
The past is nothing more than a gather-
ing of historians, with bundles of papers 
and gin and tonics. The future, an im-
provised electoral programme. The 
true mystery is the present.

Now: remains, strata and traces. 
Lights in the distance. Magnified 
echoes and the Doppler effect. Insin-
uations of the future. The present time 
is a place that we are always entering, 
and we do so like a geologist, groping, 
accidentally coming across layers, silt, 
sedimentary strata that are altered at 
every step of the way. The journey – 
the length of the now towards the end 
of the room – introduces new marks, 
alters the indecisive soil of this month, 
of this day.

Right now, in the fifth movement 
of “Les Escenes”, some works extend 
across the floor. Others consider the 
symbolic terrain on which we live. All 
of them invite us to complete a journey, 
alternating sensitive memory and the 
ability to anticipate. This time we have 
to look down. The works are “realistic” 
in the meaning given to this word in Ben 
Lerner’s verses: “If you have to look up 
it’s religious. / If you have to look down 
it’s realistic.” Down, like the researcher 

or the gold prospector, but also the 
scrap collector and the beggar. With 
all of these people, to find the struc-
tures, or their remains, and the silenced 
evidence of poverty – or the second 
life of recycling: of objects, of ideas, 
of worldviews.

Les pedres del camí (2017) by Anna 
Dot show us the way. The erroneous, 
the blessed error: its device of ten 
white pebbles alludes to Don Quixote’s 
adventures, referring to the “mistakes” 
he makes throughout his errantry and 
absurdity. The installation suggests 
a spatialised, conceptual version of 
ekphrasis (inventing a visual correlate 
for a text), providing a new look at the 
distances travelled by Quijano and 
Sancho. Physical distance, from epi-
sode to episode, but also that formative 
difference between the chivalrous ideal 
and prosaic reality. Dot shows that this 
décalage was founded, from the begin-
ning of this leading novel, on materiality. 
For as John Barth pointed out, the first 
real Quixote moment in the story is 
when the protagonist, having thrown 
together a mud visor, and upon seeing 
that it breaks at first clash, prepares 
another in the same manner, refuses  

to try it and then declares that it is a
peerless visor. Programme: stumble, 
day in and day out, on the same 
philosopher’s stone.

Prospective journeys. Resin, Ardui-
no and laser are the materials used by 
Carlos Sáez for his installation entitled 
Lanza de Gadamer (2019). A work that 
questions the dichotomies between 
smooth and striated, mechanical and 
organic, industrial structure and rough 
retraction. It is a video projector, a 
forest of wiring, an alloy of materials. 
Sáez’s convulsive sculptural work 
belongs to a tradition that, from Richard 
Hamilton to Fabián Marcaccio, without 
forgetting joyful Ballardian accidents, 
explores the sex appeal of the inorganic 
by inventing post-human erotica. In this 
libidinal order, the obscene, that which 
should remain hidden, is the hardware. 
Exposed, erected as a fetish, the hard-
ware becomes hardcore. Cunningly 
tempting, it excites and challenges us 
to imagine which bodies and feelings 
are going to be activated by its hard,
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imploded presence: with the nervous 
vitality of orgasmic, final circuits, sensu-
al like rotors and ruptures.

This interference between his-
torical times, with lost frequencies of 
utopia and radio stations broadcasting 
resistance programmes, is the chronol-
ogy compound that galvanises science 
fiction. We therefore see how the novel 
The Handmaid’s Tale is converted into a 
rough sheet of recycled paper on which 
the phrases that speak in history about 
the survival of writing are arranged. 
This metaphor is one of the strategies 
that Marla Jacarilla uses in Cartografías 
distópicas (2017) to account for the mu-
tability of language, its visual dimension 
and enabling nature: promising, yes, 
but equivocal and potential. Nine novels 
displayed, “framed” in an installation 
full of fable and analysis, technique and 
inventiveness, “between epileptic lyri-
cism”, the artist informs us, and “rigor-
ous discipline”. OuLiPo, Art & Language 
and the textualities of the expanded 
field produced by women writers from 
the art sector are the hyperfictional 
network in which her work is included. 
The quotation, the mention and the 
textual clipping become the basic units 
of a literature that transcends the book 
format and becomes curved, porous 
and combinatorial.

There are smooth, linear writings; 
others, on the other hand, are hetero-
clitic, and interruption and demarcation 
lie in their nature. In the “silent journey” 
of Melodramas (1998), Marc Vives 
playfully employs specific elements of 
the coming-of-age novel. His meticulous 
psychological, epiphanic narration 
questions the value of formative ex-
periences – traumas, consecrations, 
rites of passage – and often reverses or 
dismantles the correlation between the 
course of time and the progress of char-
acter. Thus it occurs with the protagonist 
that “once the marriage was consum-
mated, some signs of puberty began to 
be noticed”. The psychological drama 
associated with the genre of Bildungs-
roman is converted into sarcasm. In the 
manner of Witold Gombrowicz, who 
described his own personal evolution as 
a shift from the mature to the immature, 
the diegetic deviations of this unbound 
novel lead us through the boundaries 
and meanderings that “the trail of matu-
rity” leaves in personality.

Post-structuralist linguistics broke 
away from the concept of language 
as a quasi-mathematical unit to fo-

cus on those elements that disrupt, 
distort or make language delirious. 
This intellectual substratum leads to a 
concept of “speech” as polyphony and 
disharmony of voices. Thus, Polyglossia 
(2017) by Rasmus Nilausen: bundle of 
tongues, babbling verdure, its plastic 
art technique formalises this condition 
of speech by presenting a painting in-
tervened by drawing. Language for the 
polyglot is not a tabula rasa, but a suc-
cession of superimposed, alternating 
surfaces. As opposed to the normative 
rigor and plainness of monolingualism, 
polyglossia appears to us as a verbal 
praxis that opens up the subject to 
difference, alterity and the Babel-like 
plethora of languages.

Mythical characters are in turn 
made of narrative strata, of successive 
stories that have been sedimented and 
superimposed across the centuries, 
thereby altering their nature. It can 
therefore occur that the most tragic of 
figures, the one that represents tragedy 
par excellence, reappears with an 
unthinkable personality. This occurs 
in It’s behind you (2019) by Antoni 
Hervàs. Continuing his fruitful line of 
research into the formal heterodoxies 
and biopolitics of the History of Theatre, 
Hervàs has identified a clownish, buf-
foonish Medea within the English stage 
tradition. Her authority is reversed in 
order to proudly proclaim the inversion 
and disorder of sexual and social roles. 
Combined with a rigorously fanzine-like 
comic, her camp, harlequin outfit – all 
remnants, all emancipated colour – is a 
Dionysian invitation to experience iden-
tity as disguise, theatricality as purity, 
clothing as the stratified skin of a new 
mutant, jocular being.

The translation strays from the ver-
bal to occur in the material environment. 
The possibility that one thing is another 
based on difference and reminiscence. 
The functional nature of everyday 
objects in Same Heat (2018), two pieces 
by June Crespo in which form drifts into 
metaphor, simultaneously remaining 
and disappearing. Devices created 
for the flow of liquids – as well as the 
transformation of an environment – 
the materiality of a radiator appears 
intervened from a stratigraphic quality in 
which resistance and wear, organic and 
inorganic, are able to coexist. But also 
potential references to the mechanical 
condition of a reality that is totally de-
pendent on the telluric precisely from its 
need and requirement of movement.

Architecture is also composed of 
layers and strata. And now we can no 
longer be sure that exposed brick or 
brutalist stone are more enduring than 
the seemingly ephemeral adhesive 
architectures occurring through our 
streets. A century after Uruguay’s Ra-
fael Barradas painted Quiosco de 
Canaletas, Francesc Ruiz, who is also a 
lover of kiosks and other informal meet-
ing places, offers a current example 
of the semiotic collage shaping urban 
life. His installation entitled Lycamobile 
(2019) connects the interior of La Cape-
lla with its neighbourhood environment 
by using the omnipresent graphics of 
this famous English multinational tele-
phone service company. The colours 
of blue and white, an Arial Bold font and 
Mr World are positioned, and ironically 
celebrated, as the low style of global 
capital, like the telematic home of mi-
grant and visitor communities and, 
in the reading suggested by the a
rtist, like an involuntary “commercial 
détournement” that reorders the sur-
rounding cityscape. 

There are images and forms that 
define a mode of social stratification 
because of their position in the territory 
or more frequent use. A socioeconomic 
level. Cardboard, perhaps the most 
humble of materials, allows Julia Spíno-
la in her sculptural work to “manipulate 
and press it, entering a working status 
in which the gesture becomes feverish”. 
Doing and undoing, compacting and 
breaking down are part of the same 
conceptual, spatial movement. What is 
the antonym for “cardboarded”? These 
gestures become emphatic and sud-
den in Brazos, chorros, mismo II (2019), 
acquiring an indescribable form, arrow, 
ray or deployment of precarious lances. 
Destined a priori to the closed circuit of 
practical use (use, recycling and gar-
bage), cardboard, previously pressed, 
now relaxed and horizontal, becomes 
a bearer of memory, taking the diverse 
forces of informality accompanying it 
from the entrance to the gallery to the 
extreme. In this way, a Universal History 
of Cardboard would be a record of all 
the layers of work experience, reloca-
tions, transportation and removals that 
have been reinforcing the journeys of 
our lives.

All the strata and a discontinuous 
line, a current running from the  
depths to the surface and, once again, 
to the most innermost layer – to the  
last geology.
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PERFORMANCES

Quim Pujol, De la Ceca a la Meca. Saturday 11 and Sunday 12 May. Presenting
a previously unseen work arising from an obsessive combing of demonyms 
ranging from “British punctuality” to “Indian file” and including “oranges 
from China”. Quim Pujol’s idea is a kind of scramble – a kind of remixing 
and concatenation – of demonyms that progressively draw a map and form 
unforeseen associations. This map begins as a geographical outline and leads 
to a visual cartography that reveals the arbitrary, grotesque nature of linguistic 
expressions associated with places, as well as the prejudices, histories and 
ideologies underpinning their continued use in language. The geographical 
anchors of the imagination thus appear, as does the extent of this habitual 
language of put-downs associated to territories. His performance reveals the 
volatile distinctions between what is here and what is there. Indispensable 
questioning within a display “of context”.

Anna Dot, De l’error a la pedra o de la literatura a l’objecte. Wednesday 22 May 
at 7 pm. Anna Dot’s installation is part of Scene 4 and Scene 5 and today she is 
presenting a perfomance-based activity in the form of a talk in the same 
exhibition gallery. Combining erudition and chatter, Anna Dot’s oratory will 
provide a detailed account of the displacements and translations of writing to 
stone that comprise her piece.

Marc Vives, La Fiesta (after). Sunday 26 May, La Capella doors open: 10.15pm. 
The meeting will commence after his last performance at the Antic Teatre.
On 23, 24, 25 and 26 May, Marc Vives will present La Fiesta (concert) at the Antic 
Teatre, a stage play based on a talk of the same name given by Roger Caillois in 
1939. After he has presented it for the last time at the Antic Teatre –on Sunday 
the 26th– the artist will invite the public to follow him to a kind of after-party of 
La Fiesta in La Capella for a final meeting on and in exhaustion. As in afters, 
the idea is to wind down and sober up a little around a few beers, whether it be 
the action of the artist or the election campaign.


