) The majority are in that wide range
termed middle age (thirty-five to sixty-five), but at least
half a dozen are younger or older than that. Regardless
of their age, they all speak to the ways in which class,
race, and the culture of machismo have conditioned
their particular experiences of being female. There are
indigenous women, mixed-race women, and women
of European descent. Some are middle-class, others
working-class (which means that they and their families

What makes Little Deaths a great film
is that out of a single question asked
of thirty women a multitudinous
reality emerges.

have experienced dire poverty). They are single, married,
widowed, or divorced. Most are mothers. One is trans-
sexual. The preponderance are heterosexual, but there
are two lesbians and several women who, without self-
identifying as bisexual, speak with tenderness if trepida-
tion about their sexual experiences with other women.
There are house cleaners, academics, anthropologists,
sex workers, performers, an AIDs survivor and activist,
two ex-nuns, a former guerrilla, and one who is still
a militant activist. For every one of them, sexuality
involves pleasure and pain and is always connected to
power—to a patriarchy steeped in fear of and violence
toward women.

Although no one is identified by name, each woman
is profoundly individual. And ordinary, in the sense that
not one is famous or powerful or, it should go without
saying, male, as the majority of documentary subjects
are. That said, Sallarés’s subjects are all extraordinary—
for their courage in their lives, and in speaking their
experiences in front of the camera. Because there is no
room here to reference all their stories, I refuse to recount
any one of them. For that you must see the movie for
yourself. Indeed, what makes Little Deaths a great film
is that out of a single question asked of thirty women,
a multitudinous reality emerges. (Nothing could be
further from the single-issue—and therefore relatively
ineffective—politics that guides most contemporary
documentaries.) Contradictions abound, between and
within the women in the film. Sallarés cannot resolve
them. She can only offer her subjects and the audience
a space for resistance. There is sadness, anger, and exhil-
aration, but no catharsis. It is the lesson of Thelma and
Louise: For women, there is no catharsis in patriarchy. [
AMY TAUBIN IS A CONTRIBUTING EDITOR OF FILM COMMENT AND SIGHT & SOUND.
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Zahia’s Truck,
conversations after the

Zahia is an Algerian woman
who worked a van that

sold pizzas in the square

in Montelivet, Valence, in

the south of France. The
residence with help from the
production that Mireia Sallares
was carrying out at the Art3
Contemporary Art Centre
coincided with the introduction
of a new municipal bye-law
prohibiting the parking of
these types of vehicles in the
city, in accordance with a
remodelling plan to change the

Valence, 2003

urban centre into a shopping
centre. It is this ambient that
the artist conceives the project
as a testimony to nomadic
lifestyle of a collective with
few resources condemned

to disappear at the hands

of the power of capitalism

and sedentary consumerism.
And she does so raising a
monument that is displaced
and transportable to this
politically invisible community,
with a central axis that records
the nigh time conversations

lost paradise

Still from the 50

minute video, that
is the center pie-
ce of the project.

between the owner and herself.
The result should have been
presented in Valence with the
intervention in a public place
that used the van to support
the projection. That was not
possible because the centre
of art considered that with the
video installation there would
be a conflict of interests with
their sponsors and didn't
authorize it.
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Above: instal-
lation view of

the exhibition
Monuments

and the table of
documentation
at CA Tarragona,
20183. Left: detail
of the documen-
tation table of the
project. Below:
artist book of the
project.
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This page and
next page: three
photos of the
series “Savoir que
j'existais, voilal”,
derived from the
project and in
progress since
2005.

Also an installa-
tion view of the

3 photographs at
MACBA.
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Images of one of
the public screen-
ings made on an
old truck that the
artist located in
the public square
of MACBA as a
part of her project
exhibited in La re-
alidad invocable,
MACBA 2014.
Ten years after Le
camion de Zahia
was produced

in France the
artist add some
new pieces as

an update of the
project in Barce-

lona.

These screenings
were designed as
one of the pieces

that completed
the artworks
exhibited in the
spaces inside of
the Museum.
About twelve
documentaries
about gen-
trification in
Barcelona were
screened, every
Friday during
two months as a
way to connect
the subject of
the project with
Barcelona recent

History.




Images of the produced as an
oppening of the update of the pro-
exhibition La reali- ject. here images
dad invocable. Le of the part of the
camién de Zahia project that was
was exhibited there  exhibited inside of
ten years later after ~ the Museum.

the project was
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Mi Visado de Modelo

New York, 2005

Mireia Sallares travels to USA
where she meets Zaloa, whose
visa was about to expire in a
few months. They coincided

in New York, Zaloa, obligated
to find resources to build a
false profession in order to
obtain a residence permit, and
Mireia, just arrived in the great
metropolis with the intention

of writing a film script. The
result of this documentary
about how the Basque waitress
manages to get a visa to work
as a model without ever having
been one. In fact, about how
she does so without even
having the physical aptitudes

that could make the story more
plausible. Together they build
a character, a false identity

for Zaloa that will allow her to
overcome the obstacles she
faces in the North American
system, and the artist to plot

a criticism that lifts the screen
on the flagrant incoherences
that it is based on. A constant
negotiation between reality and
fiction with which, once again,
Mireia Sallarés gets close to
an alien experience and makes
heritage from an experience
that, although it is unique, is
never ending.

Next two pages:
poster of the
project, as movie
poster and it's
adaptation as
advertising light
box.

Below: making off
photograph of the

film shooting.
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«INTEGRADA DE UN PROCESO DE CARACTER MECNICO £ HIPNGTICO., ..

MICOGINA POLACA PRODUCTIONS PRESENTS.
MINISADO DE MODELO I
ATURING ZALDA URIARTE INADO
MENTARY FILM R MIREA SALLARES

N \

«UNO PUEDE RETIRARSE DEL MUNDO A COND
DE QUE EL MUNDO LO SEPA,»

SEXY, ALMOST EVIL- LA FEE VERTE rxroe sexmzsemic

sarr: MIREIA SALLARES & ZAL0A URIARTE ccumrocupry: LAIA CABRERA congaasssrills: LITVAN e, ARTHUR DZIEWEGZYNSKI & WOYTECK DOJKA
sone: NINA KOELL, MARIO GUY SPYROPOULOS & MARISOL GOMEZ g ALLARES : OROLOYUN SALLEH & PAULA WRIGHT ruseor: DIMITRY YAVICH
stutphorocnarn JUMNAN 1t DIANNE BELLINO, GABRIEL ELVIVA, PEORO GUTIERREZ. Ji L ANNASOLDEVILA, JORGE YAYA, JULIA WINTER & HANGAR = s
FILMED INNY CITY &8 00305 monicens | iz B 7
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Detail of the
exhibition view at
CA Tarragona, of
the poster as an
adaptation like an
advertising light
box.

Below: general
view at CA Tarra-
gona., 2013



includes work in progress images.




7 Bitches and Invisibles

For the inhabitants of the
Tepito district, considered
one of the most dangerous
and confl ictive in Mexico City,
being a «cabrona» (bitch) is
flattery regarding the capacity
some women have for being
dissident and facing up to the
injustices that the patriarchal
and political system commits
against their genre and
territory. The project that Mireia
Sallarés carries out within the
«Obstinado Tepito» expo, run
by Yutsil Cruz, gathers the

of Tepito
México, 2008

artist's conversations with
seven women from the district
and voices the subversive
action of being the matriarch
in a male chauvinist society.
Seven heroines, with their
own names, now become
anonymous so as to build
up an undisciplined legend
and edify a monument to
this community of rebels; a
pedestal on which everyone
can become a «cabrona» for
a few moments.

Next page: the
monument in a street
of Tepito.

Below: the first edi-
tion of the project’s
publication which
was freely distributed
in the neighbour-
hood.
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Presentation of the podter,
edition and the monument
with the audio piece in the
neighbourhood, July 2008.




Framed photograph and audio piece

in the exhibition Monuments at CA
Tarragona, 2013.



The project's table of documentation
in the exhibition Monuments at CA

Tarragona, 2013.




Little Deaths
México, 2006-2009

“Orgasms, like the land, belong
to those who work them,” is a
catchphrase that runs through
a number of the voices involved
in this project that the Catalan
artist, Mireia Sallares, launched
over six years ago as a journey
across the Mexican republic,
accompanied only by her
camera and a luminous neon
sign that read “Las muertes
chiquitas.” [Little Deaths]

The land—in this case, the
land of Mexico—beneath the
more or less obvious surface
of reality, is sedimented

with subjectivities and

their roots, conflicts, and
desires. Orgasms—in this
case, women's orgasms —
shared or solitary, cathartic
or frustrated, are a possible
point of departure toward the
establishment of links between

«El argasmo es como la felicidad, que
no puede retenerse, porque cuando
llega, ya pasé, ya se fue...»

Amanda

22

public and private or erotic
and political domains. The
intimate site of sexuality thus
takes its place on the stage of
public pleasure, that is to say,
of eroticism constructed by
means of diverse ideological,
religious, and cultural
mechanisms of transaction and
control

The central element of the
complex weave of this project
is the feature documentary,
five hours long that registers
moments from the artist’s
interviews with a variety of
Mexican women. Premiering
the film in the abandoned Cine
Opera movie house uproots
the orgasmic experiences from
their state of intimacy and
takes them to a space of public
reflection and discussion

Public space site
specific interven-
tion on a big size
LED screen in
Tarragona.

Loop of sentenc-
es taken from
the project's
interviews.



This page and two next pages: some

of the photographs of the 28 portraits
of interviewed women next to the neon
light in the location where the inter-
views had taken place.
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exhibition in Mexico City in December

the documentary and opening of the
20009.

Article announcing the premiere of
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Above: instal-
lation view of
the exhibition
Monuments at
CA Tarragona,
2013.

Left and next
page: the
abandoned Cine
Opera in Mexico
City, that was
reopened only
for the premiere
screening of the
documentary in
2009.
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Above: the project's table of documen-
tation as interactive installation that
audience could use as a reading center
and were many activities took place in
the exhibition in México City.

Left: cover of the project’s publication
(Blume 2009)



She escaped naked,
a project about the Truth.

Caracas 2011-2012

Project that pursues getting
the pulse of a concept that

is so discredited; searching

for the truth. First chapters

of a project with a wider
geographical and conceptual
reach that she thinks of as a
trilogy. Here, the artist goes to
the politically confl ictive city of
Caracas to explore the idea of
truth; however, it's a concept
that is diffi cult to grasp and it
doesn't have very good press
amongst the Venezuelans.
Once again she takes the
chances given by interviewing
to discover how the inhabitants
of the city relate to the truth.
Moreover, she carries out

e

EX LA CHIDAD
DECARACAY

documented interventions of
the illegal installation of twelve
marble plagues between the
broken pavements in public
places. Twelve tombstones
that constitute a unique
monument, dismembered

and extra-official from the
truth. The project reveals the
vulnerability of the concept,
naked and in transit, throughout
the twelve interviews and the
corresponding reports about
the dismembered monument.

30

Above: spread of the
project’s publication.

Next page: one of
the 12 marble plates
that form the mon-
ument to the truth,
illegally installed in
the public space
around Caracas,

Venezuela.






Above: documentary photographs of

the interventions in very different areas
of the city.
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Exhibition at Espai 13 of Miré Founda-
tion Barcelona, as part of the cycle The
end if where we start from curated by
Karin Campbell. On the image central
piece is big format projection of slide
photographic series 6x6¢cm format.
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Exhibition at Espai 13 of Mir6 Foun-
dation Barcelona, as part of the cycle
The end if where we start from curated
by Karin Campbell. The photographic
series linked to the audio piece of the
interviews. Next page one of the pho-
tographs copied manually with notes of
the artist.
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Exhibition at Espai 13 of Mir6 Founda-
tion Barcelona, as part of the cycle The
end if where we start from curated by
Karin Campbell. Details of two of the
pieces of the project: a map locating
the site specific pieces in the city and
an original journal with drawings and
notes from the artist.



Above and left a pile of the whole edi-
tion of the publication of the project. A
large format journal made in collabo-
ration with local journalist. The whole
pile was exhibited as an artwork in the
exhibition atEspai 13 in the Fundacio
Miro, Barcelona 2013.
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Installation view of the project in the

exhibition Monuments at CA Tarragona,

2013. Left: detail of the documentation
table of the project.
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Landing Literature
Barcelona 2013

A site specific project installed
in the same building where
the artist lives. Four apartment
entrances had been boarded
up with bricks and mortar after
owner had evicted the last
tenants. The artist intervened
in this dead space and invited
four authors to write poems,
tales and stories around

the topics of housing and
gentrification.

Part of the exhibition
“Accomplices and Witnesses”
that was based on the idea

of the artist as an accomplice
and witness of social dynamics

requiring an active implication,
commitment and a positioning
which goes beyond the act

of denouncing. Questioning
the hegemonic notion of
community built around the
fiction of individualism, through
a capacity of affective and
effective transformation.

Being spectator of our own

reality is not an option anymore:

taking action, finding oneself
implicated and taking a stand
is an answer that arise new
paradigms.
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View of a boarded up
entrance in Muntaner
14, in the city’s
center surrounded by
hotels. Ink on paper
on cement on brick

on door.



Above image of the random au-
dience who went to see the site
specific piece at the building in
Muntaner street in Barcelona. Right:
image of some of the folded posters
with the map and instructions for the
audience to get at the site specific
piece location.
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Installation view of the exhibi-
tion at ADN gallery, including
and audio piece including a
piece of audio from a discus-
sion with squaters, curator and
writers about the exhibition in
the gallery.

Detail of the table with some
procedural documents that show

how the artwork was used by a
lawyer to defend the squatters
who enter the apartment and

a piece of ruin (of the wall they
destroyed).
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Kao malo vode na dlanu,
a project about Love.
Serbia 2014-2015

EBPONA &

1: 8500000

Kao malo vode na dlanu (Like
a little bit of water in the palm
of the hand) is an ongoing
project that is part of Sallares’
Trilogy of Junk Concepts,
which she began in 2011 to
examine certain key notions
(truth, love and work) that are
essential to humans yet seem
to have dropped out of use
and to have lost their value and
meaning today.

The research is conducted in
Serbia and the surrounding
area, a region that has been
marginalised but is important

in terms of geopolitical
strategies. The project is based

on the documentation of the
experiences and conversations
between Sallarés and the
contemporary art researcher
of Serbian origin Helena
Braunstajn, who moved to
Mexico during the Yugoslav
Wars and returned to Serbia
to work with the artist on this
research into a vulnerable
concept in a country marked
by the corrosive effects in
politics and relationships of the
latest conflicts in the former
Yugoslavia, nostalgia for its
Communist past, its entry into
ruthless capitalism and its
attempts to join a European
Union in crisis.
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The project takes its title from a
popular expression in Serbian,
Bosnian and Croatian about
cherishing (cherishing a little
water).

At the beginning, the
impossible return of an exile

to her now non-existent
country (Yugoslavia) and her
conversations with the artist, in
addition to their joint reflections
and shared interpretations of
the concept of love, formed

the substance of this research,
this journey. Each encounter
led to another encounter,
another physical, emotional and
conceptual.
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Joan, Jill Godmilow,
(What Godmilow Taught).

New York-Barcelona 2013-2014

The subtitle of the exhibition

is taken from the film by

the American filmmaker Jill
Godmilow about Harun Farocki
- What Farocki Taught. In that
film, Godmillow created a
perfect replica of the document
Farocki produced for German
television in 1969, about the
manufacture of the napalm

gas bomb that was used in

the Vietnam War, entitled
Inextinguishable Fire.

Godmilow was both captivated
by the film's subject matter,
and angry at its lack of
distribution in the United
States, and produced the

replica some years later with
the author's permission, so that
the film could be screened in
the United States. Ironically,

it was Godmillow’s film which
led to Farocki, an internationally
renowned cult filmmaker,
gaining real recognition in the
USA.

Mireia Sallarés conducted an
interview with Godmilow in
which she reflected on this
process and other events in
her politically committed life, in
which she talks about artists’
commitment, and which is

a gesture of recognition to
another author.
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The video of the interview is the
centrepiece of this exhibition

at Arts Santa Monica, which
also includes other material by
the American filmmaker and a
series of screenings of some

of Jill Godmillow's films at the
Filmoteca de Catalunya.

Above: Sallarés and
Godmilow in one of
the debates during
the exhibition.



This page and next page: installation

view of the exhibition Joan, Jill Godmi-
low at Arts Santa Monica, 2014.
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Detail of some of the objects that were
exhibited as art objects in the exhibition
Joan, Jill Godmilow at Arts Santa
Monica, 2014.
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