
A House Is Not a Home 
 
 

“NORMAN ‘Maybe the target nowadays is less to 
discover what we are but to refuse what we are.’ – 

(to Daniel) Very relevant for these times wouldn’t 
you say?" Elmgreen & Dragset, Tomorrow. Scenes 

from an Unreleased Film, 2013 
 

 
Starting from denial to configure an identity, both individual and collective, 

is one of the most widespread strategies. Dialectics and cannibalism by Alberto 
Cardín, 1984, already described this social dynamic in which the fear of the other, 
or the fear of ourselves reflected in the other, allowed the group to unite. 

 
Miguel Angel Gaüeca (Bilbao, 1967) began to show his new series, 

Houses, at ARCO 2020, while a new perception of our world was taking shape 
and transforming us. Polysemy has always been one of the highlights of his work, 
but in this case, to the multiple meanings that already exist, we must add the 
linguistic, cultural, and social transformation that our environment has undergone. 
The meaning of words like aerosol, wave or bubble has changed for us. Also, the 
ways of relating to them, of building our environments, of defining our 
communities or managing our new fears, thus generating new spaces of denial - 
of contact, of belonging, of presence...-. 

 
The search for new meanings and interpretations, inherent in artistic 

practice understood as production, distribution and reception, is transformed into 
a latency in the ways of conceiving the social structures that delimit us. 

 
A review of the most recent past, show us the start of this series in the 

analysis of collective identities and their modes of relationship that Gaüeca has 
raised since his first works. This seminal concern, that went from the general to 
the particular, has allowed him to work on the modes of perception of our 
identities, exemplifying them in models as structured as the art world itself. 

 
Metalinguistic practices are inherent to the discourse of contemporaneity. 

The artistic context has sought from illustration ways to establish itself as an 
autonomous discipline, but this exploration not only affected formal and 
conceptual aspects, but also the ways in which the artistic discourse itself he had 
eliminated entire collectivities from his historiography and practice. Art thus 
became a battlefield in which to demand transformations in structures that were 
not only questioned but valued to be seen and thus analysed.  

 
The capitalist system incorporated these strategies to convert the artistic 

world into a space for experimentation with models that would allow it to capitalize 
on both criticism and immaterial content, until it led to a "content-generating" 
economy. 

Gaüeca's work is aware of this instrumentalization and the contradictions 
it poses. So that categories such as gender, class or identity, become into spaces 
of constant redefinition. 
 



We can point several starting points for Houses, we have already pointed 
out the concern for the means of expression itself and what it means to enunciate 
and deconstruct the world of art for this author. Together with this we should place 
various elements related to our own perception or meaning of House. If we take 
the Cambridge Dictionary as a common thread, we will find that the first entry 
refers to “a building that people, usually one family, live in”. The simplicity of the 
definition and its supposed neutrality already evidences the strategies of 
exclusion and denial with which society configures collectivises. If we use the 
same resource to look for the Family entry, we will find that the first two entries 
refer to relate and consanguinity, specifically to the father/mother/children model. 

 
“family:  

(...) a group of people who care about each other 
because they have a close relationship or shared 

interests" Cambridge Dictionary, 2022 

 
In 1989 Susanne Bartsch organizes the Love Ball, an event to raise money 

for the fight against AIDS. This celebration made it possible to raise awareness 
of this pandemic while publicizing the Ball Culture that began, according to the 
research of Genny Beemyn, in Harlem at the end of the 19th century. The next 
milestone that allowed deeper insight into this social and cultural structure 
occurred the following year with Paris is Burning, Jennie Livingston's film. 
 

Both in Beemyn's texts and in the documentary, the analysis of the 
marginalization of sexual diversity overlaps issues related to race and social 
class. But again, the problem lies in how to define something as basic as the 
"house". On the one hand, we could pose it as a replica of bourgeois family 
models in which relationships do not go through kinship but through affective 
bonds generated by denial and exclusion. This situation was exacerbated by the 
AIDS crisis and the need to generate these family structures and constructs. 
 

We have already pointed out that the family model, a term that not only 
inhabits the "house" but also defines it, is configured based on needs, in the 
previous case marked by dissidence -racial, sexual,...- but above all by those who 
seek to perpetuate hegemonic models. If the Houses constituted as a refuge took 
their name from the haute couture "Houses", these in turn replicated the noble 
models that had been assimilated by the upper bourgeoisie. Belonging to a 
certain house marked a status, a place of privilege, inherited or acquired, which 
had to be preserved through exclusion, becoming assimilated so much into the 
political sphere that the translation to "Chamber of Representatives" uses the 
term House again. Even the elitist British education organized its students in 
"houses" thus promoting competitiveness and the feeling of privilege. 

 
“Everybody wants to make an 

impression, some mark upon the world.” 
Dorian Corey, Paris is Burning, 1991. 

 
At the same time, the house presented its ambivalence as an external 

structure linked to the public/masculine and internal assimilated to the 
private/feminine. It is interesting how the structure that represented power had to 
be preserved by a disempowered sector of the population. "Household Images in 



Art" Lucy Lippard's essay published in 1973 pointed out how women artists had 
avoided everything that could link them to the domestic sphere -techniques, 
colors, themes,...- so as not to be considered female artists. The claims Feminists 
not only seek to value these elements, incorporating textiles or ceramics in their 
productions, but also to resignify spaces with projects as important as the 
Womanhouse promoted by CarlArts in 1972. 
 

Claiming not a room of one's own but a house of one's own was an act of 
empowerment, giving meaning to a structure, like the one proposed by the art 
world, from a new perspective. 

 
Gaüeca, when working with these conceptual and material traditions, 

generates a resignification, also showing the tricks or elements that make up the 
physical structures of the art world -base, frame...- that contaminate with aspects 
that, to this day, continue to be subversive such as the use of color. 
 

The monochrome tradition is closely linked to certain discourses of 
modernity but, as David Batchelor points out in Cromofobia, 2000, we live in a 
society in which colour, especially those considered bright and vivid, is identified 
with the primitive, the feminine and the queer So monochrome, but within an 
order. 

 
The Houses go through different personifications and structures of 

belonging to a community, which again affect both identity and structures of 
power and domination. But while they define us and show us, they constrain us 
and are the containers of heritage, in a sense close to that of Ari Aster; fears, 
fears, the abject... confronting us in our houses, forcing us to redefine our social 
environments and visualizing that any structure, any home, any house, is 
sustained by the disease of its foundations. 
 

“And if I had to die today Scatter my 
ashes on this place And I'll live on in your 

grieving heart But until that day that we 
depart” Patrick Wolf, House, 2011 
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