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home to the family. A final souvenir photo. You can almost hear the
“thank you” from behind the camera. The man nods in acknowledgement,
the family disperses, the (real) set empties, the film is at an end and just

for an instant it reverts to being a photograph. Doesn’'t it?

Both of the films, Passagen (1996) and déja vu (1999), are made of amateur
film material about travelling. The material was, therefore, private and
originally intended for showing in a close circle of family and friends,
fulfilling many of the same functions as the family album. Ponger uses
the material, however, to tell another story, which is all the darker for

its contrast with the coloured brilliance of the images.

In Passagen the normality of the travel memories slowly begin to take
on another dimension when we concentrate on the soundtrack. These
accounts begin in Vienna. What is being described are individual stories
of forced Jewish emigration from Austria, refugees fleeing from Nazi
terror. The travelogue-like accounts, coolly welded to family films of
journeys taken for excitement and pleasure, make the private public and
the public, familial. They engender a claustrophobic horror in the mind.
But there is no respite. As the pictures wander the exotic places of the
world they become tainted with the knowledge from the soundtrack.
The sensual pleasure freezes. At the point when you should be relieved
at the escapes, you remember those who didn’t. At the same time you
realize that there are other stories of flights from imprisonment and
torture woven in and on their way back to Vienna. This time they are

told by immigrants seeking safety in the West. Specifically in Vienna.

From the beginning, as the images of déja vu begin to parade across
the screen, the viewer is seduced into their foreign but nonetheless eerily
familiar flow. These are documentary sequences of places and people
but also of our longing for distant lands, colorful events and the 1001
star-pierced tropical nights, which no camera can capture. The scenes
are strung together on a crimson thread like the glass trading beads
of a bygone era. What happens on the visual level happens too quickly
to allow much control, analysis or argument. It is only in retrospect that
awareness dawns, the awareness that the film, consisting of amateur
footage, is an archive of collective Western clichés of exotic otherness.
Geographical nonsense now dancing to another tune. Souvenirs of place
at a time when it is customary to bring home photos instead of silk,

Super-8 instead of spices. These nuggets of personal memory are culled
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from over sixty hours of film and bear witness to a way of seeing, a white
model of perceiving the world and its unspoken hierarchies. The visual
level is an invitation to indulge in the opulence of the exotic, but the
enjoyment is not without its intentionally located visual irritations. These
are present explicitly in the form of the waving tourist, the woman who
blocks our “view” with her camera, the man who interrupts an event
to photograph his future memory; and implicitly, when the women cover
themselves from our intruding gaze. Our voyeurism is further unmasked
as we watch the figures on their knees shuffling forward on their personal

pilgrimages of guilt and supplication.

These sequences may have been shot in all innocence but it is the innocence
of unconscious complicity. In the context of déja vu the naive pleasure of

collecting the wonders of the world is assigned an additional meaning.

At the outset of the film, the sound effects work together with the images,
enhancing their documentary character and colluding with the quasi-
narrative flow. It is worth bearing in mind that we are dealing here with
cinematographic sound — approximations and outright falsities which
have an authentic ring to them. Aural tricks and sleight of hand ascription
(the “all big ships must sound their horn in the harbor” syndrome) which
we mutually agree to treat as reality. The courtship does not last very
long. In many places it is punctured by something approaching unsettling
irony. Two examples. A shot from the railing of a ship plowing through
southern seas. Sacred choral music wells up from the soundtrack. It
has an emotional impact that sends a shiver down your spine. At the
same time as it functions as “film music”, it has a narrative function
and communicates significant information. The associations are manifold.
“Big ships” have visited these waters for hundreds of years, bringing
Columbus, Cortez and Cook, but always bringing the missionary word
and often the vessels of gun-boat diplomacy in their wake. Coincidentally
or not, the shadow of the ship on the ocean evokes battlements of the
kind we draw as children. The second sequence of shots shows docks
and Africans loading bananas (hard work, if you can get it). The sound
track gives us a work song from a prison in America. Not surprisingly it

is an Afro-American singing.

These correspondences occur frequently enough to be significant, and,
in view of the rest of the sound track, act as life belts to be ignored at

your peril, because the second layer has a strong undertow. Real people
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telling true stories in a variety of languages and, as Bob Dylan would say,
“something is happening here, but you don’'t know what it is”. The effect
is such that it appears that part of the soundtrack has made a unilateral
declaration of independence. It hasn’t, instead it is hung like a curtain,

making numerous points of contact with what is happening on screen.

There are eleven native languages in déja vu, each reflecting a distinctive
way of thinking and the cultural assumptions of those who speak them.
Viewed historically, some of those languages (English, French, German,
Portuguese) represent major export items — spreading the word with
missionary zeal in the interest of the politics of power, economic efficiency
and cultural presumption. In this postcolonial era we are still only half
aware of the hierarchies which language creates. Language does not
simply aid communication. It can, and often does, create cultural refugees
— people whose mother tongue is devalued or actively suppressed while
they are still in their “own” land. Contemporary examples abound, one
of the most obvious at the moment being the Kurds. The effect of this
invalidation is to consign an entire people to a linguistic limbo where
the presumptive superiority of the colonial power is demonstrated by the
inability of the colonized to raise their voices in effective dissent. Imposed

silence is free to be equated with agreement or even stupidity.

It is worth considering the physical environment in which one watches
the film and its connection to what is happening on screen and over the
loudspeakers. We are (willing) prisoners captured by flickering images.
The soundtrack, however, turns us into colonial subjects. Fixed firmly in
your seat you cannot escape the need to understand, nor the improbability
of having mastered eleven languages. This helplessness or, at best,
fragmentary understanding, coupled with possible annoyance or frustration,
creates an emotional counterpoint to the seductive nature of the images
and reproduces in a small way the feelings of puzzlement and powerlessness

which are the daily fare of the colonized.

By refusing to use subtitles, by leaving unsatisfied the compulsive need
to understand immediately and completely, déja vu sails dangerous waters,
but that is exactly why it never runs aground on dogmatism. As James
Clifford says in his book Routes: “Every focus excludes; there is no politically
innocent methodology for intercultural interpretations.” The current of
the images, as well as the images themselves, cannot be resisted, but the

film neither pretends innocence nor allows itself to be categorized. It
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simultaneously negates and confirms categories — narrative, experimental
and documentary. Its centre of gravity is an issue — the way we structure
what we see as knowledge in relation to other cultures, and conversely,

the way those structures determine what we see.

The sound demands extreme concentration and frequent use of the mental
rewind button. On their own, the images would amount to a discriminating
montage of home-movie sequences. A “round-the-world in twenty minutes
and back in time for tea” sort of film. With the sound, it may be that the
tea is hot enough to crack the pot. It is equally a film about the maker,

who comes from a little landlocked country which differs from the rest of
Europe only in the fact that it never had an overseas empire. Nevertheless
the attitudes of empires (and their successors) are still with us. Itis a

film about us and it is an invitation to dance between paradigms; and like

all good travel stories, the memory lingers.

Taken together these three films provide a series of tangents of contrast
and complementarity. Souvenirs is silent, only the images speak to us
with their subtext concerning the mediums of film and photography.
The sequences formally reflect the doggedness of the world traveller
engaged in their collection and the use to which they are normally put
— the construction of a personal reality, a narrative of days gone by.
The other two are found-footage collections from tourists themselves,
but they do have a narrative soundtrack. However, these stories are there
to undermine the hegemony of the pictures, to negate any “innocent”
image consumerism on the viewer's part; and despite their origins, none

of them sings a lullaby portending Orientalist dreams.
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JORGE BLASCO

THE TOURISTIC ART OF MEMORY

1. THE SOUVENIR

MCCLANE: So what do you think?

MISS LONELYHEARTS: | don’t know. Won't | get any souvenirs?
MCCLANE: Yes. For a few extra credits, we offer T-shirts, snaps of yourself
in the centre and letters from the handsome guys you'll meet there.’

2. THE SHOP

The analysis of souvenirs and travel objects has filled many a page of
postcolonial studies. In the majority of cases the focus has been the impact that
the presence of the “invader” has had on the means of production of those
“invaded”, to illustrate how artisan subsistence has given way to a technological
or mass-production line approach. When this was not the case, the analysis has
focused on the way communities and groups have been obliged to represent
themselves through their objects and how that fictionalisation of identity has in
some cases led to its demise, in others, to its affirmation and in many others, to
a direct invention of the group identity. To a certain extent, all this could be reflected
in the basic space of the shop, “as an authentic sociological wall packed with
objects”, where a being “reflects his image through the act of selection, and the
seller through the act of its presentation”.2 And this is, at the end of the day, the
definition and encounter of two identities. When presentation becomes a means
of subsistence, one of the versions of the inseparable trio, representation, identity
and consumption, is being used, with the souvenir as mediator.

But, today the shop, the site of direct selling, is more and more a
metaphorical space in relation to an ever more complex network of distribution
which, often, strips the object of any connection with its source and presents it in
places specialised in representing a possible journey — an out-of-the-ordinary time
and place — where the concrete disappears in favour of abstract values.

The symbolic space of the shop is definitively disrupted by possibilities
such as the purchase of extraordinary objects via instalments at the kiosk on the



corner, a possibility that eliminates the idea of a real journey and privileges the
domestic organisation of souvenirs, evoking a journey that was never made.

3. MEDIATION

The objects which signify travel have an important role within the
whole genealogy of constructors of places where the world has been represented
through the organisation of fragments of itself, a genealogy that could be said to
begin with the inception of display-cabinets and could be consummated with the
“democratisation” of the possession of any kind of object thanks to consumerism
and techniques of mass-production. The souvenir has a place in the list of objects
which signify travel and occupies in that precise location of “democratisation”, as
a faithful reflection of the conditions that saw it become a significant object.

According to the space of exchange and reception, souvenirs can almost
all be material elements produced in a time, geographical area and society and/or
group that are extraordinary for the person receiving that material good. From an
unmodified stone fragment to the most sophisticated “semiophore”3 one could
imagine. A souvenir is — in its most generalised accepted meaning — a “memory
object for tourists”.4 Nevertheless, it is and embodies in itself much more: a souvenir
plays and inherits a fundamental role in the construction of stories, memories,
narrations, representations and identities; occupies a fundamental space in the
cultural repositories constructed by human beings, who don’t represent the world
by manufacturing idols, but by organising icons which arrive ready-made in their
homes and through which they establish relationships of control, the construction
and appropriation of time, memory, space and reality itself. A souvenir is a transmission
point for memories from the moment it is used as an excuse to narrate a journey,
but above all it is an object that “mediates” between human beings and what is out
of the ordinary, and in that mediation constructs discourse in subtle, everyday
territory. Beyond any discussion of its plastic form, its good or bad taste, and far
from its aestheticisation through kitsch reclaim, it is in that creation of discourse
where the souvenir displays its ambiguity, in as much as it is a bearer of meanings,
a step prior to experience, a substitute for the latter or unconscious justification
of particular relationships between the familiar and the extraordinary.

If the West began its great voyages by discovering and continued them
through trade, souvenirs could only have been born because of an increase in the
representative value of some of the objects with which trade was carried out. When,
for example, instead of trading in spices, trade was started with statuettes, and when
these statuettes — leaving aside any discussion of their artistic merit or authenticity
- began to become consumer items, transmitting a whole topos through which
humans entered into contact with the extraordinary without any need to journey to
the place of origin - it was then possible for the “first souvenir” to be born.
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After the industrial revolution, mass-produced objects and images create
a whole artificial pseudo-nature in which humans return to collector or selector
status, and where the manufacture of the goods themselves will no longer be a
usual activity. A flood of objects® — coming from the new means of production — will
turn those genuine objects into universal mediator,® with which man will assume
an abstract awareness of the existence of people like him, of other beings, geographies
and times, without necessarily having direct contact with them, by eliminating that
contact, or perhaps having it the only way possible, through their representation.

In the 50s and 60s, a writer like Abraham A. Moles granted that capability
to every object humans entered into contact with on a daily basis, and demonstrated
how the others were reduced to “elements belonging to distanced, neutral, impersonal,
cold social whole, since the presence of the other in the daily round is only created
- with very few exceptions - via those mediators, those testimonies to the
technological, industrial [and historical] existence of other human beings”.” The aim
of the book from which these reflections are taken is, according to the author, “to
bring the attention of the citizen within consumer society, of the businessman, of
the designer, to an important phenomenon likely quite soon to become the central
question for our times. It is the issue of the object, the universal mediator, the
expression of a society as the latter is progressively denaturalised, a creator of
everday frameworks, of the system of social communication, more heavily laden
than ever with values despite the anonymity implied by industrial production”.

With the mass-production, referred to here by Moles, comes a paradoxical
democratisation or “popularising” of customs and interaction with objects which
- like the act of travelling or establishing contact with the out-of-the-ordinary — were
in other times only within the reach of minorities of nobles, merchants, explorers,
conquistadors or members of missionary institutions. From the beginning of the
nineteenth century, the bourgeoisie — and its later ramifications in the whole of
twentieth — the home will become the place to appropriate the world, by collecting
it and representing it through cultural repositories profoundly influenced by the
dominant discourses of each epoch. That repository will comprise decorative,
symbolic or mnemonic objects, in a kind of cabinet of curiosities adapted to a society
that — with the advances in the techniques of trade and exchange - will represent
the world in order to consume it and will turn consumption into a form of representation
and mediation.

As in those antique cabinets of curios, there will be a space for marvellous
objects which will be sited in an everyday time and place, though they come from
extraordinary places and times. Nevertheless, while those marvellous objects
required changes in the way of explaining reality — by virtue of being slotted into
places consciously dedicated to such a task — the new mass-produced wonders will
be unconscious tools to strengthen stereotypes and prejudices, a barrier against
other possible representations that might be more complex and disturbing and that,
would, consequently, be unwelcome at home. They will represent something which,



essentially, as one already knew, will give a feeling of control and exorcise any fear
of the unknown and of reality itself. They will be as necessary to remember the
journey as memory itself, since part of memory’s construction of what every journey
implies will depend on them. With the arrival of masks, idols or strange ritual tools
— that forced certain collectors to confront their encyclopedic or Biblical conceptions
of the world - the majority of travel objects destined to proto-consumption by
privileged sectors of society provoked, at most, discussions as to their artistry or
authenticity. The arrival of “real”, mass-produced consumerism, will remove any
shadow of doubt, any questions about the travel object that has been purchased.
The travel object purchased - or souvenir — is a representation purchased, and will
not generate any kind of anxiety, since the extraordinary — which it represents -
belongs to a leisure time which is different to what was usual in that past when
it belonged to the era of discovery, trade, scientific fieldwork, missions or the deeds
of conquistadors.

On the other hand, the souvenir and its presence at home bring echoes
of certain historical traditions of representing the world, traditions which position
us both in relation to the virtual control of certain geographical spaces as well as
the issue of their existence via their mere representation. One only has to think
of some of the institutions that were born under the wing of vast empires that, like
the British with the founding of the British Museum, strove to collect and organise
every object and data originating in areas under its control, thus creating a powerful
representation which acted to maintain control and represent an empire that could
not be encompassed in its entirety because of its extension, an empire that
could never be visited in its entirety, or could only be visited through mediators.8

4. AUTHENTIC

A geography, time or society that are extraordinary are, of course, those
territories so defined by the system or tradition of acquisition that has led the
souvenir-seeker to them. And that system will often be present in the negation of
itself, in the search for the authenticity and essence of the journey: authenticity
and essence are those ploys which it has enjoyed when approaching and capriciously
categorising spaces, lives, cultures and the reified production of the “other”, by
adapting them to its own aesthetic and economic prejudices.

The problem of authenticity belongs to a territory of essences which tries
to imprison the extraordinary object in prejudicial reified categories, categories that
have been applied to the same objects that first were looted and that, later, were
bought or imported, and which now are found in their consumer version. Confronted
with “authenticity”,® representation seems the “preconception” with which one can
best approach an object coming from a spatial-temporal co-ordinate that is out-of-
the-ordinary, whether it be “ethnic”, “historical”, “touristic” or any other variant
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of the other, including the folkloric, one look that comes with a focus we learned
during the nineteenth century in the ethnological or anthropological museum.0

Today, in the era of travel for consumption, that prejudice dubbed
“authenticity” is up for sale, inasmuch as all the typologies of travel and traveller
can be selected a la carte through a variety of combinations of one and the other:
the journey of the wanderer meandering aimlessly in search of the great enigma, the
journey of the mere wanderer, the journey in search of the wonders of the world,
the empirical journey in search of knowledge, the humanist journey, the metaphorical
journey framed by the soul’s subjective state, the journey to difference, the journey
impelled by the desire to escape, to meet up with the imagined, of the traveller
who dons a disguise to escape from himself, who dons a mask and tries to pass
himself off as somebody else, etc."

Today, at a moment when travel is above all a representation for
consumption, everything is and can be found at the advertising agency, whether it
is Flaubert’'s imagined sexual orgies on his journey to the Orient, or the adventures
of Indiana Jones who essentially embodies the most sublime spirit of the “authentic”
traveller, as the hunter for objects which he acquires at extraordinary moments,
where travel, which is for others leisure, is for him a profession.

5. TRAVEL FOR CONSUMPTION

MCCLANE: Help me now, Doug. | need a souvenir of...

QUAID: Mars.

MCCLANE: Right, Mars.

QUAID: If you want me to be frank with you, Doug, if you want outside spaces,
I think you'd prefer one of our trips to Saturn. People rave about them.
MCLANCE: I'm not interested in Satuurn. | said Mars.

QUAID: Alright, you're in charge, Mars.

McClane taps on his computer and figures appear on the screen.
MCCLANE: Let’s see... the basic package will only cost you eight hundred
and ninety-nine credits. That includes two complete weeks of memories,
with every possible detail. A longer journey would be a bit more, because
you'd need a deeper implant.

QUAID: What does the two-week package include?

MCCLANE: In the first place, Doug, when you go with Rekall, you only get
first-class memories: a private cabin on the air-bridge; a luxury suite at the
Hilton; and the best views: Pyramid Mountain, the Grand Canal, and naturally,
Venusville.

QUAID: To what extent does it seem real?

MCCLANE: As real as any other memory you’'ve got in your head.

QUAID: Come on, guy, don’t try to fool me.

MCCLANE: I'm telling you, Doug, your brain won’t notice the difference.
| guarantee you, and if not, we’ll give you your money back. (...)

Besides, real holidays are fucking awful: lost luggage, bad weather, taxi-



drivers who cheat you. When you travel with Rekall, everything is perfect.
So, what do you reckon?

QUAID: OK

MCcCLANE: Smart guy. Now, while you're filling in the questionnaire, I'll explain
some of the options to you.

QUAID: | don’t want any options.

MCCLANE: As you like... Just answer one question. What’'s been repeated
exactly on every holiday you've ever had?

QUAID: I give up.

MCCLANE: You. You are the same. Wherever you go, you are always you. The
same as ever. Let me suggest you take some holidays from yourself. | know
it seems crazy but it's the latest we have in travel. We call it “Ego Trip”.
QUAID: That doesn’t interest me.

MCCLANE: You'll love it. We let you choose from a series of identities on the trip.
A-14 A MILLIONAIRE PLAYBOY,

A-15 A SPORTS STAR,

A-16 A BIG FISH FROM INDUSTRY,

A-17 A SECRET AGENT.

Think it over... Why go to Mars as a tourist when you can go as a playboy,
or a famous sportsman or a...

QUAID: A secret agent... And how much does that cost?

MCCLANE: Aah, let me tempt you. You are an important agent, on a special,
secret mission. Everywhere people are trying to kill you. You meet a beautiful,
exotic woman...

QUAID: Go on.

MCCLANE: | don’'t want to spoil it for you, Doug. Don’t worry, when the trip’'s
over you get the girl, kill the bad guys and save the whole planet. Now, tell
me. Do you think that’s worth three hundred wretched credits?”'3

6. ADQUISITION

These mass-produced touristic, mnemonic objects will eventually codify
a broad spectrum of relations between human beings and the world. Some will be
obtained, in fact, by travelling, others will simply signify the journey or sojourn in
the extraordinary. All will become part of a construction of a place called home
based above all on the binomy of representation and consumption of reality, driven
by an obsession with the activity of remembering and by the pressing desire to make
reference both to real travel and possible travel. They will form part of a way of
representing the world that was particularly extended in the twentieth century, by
accumulating objects more or less mass-produced and ready for consumption with
which to construct a domestic version of the world, in which London can be
represented via a small, red phone-box, an image of World War Two bombing or the
postcard of a punk, Berlin via the image of the re-built Reichstag, another with a
Nazi flag or a souvenir from the Jewish museum; and Spain through flamenco dolls
or a poster from the last exhibition of one of its many museums.
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The way in which the art-directors of the film Demolition Man constitute
the home of the character played by Sandra Bullock is particularly interesting: an
innocent policewoman who, living in a “happy world”, is nostalgic for the “wild”
twentieth century and reconstructs it: “I clicked off a lot of credits to create the
perfect twentieth-century apartment”, she says — and that perfect twentieth century
flat is a neutral, almost cubic space, full of all kind of gadgets, mass-produced
images, imitations, souvenirs and plastic; lots of plastic and consumer goods from
an era with which contact has been lost.

The souvenir - in its broadest sense - is a representative object with a
very particular status: if one tends to think of a souvenir as an object brought from
a journey, one must not forget — when describing it as the cultural, reified object
that it is - that it constitutes a whole genre that specialised shops sell round the
corner, guaranteeing authenticity, whether they are pencils from the world’s museums
or Red Army badges from China. Rather than a result of a journey, it is the consequence
of the need to represent and/or remember — to evoke at home the journey and what
is extraordinary in time or location, covering that area of meaning that is the cultural
inventory. It is not just any representation, but a representation that is always
pleasant, abstract, agreeably distanced from the concrete reality.

If travel is narrative, a cultural construct for consumption, and the
souvenir, one of its tools for representation, it is obvious there can be souvenirs
without travel — as there can be memories without real experience — only on condition
that the souvenir exercises properly its task as mediator and its role in “the touristic
art of memory”.14

In order to think of a hunting-ground for souvenirs, it no longer suffices
to go on exotic trips to the paradises of tribal art, to the topographical origins of
one’s own folklore, in search of our purest essences; we have before us a constant
stream of items, of new exoticisms, of new spaces to wander and relax in, and
imagine, they all throw up a considerable quantity of objects that have been
transformed into souvenirs, everything from a piece of the Berlin Wall or a Red Army
badge to concentration camp memorabilia.’ But, above all, we have new commercial
strategies to manage meaning, like for example: the Compagnie Frangaise de I'Orient
et de la Chine. Its shops reserve part of its elegant space for objects brought from
the street markets of Peking, with photographs of the latter and a guarantee that
what is on offer are not only Chinese pilot goggles, an enamelled red star or a copy
of Mao's book, but also the opportunity to acquire an object from the Chinese street-
market round the corner: the memory of a journey that hasn’t happened, represented
not only via the decontextualisation of objects in the shop, but also via the
decontextualised form of interchange. The section CURIOS FROM THE PEKING STREET-
MARKET sells: old coins, pilot-goggles, objects from the Cultural Revolution, cages
for grass-hoppers, geomancer’s compasses, sleeping stones, T'ANG figures, bronze
figures, etc."®



On the other hand, there are a large number of shops of all kinds - they
could be called “multicultural” — devoted to the sale of objects from the journey
that has not been made and, to a certain extent, the possible, globalised memory
of sensations which have never been experienced, but with which one has contact
through the object. They continue the spreading of the nineteenth-century customs
of a bourgeoisie eager for adventure — which, lacking any such, contructed it in
its private spaces. To represent and possess, to consume, possess and represent.
They are shops which lead to maximum “democratisation”, something that was
already happening in the nineteenth century when, after much deliberation on how
to exhibit the “art” from the colonies in the Crystal Palace in London,” they opted
for a lay-out similar to that of a supermarket, with objects - whatever their origin —
organised according to typology and groups, and with a considerable amount
available for purchase, and which constituted one of the first operations of mass
consumption of travel objects without travel: a fragment of each part of the world
entered and became part of the sitting-rooms of a bourgeoisie who appropriated
reality through objects which acted as mediators between the world and that
bourgeoisie which consumed virtual experiences.

7. CULTURAL INVENTORY

The souvenir, as a semiophore, inherits then many of the reified customs,
through which human beings have related to the world and, concretely, with that
part of the world which needed to travel or which it reckoned to be out-of-the-
ordinary. In a way it is the consumable result of a large number of strata and
strategies of representation and mediation which, throughout history, have gone
into the make-up of our cultural attitudes and behaviour. Although the average
citizen doesn’t spend his time writing down his ideas about society, identity, genre,
imperialism, the means of production and other such preoccupations of the
contemporary moment, it is also true that these remain inscribed in the apparently
transparent ideological construction which is the private repository, where dominant
discourses take shape and affirm themselves.

A souvenir is, among other things, a kind of mnemonic, located in particular
rooms in the house, evoking and representing, and, as such, able to illuminate the
oral discourse about travel or the other. In these representations — and in the rhetoric
it provokes and to which it belongs'8 - is the need to think seriously how a souvenir
- or a collection of souvenirs - is not just “a memory object for tourists” or, at any
rate, the need to think of the complexity of the term “memory” included in that
definition and linked to the everyday and the domestic. In relation to other usual
objects in the house’s cultural “repository”, when the souvenir has a date, it is of
when it was purchased, not manufactured, and gives no lead that allows one to
imagine “the era” of the extraordinary location it represents.’® In relationship to an
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antique - to which the owner will always refer giving style and date — all we will
told about a souvenir will be the story referring to the context and date of its
purchase and the reasons why it is placed where it is. In relation to a photograph,
inevitably linked to the people which appear there, a souvenir occupies on the shelf
at home the space of a total, reductionist representation of the location that has
been visited and the evocation of an exceptional time in a construction which is
distanced. It is, in terms of domestic repositories, a profoundly autobiographical,
soothing object and — as Abraham A. Moles writes on the function of presents, in
which “it is not the creator of the object, but the giver who individualises it more
or less, who more or less leaves their signature”2 - it not the souvenir’s creator
who finishes it , it is signed off by the person who allocates it a place in the home.

But it is not a perverse object in itself, but rather, a necessary object,
an inevitable, clearly codified representation, though its key is well beyond reach.
It is an object which becomes a souvenir as soon as it is used as such and it is in
that use, in that confirmation of its representation, where a souvenir becomes an
object to soothe consciences, exorcise doubts, fears and dangers, and confirm what
was known beforehand through its purchase.

In the chapter “The Cultural Inventory” in Visual Anthropology by John
Collier, Jr. and Malcolm Collier, where they advocate the use of photography to
realise cultural inventories, they say: “The concept of inventory is usually associated
with a list of material products, as in a shop, or with a list of artefacts from an
archaeological dig. But a cultural inventory can go beyond the material pieces to
detail human functions, the quality of life and the nature of pyschological well-
being. The photographic inventory can register not only the range of artefacts in
a home, but also the relationship they have to each other, the style in which they
are laid out spatially, every aspect that defines and expresses the way in which
the people use and order their space and possessions. Such information not only
affords knowledge about the character of people who are alive, but can also describe
acculturation and trace cultural continuity and change.”

From the moment when the space of exchange in the authentic shop —
as the “authentic sociological wall packed with objects”, where human beings
“reflect their image through the act of selection, and the seller through the act of
presentation” - ceased to be the only valid referent to study the mechanisms
of representation and the consumption of the out-of-the-ordinary, since the
sophistication of commercial management had turned it into a romantic reduct,
the most useful cultural inventories to analyse the conception of the world offered
by souvenirs will be those carried out in the home of the creator of the scenario,
the space in which a human places those souvenirs, as the constructor of reified
representations of the world and of himself. It is then necesssary to point the
camera at ourselves in order to dissolve conceptual distances which only exist as
much as they are represented at the imaginary frontier of the shop or factory of
the other.



NOTES

1 Fragment from the conversation between a seller of holiday souvenirs and a potential customer. Total Recall, director: Paul Vereoven,
screenplay: Ronald Shusett and Dan O’Bannon, Universal Pictures, 1990.

2 Abraham A. Moles, Teoria de los objetos (Barcelona: Gustavo Gili, 1974): 40.

3 Monserrat Iniesta writes: “Consequently, museums appear as one of formulas which would express concretely a universal, historical, prior
and underlying phenomenon: the establishing of links between the individual spectator and the ‘invisible’ through the intermediary action
of meaningful objects - the semiophores - gathered in collections.” The term sémiophores comes from the writer K. Pomian, whom the
author quotes explicitly. Monserrat Iniesta i Gonzalez, Els gabinets del mon. Antropologia, museus | museologies (Lleida: Pagés Editors, 1994).

4 As defined by the Maria Moliner dictionary.

5 Breton describes thus the location of modern man in relation to the hyper abundance of mass-produced objects. Juan Eduardo Cirlot
uses the identical term.

6 Abraham A. Moles uses this term to analyse the impact of objects in the society of the 60s.
7 Abraham A. Moles, Teoria de los objetos, op. cit., p. 24.

8 On this subject, the book by Thomas Richards, The Imperial Archive: Knowledge and Fantasy of Empire (London: Verso, 1993), is illuminating.
On page 15 he notes: “Because of its pre-eminence among institutions of the Empire capable of producing knowledge, the British Museum
was charged with collecting classified knowledge, but other institutions like the Royal Geographical Society, the Royal Society and the
Royal Asiatic Society also formed part of what was generally conceived as an imperial archive. In late-Victorian literature, that archive
adopted the form not of a particular institution, but of an ideological construct to project the epistemological extension of Great Britain
to its whole empire and beyond. Late-Victorian writers liked to imagine the complex of British archives as extending their tentacles
informally throughout the entire Empire, and produced a great variety of representations which demonstrated the formal apparatus of
the late-Victorian state by recruiting its staff and deriving its espionage technologies from the geographical, demographic and ethnological
practices created by the diverse erudite societies in order to produce and classify comprehensive knowledge about the Empire.”

9 Susan Stewart writes on the authenticity of the objects: “Thus, the solution for the delineation of the authenticity of an object circulating
in the networks of the art-world market does not reside in the properties of the object itself, but in the very process of its collection, that
inscribes, in the moment of purchase, the character and qualities associated with the object in individual and collective memories.” Susan
Stewart, On Longing: Narratives of the Miniature, the Gigantic, the Souvenir, the Collection (Baltimore: Duke University Press, 1993). Quoted
by Ruth B. Phillips and Chistopher B. Steiner (eds.), Unpacking Culture: Art and Commodity in Colonial and Postcolonial Worlds (Berkeley:
University of California Press, 1973): 19.

10 Barbara Kirshenblatt-Gimblett points out, in a piece called “The Museum Effect”: “Once the seal on the everyday is broken, life is
experienced as if it were performed: the metaphors of life, like the book, stage and museum, capture this effect with the particular shades
of each metaphor. Like the picturesque, where paintings establish the standard for experience, museum exhibitions transform the form
in which people look at their inmediate environment. The museum effect works in both ways. It not only makes ordinary things become
special once placed in the museum environment, but also the experience itself of the museum becomes a model for experiencing life
outside its walls. As the gaze penetrated exhibitions of people from remote lands, it turned towards the streets of the cities of Europe,
America and city dwellers like James Boswell related that to stroll through the streets of London in 1775 was ‘a great entertainnment in
itself. | see a great museum with every manner of object, and | think to my surprise that | see it for free’”. Barbara Kirshenblatt-Gimblett,
“Objects of Ethnography”, Ivan Karp and Steven D. Lavine, Exhibiting Cultures: The Poetics and Politics of Museum Display (Washington:
Smithsonian Institution Press, 1991): 441.

11 Notes taken from the lecture “La experiencia del viaje” given by Patricia Almarcegui in Casa Asia (Barcelona), October 2003; forthcoming
Revista de Occidente, 2004.

12 The amusement park had made a permanent feature out of the custom of resconstructing distant spaces of adventure in colonial fairs
- by bringing natives to act as themselves - and, besides, has given the public an active role, a role in that pre-fabricated adventure, a
space on the other side of the window. Of course, the case of the theme park and its relationship to colonial and international fairs is
central when it comes to tackling new territories of pre-packaged travel and the purchase of souvenirs, but the complexity of that inclusion
of the spectator in a reconstructed geography, in contrast to the one who observed from the perspective of the ethnographer and from
behind the barrier, deserves separate treatment.

13 Excerpt from the film Total Recall, op. cit.

14 In everything that concerns the art of memory as a fundamental Western tradition and extremely useful in its relation to the construction
of the world through mnemonic representation, it is worth reading the following publications: Frances A. Yates, El arte de la memoria
(Madrid: Taurus, 1974) and Paolo Rossi, El pasado, la memoria, el olvido (Buenos Aires: Nueva Vision, 2003). The latter is a continuation
of the book by the same author Clavis Universalis (Milan: Ricciardi, 1960).

15 This last example is particularly interesting, for it produces objects destined to place in our repositories particularly tragic memories,
yet ones that are not troubling. Like a monument, a souvenir is deeply saccharin, since it brings nothing not already known, creates the
satisfaction of the recognition of a historical, ethical, moral, political, or whatever discourse that is entirely acceptable and aestheticised.

16 The complete catalogue of products and the way they are all classified can be found at http://www.miescaparate.com/ciaorientchine/index.htm

17 For more information, see Thomas Richards, The Commodity Culture of Victorian England: Advertising and Spectacle, 1851-1914
(Stanford, CA: Stanford University Press, 1991).

18 One must not forget that, in its beginnings, “the art of memory or the mnemonic art” constituted a basic part of the art of rhetoric,

a basic tool for the construction of a discourse centred on the virtual placing of objects in places to evoke and recall particular themes.
The techniques were very varied, but are all especially interesting when it comes to understanding how the objects, and in this case a

souvenir, through a kind of kitsch grammar, allows a memory to be constructed.

19 This is another inheritance from the museological tradition of the nineteenth century, according to which, ethnographic objects are
labelled according to social or geographical origin and almost never with the date of manufacture. Museums like the Royal Museum for
Central Africa (RMCA), Tervuren (Brussels) are even today a perfect example of this tendency in which the mask or artefact still represent
an atemporal abstraction in terms of its origin: all we know about these objects is that they were acquired or stolen during the creation
of the museum. Next to them appear the personal objects, diaries, drawings, etc., which belonged to the travellers and colonisers, perfectly
labelled with “concrete” information on the owner and date when he manufactured or used them.

20 Abraham A. Moles, Teoria de los objetos, op. cit., p. 28.

IMAGE

pp. 294-295 "I clicked off a lot of credits to create the perfect twentieth century apartment...
Brambilla, 1993.

Image from Demolition Man by Marco
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JORDI COSTA

MARVELS OF THE DISENCOUNTER,
TREASURES OF THE STEREOTYPE:

AN IMAGINARY TOUR OF THE
PICTURESQUE AND THE EXOTIC
(WITHOUT FORSAKING THE SOLIPSISTIC)

“I believe in Tokyo, Benidorm, La Grande Motte, Wake Island, Eniwetok,

Dealey Plaza.”
1.G. Ballard

Postcard with Snowflake.
Zoological Gardens,
Barcelona, 1969.

DAY I:l BEDROOM-BATHROOM

A Barcelona man dreams he’s in a scene that seems to rework a
moment from Marco Ferreri's Ciao maschio (Bye Bye Monkey, 1978): lying on
Bogatell Beach is the corpse of Copito de Nieve (Snowflake), and the gently rolling
surf encourages the mercenary thought. The white gorilla is our first dead tourist
attraction. Has it occurred to any cultural promoter to profit from his putrefaction?
The Barcelona dreamer was born eight months before Copito de Nieve entered
Barcelona Zoo: in a word, he has no awareness of a time before Copito de Nieve.
Just the awareness of a simultaneous experience. Henceforth he will have
to take on board his condition of being a survivor of the icon. Like any tourist
attraction, Copito de Nieve was the immobile motor of different forms of
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kitsch: there are, for example, the ape’s apocryphal memoirs. It is nonetheless
strange that the B-movie dreamed of Copito de Nieve long before he existed:
in 1945 two extremely low-budget affairs — one British (White Pongo by Sam
Newfield); the other American (The White Gorilla by Harry L. Fraser and Jack
Nelson) — explored exotic fantasies with an albino gorilla at their centre. In
the British film, the team of biologists who organised an expedition to find the
wondrous creature was convinced that the animal was the missing link. In
the American, the role of the white gorilla was played by that missing link of the star
system, Ray Corrigan, a cowboy with his own ranch who ended up specialising
in ape roles after producing a gorilla suit on his own. No encyclopaedia recounts
whether the disguise he wore in The White Gorilla was the same he’d used in
other movies — among them, the serial Darkest Africa (1936) and the “trash” jewel
with script by Ed Wood Jr., The Bride and the Beast (1958) — suitably bleached.
For thirty-seven years Barcelona had a living tourist attraction that was B-movie
material. A B-movie solution for not foregoing this focus of tourist interest might
have consisted of hiring an actor who could put on a suit like Ray Corrigan’s and,
from nine to five, pretend to be Copito de Nieve. In 1983, twenty years before
dying, Copito de Nieve had, unbeknown to himself, already attained a certain
immortality by inspiring an unforgettable chapter in an unforgettable book by an
unforgettable author, Italo Calvino’s Palomar. The Barcelona dreamer continues
turning over in his mind the matter of the prone body of the white ape, now
lapped by the waves, and clocks the fact that with his death Copito has conquered
the Heaven of really modern tourist attractions: like our own special Ground Zero,
Copito de Nieve's cage has managed to become a tourist draw based on absence.
A mausoleum with style. Copito de Nieve will be our Twin Towers, our Buddhist
statue blown up by a Taliban. The death of the albino gorilla also has other meanings,
meanings with a certain potential to reconfigure (or reaffirm) our image as seen
from abroad: he’s the first instance of euthanasia decreed in an office of the
Ayuntamiento. That's to say, something that situates us, probably, in the vanguard
of Europe as an ultra-civilised community extremely sensitive to animal suffering.
In this instance, sensitive to the suffering of an animal which, thirty-seven years
before, lost sight of its natural habitat forever, while contemplating the massacre
of its family. Interrupting the sinister turn of his thoughts, the Barcelona dreamer
takes heed of the presence of another Barcelona dreamer who has taken a place
at his side in order to contemplate the deceased.

How do you think our fellow citizens would react if Barcelona Zoo, subsidy
in hand, was to invite Damien Hirst to suspend Copito de Nieve in
formaldehyde for all eternity? asks the recent arrival.

It would probably seem not very modern to them, replies the dreamer, a
second before awakening.
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avrer bes pournées Catalines lagon MeDonald's™,

The advertisement launched
by McDonald’s France in
May 2003 to promote one
of their ephemeral
hamburgers: the Catalonia.

DAY |:| BEDROOM-DINING ROOM-SOFA

It's not the same beach on which we've taken our leave of Copito
de Nieve forever. Maybe it's a Spanish beach: what is clear is that it's one of
those idyllic and isolated beaches from a travel brochure. From the water there
emerges a tanned supermodel, which the voice-over in French identifies as
Rosita, from Barcelona. In the next shot Rosita (from Barcelona) has swapped
the scanty bikini for the sexy reduction of a flamenco-dancer outfit and delights
us with a pseudo-racial dance in the background of the shot while in close-up
various luxuriously illuminated food products appear. It's the ad McDonald’s
France launched in May 2003 to promote one of their ephemeral models of
hamburger: “The Catalonia”. Focaccia bread, melted cheese, marinated tomato,
lettuce, minced beef and Costa del Sol sauce were the ingredients of this
hamburger, invented as the central feature in the “Catalan Days” which the fast-
food chain included in their so-called “Viva Espafia!” promotion. The full
“Catalonia” menu included as a complement a tapa of chorizo with melted
cheese, an aseptically pre-packed tumbler of gazpacho and a Spanish-peach
cream sundae. Nationalist groups from northern Catalonia were up in arms
about what they considered a distinct slighting of Catalan culture and their
claim resulted in the minor victory of the publicity campaign being locally
withdrawn. On the Internet, however, one can find a very different reaction to
the launching of “The Catalonia”: in a webpage devoted to the culinary criticism
of junk food, Les Cahiers du Burger, those responsible ponder the virtues of the
new hamburger, as against the deception caused by “The Andalusia” (another
proposal within the “Viva Espafa!” promotion). “Sous ce délicieux bun alternatif”,
they write, “on découvre a la premiére bouchée une vraie sensation espagnole,
bien différente de tout ce qu’on a connu jusqu'alors : la tomate marinée. D'un
aspect fripé a priori peu ragoutant, celle-ci révéle pourtant un goQt subtil typique
de la cuisine du Sud et surtout suffisamment fort pour s'imposer face au ‘goit
Mc Do’ que en manquent pas de reproduire tous les autres ingrédients du burger.”
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"The case of “The Catalonia” might be nothing more than mere anecdote, were
it not so highly revealing. In fact a hamburger like “The Catalonia” may be 1)
one of the many crystallisations of the (slight) guilt complex of a voracious
globalising organism like the famous American fast-food chain, set on preserving
the illusion of those “small differences” that provided one of the most memorable
dialogues of Pulp Fiction (1994); 2) the odd interpretation a creative McDonald’s
person makes of what we are wont to call a “differential fact”; 3) the perfect
metaphor of the mutual perception of two neighbouring countries; and 4) an
edible prophecy about the future of exoticism.

DAY |:| BOOKCASE-SOFA-BEDROOM

In a chapter of Amor se escribe sin hache (Love is Written without
an H, 1929), one of the characters created by Enrique Jardiel Poncela, Zambombo,
has to struggle with a series of English aristocrats who have eccentric notions
about Spanish customs. “Tell me,” one of them asks, “why do they oblige foreigners
in Seville to keep a bull in their hotel room?” Another states emphatically:
“I know perfectly well (...) that in Madrid, at the hour the bullfighters ride by on
their mules, the women sing them flamenco songs asking them to abduct them,
and that she who first manages it receives as a prize from the Government a
bull's head, recently cut off by the Minister of War.” After his initial indignation
the character learns to profit from the situation: inventing outlandish new aspects
of Spain for his audience, Zambombo manages to consolidate his popularity in
this foreign milieu. Zambombo transforms himself into a living Spanish souvenir:
in short, into the model of Spaniard an English Lord can actually decipher.
Implicit in the chapter is a pertinent reflection on typecasting: the archetype a



foreign gaze identifies us with can become a perfect camouflage, a form of
survival. Distinguishing who came up with the typecasting would take some
time: whether it was the local or the visiting team. Probably, there’s no single
answer: the stereotype is on the one hand the bonsai vision of us that is useful,
functional or lucrative to export, and on the other, it's the portable version
of the Other (the foreigner) who anyone would bring home without too much
fear (of invasion or the breaking of schemas). A souvenir is, in point of fact, a
miniaturisation of the national spirit forged in the language sans frontiéres of
kitsch: an Esperanto in objects. If Spain is in that respect a country of Bullfighters
and Flamenco Dancers (which may be acquired, together or separate, in the
most varied formats in any souvenir shop) it's because one fine day we decided
that this was the dwarfed (but essential) image of us we could (more or less)
recognise ourselves in. We saw ourselves this way. Probably because we were
sure that out there there was an inexhaustible catchment area of buyers.

DAY |:| OFFICE-AFTERNOON OFF
(FOR BUYING THINGS AND RELAXING)

A few bits of information: according to the Travel Industry Association
in Washington the main activity of tourists vacationing on United States soil is
shopping. The US souvenir industry has an annual turnover of $1.5 billion. Robert
Thompson, Professor of Media Studies and Popular Culture at Syracuse University,
defines the souvenir as “a status symbol”: the cheapest way we have of making
it clear to our fellow men that our purchasing power has enabled us to put land
(and, if appropriate, sea) between us and them during the holiday period. For
Thompson the souvenir industry may inspire a new hierarchisation of the human
being: on the lowest rung is the person who's not been able to permit himself
the luxury of visiting a tourist location. Next, the person who's visited the tourist
location and wears the tee shirt to prove it. The apex of the neo-pyramid is
presided over by the person who's been to the location but is too cool to actually
wear the tee shirt in public. Journalist Laura Hilgers brings all these bits of
information together in an article published in the magazine Via on the occasion
of the launch at the Royal Museum of Scotland in Edinburgh of the exhibition
Sentimental Journey: A History of Souvenirs in 2001. Curated by Godfrey Evans,
the show took a chronological trip through the industry of the tourist reminder,
situating its origin in the twelth century. The first model of tourist to acquire
a souvenir was, as a matter of fact, the pilgrim. In other words the souvenir
industry has a religious origin. The acquiring of metal badges which, once back
home, the pilgrim could display in his cap or on his clothes permitted him to
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give (material) proof of his journey to a holy place. Consequently, the tourist
enclave of today is, in its basic structure, the profane development of a sacred
place. Behind each roll in the hay propitiated by sexual tourism there throbs
the kiss of the pilgrim on the hand of the saint: the young Thai prostitute could
be, then, a sort of post-Madonna. Pilgrims’ badges were the first mass-produced
souvenirs in History: in 1466 the Swiss monastery of Saint Mary’s sold 130,000
badges in two weeks. In spite of everything the true turning point in the evolution
of the souvenir does not arrive until the explosion of the Universal Exhibitions of
the second half of the nineteenth century. It's here that the souvenir industry
assumes its modern form. Merging together in the exhibition in Philadelphia
(1876) and Chicago (1893) are the first sketches of a globalised utopia, the coming-
out of exoticism as a democratic pleasure, and the industrial production of
objects within reach of all. In 1890 the postcard is born: the souvenir understood
as a projectile, as a status symbol which one sent to whoever had remained at
home. At the time the tourist still didn't suspect that everybody remains
at home: in a far-reaching sense the journey is impossible. But there will be
time to speak of that.

EL
TURISMO
15 UK GRAN

[NVENTo

Poster for the film
El turismo es un gran invento
by Pedro Lazaga, 1967.

DAY |:| LOUNGE-TV-SOFA

Tourism was one of the main themes of the boom-time Spanish
comedies of the 1960s and 70s. For two decades your average Spaniard thought
of himself as akin to Alfredo Landa chasing Swedish girls on the beaches of
Benidorm (or Torremolinos) with his underpants on his head (or on his mind).



Strange to tell, the film critics who in '76 became all misty-eyed when finding
the symbolic meaning of the chicken’s feet that Carlos Saura shut, totally devoid
of metaphorical power, in the fridge in Cria cuervos (Raise Ravens / The Secret of
Anna, 1976) couldn’t get their hermeneutic voracity to function in the presence
of the symbolic fabric of the boom-time comedy. The underpants in those films
were always more than a simple pair of underpants: they were the emblem of an
essential Spain that smothered the genitalia of the characters, a national chastity
belt that explained (and encouraged) a collective sexual pathology. The great
icon of the sexual melancholia of a whole era. Or rather not underpants, but
The Underpants. The economic and tourist boom opened the door to a form of
essentially modern dissatisfaction: that of the subject who finally discovers that
there are other worlds (of light, colour and bikinis) which he is doomed to brush
with his fingertips. The tourist comedy genre has passed into Cinema History
as a) a cinematic model promoted by the old Franco Regime for selling the image
of a Spain reformulated as a tourist destination, and b) as a footnote on the
illusions and disillusions of the ordinary Spaniard in a specific era whose only,
and modest, value today is purely sociological. Perhaps the moment has come
to rehabilitate the Swedish-girl comedy as a genre that attempted to give a very
lightweight form to an over-deep desperation. Beneath the seemingly spectacular
and festive Underpants (or Beret) vs. Bikini dialectic, a certain tragic sense of
national claustrophobia ended up converting a number of apparently frivolous
films into a strangled cry. In El turismo es un gran invento (Tourism’s a Great
Invention,1968), which is almost a meta-film on the genre and its deep meaning,
the mayor (Paco Martinez Soria) of an eternally Spanish village travels to the
Parallel Universe of sun-drenched beaches with the project for reformulating his
birthplace into the spitting image of a state-of-the-art tourist destination. In one
scene his companion (José Luis Lopez Vazquez) is portrayed snuggling up to the
(foreign) members of a racy girl group. In their village in Aragon José Luis Lopez
Vazquez's fictional wife (Margot Cottens, got up in the severe, primeval style
of Deep Spain) bawls her eyes out on seeing the photo printed in a newspaper.
The boom-time Spanish comedy spoke, in short, of an impossible escape: its
anti-heroes always returned (crestfallen and resigned) to that prison whose walls
they never managed to scale, because they were interior, intangible walls: a mental
state, in short. The Spain of the tourist boom was a pre-technological Matrix
inhabited by repressed types in underpants fed from above on an impossible
sexual fantasy full of Swedish girls in bikinis. Like Verano 70 (Summer 70, 1969),
a later film by the same director, Pedro Lazaga, El turismo es un gran invento
opened with a jumpy, voice-over prologue whose tone might remind one of those
shorts with Goofy, the Disney character, in which the strange creature became
a metaphor of a neurotic average American in the midst of a consumerist nightmare.
The prologue of E/l turismo es un gran invento also traces a nightmare in a nervous,
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accelerated tone: that of flourishing, full-colour, mass tourism in a country
accustomed to seeing itself in black and white. The Spanish comedies of the
tourist boom lived in that perpetual tension between Backwoods and Beach
(understood not as geographical concepts but as spiritual states). The dark other
side of those falsely sun-drenched comedies had inevitably to come out into the
light. Verano 70 is, without excessive delicacy, an embittered comedy in part:
with its world of husbands left on their own in the lonely city and wives laid
siege to by a beach ne’er-do-well, the film transgresses, perhaps without meaning
to, the notion of selling Benidorm as a tourist paradise by providing an X-ray
portrait of the summer break as a time of deception. The Italian diretor Dino Risi
had done something similar a few years before in the extraordinary L'Ombrellone
(Weekend Wives/ Weekend, Italian Style, 1966), but in his (transparently vitriolic)
point of view no contradiction of any sort seemed to pulsate. The Spanish boom-
time comedy had its just coda in the final image of jVivan los novios! (Long Live
the Bride and Groom, 1970) by Luis Garcia Berlanga: a funeral cortege forming
an immense tarantula on the beaches of Sitges. The tarantula that won't let José
Luis Lopez Vazquez (the twin brother of all Spaniards) escape, while he contemplates
the lofty disappearance of his sexual fantasy.

Cover for the record African Blue
The Exotic Rhythms by Les Baxter.

Cover for the record Brazil
Now by Les Baxter.

DAY |:| LOUNGE-HI-FI-SOFA

In his book Elevator Music: A Surreal History of Muzak, Easy-Listening,
and Other Moodsong, Joseph Lanza states that the musical South Pacific (1949)
by Rodgers and Hammerstein “isn't so much a story of love on an island in the
South Seas as a science-fiction-style celebration of the American ability to mould



the unknown according to the image of the reconstructed psycho-sexual fantasies
of the soldiers who were destined for the islands during the Second World War”.
Two years later, obeying a similar impulse to eroticise the concept of exoticism,
Texan Les Baxter would release his record Ritual of the Savage (Capitol Records,
1951), a collection of instrumentals evocative of faraway landscapes and
atmospheres (from the Polynesian village to the luxuriant forests of Black Africa)
that led to the birth of a whole sub-genre of “lounge music”, “exotica” which
might be read today as the perfect antithesis of “world music”. “Exotica” was,
in short, synthetic sound exoticism, a product made to suit the sophisticated
stereophonic gramophones of that average American who was beginning to
sink into paranoia (and needed consolation): the ideal sound for an interior
(virtual) trip without leaving the security (and the comfort) of the living room.
In the booklet of the compilation The Exotic Moods of Les Baxter (Capitol Records,
1996), R.J. Smith defines the pieces from Ritual of the Savage as “fantasies of
‘otherness’ typical of the Cold War, of a world not armed to the teeth, of a place
where Americans will always be well received. Loved. (...) These songs are
hymns to Eros”. “Exotica” was an aseptic sexual fantasy in stereo for paranoid
times. Baxter, who'd been on Nat King Cole’s payroll as an arranger and who'd
written soundtrack music for some key B-movie (and Z-movie) names - Roger
Corman, William Castle, Ed Wood Jr. - barely travelled to any of the locations to
which music claimed to transport the listener. There's a revealing anecdote in
his biography: when he went to Mexico in 1959 to write the soundtrack for a
film, finally unreleased, that was going to be called The Sacred Idol, Baxter wrote
his score in one sitting without leaving his hotel room. The musician didn’t need
to steep himself in the exotic: for him, imagining it was doubtless enough. It's
this factor of unreality that has probably guaranteed the survival of his works:
the records of Les Baxter endure thanks to the fantastic side manifested in his
extravagant arrangements, in the almost surreal juxtaposition of ethnic
instruments and ethereal violins. Baxter’s sound maps were not designed to
transport us anywhere: in fact, they existed so that we wouldn’t need to go
anywhere. “Exotica” always maintained an odd dialectic with its referents: Martin
Denny, a Baxter disciple and the man responsible for the most recorded version
of his seminal theme, “Quiet Village”, became the spokesman for the Hawaiian
side of the sub-genre, removing from his pieces the central instrument of the
folklore of the islands, the steel guitar. “Exotica” is, in short, one of the many
forms of the recurring disencounter between tourist and native person: in this
instance it's not even necessary for them to meet each other. It's enough that
in the comfort of his sofa the tourist fantasises with the eroticised indigenous
spectre convoked by a score that betrays at every second (but with elegance
and a sense of form) its source of inspiration.
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Enchanted Tiki Room,
Disneyland, Orlando.

DAY |:| HI-FI-OFFICE-AFTERNOON OFF

The attraction known as Enchanted Tiki Room was launched in
Disneyland on 23 June 1963 within the zone identified as Adventureland. A
collateral effect of American exotic obsessions during the Cold War, Enchanted
Tiki Room was the first Disneyland attraction that utilised audio-animatronics
(robot dolls synchronised with music). It still functions today and has become
a shrine for new fans of “lounge music” (and consequently of “exotica”) brought
up on the revitalisation of the genre in the mid-90s. In an environment which
reproduces the Disney-baroque version of a Polynesian cabin, four parrots
christened as Fritz, Michael, Pierre and José welcome the public and present
a sophisticated musical number 17 minutes long performed by 200 characters
who adopt the form of multicoloured birds, flowers and tiki masks. The
attraction’s principal theme is the catchy song “The Tiki, Tiki, Tiki Room” by
brothers Richard and Robert Sherman, but in among the incidental music in
the place a few Les Baxter melodies can be recognised. In all probability there
couldn’t be a more logical fate for his music: conceived as imaginary soundtracks
for purely mental exotic landscapes, Baxter’s pieces add a new dimension to
the play of simulacra by serving as background in a theme park. In fact the
theme park is one of the future (and present) forms of tourism; a virtual journey
through a papier-maché world of illusion designed to stir up emotion. Walt
Disney wasn't only a master of animation: perhaps the moment has arrived to
argue for his importance as a visionary utopian (or anti-utopian). Disneyland,
his first theme park (opened on 17 July 1955), granted naturalisation papers to
a revolutionary concept that his successors (and imitators) still haven’t managed
to surpass: a space which contains all spaces, all landscapes, all emotions, all
possible journeys... or at least all the immediate dreams of leisure of the
average urbanite. A Supercontrolled Oasis of Chaos with a finish consisting of
amiable shapes and animate cartoon colours. Disneyland is the major souvenir
become city, the Mega-Neo-Sacred Spot: the grand statement on the impossibility



(or, put another way, the non-necessity) of the journey. Disneyland is the showy,
analogical version of the virtual journey. The Temple that receives us with a great
Truth: why go somewhere else if, wherever we go, we’ll find nothing other than
archetype, cliché, scenography?

Leaflet for Spain Park,
shima-gun, Mieken, Japan.

DAY |:| KITCHEN-DINING ROOM-BALCONY

Japan understood the illumined ideas of Walt Disney perfectly. And it
didn’t take long in applying them. The Koku Mura are Japanese theme parks devoted
to foreign countries: a miniaturisation of their most typical monuments, of their
exportable stereotypes, of their gastronomy. The Koku Mura are bonsai simulacra
of countries that, in the era of the economic bubble, relied on employees from the
country of reference. In Isobe, a village on the Shima-Hanto Peninsula in the region
Kanasai, is Spain Mura, or Spain Park: among other incentives, the place has
reproductions of the Mercado de la Boqueria in Barcelona, of the statue of Cybele
and the Plaza Mayor in Madrid, attractions based on Spanish topics - from Flying
Don Quixote to the Gran Montserrat — a wide assortment of typical restaurants — on
whose menus, typical of different regions, paella figures as a common denominator
- and souvenir shops in which traditional flamenco dancer and bullfighter costumes
can be acquired without needing to take a plane to any Spanish destination. The
Japanese, a premonition of future man, can get to know the world without needing
to cross any frontier. It would be easy to be sarcastic about the spectacular
exploiting of stereotype in Spain Mura were it not that in private we’'ve begun to
g0 the same way too. In the Terra Mitica theme park on the Mediterranean coast
there’s a Spanish sector, “Iberia, La Orilla Calida” (Iberia, The Warm Shore), which
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attempts to capture the foreign visitor with the same weapons. There, any one
of us can experience the last word in estrangement: to mount the “Tren Bravo”
(the Wild Train) and in the vertigo of the Big Dipper imagine ourselves as a Spaniard
acting the Spaniard in the golden days of Spain Mura.

The shadow of Houellebecq
in Lanzarote: the last tourist.

DAY I:l BOOKCASE-SOFA-BEDROOM

The moment has arrived to quote Michel Houellebecq, author of two
books that offer the bleakest of diagnoses of tourism and its current circumstances,
Lanzarote (2000) and Platform (2001): “I liked holiday brochures, their abstractness,
their way of reducing locations in the world to a limited sequence of possible
pleasures and tariffs; | especially appreciated the system of stars to indicate the
intensity of happiness that one had a right to expect. | wasn’t happy, but | valued
happiness and went on aspiring to it” (Platform). “"Completely insensitive to the
splendour of his natural environment, the native devotes himself, in general, to
destroying it (...), to the despair of the tourist, a sensitive being anxious to be
happy. When the tourist has made him see the beauty the native is capable of
seeing it, of preserving it and of organising its commercial exploitation in the form
of excursions” (Lanzarote). “My dreams are mediocre. Like all the inhabitants of
Western Europe, | want to travel. Fine, one has to take into account the difficulties,
the language barrier, the bad organisation of group transport, the dangers of flying
and that they might swindle one; to put it bluntly, what | basically want is to do
tourism. Each one has the dreams he’s capable of, and my dream is to mix together
ad infinitum ‘Passion Tours’, "Vacations in Colour’ and ‘Pleasures & la carte’,
to refer to the themes of three Nouvelles Frontiéres catalogues” (Platform).



Houellebecq makes it clear that he doesn’t write from the viewpoint of the
traveller (an already extinct species), but from the tourist’s; and that the experience
of the tourist ends, inevitably, in desolation. Platform speaks of one of the
lattermost forms of tourism, one of the worst from a moral angle (or a hypocritical
one, according to taste): sexual tourism. In a sense sexual tourism is the latest
chapter in the long history that began with those pilgrims making for the Holy
Land or some other sacred place in order to reaffirm and strengthen their faith.
The sexual tourist also fulfils the fantasy of the sedentary type who delighted in
“exotica” in the latest model of bachelor pad in the America of the 50s. And that
of the man trapped in his metaphysical underpants who dreamed of Mediterranean
beaches swarming with bikini-clad Swedish girls. Sexual tourism is the grand
sublimation of the disencounter: the date in a motel in the middle of nowhere
or in the centre of a moral limbo between a tourist who travels with stereotypes
in his head and a native who hides their identity behind the archetype, who acts
out a script written by successive decades of cultural (and colonial) prejudice.
In Platform the paradise convoked by this venereal tourism is also a mirage.
When it vanishes, all that remains is the solipsistic agony of the tourist who has
been unable to escape from himself, even for a moment.

DAY I:I BEDROOM-JOURNEY’'S END

This tour through the stereotype and the different forms of
disappointment of the tourist, for which we’ve not needed to leave the house,
began on a dreamlike beach and ends on an apocalyptic one: the beach imagined
by the writer J.G. Ballard in his magisterial tale “Having a Wonderlful Time”,
included in the anthology Myths of the Near Future (1982). The story takes the
form of a series of postcards written by Diana, a British tourist, from the Hotel
Imperial, a sophisticated tourist complex situated on Playa Inglaterra, England
Beach, in the island of Las Palmas. The gradation of unease in the development
of the plot is superb: when Diana and her family must return home a supposed
error in the Gatwick Airport computer delays their flight and obliges them to
remain in the hotel. The days pass. The reader may possibly intuit before Diana
that neither she nor her family will ever return from their holidays in Las Palmas.
Very subtly the tourist complex is revealed to us as a concentration camp,
the definitive anti-utopia that imprisons us in the only form of hell with some
chance of success: a comfortable hell, an amiable hell. Where we will be tourists
for all eternity.
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e dor the remainder of the circuit around lsla Mara Madre in a
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Papular Mexican refirain,

THE ISLAS MARIAS

Visir el i
THE ISLAS MARfAS II |

cliore 2004 is over the lalas Mardas Federal Penal Colony will be dismantled.

Ins Jume 2003 the islancds were decreed an Ecological Reserve and a benefi
plan begrun o reduce sentences. The idea, they spyg b ow vacae the idand Iy
the end of March 2004, Mobody knows whant's geing w happen o the
paland and rumours are all that exast on this seore. The sland
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mvalbve the “islanders”™ i the rescue work, bt oo the otbaer band ihe Sae
savs it the “islanders”™ who dio no attain freedom due oo redisction of
sentences will be sent back 1o the CERESCY. So, do they go, or daon't thes?
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P.C. Swift Trip, Minimal Story
Ramon Parramon, Enric Carreras, Jose Carvajal and Pedro Coelho

“Such gazes implicate both the gazer and the gazee in an ongoing
and systematic set of social and physical relations. These relations
are discursively organised by many professionals: photographers,
writers of travel books and guides, local council, experts in
‘the heritage industry’, travel agents, hotel owners, designers,
tour operators, TV travel programmes, tourism development
officers, architects, planners, tourism academics and so on. In
contemporary tourism these technical, semiotic and organisational

discourses are combined to ‘construct’ visitor attractions.”

John Urry, The Tourist Gaze (2002).
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The postcard is a kind of window, a vision of the urban with
the logic of an icon: the reduction of the city to a tame, peaceful

image that can be readily consumed by the tourist.

A

Images which give us the sensation
that rather than resembling the
\\ place, they intend the place
: should resemble them. A visual
A narrative that becomes the stage
or a simple backcloth: the city
prefigured as a show.
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The nature of mass tourist travel,

11—
r—

with limited — costly and scarce — time
seems to make it necessary to cover the
city being visited through a series of
specific objectives. The tourist’s gaze
is mediated by a group of factors,

and the postcard image — as part of
this group — assumes a double function: =
a previous narrative structure that *

-
organises possible itineraries, and as -‘3
a detail which acts a posteriori as a
memory of the journey. . U .

The brief text generally acts simply
to verify a fleeting presence in
that place.
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The tourist’s experience is configured by a set

of stimuli. The postcard image — by leaving too many
things outside the frame of the photograph —
seems to serve simply to acknowledge that one
has been to a particular place.

Perhaps the postcard
— as another format for Is the reconstruction of the

communication — can continue tourist’s identity possible from
B the graphic sign, from the text?

to demonstrate its power at a

moment when the transmission

of images is ever more

instantaneous and delocalised? L
POSTENFS. . 23
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The presence of the tourist — fleeting and

- P —— permanent at the same time — produces an
M 1‘.; \ endless stream of connections, inside and out
I ] ; & of the place. An invisible plot is established of
B E -

[}
i o ' ' contents, gazes, visions, emotions and histories
) of the city. The postcard can register this
minimal, individual experience of the tourist,

although the image of the place visited insists .*
on repeating itself ad nauseam as the trophy

of a collective experience.

The place may be apparently frameable, identifiable,
able to be transformed into a system of images, the

journey may be projected now as the collection of
those places; but the tourist’'s identity is revealed
as a trail, a formless identity, only traceable from
individual histories.



The postcard may seem to have
that role to show the glamorous
slice of the city, it also preserves
its — almost romantic — function
as a link between people and
distant places. The choice of the
image, the bespoke writing,
the individualised gesture,
takes the postcard beyond its
souvenir quality.

The postcard’s limited format leads inevitably
to simplified messages, as well as to the
creation and reproduction of a “collection”
of set phrases. This reality, which almost
inevitable and restricted, will probably help
maintain its existence in a world marked by

the immediacy of communication.
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iH il
-Fragm nts of fieldwork observation in the Barcel na Tours bus Saturday 15/11/03..

Between 1:50 and 4:30 pm. A day that was fairly damp and cloudy.

,"l\{;e filzi stop is La Pedrera/ The Eixample is IH {ineighbourhoold/‘The guide-voice
m Intion,s_,}acint Verdaguer as a great poet/ “This arb‘h_itectu‘ral wonder presently
being brought to completion” (referring to thk&hda Familia where some people
get off and many get on)/ The voice portrays the P eig Sant Joan as an area of
modern residencies where there is nothing spe01a1 to po1nt out. Followed by a moment
of musical silence and then that voice resumes talklng about a diff€rent place:

The Rambla/ We are entering Gracia. It mentions this area as very-important for the
city, with “colourful streets”, its very important fiestas “in which its inhabitants are
protagonists”/ It comments that “the festive spirit (of BCN) can be seen in every
part of the city and impregnates the visitor”/ We are forewarned we will soon reach
the Park Giell. Most tourists don't dwell on the small de‘:cails of their journey
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(the people in the street, the small private buildings, the shops), perhaps the guide's
tone doesn’t allow that?, can it be that the fact we're coming to the Park Giiell makes
everything else unimportant?/ When we reach Lesseps, the voice talks of big re-
structuring, of urban development, states it is a constant in Barcelona/ Mention

of the Foster Tower, Collserola and the splendid views of the city from up there/
Mention, as we cross it, of the area of Bonanova, where the famous live together
(artists, sports celebrities...). Even tourism requires its dose of gossip/ As we drive
into the Diagonal, the voice speaks of “buildings that can’'t go unnoticed”, alluding
directly to the two black towers of La Caixa/ Opposite Sants Station and the Placa
dels Paisos Catalans, it speaks of “a quite unusual urban perspective”/ In the Placa
Espanya it speaks of the Fair, the two small towers, but not about the bullring
(because of the bad state it is in?)/ The Barceloneta is described as a working-class,
traditional fishermen’'s area. The voice emphasises its restaurants, “fish, shell-food

and tapas are the great protagonists” in la Barceloneta...




The postcard may seem to have
that role to show the glamorous
slice of the city, it also preserves
its — almost romantic — function
as a link between people and
distant places. The choice of the
image, the bespoke writing,
the individualised gesture,
takes the postcard beyond its
souvenir quality.

The postcard’s limited format leads inevitably
to simplified messages, as well as to the
creation and reproduction of a “collection”
of set phrases. This reality, which almost
inevitable and restricted, will probably help
maintain its existence in a world marked by

the immediacy of communication.
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iH il
-Fragm nts of fieldwork observation in the Barcel na Tours bus Saturday 15/11/03..

Between 1:50 and 4:30 pm. A day that was fairly damp and cloudy.

,"l\{;e filzi stop is La Pedrera/ The Eixample is IH {ineighbourhoold/‘The guide-voice
m Intion,s_,}acint Verdaguer as a great poet/ “This arb‘h_itectu‘ral wonder presently
being brought to completion” (referring to thk&hda Familia where some people
get off and many get on)/ The voice portrays the P eig Sant Joan as an area of
modern residencies where there is nothing spe01a1 to po1nt out. Followed by a moment
of musical silence and then that voice resumes talklng about a diff€rent place:

The Rambla/ We are entering Gracia. It mentions this area as very-important for the
city, with “colourful streets”, its very important fiestas “in which its inhabitants are
protagonists”/ It comments that “the festive spirit (of BCN) can be seen in every
part of the city and impregnates the visitor”/ We are forewarned we will soon reach
the Park Giell. Most tourists don't dwell on the small de‘:cails of their journey

£.-1- ‘:d.-,, A0S
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(the people in the street, the small private buildings, the shops), perhaps the guide's
tone doesn’t allow that?, can it be that the fact we're coming to the Park Giiell makes
everything else unimportant?/ When we reach Lesseps, the voice talks of big re-
structuring, of urban development, states it is a constant in Barcelona/ Mention

of the Foster Tower, Collserola and the splendid views of the city from up there/
Mention, as we cross it, of the area of Bonanova, where the famous live together
(artists, sports celebrities...). Even tourism requires its dose of gossip/ As we drive
into the Diagonal, the voice speaks of “buildings that can’'t go unnoticed”, alluding
directly to the two black towers of La Caixa/ Opposite Sants Station and the Placa
dels Paisos Catalans, it speaks of “a quite unusual urban perspective”/ In the Placa
Espanya it speaks of the Fair, the two small towers, but not about the bullring
(because of the bad state it is in?)/ The Barceloneta is described as a working-class,
traditional fishermen’'s area. The voice emphasises its restaurants, “fish, shell-food

and tapas are the great protagonists” in la Barceloneta...







EXHIBITION
LIST OF WORKS

IBON ARANBERRI LANDA
Dam-dream, 2004

Traffic signs, map and documents
Variable measurements

YTO BARRADA

Gran Royal Turismo:

la maquette, 2003
Animated model

2mo

Courtesy Galerie Polaris, Paris

Fille rousse, 2002
C-type print
80 x 80 cm

Frontiére Sebta, 2002
C-type print

80 x 80 cm

Fer & béton, 2003
C-type print

60 X 60 cm

N de Patrie, 2003
C-type print
80 x 80 cm

Le Détroit, 1999
C-type print
60 X 60 cm

Container 1, 2003
C-type print
60 X 60 cm

Papier peint, 2001
C-type print

60 X 60 cm

Rue de la Liberté, 2001
C-type print

125 x 125 cm

Le Mur, 2003
C-type print

80 x 80 cm

Vue aérienne, 2003
C-type print

80 x 80 cm

Arrét de bus, 2002
C-type print

80 x 80 cm

Ferry, 1999

C-type print

70x 70 cm

Grillage, 2002
C-type print

80 x 80 cm

Colline du Charf
(tombeau d’Antée), 2001
C-type print

103 x 103 cm

Usine I (gambas), 1998
C-type print
103 x 103 cm

Caisson lumineux, 2003
C-type print
60 x 60 cm

Belvédere (figure 1), 2001-2003
C-type print
60 x 50 cm

Belvédeére (figure 2), 2001-2003
C-type print
60 x 50 cm

Belvédere (figure 3), 2001-2003
60 X 50 cm

Pigment ink print

Courtesy Galerie Polaris, Paris

JAVIER CAMARASA /

JORGE LUIS MARZO

Beyond the earth, closer to
dreams, 2004

Spain, video, colour, sound, 35 min.
3 synchronised video projections
Music: Diaz de la Espina and
Arvo Part

With the assistance of the Centro

de Arte Juan Ismael, Cabildo de
Fuerteventura

DANIEL G. ANDUJAR

A Brick Culture, 2004

10 audios and 10 photographs
(20 x 26 cm each)

NEOKINOK. TV

(DANIEL MIRACLE /

MARCOS JAEN)

The Meta-alienated: Symbolic
oppression as a Postmodern
Spectacle, 2004

Colour, sound, nonlineal duration
Automatic zapping on three
screens: two satellite TV
platforms, one DVD player with
own contents in a loop and a
camera in situ

ROGELIO LOPEZ CUENCA
Nerja, once, 2004

Video, colour, sound, 20 min.

3 synchronised monitors,

a photographic impression on
vinyl, 10 texts and 10 postcards

MULTIPLICITY

Solid Sea - case 04:
(M)RE-Tourism, 2004

Italy, video, colour, sound, 14 min.
3 synchronised video projections

RAMON PARRAMON /

ENRIC CARRERAS /

JOSE CARVAJAL /

PEDRO COELHO

P.C. Interrupted Trip, 2004

30,000 postcards to be distributed,
written, exhibited and later sent to
their destinations once the exhibition
is over; slides, magnets, iron structure
and table

LISL PONGER
Souvenirs, 1982
Austria, b/w and colour, silent, 12 min.

Passagen, 1996
Austria, colour, sound, 10 min.

Phantom Fremdes Wien (Phantom
Foreign Vienna), 2004
Austria, colour, sound, 27 min.

déja vu, 1999
Austria, colour, sound, 21 min. 26 sec.
Courtesy Charim Galerie, Vienna

JOAN ROCA | ALBERT

Trips Through Barcelona.
Itinerary as Art Form, 2004

4 itineraries around Barcelona:
“Revising the Core of the City”,
“Eastern Seafront Heritages”,
“Barcelona in Diagonal” and
“Panoptical Gazes”

SELECTION
OF VIDEOS

NESTOR ALMENDROS

Gente en la playa, 1961

Cuba, b/w, sound, 10 min.

Courtesy Sergio Almendros and Filmoteca
Espafola, Madrid

EDUARDO DiAZ
I can’t get no satisfaction, 2002
Spain, colour, sound, 8 min.

ANGELIKA LEVI

Hay que gastar dinero, 2003
Colour, sound, fragment: 3 min. 54 sec.
Courtesy Celestefilm, Barcelona

MICA TV / DAN GRAHAM

Cascade / Vertical Landscape, 1988
France, colour, sound, 6 min. 30 sec.
Courtesy Electronic Arts Intermix, New York.
Collaboration with artists Dike Blair

and Dan Graham, and musician/composer
Christian Marclay, MICA TV
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JOAN OLIVE VAGUE

Safari fotografico en Kenia

y Tanganika, 1965

Spain, colour, sound, 52 min. 23 sec.
Courtesy Silvia Olivé Martorell

and Filmoteca de la Generalitat

de Catalunya, Barcelona

RACHEL REUPKE
Infrastructure, 2002
UK, b/w, sound, 14 min.
Courtesy LUX, London

VILGOT SJOMAN

Jag Ar Nyfiken-Gul

(I am Curious Yellow), 1967
Sweden, b/w, sound, 122 min.
[fragment: 2 min. 23 sec.]

NICK STEWART
Surface Tension, 1994-1995

UK, b/w, sound, 10 min.
Courtesy LUX, London

JOSE VAL DEL OMAR

Turistas resbalando, 1968-1979
Spain, colour, silent, 21 min.
Images loaned by the Maria José val del
Omar and Gonzalo Séenz de Buruaga
archive, Herederos de José Val del Omar,
which have been included in the film
directed by Eugeni Bonet Tira tu reloj al
agua, based on the posthumous work by
Val del Omar

FILM AND VIDEO
PROGRAMME

3 June - 29 July 2004
Auditorium of the Fundacio
Antoni Tapies

Session 1

MELINDA STONE /

IGOR VAMOS

Suggested Photo Spots, 1996
USA, colour, sound, 10 min., O.V.
with Spanish subtitles.

STEPHANIE BLACK

Life and Debt, 2001

USA, b/w and colour, sound, 86 min.,
0.V. with Spanish subtitles.

In co-operation with the Mostra
Internacional de Films de Dones

de Barcelona.

Session 2

JOSEP MARIA FORN
La piel quemada, 1966
Spain, b/w, sound, 108 min., O.V.

Session 3

RANDI STEINBERGER
Holi-days, 2002

USA, colour, sound, 50 min., O.V.
with Spanish subtitles

Courtesy Tell-Tale Productions,
Venice, California

MEL STUART

If It’s Tuesday, This Must Be
Belgium, 1969

USA, colour, sound, 94 min., O.V.
with Spanish subtitles

Courtesy Hollywood Classics, London

Session 4

JACQUES TATI

Playtime, 1967

France, colour, sound, 120 min.,
0.V. with Spanish subtitles
Courtesy Dea Planeta, Barcelona

Session 5

SVEN AUGUSTIJNEN

Le Guide du Parc, 2001
Belgium, colour, sound, 44 min.,
0.V. with Spanish subtitles
Courtesy Argos, Brussels

GIOVANNA RIBES

Cuba: Blanco y Negro, 1996
Spain, b/w and colour, sound,
26 min., O.V.

URSULA BIEMANN
Remote Sensing, 2001
Switzerland, colour, sound,
54 min., O.V. in English with
Spanish subtitles

session 6

EDER SANTOS

A Europa em 5 minutos, 1986
Brazil, colour, sound, 14 min., O.V.
subtitled and voice-off in English
with Spanish subtitles

Courtesy Electronic Arts Intermix,
New York

JULES DASSIN

Never on Sunday

(Pote Tin Kyriaki), 1960
Greece, b/w, sound, 90 min., O.V.
in Greek and English with Spanish
subtitles

Courtesy Hollywood Classics, London

Session 7

ULRIKE OTTINGER

Johanna d’Arc of Mongolia, 1989
Germany, colour, sound, 165 min.,
0.V. in French, subtitled in English,
with Spanish subtitles

Courtesy Ulrike Ottinger Filmproduktion,
Berlin

Session 8

STEFAAN DECOSTERE
Travelogue 1-2-3, 1990
Belgium, colour, sound, 33 min.
30 sec., O.V. in English with

Spanish subtitles
Courtesy Argos, Brussels

JOHAN GRIMONPREZ

Dial History, 1997-2003
Belgium/France, b/w and colour,
sound, 68 min., O.V. in English
with Spanish subtitles

Courtesy Argos, Brussels

LECTURE SEASON

1 and 2 October 2004
Auditorium of the Fundacio
Antoni Tapies

SUSAN G. DAVIS

(Denver, CO, 1953)

Ph.D. in Folklore and Folklife from
the University of Pennsylvania

Protest and the Spectacular
City since September, 2001:
The Popular Uses of Corporate
Space

ARMANDO SILVA

(Bogotd, 1956)

Doctor in Comparative Literature
from the University of California
(Irving)

Urban Imaginaries and Tourist
Fantasies: How Citizens’ Desires
Make the Other City an Illusion

JOAN RAMON RESINA
(Barcelona, 1956)

Doctor in Comparative Literature
from the University of California
(Berkeley)

From the Olympic Cauldron
in Montjuic to the Forum

Barcelona 2004: Behind the
Image of Olympic Barcelona



MARI PAZ BALIBREA
(Barcelona, 1965)

Doctor of Literature from
the University of California
(San Diego)

JORDI PORTABELLA
(Barcelona, 1961)

Second deputy mayor of
Barcelona, councillor for tourism
and first vice-president on
Barcelona Executive Commission
on Tourism

A Discussion of Tourism

Policies in Barcelona over the
Last Decade and their Impact
on the Urban and Social Fabric

CURRO AIX GRACIA
(Dolores, Alicante, 1970)
Artivist, currently completing
an MA course in the Sociology
Department at the University
of Seville

Art and Culture in Seville.
City Marketing through:
Tourism Inputs into the Culture
of the “Fourth Spanish City”

JAVIER CAMARASA
(Valencia, 1957)
Self-taught artist

DOMINGO RODRIGUEZ
(Tetir, Fuerteventura, 1964)
Musician

Members of Tetir Residents’
Association

Residents’ Movement

to Slow Down Disorderly
Construction in and around
Tetir (Fuerteventura)

SOS LLORET

Jordi Draper and

Jordi Palaudelmas
Members of the SOS Lloret
Civic Association

A Process to Change
the Tourism Model

PLATAFORMA EN DEFENSE
DE L'EBRE

Manel Tomas

(Tortosa, 1955)

Activist, member and
spokesperson for the Ebro
Defence Platform

The Civic Response to the
Environmental, Social and
Economic Impact of Water
Transfers from the River Ebro

BIOGRAPHIES

[ exhibition
publication

NESTOR ALMENDROS [
(Barcelona, 1930 - New York, 1992)
Film-maker and director of
photography. At the end of the
Spanish Civil War his family went
into voluntary exile in Cuba. In
the early sixties he moved to France,
where he worked with directors like
Eric Rohmer and Francois Truffaut
and, with other photographers,
laid the foundations of the Nouvelle
Vague. From 1978 he moved to
Hollywood, where he worked

with Woody Allen, Martin Scorsese
and Francis Ford Coppola, among
others.

XAVIER ANTICH

(La Seu d'Urgell, 1962)

PhD, lecturer in Aesthetics, codirector
of the MA in Art Communication
and Criticism at the Universitat de
Girona and coordinator of the Museu
d’Art Contemporani de Barcelona Art
Criticism Workshop. He has written
a number of books and published
many articles in specialist journals.
He writes regularly for the Culture
section and the Cultura/s
supplement of La Vanguardia. He

is also a member of the editorial
board of the newspaper.

IBON ARANBERRI LANDA [OE
(Itziar-Deba, Guipuzcoa, 1969)

He studied Fine Arts at the
Universidad del Pais Vasco in Bilbao
from 1989 to 1994. He has taken
part in numerous projects and
exhibitions. He has recently
published a monograph of his
work with the title No Trees
Damaged. He has been contributing
to the newspaper Berria for a year.
Currently he has a PS1 Studio
Program grant in New York.

MARI PAZ BALIBREA
(Barcelona, 1965)

PhD in Literature from the University
of California, San Diego, she is now

lecturer in Spanish Cultural Studies
at Birkbeck College, London
University, where she directs the
MA in Spanish and Latin American
Cultural Studies programme. Her
research focuses on literature,
cinema and urban spaces from
the perspective of cultural policies
and on an analysis of the relations
between aesthetics, politics and
ideology.

YTO BARRADA [E

(Paris, 1971)

She has studied History and Political
Sciences at the Sorbonne in Paris.
She went on to study photography
at the International Center of
Photography (ICP) in New York.
Her work revolves around the
question of discovering how
modernity is constructed and
negotiated in Morocco. She is also
programmer at the Tangier Film
Theatre (Morocco), which she
founded herself and which will be
opening its doors in autumn 2004.
She lives and works between
Tangier and Paris.

IVAN BERCEDO /

JORGE MESTRE

Ivan Bercedo (Barcelona, 1969)
and Jorge Mestre (Barcelona, 1969)
are photographers, architects and
editors. In 1998 they founded the
MIZIEN studio, with headquarters
in Barcelona. Their activity

also includes special work in
architecture, town planning and
exhibitions, such as photographs
and articles within the framework
of multidisciplinary projects. They
directed the journal Quaderns
from January 1999 until January
2004. They contribute regularly

to the Cultura/s supplement of

La Vanguardia.

URSULA BIEMANN [OE

(Zurich, 1955)

Educated in New York and now
based in Zurich, she makes video
essays charting the effects of
globalisation and new technology
on women in a changed world order.
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In addition Biemann has worked
as both a curator and collaborating
artist on a number of large-scale
international exhibitions.

She currently teaches on the
Etudes critiques curatoriales et
cybérmedias (CCC) programme
at Ecole Supérieure des Beaux-Arts
(ESBA) in Geneva. She is editor of
the website www.geobodies.org.

JORGE BLASCO

(Barcelona, 1972)

He studied Fine Arts at the
Universidad de Salamanca and
broadened his training at the
Technological Educational
Institution in Athens. He is currently
doing postgraduate studies and
PhD at the Escola Técnica Superior
d'Arquitectura de Barcelona (UPC),
where he is writing his thesis. He
is director of the ongoing project
Archive Cultures, launched at
Fundaci6 Antoni Tapies in October
2000. He is currently working

on the development of projects
and publications linked to Archive
Cultures and on the production

of AIAN, Spanish Civil War section.
He is editor of the website
www.culturasdearchivo.ua.es.

JAVIER CAMARASA [OE
(Valencia, 1957)

Self-taught artist. He regulary
exhibits in Spain and Europe.

ENRIC CARRERAS [OE
(Barcelona, 1977)

Designer, lecturer at Elisava
Escola Superior de Disseny and
member of the Gnopolis Disseny
group. He has designed stands,
exhibition spaces and has worked
with different artists from Spain
and abroad. He is editor of the
www.gnopolisdisseny.com website.

JOSE CARVAJAL OE

(Caracas, 1962)

Journalist and lecturer at Elisava
Escola Superior de Disseny.
Publishing coordinator, contributor
to different publications in Caracas,
and author of a number of books.

TONY CHAKAR

(Beirut, 1968)

Architect and writer. He has taken
part in many projects and
exhibitions. He also contributes to
the An-Nahar cultural supplement,
Al Mulhak and other European art
magazines, and teaches History of
Art and History of Architecture at
the Académie Libanaise des Beaux-
Arts (ALBA) in Beirut.

EDGAR CLEMENT

(Mexico City, 1967)

A self-taught illustrator, he has been
engaged in the graphic arts since
1986. He has contributed to a
number of cultural supplements
in Mexico. He is now a member of
Studio F, where he works colouring
drawings for Marvel Comics.

PEDRO COELHO [OE

(Lisbon, 1976)

Designer, lecturer at Elisava
Escola Superior de Disseny and
member of the Gnopolis Disseny
group. He has designed stands,
exhibition spaces and has worked
with different artists from Spain
and abroad. He is editor of the
www.gnopolisdisseny.com website.

JORDI COSTA

(Barcelona, 1966)

Writer and journalist. He curated
the exhibition Cultura porqueria.
Una espeleologia del gust at the
Centre de Cultura Contemporania
de Barcelona. Regular contributor
to the press and television. He is
currently writing for La Vanguardia,
El Mundo, Fotogramas and
Mondo Brutto, and is a member
of the team of scriptwriters for
the programme Version Espafiola.
He is the author of numerous
publications. He is living in Madrid,
where he manages the shop
specialising in imported DVDs,
Phenomena DVD.

MANUEL DELGADO
(Barcelona, 1956)

PhD in Anthropology, lecturer
in Religious Ethnology in the

Department of Social Anthropology
at the Universitat de Barcelona
since 1986, and writer. His work
has focused on the construction
of ethnicity and exclusion strategies
in urban settings. He is a member
of the board of directors of the
Institut Catala d'Antropologia

and a member of the Comissio
d'Estudi sobra la Immigracio del
Parlament de Catalunya. Among his
publications are: El animal publico
(Anagrama Essay Prize, 1999) and
Luces iconoclastas (2001).

EDUARDO Diaz [

(Tenerife, 1966)

Since 1990 he has used video as a
support for most of his work, which
has been shown at festivals and
shows in Spain, Portugal, France,
Morocco, Holland and the United
States. He works with the OVNI
group and alternates teaching
and making videos. He has lived
in Barcelona since 1985.

DIEDRICH DIEDERICHSEN
(Hamburg, 1957)

He was an editor of music
magazines in the eighties and taught
at art academies and universities in
the nineties in Germany, the United
States and Austria. He lives in Berlin
and teaches at Merz Akademie,
Stuttgart. He has published many
books and is a regular contributor
to Theater heute, Texte zur Kunst,
Tagesspiegel and Tageszeitung, all
appearing in Berlin.

NURIA ENGUITA MAYO
(Madrid, 1967)

Graduate in History and Theory

of Art from Universidad Auténoma
de Madrid. From 1991 to 1998
she worked at IVAM and since
June 1998 she has been chief
curator at Fundaci6 Antoni Tapies.
She was a member of the group of
curators who organised Manifesta
4, Frankfurt 2002. She is a member
of the team of directors of the
arteypensamiento programme at
the Universidad Internacional de
Andalucia.



DANIEL G. ANDUJAR [TE
(Almoradi, 1966)

He began his career in the mid
eighties making videos and doing
interventions in public spaces.
Since 1996 he has been working
on the project Technologies To The
Peoplee®, from which he generates
other projects, both on the net and
on physical supports (exhibitions,
installations, workshops). He
belongs to the irational.org group
and works as project director for
art.net.dortmund, e-barcelona.org
and e-valencia.org. He lives in
Valencia.

DAN GRAHAM [0

(Urbana, lllinois, 1942)

His provocative art and theories
analyse the historical, social

and ideological functions of
contemporary cultural systems,
including architecture, rock music
and television. In performances,
installations, and architectural/
sculptural designs, he investigates
public and private, audience

and performer, objectivity and
subjectivity.Deconstructing the
phenomenology of viewing, he
manipulates perception with time
delay, projections, closed-circuit
video and mirrors.

DANIEL MIRACLE /

MARcOsS JAEN [OE

The Meta-alienated is a project
by Neokinok.TV coordinated by
the artist and director Daniel
Miracle (Barcelona, 1970) and the
screenwriter and director Marcos
Jaén (Barcelona, 1974), in which
the following also take part: Ivan
Dominguez, Joana Brabo, MKT2007,
Vanesa Chirques, Héctor Tapia,
Abelardo Gil-Fourier, Joan Pitarch,
Pamela Gallo, Transnational.org,
Fractal B. Institute, Olga Mesa
and Nilo Gallego. The creative
collective Neokinok.TV works on
artistic experimental television
projects. The collective has done
a number of research projects

on audiovisual languages and
communications media.

ANGELIKA LEVI [0

(Bonn, 1961)

She studied at the German Film &
Television Academy (dffb) in Berlin.
When not working on her own
film projects, she works as a film
editor. She has a long filmography
starting in 1984. Her last film is
the documentary feature Mein
Leben Teil 2 (2003). She is living
in Barcelona.

ROGELIO LOPEZ CUENCA [TE
(Malaga, 1959)

Visual artist. His work explores
the processes of construction of
identity through the iconography
and the languages of the
contemporary world. He has
done interventions in urban
public spaces, for TV, on the web
(www.malagana.com) and he has
also taken part in the Johannesburg
Biennials; Manifesta 1, Rotterdam;
Sao Paulo; Lima and Istanbul.

XAVIER MANUBENS
(Barcelona, 1956)

He has been doing installation
projects since 1980. He is a
member of the multimedia
collective Zum-Zum and founder
of the Espais d'Art Contemporani
collective, which shows works
by young artists. Since 1992 he
has been doing single-channel
video projects and video
installations with Maite Ninou.

JORGE LUIS MARzO [OE
(Barcelona, 1964)

He is a private researcher,
exhibition curator, writer and
teacher.

MARIANO MATURANA
(Santiago de Chile, 1960)

He does his projects on the Internet.
Founder of Mundolatino.org, the first
Spanish speaking network on the
Internet; Desk.nl, the first Dutch
server created by artists; and the
Colectivo de Acciones Virtuales,
whose aim is to organise public
actions on the net. His individual

Media Art projects have been
shown at different festivals and
art centres in Holland, Germany,
England and Latin America. In
1987 he moved to Amsterdam,
and is now living in Barcelona.

MicaTv O

Forging an ingenious fusion

of pop culture, television and
contemporary art, Carole Ann
Klonarides and Michael Owen
began collaborating as MICA TV
in 1980. Departing from the
biographical “art documentary”,
MICA TV's strategy is to identify
specific aural and visual themes
with which to succinctly translate
their subjects’ artistic project
into a televisual equivalent.

muLTipLicity OE

Agency for territorial investigation
based in Milan. Multiplicity is an
ever-changing network formed
by architects, geographers, artists,
town planners, photographers,
sociologists, economists, film-
makers, etc. Multiplicity projects
and produces intervention
strategies, workshops,
installations and books about
the recent and hidden processes
of transformation of the urban
condition.

MAITE NINOU

(Barcelona, 1960)

Freelance film maker since 1984,
author of single-channel video
and video installations. Since 1992
she has been working with Xavier
Manubens. She is lecturer in
video in the Fine Arts Faculty,
Universitat de Barcelona.

JOAN OLIVE VAGUE [
(Barcelona, 1905 - 1980)

He appeared on the amateur film
scene in the fifties, in the era of
the colour film. He threw himself
wholeheartedly into two passions
which he combined to perfection:
cinema and travel. His wife, Emilia
Martinez Tomas, helped him to
edit films. His work consists of
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over a hundred films, almost
exclusively documentaries, many
of them about his city, Barcelona.
A number of them won awards
such as Premi Ciutat de Barcelona.

RAMON PARRAMON [OEl
(Vic, 1963)

Director of studies on MAs and
postgraduate courses at Elisava
Escola Superior de Disseny and
codirector of the MA in Design and
Public Space at Elisava/Universitat
Pompeu Fabra. Director of the
Idensitat programme, he has taken
part in a number of individual and
collective exhibitions, workshops
and debating forums. He has
done many interdisciplinary
projects on the possible functions
of art in a specific sociopolitical
context.

LISL PONGER [OIE
(Nuremberg, 1947)
Photographer, film maker and
curator, she lives and works in
Vienna. She is the author of
publications on photography and
her extensive filmography spans
the years from 1979 to the present.

ANGEL QUINTANA | MORRAJA
(Torroella de Montgri, 1960)
Lecturer in Film History and Theory
at the Universitat de Girona and
PhD in Information Sciences from
the Universitat Autonoma de
Barcelona. Film critic for El Punt
and the Cultura/s supplement

of La Vanguardia, contributor

to the magazines Dirigido por,
Archivos de la Filmoteca and
Nosferatu, and author of books
on cinema. Between 1993 and
1999 he was president of the
Associacié Catalana de Critics

i Escriptors Cinematografics.

RACHEL REUPKE [0

Her video installations explore
ideas about landscape, spectacle
and the modern world. Since she
graduated from Goldsmiths College
in 2000, her work has been widely

exhibited and screened in Europe,
the United States and Japan. She
lives and works in London.

JOAN ROCA 1 ALBERT [OE
(Girona, 1958)

He studied Geography at the
Universitat de Barcelona and
has worked in the fields of urban
history and education. He has
taught mainly at the Barri Besos
high school and is associate
lecturer in the Barcelona History
Seminar, at the Hochschule fir
Gestaltung in zurich and the
Universitat de Barcelona. He is
the author of many publications
on the contemporary history of
the city of Barcelona.

MONTSE ROMANi

(Lloret de Mar, 1968)

Since 1992 she has been
working in the field of cultural
management. In recent years
she has worked as an independent
curator, taking cultural production
as the backbone of her research
into the processes of urban
transformation, the new work
conditions and political theory.

VILGOT SJOMAN [0
(Stockholm, 1924)

Film director who combines
fiction and documentary reportage
in a strange odyssey through

the Swedish welfare state, which
he questions through constant
revelations and controversial
condemnations.

NICK STEWART [0

(Belfast, 1952)

Well known for his work in
performance in the late eighties
he has, since 1993, been
primarily exhibiting video and
video installation pieces. He is
presently working on a book and
video project, looking at questions
of identity and nationality, sampled
from conversations with many
of Ireland’s leading artists. He is
now living in London.

JOHN URRY

(London, 1946)

He was educated at Cambridge
University and has lectured at
Lancaster University ever since.
He was Head of the Sociology
Department (1983-1989),

Dean of the Faculty of Social
Sciences (1989-1994) and Dean
of Research (1994-1998). Much
of his research has been in the
general dimensions of economic
and social change in Western
capitalist societies. More recent
interests are in the changing
nature of mobility. He is the author
of numerous books.

JOSE VAL DEL OMAR [HE
(Granada, 1904 - Madrid, 1982)
His film work is a case apart
and a totally singular one in the
history of Spanish cinema, since
he links the historic avant-garde
- of which he was the only
member to persevere - with
modern experimental cinema.









This book has been published

in conjunction with the exhibition
Tour-isms. The Defeat of Dissent,
Fundacié Antoni Tapies, 14 May -

29 August 2004. Project curated by
Nuria Enguita Mayo, Jorge Luis Marzo
and Montse Romani, and coproduced
by Forum Barcelona 2004.

Conception

Nuria Enguita Mayo
Jorge Luis Marzo
Montse Romani

Editorial Coordination
Fundacié Antoni Tapies

Design
Nieves Berenguer Ros

Produced by
Fundacié Antoni Tapies
Nieves Berenguer Ros

Translations

Peter Bush, Lisa Dillman, Discobole,
Michael Foster, Paul Hammond,
Brian Holmes and Charles Penwarden

Editing
Fundacié Antoni Tapies
Keith Patrick

Edition
© 2004, Fundaci6 Antoni Tapies,
Barcelona

Texts
© 2004, the authors

Images

© 2004, Diego Abad. Mal pisto
producciones (p. 317); Ajuntament

de Barcelona, Direccié de Comunicacio
Corporativa i Qualitat. Imagina
Comunicacio, SA (pp. 52-53);
Ajuntament de Barcelona, Imatge

i Producci6 Editorial (pp. 30, 31);

Ibon Aranberti; Archive madeinbarcelona
(p. 17); Yto Barrada; Best Relations
(pp. 58-59); Ursula Biemann;
Barcelona Regional SA (pp. 76-77);
Javier Camarasa / Jorge Luis Marzo;
Tony Chakar; Noemi Cohen (p. 24);
Edicions Campana (p. 307); Escudo
de Oro, Barcelona (pp. 87-88, 192, 195,
201, 207, 209); Fundaci6 Antoni Tapies
(p. 100); Daniel G. AndUjar; Michel
Houellebecq (p. 318); Institut de Cultura.
Arxiu Historic de la Ciutat (p. 34);
Instituto de Estudios Turisticos, Madrid

(pp. 18, 19, 28); Instituto de Turismo
de Espafa, Madrid (pp. 18-29);
Rogelio Lopez Cuenca; Daniel
Miracle; Xavier Miserachs. © Arena

i MarMiserachs (pp. 50-51); Multiplicity;
Ramon Parramon / Enric Carreras
Domenech / Jose Carvajal / Pedro
Coelho; 1993, The Regents of the
University of California (p. 114);

Lisl Ponger; Montse Romani (p. 22);
TBWA\ (p. 32); Turisme Tactic;
Turismo y Ocio (p. 33); Maria José
Val del Omar and Gonzalo Saenz de
Buruaga, archive Herederos de José
Val del Omar (cover and pp. 1, 2, 4,
6, 8, 10); Pere Vivas (p. 49); Christian
zahr (p. 13).

Engraving and Printing
La Imprenta Comunicacion Grafica, SL

ISBN: 84-88786-79-4
Leg. Dep.:

The Fundacié Antoni Tapies has done
everything in its power to acknowledge
sources and copyrights for the
illustrations. Please notify us of any
errors or omissions.

No part of this publication may be
reproduced without the prior written
permission of the publisher.

Cover and pp. 1, 2, 4, 6, 8 and 10:
José Val del Omar. Turistas resbalando,
1968-1979. Images loaned by the Maria
José Val del Omar and Gonzalo Saenz
de Buruaga archive, Herederos de José
Val del Omar.

With the collaboration of




The Fundacié Antoni Tapies would
like to thank all those individuals,
institutions and companies whose
cooperation has helped to make
this project possible:

Diego Abad

Emilia Alcelay Peinado
Sergio Almendros
Salvador Antén Clavé
Nuria Arias

Montse Arnau
Guillermo de Avila
Victor Baixeras Borrell
Piluca Baquero Val del Omar
Ricard Barrufet Santolaria
Pep Benlloch

Eugeni Bonet

Didier Bricout

Angel Cabello

Carlos Calvo

Josep Calle

José Camarasa
Gregorio Canales
Yvonne Cifuentes
Rosalie Cimino
Rebecca Cleman
Meritxell Colina

Tina Colomer
Catherine David

Lucia Domingo Barral
Jordi Draper

Ma. Rosa Draper
Nuria Durban
Santiago Eraso
Eduard Escoffet

Imma Estada

Antonio Fabregas

Luis Falcon

Josep Ma. Forn

Joan Angel Frigola
Pedro G. Romero

Ana Ma. Gallart

Isabel Galobardes Mendoza
Maite Garcia Ruiz
Arseni Gibert

Conxa Gonzélez
Antonio Gosalvez
Fredji Hayebin

Andrés Hispano
Michel Houellebecq
Emilia Huerta

Kurt Kladler

Antonia Leal

Maria del Rosario Lombardero Vega
Elsa Lopez
Montserrat Luesma

Paz Marrodéan
Méximo

Ricardo Méndez Gutiérrez del valle

Arena y Mar Miserachs
Fernando Montanés
Antoni Monturiol
Francesc Mufioz

Silvia Olivé Martorell
Ulla Niehaus

Christa Noack

Ivén de la Nuez

Emmy Oost

Juan Antonio Pérez Millan
David Picard

Lidia Pitzalis

Alex Portabella

Esteban de la Puente Garcia
Joan Queralt Doménech
Juan Antonio Ramirez
Antonio Ramos Hidalgo
Laurence Rassel

Rose Robinson

Natalia Rodriguez
Valentin Roma

Eva Romagosa

Joaquim Romaguera
Familia Romani Draper
Joan Romani

Mandy Rosencrown
Virginia Roy

Gonzalo Saenz de Buruaga
Josep Sala

Angel Sanchis

Mario Sarria

Silvia Sauquet

Nicolas Sanchez Dura
Rosa Saz

Jorge Ignacio Selfa Clemente
Toni Serra

M. Encarnacio Soler
Mike Sperling

Toti, Alex i Anna Todd
Alicia Torrubia

Bernard Utudjian
Annemieke van de Pas
Joaquin Vazquez

Daniel Venteo

Gloria Vilalta

Jérg Wasnus

Rutger Wolfson

Florian Wiist

Perla Zusman

Ajuntament de Barcelona. Direcci6
Comunicacié Corporativa

Ajuntament de Barcelona - Institut de
Cultura. La Virreina exposicions

Archivos de Radio y Television
Espafola

Argos, Brussels
Arteleku

Barcelona Informacio. Publicacions de
I’Ajuntament de Barcelona

Barcelona Regional SA
Best Relations, Madrid
Celestefilm, Barcelona

Consorci del Barri de La Mina, Sant
Adria de Besos

Dea Planeta, Barcelona

Domus

Edicions A. Campanfd, Barcelona
Electronic Arts Intermix, New York
Escudo de Oro, Barcelona

Estudi La Maquineta, Barcelona
Filmoteca de Castilla y Le6n

Filmoteca de la Generalitat de
Catalunya, Barcelona

Filmoteca Espafola, Madrid

Forum de la Ribera del Besos,
Barcelona

Galerie Polaris, Paris

Charim Galerie, Vienna
Goethe-Institut, Madrid

Hollywood Classics, London

Hotel Barcelona Princess

Intertalent, Paris

Institut Catala del Cinema

Instituto de Estudios Turisticos, Madrid
LUX, London

Mediateca La Caixa, Barcelona

Mostra Internacional de Films de
Dones de Barcelona

Museu d’Art de Girona

Pioneer Electronic Ibérica SA
Publicis, Madrid

Tell-Tale Productions, Venice, CA
TBWA\, Barcelona

Triangle Postals, Barcelona
Turespafia, Madrid

Turisme de Barcelona

Turismo y Ocio. Revista de promocion
turistica y del tiempo libre

Ulrike Ottinger Filmproduktion, Berlin
University of California Press
Zap-0-Matik, Brussels



FUNDACIO ANTONI TAPIES
Arag6 255

08007 Barcelona

(t) +34 934 870 315

(f) +34 934 870 009
museu@ftapies.com
www.fundaciotapies.org

Board of Trustees

Antoni Tapies Puig, President

Teresa Barba Fabregas

Raimon Bergos i Civit

Oriol Bohigas Guardiola

Manuel J. Borja-Villel

Jacques Dupin

Caterina Mieras i Barcelo

(representative of the Generalitat de Catalunya)
Ferran Mascarell i Canalda

(representative of the Ajuntament de Barcelona)
Antoni Tapies Barba

Clara Tapies Barba

Miquel Tapies Barba

Director
Miquel Tapies

Manager
Guillem Peiré

Chief Curator
Nuria Enguita Mayo

Exhibition Coordinator
Noemi Cohen

Registrar
Sandra Fort6 Fonthier

Publications
Clara Plasencia

Exhibition and Publication Assistant
Claudia Faus

Documentalist
Pamela Sepulveda

Technical Conservation
Jesus Marull

Press and Exhibition Assistant
Nuria Homs

Communication and External Relations
Agnés Gallifa

Library
Gloria Domenech
Silvia Pascual

Administration
Montserrat Roigé
Ana Lop

Montse Marquez

Maintenance
Sebastia Guallar
Yones Amtia

Bookstore
Mar Batalla
Gala Sicart
Nuria Solé

Reception Staff
Sandra Aguila
Cristina Madrid
Anna Ma. Merino

FRIENDS OF THE FUNDACIO ANTONI TAPIES

Honorary Members
David K. Anderson
Daniel Lelong
Rodolphe Stadler

Patrons

Desin SA

Felipe Dominguez Zamorano
Enate

Hannu Hildén

Marcos Mora Uriach

Media Planning Group
PaceWildenstein

Rodés & Sala, Abogados
SIGLA

STAI

Vigilancia y Sistemas de Seguridad SA
Waddington Galleries Ltd.

Supporting Members
Manuel Alcolea Acha

Carme Balcells

Teresa Barba Fabregas
Carme Bastardas Arnau
Francisco J. Bauza Moré
Jordi Bayé Sanchez

Mari Carmen Buqueras de Riera
Guillermo Caballero de Lujan
Conchita Comamala

Vicenta Escriva Just

Concha Esteban

Nieves Fernandez

Jorge Galera Garcia-Montes
Manuel Garaizabal

Gabriel Giménez Inchaurrandieta
Elvira Gonzélez

Dinath de Grandi de Grijalbo
Josep Laporte

Soledad Lorenzo

Juan Manuel Lumbreras
Antonio Macho6n Durango
Jordi Madern Mas

Manuel de Muga i Toset
Jens H. Pagh

Antoni Paricio

Anna Ricart

Alfonso Rodés Vila

Baroness Philippine de Rothschild
Agatha Ruiz de la Prada
Damiéan Ruiz Soriano
Joaquim Sarda Mestres
Jaume Serra i Nogués
Helena Tatay Huici

Bufet Bergos

Erker Galerie

Fundacio Investigaci6 Cardiovascular
Galeria René Metras

Restaurant EI Raco de Can Fabes
Restaurant Roig Robi

Restaurante Tramonti









4
ISEN BN-BATE-T-Y

. ‘ I‘
QUFRHLBENTHET ST






