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he State Corporation for Spanish Cultural Action Abroad has organised this

photography exhibition showing works by same of our most representative arfises,
The pictures were selected for their capacity 10 evoke uncertainty, the indefiniteness of
limits and contours In spaces, objects and figures, which sre in tam erected as symbols of
the lack of certainties, the unease, and also the freedom of contemporary society. The aim
of this daring and suggestive proposal 15 o invite viewers 1o reflect on the comtradictions
and expectations of our fimaes,

With this project the State Corporation underscores its mission to promoic the
richness and diversity of aur past and present cultural wealth n other lands and
especially in these belonging to the great Latin American community. Guided by this
goal, our progromme encompasses & wide range of exhibitions and cultural activities in
the most diverse geographic reglons, projects that we Intend to extend 1o the widest AFTAY
of genres and maierfils possible, mnging from the memory of Spain in Enrope, America
and the rest of the world, (o the most recent contrbutions of our arists. With these
crileria, we propose (o channel a growing concern in soclety as a whole to value an
antlstic and cultural kertage whose variety and continual Tenovation is made manifest by
prctures such as those included in this exhibition,

Thus, we wish to further disseminate a culture whose fines: sign of dentity is its
openness [0 all influences and ils capacity to assimilate the cxperiences of orher peaples,
That culture is the heritage of knowledge and heauty we would also Hke 1o share with all
realns of society, like 2 window we are determined to open to the contemplation and
reflection of the internasional community. We would therefiore Lke ta EXPICSS OUr
satistaction with the results obtained along that road through shows such as the one we
are now presenting, and our hope that these ohjectives continue developing with
increasingly ambitious aspirations,

STATY CORPILATEIN e SPaRisH COMmsal Actow Anposn, SEACEM




a Sociedad Estaial para la Accldn Cultural Exterior de Espafa organize csta mucstra
Lt-:]:mp,r:ll‘lr; en ln gue seexponen las obras de algunos de nuestros creadones mas
representativos. Se trata de imagenes seleccionadas por su capacidad de evocar la
incertidumbee, 1o indefinicidn de los limites v conlomes en espacios, objeios ¥ iguras,
erigidos a su vez en simbolos de la falta de cemezas, la inquietid Y, también, la lbertad,
de la sociedad contempordinea. A traveés de esta propuesta audaz y sugestiva se pretende
imvitar al piblice a reflexionar sobre las contradicciones y expectativas de nuestro
Tl .

Con este provecto Ia Sociedad Estatal confirma sus objetivos de difundir [a rgqueza
v diversidad de nuestro acerve cultural pasado y presente en otros puchlos y, muy
especialmente en aquellos que integran la gran comunidad ibkeroamericana. Guiados por
esn mekn, nuestrs programa abarca una smplia gama de exposiciones ¥ sctividades
culturales en las mis diversas dreas geografleas, sctuaciones que pretendemis extender al
miéz amplio ahanico de géneros v materias posible, desde la memorda de Espafia en
Euwroga, en Américe v €l resto del mundo, hasta las mas reclentes aportaciones de
nuesiras artistas, Con esos criterivs, nos proponemos canalizar una inquied creciente de
la sociedad en su conjunto, para valorar un patrimonio artistice ¥ cultural cuya variedad
y eontinug renovarion atestiguan imdgenes come las recogidas cn esta expaaiciin.

De ez forma, queremos profundizar én la difusion de una culium ciya mejor sefi
de idemtidad es su apertura a todas 1as influencias y su capacidad de asimilacion de las
experiencias de otros puehlos. Esa cultura es el patrimonio de conocimiento ¥ de bellesa
qite queremos compartir también con todos los dmbitos de 1a sociedad, como una ventans
¢ nos hemas propuesto sbrir a la contemplacién y 1z reflexidn de fa comunidad
internactonal. Por ello, queremes expresar nuestra satisfaccion por los resultados
obtenidos en ose camino a traves de muestras como la que ahora presentamos, con el
desen de que esos objetivos sigan desarmollindose con metas cada vez mas ambiciosas.

SorTInAn Eeraral sams La Arowes Cimiesl Furpsson ne Espaita, SEACEX
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'I‘Ill; Musen de Arte Conlemporinen of Panama, the MAL, presents “Shadow Hunters”,
an imporant iravelling exhibition of photography and video brought to us by the
alale Corporation for Spanish Cultural Action Abroad, and the Sparish Embassy, thanks
 the suppert of Ambessador José Manual Lipez-Barron de Labra, Mr Miguel Maro,
Deputy Manager and Head of Cultural Affairs, and to the staff of the Cultural Department
of the Spanish Embzssy in Famama. This exhibition features sixteen Spanish arfises whose
waorks involve a theme that knows no borders or limitations, that of “Hunting Shadows™,

e arttsts use phography, breaking with the paradigm that this = & visual
medium for replicating reality. They offer us images of shadows, that other side of reality,
which |5 reflected by the body, the object, the portrait, without being what seems obvious
to the human eyve,

“Shadow Hunters™ compels us toward the inward exploration of the unapparent,
leading us to into the very search, into the sensitive visual journey upon which each one
of the artists has ventured, bringing us inte their experences, thelr realities and the
images pervading the contemporary untolding of the human being,

The works draw us into spaces and fimes which, with the hectic lives we lead, we
rarely or never linger long enough to perceive, They sensitize us, plunging us into a
profound introspection that plays with the unwritten narrative of seeming and not being,
of sensations and sentiments rooted In an uncertain past, in fture proposals of
uncertaingy, of doubt, of the possibilities vet to be explored and discoversd, to find and
hunit,

The artist’s lens captures the intangible, which at the same time predicts the
unpredictable, establishing the forms, the lghts and the shadows of the diverse
techmigques, which have heen applied with expertise, instigating us o reflect on a world
that presents symbols and images of unestablished iconographies with which we all
somehow connect and identify through the shadow that has been engaged as the focal
point of untold history. the door open ta the imagination of the viewer, whao inevitahly
slips in amidst the images. hunting the suggested sensations, reinventing new shadows of
the shadiws.

We are grafeful to the State Corporation for Spanish Cultursal Action Abroad, to the
Spanish Embassy, to Bosa Olivares, the exhibition curator, and to the extraordinary
“Shadow Hunters", for such & magnificent exhibitbon.

Maria Fabrega de Arosemena

Expcutive Dmetzux
MiEE BE ARTE Cipvirrarnodven




1 Museo de Arte Contemporanen de Fanama, MAC, presenta “Cozadores de Sombras™

Importante cxhilricion de fotografias y video {tinerante que nos entrega la Sociedad
Estatal para la Accién Cultural Exterior de Espafia, SEACEX, y 1a Embajada de Espadia,
gracias al apoyo del Sedor Embajador, I Jos¢ Manuel Lopez-Barrdn de Labra, al Senor
Miguel Moo, Segunda Jefatura, v Encargado de Asuntos Culturales; y al equipo de e
Seccion Coltwral de la Embajada de Espaita en Panami, Extraordinaria exposicién de
dieciséis artists espafioles que gestan sus obras €0 (oI & Un Tema Gue e canace
Meomieras nl Umitaciones. el de " Cazar Sombras™.

Los aristas uthllzan 13 lowgrafa, rompiendo el paradigma, de que csta es un medio
para replicar la realidad. Planeandonos las imégenes de fas sombras, aguel otro lado de
la realidad, aquelba que reflefa ¢ cuerpo, el objeto, [a semblanea, sin ser lo que ante ¢l
ofjo humans parece alvio,

*Cazadores de Sombras™ nos induce a la exploracién inferna de o no evidente,
conduciéndonos a bn bisqueds misma, al viaje visual v sensitive qoe cada uno de los
artistas ha realizado, 3 entrar en sus vivencias, realldades, ¢ imagenes de Ias que esia
cargade ef devenir contemporines del ser humano,

Las pbras nos adentran en espacios v tiempos que €n |3 agitada exisiencia que
llevamos, poco o nada nos detenermos a percibir. Nos sensibiliza, sumléndonos en una
introspeccion profunda que juega con |a narrativa no escrita del parecer v no ser, de
sepsaciones y sentimientos armigados a un pasado incierta, 2 propuestas Tuturas de 1a
incertidumbre, de la duda, de las posibilidades por explorar ¥ descubrir de enconirar ¥
Caiar

El lenie del artista capta lo intangible, que a la vez, predice lo impredecible.
estableciendo las formas, las luces y las sombras de las diversas téenicas, que han sido
mancjadas de manera magistral, Instigindonos a la reflexsin de un mundo que presents
simbelos e imigenes, de iconografias no establecidas, con las gue de alguna manera
tndes nos conectamos ¢ identificamos a través de la sombra que ha side tratada como el
eje central de la historia no narrada, la puerta abierta a la imaginacion del espectadaor,
gue inevitiblemente se cuela cntre las imagenes cazando las sensaciones sugendas,
peinventando nuevas sombiras de las sombras.

Agradecemos a Ta Sociedad Estatal para la Accidn Culoural Exterior de Espafa, a la
Embajada de Espafia, a Rosa Olivares, Curadora de la exposicidn, ¥ @ los extracrdinarios
“Cazaderes de Sombras”, por tan magnifica cxhibicion.

Maria Fibrega de Arosemena

DaFrroka EIErummss
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quel rey Artasar, que, desputs de Suleimin o Saloman, fue ¢l mis poderoso y el
mas opulento del orbe; aguél que sofid tener un palacio como jamis se hubiera
visto, para albergar en ¢l las magnificencias de su coric y las fantasticas rique
za% desu tesoro, alimentd también ofro suefio, mas modeste en apariencia, pero de rea
lizacion infinitamente mas dificil: el de aumentar su esiatura. Porque conviene saber que
Artasar el Grasde vy el Tesifde era de muy corta talla, y en aquellas edades heroicas se
rendia culto a la exterioridad de la fuerza v de la robustez corperal. ¥ cuando Artasar,
descendiendo de su palanguin de cedro, marfil y oro, se dirigia solemnemente al templo
e gue sus antecesores los Magos habian adorado al Dios vive y donde ain persistia este
santo culto, ¥ €l pueblo formaba doble muralla para ver pasar al ey, oste sufria crucl-
mente en el amor proplo al comparar la proyeceion de su sombra, diminuta y sin majes
tad. con la de los hercileos oficiales de su !_Eu;'.rrlin nubiana, o la de los hermosos argue-
ros del Ciucaso, que le precedian abricndo calle. Como una espeche de bufin grotesco
gue fuese a su lado inseparablemente, burlindose de su grandeza nominal, fa fronia de
su reducida sombra e acompaiaba a lodas partes
Para evitar tan triste efecto, ided Artasar que le consiruyesen un calzado de sue-
las gquintuples ¥ que cifiese sus sienes una especie de monumental Hara. ¥ Fue, como
suele decirse, peor que la enfermedad el remedio, porque [as suelas remedaban un 2o
lo ridicula ¥ hacian embarazoso v torpe el andar del rey, que pareci ir en Zancos; mien-
tras gue la tiara, agobiindole con su peso, le obligaba a inclinar la cabeza, y en la som
hra adguiria formas extrahas, provocantes a nsa.
Desesperado Artasar, ahrumardo por la morificacion de su vanidad, que sufria cada

vez que se mostraba en piblico, apele a no salir de su palacio nunca, En el recinto del

palacio se encerraban amenisimos jardines y bosquecilios frondosos, y Artasar, solazan-
dose en ellos, fue olvidindose de estudiar la proveccidn de su sombra y de compararla
a & de los demsas mortales. Y asi que dejo de preocuparse de como era su sombra, reco-
bty §a tranguilidad del espiriiu, la calma del corazon, 1a alegria de las horms serenas y
felices. 20u¢ le importaba su sombra? iAcaso la sombra le impedia disfrutar del ruido
del apua, de la frescura de las enramadas, de los acordes de las citaras, de los ojos de
gacels v los labios de micl de las cautivas? (Acasoe le vedaba el goce del estudio, la ple-
nitud intelectual? Un dia Artasar recordd, mird a su sombra.. y se reconcilio con ella;
S no era ironica, y2 no le humillaba; aquella sombra se parecia a todas; era una som-
bra inofensiva, natural; una sombra suewa..

Y Artasar, llamando al escriba que recogia en enceradas tablillas los heches cul
minantes del reinado y las maximas formuladas por el monarca para reunirlas en un
libro que eclipsase al de los Praperbios de Swlefman ([lastima gue estas tablillas se hayan
perdidat), le dicte la sentencia siguicente:

aCuando andamos entre los hombres, no existimos sino por ¢l tamano de nuestrs
sombra. Cuando nos retiramos, nos hace vivir la capacidad de nuesira almas,




hat king Artasar, who, after Suleiman and Solomon, was the most powerful and

opulent in the world, he who dreamt of having a palace such as no one had

ever seen, in which to keep the magnificence of his court and the fantastic
riches of his treasure, also cherished another dream, which was apparently morc
modest, ved infinitely more difficult to realize: that of growing taller. For it is pertinent
to know that Artasar there Great and the Fearsome was very short indeed, and that in
those heroic times there was a cult for the exteriorities of bodily strength and
robustness. And when Artasar, descending lrom his cedar, ivory amd gold palanguin,
splemnly headed 1o the temple where his ancestors the Magicians had worshiped the
live God and where this saintly cult still existed, and the people formed a double wall
to see the king pass, he received a cruch blow to his seli-respect when comparing the
tiny, not at all majestic shadow he cast to Lhose of the Herculean ofTicers of his
Mubian guard, or those of the handsome archers from the Caucasus, who preceded him
making way in the street. Like some kind of grotesque buffoon whao followed him

inseparably, scoffing at his nominal greatness, the irony of his meagre shadow

accompanied him cYerywnere.

To avoid such a sad effect, Artasar devised some shoes of guintupled soles to
have built and a sort of monumental tiara to affix to his temples. And, as they say, the
remedy was worse than the disease, becanse the soles imitated a ndiculous plinth and
made the king's gail encumbering and clumsy, as he seemed to be walking on siilis;
whereas the tiara, burdening him with its weight, forced him to lower his head, and in
the shadow took on strange, laughter-provoking shapes.

Artasur, desperate and overwhelmed by the mortification of his vanity, which
suffered every time he showed himself in public, resorted to never quitiing the palace.,
On the palace grounds there were delightful gardens and verdant litte woods, and
Artasar, taking solace in them, began to forget to study the shadow he cast or to
compare it to those of other morais. And he thus ceased fo worry about what his
shadaow was like, recovering his peace of mind, a calm heart, the pleasure of serene
amed happy hours. What did his shadow matter? After all, did the shadow prevent him
fegm enjoying the sound of water, the freshness of the branches, the tunes of the
githers, the eyes of the gazelle and the honeyed lips of the captivated maidens? Did it
keep him from taking pleasure in study, in intellectual fulfilmem? One day Arnasur
remembered, he looked at his shadow... and he was reconciled with it: it was no
fosger iranic: it no longer humiliated him. That shadow looked like all the rest: it was
an unoffending, natural shadow, a good shadow.

And Artasar, calling the scribe who recorded on waxed tablets the culminating
gvents of the kingdom and the maxims formulated by the monarch for the purpose of
gampiling them in a book that was w eclipse the Properds of Swleiman (what a pity
these Lablets are lost!), he dictated the following declaration to him:

JWhen we walk among men., we do not exist but for the size of our shadow.
When we retire, the capacity of our soul makes us lives,







El cuerpo del alma

Rosa OLIVARES

Cuando una de las Hijas del Mar le dice al joven pescador “Tienes alma humana. 3l te les-
hicicras de tu alma podria yo amarie”,' ¢l pescadar s queda pensando y Hega a la conclu-
sion de que el alma no le sirve para nada, s6lo es un estorbo en su historia de amor ["iDe
qué me sirve mi alma? No la veo. No la toco. No la conozew, La arrajaré lejos de mi y vivi-
¢ confento”). Empivza agui todo un process de como separarTse del alma. ¥ cuando lo con
sigue, sicmpre por mediacion de misteriosos personajes y encantamientos, asistimos o la vida
en paralelo del alma y del cuerpo hasta su reencuentro final, El alma aparece siempre coma
lo mids noble del ser humano, su parte diving, el dngel. Pero ;donde habita ¢ almal, en fue
parte del cuerpo, o tal vee podriamos decir como el pescador del cuento de Oscar Wilde, “No
la ven. No la toco. No la conozeo™, El propio Oscar Wilde nos da la solucién inmediatamen-
te. ¢l alma estd slempre con nosotros, su cuerpo visibie es la sombra. Esa sombra huidiza,
inaprensille, imposible de domesticar, fugitiva a veces, cuya existencia y su pérdida ha ser-
vids de simbdlico tema para cuentos, peliculas (desde Adalbemo von Chamisso hasta
Michelangelo Antonioni o Alain Tanner y continia hasta hoy} y narraciones no sinlo de
terrar, sino de amar, poéticas.. siempre vinculadas con la existencia del individuo, con esa
necesidad de hacer pregunias sin respuesta, de buscar lo que nos han dicho que no busque-
mos. Es la sombia, entonces, la huella visible de nuestro lado mds perfectn, es ¢l cuema el
alma. Pero es tambicn, como habiticulo del alma, nuesino oo yo, el doble, dse que asoma
a los espejos cuando nos miramos en cllos. El Narciso que se enfrenta a si mismo cuando
bebe agua en un lago.

Esa sombra huidiza simboliza tamblén lo maprensible, lo indefinido. Sus limites son
cambiantes. sy figura imprecisa. No tiene sefias de identidad, rasgos que la distingan excep-
te que acompafia @ un cuerpo, 3 un objeto sélide al que completa de una forma misceriosa
[PUEs, qUE Sepames, no 4 sports pada pero su ausencii.. su ansencia desata males inconta-
bles, desgracias que levan al hombre a la soledad y al alslamiento, & la mucrie y siempre al
desasosicgo de la pérdida (“las personas decentes suelen llevar su sombra consigo cuando
van al sol™). Aungue lo perdido nao se define ni cuantifica.

La samhra es, por definicion, lo impreciso, prefudio de o amhbiguo ¢n su concepio no
de cambiante ni polivalenic sino de indefinide, imposible de decir, imposible de tocar, No

& por lo tasito, la sombra, un personaje halitual en 1a historia de las Bellas Ares, su pre-




sencia esta en ¢l mundo de lo simbolico ¥ no de lo representado. La literatura, la musica,
y finalmente ¢l cine, han sido los lenguajes que habitualmente han tratade este tema cifién-

dose a su concrecion literaria, o la tradicional concepeion de la sombra como fugitiva hue-
[la de un ser

Solamente & partir de [as vanguardias, la sombra aparece eén las imdgenes, v e la
totografia clasica la que sach un juego excelente de su presencia, alargando las fguras quc
ya mo vstan en ¢l encuadre, duplicando las presencias, dotando de misterio un paisaje urba-
no.. “El pintor de sombras™ de Kertesz, es una imagen simbdlica del juego de dobles en una
fotografia que se “aprovechada del blanco y negro en todas sus posibilidades, negdnidose
mcluse a adoptar el calor cuando este fue una posibilidad técnica. La fotografia callejera
norcamericand. tanta imagen de vida urbana, las vangoandias masas con sus juegos cinéti-
cos ¥ sus contrastes geomeétricos, hicieron de la sombra una presencia habimal en la foto-
grafia. ¥ no solamente |a sombra humana sino la sombra de las cosas con una autonomia
envidiable que nos recuenda el cuento de Hans Christian Andersen La sembra, en el que una
sombra se independiza del cuerpe que la proyecta hasta el punto de convertirse la sombra
en ser humano y el ser humano en la sombra de su antigua sombra, una histona que sc
podria considerar ¢l paradigma del juego de dobles. del otro v del yo.

Pero mas alla de la plasmacion directa de la sombra come figum, o de su falsifica-
cldn con juegos de luces, la fotogratia actual se mueve en un territordo nuevo, en una zona
tnlermedia entre |a malidad ¥ o inexistenie. Ya se ha explicada hasta el aburrimientn que
aguella relacion fundadora de la fotografia con la verdad ha resultado no ser tal: 1a fotoga-
fia no et un documento incuestionable. Desde su origen la lotografia, los propios documen-
talistas asi lo han admitido, han falseado, escenificado, reconstruido fas tomas que luego se
han presentado como documentos histaricos. La fotografia stempre ha mentido. Desde fmb-
genes simbolicas de la historia de la fotodrafia como Meerre de an Miliciano de Robert Caps,
0 £/ Besa de Doisneay, parceen haber sido ensavados una v ofra vez hasta el resultado final,
tan natural ¢ instantanco, Esc "momento decisive”™ parece sér gue se consigue con cite pre-
via. Fotos que han marcado |a historia reciente fueron repetidas para conseguir una huena
loma. Y fnalmente, con |as tecnologias informaticas aplicadas a la fotegrafia va todo es
posible ¥ nada es verdad (s al menos, real? 5i, efectivamente, sdlo se puede fotografiar lo
gue existe, aungue esa existencia haya sido construida, sungue lo gue exista sea un cspacio
vacio, una huells en la arena gque |a prixima ola borrard pora siempre, por esto es dificil
definir lo que existe, lo que s real, o que Tee real y no exlsee, Y la folografia, come un len-
guaje que quiere salir del cauce académico que se le ha querido Imponer, cuestiona las defi-
niciones y procur:a caminos solitarios. Hoy en dia una gran parte de la fotografia nos habla
de sensaciones, de fdeas, sin atenerse estrictamente a lo real, a le concrelo, ni mucho menos
a la verdad, La fotografia es cada vez mis un lenguaje antistico que camina por el temreno
de In simhdalico, que deja un territorio mas amplio a la duda, a la incertidumbre, a lo que el
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especiador puede aportar con su subjetividad. En definitiva, I3 fotografis ha empezado a
dejar de fotografiar el cuerpo para centrarse cada vez mis en la sombra.

No hay que alvidar que la fotografia ha sido considerada magia por muchos puchlos,
entre ellos los mas supucstamente cultos v civilizados han tardado en aceptar que esa ima-
gen plasmada por no sabemos bien gue proceso guimico sea la nuesira, Muchos piensan,
muchos fan pensado, que el gque te toma una fotegralfiz e roba el alma. Todavia boy no nos
MMCORICEMDS CN ©505 Tetratos que nos toman fos amigos a todas horas, no acabamos de ser
nosoiros. Entonces Jquien es esa figura que aparece con nuesinos amigos, con auestras fami-
lias, con muestras fijos, on todos esos sitios que tambien nosotros hemos visitado? La foto-
grafia roba parte de tu esencia, el fotografo no se limita a reproducir, ¥ los mas antiguos
presagios parece que siguen vivos en nuestros miedos. El fotdgrafo es como un cazador de
imagenes, un vampiro de fa existencia ajena, un avténtice brujo gue crea mundos paralelos
con personajes extraidos de nuestra realidad. No en vano en sus ongenes la fotografia se
ufilizaba tanto para retratar a los vivos como a los muertos, v es al ohservar esos retratos de
MUEros que parecen vivos cuando nos damos cuenta de que todos los que aparecen oo las
fotngrafias parecen estar un poco muertas. Tal vez por &0 seguimos sin reconocernos a
nosoiros mismos en nuestras fotogralias.

Actualmente la fologralia ha evolucionado, depurando sus concepios v desarrotlan-
do las razones de la utilizaciion de esta técnica mas alla de su uso comercial, indusizial o tec-
nico, La idea de una fotografia documental ha quedadn horrada por la evidente subjetividad
de las imdgenes documeniales, incluso de las de la prensa diaria. El valor de una imagen se
mide por €l proceso mental que s¢ desarrolla #n la cabeza de quien piensa la imagen v no
por la calidad téepicd o la precision de la toma o e revelado. De hecho la mavoriz de los
grandes ariistas que hoy utillzan la forografia como herramienta ne positivan sus imigenes,
¥ muchos ni siquiera son ellos quienes toman las fotografias sino sus ayudantes. Coma suce-
diz en la pindura del Benaciniiento, la creacion es un estado mental v el trabajo de taller lo
hacen [os asistentes. De esia manera hoy hay sitlo para todos, sin despreciar al forogralio cla-
sico pure, ni al anista que usa de la foreorafia comoe de una herramienta mds, la mds ade-
cusda para la idea gue guiere plasmar,

Igualmenn: la fotografla ya no foegraffa solamente 1o gue sucede sino lo que puede
suveder, lo gue va ha sucedido, 1o que tal vez no ocurra nunca. Puede fotografiar el deseo y
¢l miedo, v esa sensacidn de inseguridad, de indefinicidn, esa presencia extrafa que es la
duda, ¥ la necesidad, la bisqueda de la certeza. Los fordgrafos hoy se han convertldo en
cazadores de sombras, En un sentido metaforico, trabajan con las ideas, con simbolos, como
log poetas o los misicos usan unos elementos determinados paga expresar OTras COSAS, por
ausencld, por alusion, por primera vez -aunque hacerse se ha hecho siempre- ] forégrafo
admite que trabaja con esencias, no solo con presencias, con sombras fugaces, con rastros
incorpdrens. ¥ asi tal vex el retrato mas realista, de mayor tamaio, ne esté diciendo nada de
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ESa pEROAA eh concreto sing de su generacion. o del sentir de todo un pochlo acerca del
futuro, de la pérdida de los valores tradicionales de la genética de una raza [Thomas Ruff).
¥ cuando se fotografia la sangre no solamente se estd fotografiando un fluido corporal, que
podria haber sido sustitnide por pintura roja, de lo que se estd hablando es del Nuir de |a
vida v de la presencia inmanenie de la muerte [Andres Serrano). El valor simbdlico de [os
colores, de los objctos, de las composiciones de las imdgenes son, come en la pintura, esen-
ciales y superan la idea técnmica tradicional del lenguaje fotografica. Aunque de alguna
manera siempre fue asi. ¥ ya lo vemos en las imagenes de Steglitz o de Callahan por men-
cionar solamente dos nombres cldsicos respetados por 1odos los amantes de la fotografia...
y del arte.

Raymonid Carver tiula une de sas cuenios »0 gud falbdamos cugndo fabiomas &
amer? Y es sin duda una pregunta que nos puede hacer pensar mucho. La lotografia nos
plantea permanente dilemas de similar categoria. JCome se puede fotografiar [a soledad?
Oué imagen, qué situacion ey que crear para plantear €1 micde a 18 muere? Tal vez en
otro momente una escenificacion dramatica, al estilo pictorialista, hubiera sido suficiente
como en las narraciones infantiles, Pera hoy en dia so valor artisticn seria mas qoe dudoso.
El paso del dempo no es solamente 1a imagen de un reloj, puede ser un rostre pintado en 12
arena que se disuelve con el agua del mar (Oscar Mufioz), La platea de un cine adecuada-
mente ascurecida, una imagen borrosa 3 fraves de una ventana ya nos indica que se csiE
hablando de sexo prohibido, tal vez de amor mal pagado, de sensaciones como el miedo, el
deseo... [Miguel Angel Rojas). Esas son las sombras que los fotografos cazan, las que persi-
guen continuamente, Hov en dia el forGgrafo no repite la realidad, no se centra en los cuer-
pos de marmol, sino enw los cuerpos celestes, en las sombras de la incertidumbre.

Cuando hablo de la sombra en la fotografia no solamente estoy haciende una revi-
sion de sombras excelentes, ciertamente presentes en la historia de la totogralia, sino de esas
sensaciones huldizas cuyos cuerpos no se pueden fotografiar. Esas sombras aparecen en ld
oscuridad ¥ a plena sol, en el campo v en la ciudad. No es la sombra real que proyecta nin-
gun cuerpo solide. por muy delicado gue sea, al menos no es es0 solamente, Es también y
sobre tedo, de eso de lo gue hablamos cuande hablamoes de amar, De los sentimientos, mie-
dos v cuestionamientos de una persona pero tambien e incluso al mismo tiempo de wn gropd
sociel, de una generacion La necesidad de ser aceptado, el mieds a lo desconocido, ese desa-
sosiegn que avanza del panico a la soledad en nuesitas propias casas, de como @ miseriz
define un paisaje imposible, de la deshumanizacion v de la similitud de fas ciadades moder-
nas... de todas csas cosas y de algunas mas, rate esta exposicidn

Cada une de los artistas presentes en esta exposicion plantea cuestionamientos dife-
rentes pero para todos la foiografia es el método de rabajo con el que intentan desentrafar,
exponer ¥ comuanicar sus dudas, su malestan, su mirada sobre ¢l munde que les rodea, que
o5 el mismo gue nos rodea & nosatms, los espectadores. Esto significa simplemente que éstos




son nuestros problemas v que tal vez su forma de ver, de anallzar y de contar sus experien-
cias pueden avudarnns a onlenar nuesiro paisaje personal,

Todo comenzo con Manel Esclusa, un artista que yva es un cldsico conlemporineg en
la fotografie espafnola. Me comentaba entusiasmado como habia descublerto la sombra de
las hojas v de los matorrales en el campo. algo gue ¢ gue es habitwal paseante de la natu-
raleza nunca habia descubierto, Nunca pensd que una rama, una t5piga tuvieran sombra.
Y esque la maleza, la umbna de |4 tierra, tapaba €523 I:II::I"'iiI.PiIIdi"IIJ. Era coma 51 una mano
tapase el sol y esa parte de la naturaleza no pudiers prolongarse en el suelo, sino que debia
vivirT aurdnoma a sus raices. Fero €1, cuando se apercibid de lo que sucedia, imterpuso unos
papeles blancos entre los cuerpos v el suclo v alli surgicrom las sombras, como dibujos
orientales, Formas de singular belleza que nadie habia visto antes, De alguna forma hahia
capturado esas sombras que ya le pertenecian @ ¢, comao a los misterdosos personajes de
los cuentos goticos, De esta idea de un cazader de sombras en la Naturaleza surge ¢l titu-
lo de esta muestra, y 1a idea se desarrolla a partir de esa sensacion extrafia cada vez mas
presente cn mi cabeza de que csas sombras rescatadas por Eaclusa, es0 que nadie vie antes,
erd la prueba de que todo lo que nos rodea e ignoramos por falta de atencion, de como
vivimos ajenos a una realidad que esta solamente unos centimetres por debajo de la super-
ficie mas evidente. Y me di cuenta de cdmo la investigacian, 1a bbsqueda del cazador tienc
mucho que ver con la del artista que tantea el ferreno, oorca la presa, © mbtenla caplurar-
la, y que también al artista se le escapa muchas veces, que no siempre la caza es posible
ni volvemos con las presas capiuradas. Quc incluso ef mejor cazador una vez que apresa
la pieza v ya la tiene, la suelta como an gesto complice con la vida, con la muerte ¥ con
exa capacidad humans singular de generosidad que no es mas que el premio de la satis-
faccion cumplida.

Foco a poco empece & jugar con el simil de la sombra y de la caza, de ta isqueda de
realidades ocultas, de jugar con los conceptos de otra forma. Inmediatamente acudieron
nombres y obras de artistes, Mario de Ayguavives ¥ sus ciudades ciegas, ciudades modernas
en las que los edificins han sido cegados, anulados en sus escasas caracteristicas identifica-
tivas: borrados bos letreros de publicidad, las sefales de trifico . de repente esas ciudades,
esas calles, esos cdificios se convertian en otra cosa. Tambidn agui la presencia y la ausen-
via de las sombras jugaban un papel csencial en ¢f efecto de extrafeza del paisaje. Los geéne-
ros empezaban a perder una parte de sus caracteristicas esenciales, ¢ paisaje va no era o
misma en el rabajo de Ayguavives, pero lampoco en los paisajes construidos de Dionisio
Gonzilers, esas casas derruidas por la miseria v el abandono gue €l recompone v mezcla con
#lementos extrafios que acaban no siendo reconocibles por el espectador pero que llena de
misterio, de exfraneza la imagen ¥ nos Bace ver esa miseria con otro sentido, con omra lec-
tura. ¥ el retravo, tambidén el retrato, ¢l género por excelencia, tan sencillo-aparentemence en
sUs premisas se presentaba en mutacidn, va no éra selamente la dentidad de una persona,
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ni siquiera era de una sola persona en los retratos compuestos de fragmentos de otros retra-

tos de German Gomez que de cuatro retratos de cuatre personas reales compone cuatro retra-
tos de cuatre personas inexistentes, Aungue esa existencia es irreal como purm convenlo
enire el autor y el espectador pues los rostros con los ojos cerrados de Pere Formiguera son
reales pero nos llevan nuevamente a ese terreno extrafio en el que algo de lo que sahemos
parece fallar, Los ojos son la sefia de identidad por excelencia, son los ujos los que dotan al
rostro de expresian, son 1os que comunican directamente con esas 0fras 0jos que e miran,
Fh cstod retratos estdn cerrados dando pie o infinitas cibalas, siembran de dudas el territo-
ria de la cerieza. Esa es la sombra que planea sobre toda esta exposiclon, la gue debilita la
idea inexpugnable dejando resquicios para cualquier otea lectura de las cosas.

Los pasos perdidos de Begofia Montalban resultaron repentinamente esenciales, ¥
asi, como en un puzzle venian las obras per si mismas: los Affedos de Rafael Navarro,
enfrentindonos al monstrun de nuesiros miedes internos. Pasos perdidos, miedos ocultos
gue son convertidos en imagenes por la forografia, unes folografias de mar y de unas
escaleras en fragmentos, una demostracion de como la fotografla ya no se destina exclu-
sivamente a fotografiar lo que existe, de que la narratividad no es imprescindible en un
lenguaje artistico que parecia condenado a la figuracién y a la narratividad para siempre

Naturalmente fa narracién estd presents tambien, porque lo que solemos hacer lodos
e hablar, contar nueestros miedos, nuestras historias, pero en estas fotografias las historias
o estan totalmente acabadas. Bl video £ monic pendide de Javier Codesal se compone de
cuatro videos, cuatro narraciones de pérdidas y hallazgos, historias inconclusas, abiefTas a
la interpretacicn. En las imagenes de Amparo Garrido se nos habla de los miedos domésti-
cos, del hombre del saco, ese personaje creado por la tradicidn popular para asustar a los
nifios, pero que esta basado en un personaje que alguna vez fue real, que alguna vez se
levd a algin nifio.. esa historda la llevames tan dentro gque las sombras gue se mucven por
ia calle nos asusian, hasta en nuestra propia casa csa sombra parece acecharnos, ¥ nos #50-
mamos a las ventanas para observar pero tambicn para ser vistos. Historias que a veces le-
nett un sentido claro, como en el easo de la Camere de Juan Urriocs, gue va contando las
historlss pegueas por las gue ese grupo de emigrantes se sienten idenfificados con un club
de fikthal, para ellos la mejor manera de sentir que perfenecen 3 una culfura, & umna socle-
dad gue no es la suya totalmente, en la que son vistos como extrafios. Linas DATTACIDIes
gue inventamos kos espectadores a partin de una serie de elementos que reconocemas y que
vamos uniendo en funcion de nuestra experiencia ¥ cultura, de nuestros propios miedos,
como las historias no dichas de las imdgenes de Anna Malagrida. iQuién no ha pensarn
nunca al ver las luces de una cludad, todas esas ventanas detras de las cuales hay perso-
nas? jedmo viven, que sienten?, sus historias son las que nosoiros creemos o tal vez po.
Pero las Tachadas de Malagrida, como en un rompecahezas nos afrece fragmentos planos

de retazes de vidas, y sus interieres nos enfrentan a personas en la intimidad de sus hoga-




res, a oscuras, en soledad. un reflejo sin duda de nosotros mismos. Pero lo cotidiang, los
ahjetos que componen nuestrn paisaie intimo, esos gue comparten con nosotros os
momentes buenos ¥ 1os malos, pucden dejar de ser fan cotidianos para desaparecer, hablan-
donos de | Tutilidad de la existencia, de la pérdida inevitable de lo maferial, como los tra-
bajos de Alicia Martin, o pueden volverse simplemenie ajenos a nosolros, personajes exira-
fos de paisages descontextualizados pero Tamiliares, como-en los paisajes incxisientes de
Concha Pérez.

Lo cotichiana, 1o habitual, lo familiar, lo gue vemos todos los dias.. fes realmente
tan conocido. podemos decir exactamente qué conocemos ¥ hasta donde? Xavier Ribas ha
fotografiado ese breve espacio que hay en las puertas de los establecimientos linancieros y
gque separa lo gue es dentro v fuera. Esos umbrles fomman parte del paisaje habitual de
todas las ciudades pero posiblemente nadie ha eparado en su significado fronterizo, en la
gran imporancia de su sencillez, en esa especie de modestia de quien se sabe esencial.
Pocos se dan cuenta cada vezr que atraviesan el umbral de una puerta de que dejan alga
alrids para iNCOrporanse, aungque sea momenidneamente, a oiro paisaje, a oo lugar, Lo coll-
diano. no hay nada tan cotidiane para nosolrs como nuesino propio cuerpo, pero caando
estiz ¢ transforma en un ohjeto que se revels en un laboratorio para convertirlo & una
imagen fotoprafica, entonces deja de ser nuestro cuerpo. Cuerpos gue se transforman en
sombieas de sl mismes, la mas clara alusion a la idea con que empezabamos este texto de
que la sombra es el cucrpo del alma. En las imdgenes positivadas de Tomy Ceballes los
cuerpns se convierten en sombras, tal vez en almas, los vestidos de novia [otan vacias,
clios mismos convertidos en sombras, v los coerpos reales se diluyven en sus radiografias,
esqueletos gue sc asoman a un marasmo de abstraccion, fluidos que tal vez sean sdlo foto-
graficos aunque pudieran ser humanos. La duda como pareja de la cereza en este paseo por
urn mundo de imagenes que son 1o que oM aungue parezcan ofra cosa. irremediablemente
cargadas de varios sentidos gue confluven en un solo punto. Y ese punie es la sombra como
compafiera de nuestros cuerpos, como prolongacion de nosotros mismos. 5ergio Belinchén
cierra esta seleccidn inconexa de arilstas que tal vez sdlo tengan en comin entre ellos eso
misme, que son artistas, Las sombras de Belinchdn no han side realizadas para esta expo
sicion pero su loclusidn era de alguna forma inevitable por la esencia misma del trabajo ¥
su afinidad con la idea v el planteamiento que hemos desarrollado: aunque sigamos sin
sentir a nuestra sombra, sin poder tocaria, creo que ya la pedemos conecer un poco mis, y
asi, como viaje inverso hacia nosotres mismos, plantearncs las dudas come Haves de apren-
dizaje. experiencia v conocimienio.

1 “El pecador v su almn® En “Una cosa de grunadas®; recoplleckn de cuentos de Oscar Wilde, Bibliotec Nueva, Madrid. 20,

4 *La Imcreiale isoria de Pedmo Sckiehmils, Adalberio vion Chamdsso, Pdiciones Oelsen, Sarcelons 1909,
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The Body of the Soul

Rosa OLIVARES

When one of the Daughters of the Sca-folk says to the young fisherman ““Thou hast a
human soul. If only thou would'st send away thy soul, then could | love thee.™,! the
fsherman thinks for awhile and arrives zf the conclusion that his soul does not serve
any purpose; il is just a hindrance in his love story ["0F what use is my soul o me? |
cannot see it | may not touch it. [ do not know it. Surcly [ will send it away from me,
and much gladness shall be mine.”] Here bhedgins an entive process of how to send his
soul away, amd when he achieves this, always through the mediation of mystecious
characters and speils, we witness the parallel life of the soul and the body until their
final reencounter. The sonl always appears 15 the nohlest part of the human heing, his
divine part, the angel, But where does the soul dwell? In what part of the body? Perhaps
we could say, as the fisherman in the story by Oscar Wilde, *] cannoet see it | may not
touch it. [ do not know it.” Oscar Wilde himself immediately gives us the solution. The
soul is always with us; its visible body is the shadow, That shifty, elosive, impossible fo
tame, sometimes fugitive shadow whose existence and loss has been used as a svmbaolic
theme for stones, films [from Adalberto won Chamisso to Michelangelo Antonioni and
Alain Tanner, and continuing {o this day] and narratives aot only about horror, bl
about love, poetics... always ticd to the existence of the individual, o that need 1o ask
unanswerable questions, to seck what we have been told not o seek. The shadow is,
then, the visible race of our most perfect side, the body of the soul. But it s alsa, as the
soul's dwelling place, our other s¢lf, our double, the one who peers into mirmors when
we lock inte them, Marcissus who faces himsell when drinking water from a lake,

That shifty shadow also symbolizes the unfathomable, the non-descript. Its limis
are changing, its figure impricise. It has no signs of dentity, no features that
distinguish [t, except that it accompanies a body, a solid object that it completes in a
mysterious way, for, as far as we know, It offers it nothing, but s absence.. 0s absence
unleashes unmentionable evils, misfortunes that plunge man into solitude and isolation,
into death and abways into the dread of loss "decent people usually carry therr shadows
with them when they go to the sun”) . Yet what is lost Is not defined or quantified.

The shadow is imprecise by definition, a prelude 1o ambiguity in its concept, not

r;h-h.-n.ngm_:: or |'|l:'J|_'.-"-.-'.'||l.=--=|I- bt of indefinite, -|-.|.!'||,L:!.-\_~i|::-||_- ta deseribe, :|11;,:-|‘:-uhi::|||_- i tovch,
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Therefore the shadow is not & habitual character in the history of the Fine Asts. lis
presence s in the world of the symbolic and not that of the represented. Literature,
music, and finally film are the media that have habimally addressed this thenie,
adhering to its literary concretion, to the traditlonal conception of the shadow as a
fugitive trace of a being.

[t was not until the avant-gardes that the shadow appeared in pictures, and
classical photography was to make excellent use of ifs presence, lengthening s fgures
beyond the frame, doubling the presences, bestowing an urban landscape with mystery...
The Shadow Painter by Keridsi, is a symbolic image of the play of doubles in a
photograph that “took advantage” of black-and-white in all its possibilities, even relusing
to adopt colour when it was technically possible. Nomth American street photography, 50
many pletures of city life, the Russian avant-gardes with their kinetic games and their
J.EEE!-E'I:I‘i.‘l[iE contrasts, turned the shadow mto a hakitual |_|r-|_"_~'.E'r||:'E In |'||'|I'.|1|",_!,.‘Eril[l|1l'|.'. and not
only the luman shadow but the shadow of things with enviable autonomy, which
reminds us of the story by Hans Christian Anderson The Shadow, in which a shadow
gains independence from the body that casts it to the point that the shadow becomes 4
human being and the human being a shadow of his old shadow, a story that could be
considered the paradigm of the game of doubles, of the other and the self.

But hevand the direct rendering of the shadow as figure, or irs falsifcation
through plays of light, contemporary photography is exploring a now realm, an
intermediate zone between reality and the non-cxistent. [t has already been explained to
the point of tedium that that founding relationship between photography and the truth
has turned out not to be soe photography is not an unguestionable document. Since the
beginning of photography, the documentarists themselves have admitted to having
falsified, staged and reconstructed shots that were later presented as historical
documents. Photography has always lied, Even symbolic pictures from the history of
photography such as Loyalist Mililiaman ar the Moment of Death by Robert Capa, or
The Kiss by Dolsneau seem to have been rehearsed over and over again untll the final,
s patural and instantaneous results were achieved, It seems that the “decisive mement”
Is attained by appolnimct Photos that have made recent history were rc]:u;.'ult.'il fa gel a
good shot. And ultimately, with digital imaging applied 1o photography now everything
is possible and nothing is trae. [s it at least real? Yes indeed, only what exists can be
photographed, although that existence may have been buill, although what exists is an
empiy space, a foatprint in the sand, which the next wave will erase forever. This is why
il is difficult to define what exists, what s real, what was real and does not exist And
photography. @ 8 medium that wanis 10 Siray from the academic course that some Lry
to impose upon it questions definitions and seeks solitary paths. Nowadays a great deal
of photography speaks to us of sensations, ideas, without sticking strictly to the real. to
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the concrete, and much less 1o the truth. Photography is more and more an aristic
mesdiom heading into the realm ol the symbolic, which leaves more room for doubi,
uncertainty; what the viewer can bring with his subjectivity. In short, photography has
begun to cease to photograph the body in order 1o focus mare and more on the shadow.
We must not forget that photography has been considered magic by many peoples,
among whom the supposedly most cultured and civilised have taken some time to accept
that that image rendered by a [we are not sure what) chemical process is ours, Many
think, many have thought, that whoever takes a photograph of vou steals your soul.
Today, we still do not recognize ourschves in thosc portraits our fricnds take at all hours;
they are not entirely us. Then, who is that figure who appears with our friends, with our
Families, with our children, in all thoze places that we have also visited? Phatography
steals part of your cssence, The photographer does not merely reproduce, and it scems
that the oldest forebodings are still alive in our fears. The photographer is like a hunter
of images, o vampire of alien existence, an authentic wizard who creates paralle]l worids
with characters plucked from our reality. No wonder photography was used in its
beginnings to portray the dead as well as the living. When we observe those portraits of
the dead who seem alive we realize that everyone whn appears in photographs seems a
little dead. Perhaps that is why we sl do not recognize ourselves in our photographs
Now photography has evelved, its concepts have been refined and the reasons for
emploving this technology have developed beyond commercial, industrial or technical
uses. The idea of a documentary photograph has been erased by (he evident subjectivity
of documentary pictures, even those in the daily newspaper. The value of a picture s
measured by the mental process that unfolds in the head of whoever thinks of the image
and not by the technical gualicy or precision of the shot or the develepment. In [ach
most of the great artists who use photography as a toeol these days do not print their
pictures, and many do not even fake the piciures themselves, but use those taken by
their assistants. As occurred in Renaissance painting, creation is a mental state and the
studio work 15 done by assistants, This wav, today there is moom for every one; there is
| ne need to belitthe the pure classical photographer, or the artist who uses photography
| 8% just another ool the moest appropriste one [or (he idea he wishes 10 gel across,
Likewise, photography no longer photographs only what is happening but also
whal may happen, what has already happened, what might dever happen. It can
photograph desire and fear, and that sensation of nsecurloy, of Indefiniteness, that
strange presence which (s doubt, and the need and the search for cercainty. Today
photographers have become shadow hunters, In a metaphorical sense, they work with
ideas, with symbols as poers or musicians use some specific elements to express other
things through absence, through allusion, for the first time -though it has always been
dane- the photographer admits he works with essences, not only with presences, bui
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with Aeeting shadows, with incorporeal traces. And so perhaps the largest, most realistic

portrait does not say anything about & specific person but about his generation, or the
feeling of an entire people toward the future, about the loss of traditional values of the
genetics of a race (Thomas Ruff). And when klond is phatographed, not only is a bodily
Fluld that could have been substituted for by red paint being photographed, what are
being conveyed are the flow of life and the immapent presence of dearh (Andres
Serrano). The symbaolic value of colours, of objects, of the compositions of pictures is, as
in painting, essential, and it surpasses the traditional technical Idea of the photographic
medium. Though somehow It has always been this way, and we already saw this in
Srieglitz” and Callahan’s pictures, to mention just two classic names respected by all
phutography... and art lovers,

Raymond Carver called one of his stories Whar We Talk Abowt When We Talk
About Love. This question certainly provides us with plenty of food for thought,
Photography comtinually poses us with dilemmas of & similar sor. How can one
photograph loneliness? What image. what situation must be created to approach the fear
of death? Perhaps at another time a dramatic staging in the pictorial style would have
been enough, as in children's stories, But nowadays Its artistic value would be more
than guestionable. The passage of time is not only the image of a clock: it might be a
face painted in the sand thar dissolves with the seawater {Oscar Mufoz), a sutficiently
darkened movie theatre; a blurry image through a window is enough o indicate that
what i being referred to is forbidden sex, perhaps cheap love, or sensations such as
fear, desire... [Miguel Angel Rojas). Those are the shadows that photographers hunt,
those they continually pursue. Nowadays the photographer does not repeat reality; he
does not fecus on marble bodies, but on celestial bodles. on the shadows of uncertainty,

When | refer to the shadow in photography | am nol only reviewing excellent
shadows that are certainly present in the history of photography, but those feeting
sensations whose bodies cannot be phetegraphed. Those shadows appear in the dark and
in sunlight, in the country and in the city. It Is not the real shadow cast by any solid
body, however delicate it may be: at east it is not this zlone. It is also and abowve all
whal we talk about when we talk about love, the feelings, fears gnd questioning of a
person, and also, even at the same time, of a social group, of a generntion. The need to
be accepled, the fear of the unknown, thar angst that arises from the panic of the
loneliness of our own houses, of how misery defines an impossible landscape, of the
dehumanization and similarity of modern cities... all those things and some athers are
what this exhibition is about.

Each ane of the artises present in this exhibition raises different questions, but for
all of them photography is the work method with which they try 1o unravel, exhibit and
communicate their doubts, their woes, their view of the world around them, which is the




same one that is around us, the beholders. This simply means that these are our
problems and that perhaps their way of seeing, analyzing and telling about their
expericnces can help us order our personal landscape.

It all began with Manel Esclusa, an artist who is already a contemporary classic n
spanish photography. He ent husiastically commented to me how he had discovered the
shadow of the leaves and the twigs in the country, something that he, whoe habitually
takes mature hikes, had never discovered. He never thought that a branch, a spike had a
shadow, for the thicket, the gloominess of the earth, concealed that possibility, It was as
il = hand were blocking the sun and that part of napare could not prolong itself on the
ground, but had to live autonomously on its roots. But when he recognized what was
happening, he placed some white papers hetween the bodies and the ground and there
arose the shadows. as oriental drawings, shapes of singular beauty that no one had ever
seen hefore. Somehow he had captured those shadows that already belonged to him, like
the mysterious characters in Gothic rales. From this idea of a shadow hunter in Nature
springs the title of this show, and the idea is developed from the departure point of that
strange sensation increasingly present in my head that those shadows rescued by

Esclusa, which ne one had seen belore, was proof of everything around us that we
ignore for lack of attention, of how we live unaware of a reality that is a T
centimetres under the most evident surface. And | realized how the hunter's
investigation, his search, has a lot 1o do with that of the artist whe scrutinizes the hie ol
ihe land. closes in on his prey, and tries to capture it, and that it also often escapes [rom
the artist. that the hunt is not always successful and we do not always return with the
catel, That even the best hunter may let his caich go once he has caught it, as a gesture
of complicity with life, with death and with that singular human capacity 1o be
generous, which is nothing but the award of satisfaction fifilled.

Little by little | began to play with the simile of the shadew and hunting, of the
cearch for hidden realities, of playing with concepts in another way. Names and works
of artists immediately came to mind. Mario de Aygunavives and his blind cities, midermn

cities in which the buildings have been blinded, their scarce identifying characteristics
anmulled: the advertising billboards and traffic lights erased... suddenly those cities,
{hase streets, those buildings became something else. Here also the presence and absence
of shadows played an essential role in the effect of strangeness in the landscape. The
genres began to lose part of their essential chatacteristics, Landscape was o longer the
same |n Ayguavives' work, or in the landscapes built by Dionisio Gonzalez. those houses
demnlished by misery and abandonment that he recomposes and mixes with strange
elements that end up not being recognizable for the viewer but filling the image with
mystery, with strangeness and making us see thal misery in another sense, through

another reading. And the portrait, slso the portrait, the genre par creellance, apparently




s0 simple in its premises, was presented in mutation, It was no longer solely & person’s
identlty. It was not even a single person in the portraits consisting of fragments of other
portralts by Germdn Gomez, who with four portraits of four real people composes four

portraits of four non-existent people. That existence may be unreal as pure agreement
between the artist and the viewer: Pere Formiguera's faces with closed eyes are real hat I|
once again they take us into that strange terrain where some of what we know seems to

fail. The eyes are the quintessential sign of identity. The eves dre what lend expression

te & countenance, They are what communicate divectly with these other eyes looking at

it. In these portraits, they are closed. giving rise to endless coanfectures. They sow the

land of certainty with doubt, That is the shadow hovering over this entire exhibiton,

that which weakens the indisputable idea, leaving apenings for any other readings of

things.

Begoha Moentalban®s Pesos pendidos were suddenly essential, and thus, as in a
puzzle, the works came by themselves: Rafael Navarro’s Miedos, confronting us with the
monster of our inner fears. Lost steps, hidden fears that are converted into pictures by
photography, some photographs of the sea and of some [ragmented stairs, a
demonsiration of how photography is no longer used to photograph what exists, that
narrativity is not indispensable in an artistic medium that seemed forever condemned to
figuration and narrativicy.

Naturally, narrative is also present, because what we all usually do Is 1alk, el of
our fears. our stories, but in these photographs the stories are not totally finished. The
video £} monte perdide by Javier Codesal consists of four videos, four narratives of loss
and discovery, inconclusive siores apen to interpretation. Amparo Garrido's pictures
speak to us about domestic fears, about the bogeyman, that character created by popular
tradition to scare children, but whose Spanish version -El Hombre del Saco- |s based on
a character who was real at one time, who at some time actually carried AWay some
child... We hold that siory 5o deep inside us that the shadows moving on the street
frighten us. even in our own houses that shadow seems 1o stalk us, and we look out the
windows to observe but also 1o be seen. Stories that at times have a clesr meaning, as in
the case of Caontera by Juan Urrios. who rells shont stories ghout how tha group of
immigrants identifies with a football ¢lub, for these people the best way to feel they
belong to a culture, fo a socicty that is not entirely theirs. in which they are seen as
strangers. Some narratives that we the viewers invent from a set of elements that we
recognize amd that we combine, accord ing to our cxperience and culture, our own fears,
as the untold stories in the Anna Malagrida’s pictures. Who has not thought, when
seeingd the city lights, all those windows on the other side of which there are people,
how do they live? What do they Teel? Their stories are the ones we believe or perhaps
not. Bul Malagrida's fagades, as in a brain teaser, offer us Aat fragments of hits of lives,
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and their interiors confront us with people in the intimacy of their homes, in the dark,
alone, na doubt a reflection of ourselves. But the everyday, the objects that comprise our
intimate landscape, those that share with us the good times and the bad times, can cease
to he so-evervday and disappear, expressing to us the futility of existence, of the
inevitable loss of materiality, as in Alicia Martin's works, or they may simply become
alien to us, strange characters in decontextualized yer familiar settings, as in Concha
Férez” non-cxistent landscapes

The ordinary, the habitual, the familiar, what we see every day... Is it really so
known? Can we say exacily what we know and to what extent? Xavier Ribas has
photographed that brict space that exists in the entrances to financial establishments
that separate what is inside from what is outside. Those thresholds belong to the
habitual Fandscape of all cities yet it is possible that no one has ever naticed their
significance as horders, the great importance of thelr simplicity, the modesty of he whao
is aware of his essentialness. Few people realize every time they cross the threshold of a
doorway that they are leaving something behind in order to be incorporated, though
perhaps only flectingly, inte another landscape, another place, The everyday: there is
nothing as everyday for us as our own hody, ot when it is transformed into an ohject
that is developed in a darkroom in order to become a photographic image, then it ceases
to be our body. Bedies that are transformed into shadows of themselves, this is the
clearest allusion to the ides, with which we began this essay, that the shadow is the
body of the soul. In the piciures printed by Tomy Ceballos bodles become shadows,
perhaps souls, bridal gowns float empty, themselves converted into shadows, and the
real hodies are diluted into their X-rays, skeletons on the brink of a withering
abstraction, Muids that may be photographic alone, though they could he human., Doubr
is coupled to certainty in this walk through a world of pictures that are what they are
though they seem to he something else, irremediably imbued with several meanings that
converge at a single point. And that point is the shadow as companion of our body, as
prolongation of our sebves. Sergio Belinchon closes this unconnected selection of artists
wha may have in common anly that very thing, that they are artists. Belinchon's
shadows were nol produced for this exhibition but their inclusion was in some way
inevitable because of the very essence of the work and its affinity to the idea and
approach we have developed: though we still do not feel our shadow, we cannot touch
it, T belleve we can now get to know It a little betern and thus, as a reverse trip toward
our selves, conslder our doubts as keys to learning, experience and knowledge.

| *The Fisherman and his Soul™, Chcar Wilide.

1."The Wonderfal Story of Peder Schlemihl”, Adalberin von Chansiso,
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La caza

PERE FORMIGUERA

Algo debe ocurrir con nosotros ceando somos incapaces de vivir sin clasilicar, ordenar, sim-
plificar y archivar las cosas, sin darnos cuenta de que este ejercicio pone en peligro nuestra
percepeion del mundo y nuestro propic enriguecimiento personal. A lo mcjor creemas gue
telo va a resultar mas sencillo si nos esforzamos en reducir nuestras ideas ¥ sensaciones y
encerrarlas en espacios de nuestra mente donde, sin duda alguna, serdn oo mvertidos en unos
pocos conceptos con ¢l consiguiente efects menguante de nuestro vocabulario de experien-
rias. Las ideas claras, aungue inevitablemente escasas,

Vamos a decir que lo oscuro es negro y lo elaro, blanco. Ex mas sencillo. Pero, iy los
grises? Hablamos del dia ¥ de la noche, aungue nos olvidemos del atardecer. Convengamos
lo rue nos dicen las imagenes. JQué mas da o que nos sugicran? Tragamos nuesiri comida
v sentenciames sioes buena o mala, No vale la pena detenerse en sahores, (A0S, aTOmES O
perfures. ¥ nos volvemos pobres poco 4 poco.

Hablamas con el dnicoe afin de convencer, come si se nos hubiera olvidado el placer
misme de la conversacion. Imponemes los temas en lugay de ofrecerlos a la consideracidn
de nuestros interlocutores. Consideramos una pérdida de tiempo y energla cualquier tipy de
diabéetiea <i quien la comparte con nosotros no termina abrazando nuestras fesis. S0Kos
vencedores o vencidos, pero casi nunca participantes, Donde se fue la poesia, cabria pregun-
LATHE..

Pero al final, o discuren univoco se agota. Cansa. Fastidia. Deja de intercsar. Y en este
procesa se halla gran parte de la fotogratia actual segin mi modesto parecer, que no deja ser
ni pretende ser mas que eso: un modesto parecet. Una opinidn personal y una percepcion mia,
eon 12 que no pretendo pontificar ni convencer absolutamente a nadie. Lo pequena sabiduria
que me proporciona mi edad me impide considerarme poseedor de cualquier verdad que no
sea la mia, al mismo tlempo que me permite una gran comodidad al mancjarda y exponeria
ante las respectivas verdades de la genie a la gue aprecio

Wolvamos a la fotografia,

Me cansé de lo que vino en Hamarse, alld por los ochenta, la New Toepographi. Me
harté de ella 3 los pocos meses de que irumpiera en mi vida. Pasado ol efecto deslumbran-
te de la perfeccidn téenica, me encontre a solas con la vacuidad gue me ofrecia aquella pre-
tendida objetividad. Nunca entendi porque la imagen de una casa (por gjemplo), tomads con
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una luz sin tension, inmersa oo un paisaje escaso v desierto de cualguier forma humana,

podia sobreexcitar tanto como en aparlencia lo hacia con alguncs de mis COMEmPOrinens,
Dre torma que, a hurtadillas, volvi 2 mis Stromholm, Brassal, Frank, y lantos y tantos otros
fue en sus imagenes supleron depositar pequefios fragmentos de s alma para que i pudie-
ra encontrar la mia. Volvi, en fin, a las Imigenes sutiles de mi admirado Ealph Eugémne
Meatyard, que siempre preferi a las del pretenclosa Minor White. Pensé que entre ¢l mitin y
fa poesia, la batalla se presentaba desigual, v que por una vez, por una sola ver en mi vida,
me encontraba del lada del ganador sungue aquel no fuera su mejor momenta. Ingenun de
i, habia olvidado que la poesia, aungue habia librado muchas batallas, nunca conocic La
victorla.

Lo gustos en Fotografia, como los desastres en la Historla, tienen un movimiento pen-
dular, ¥ sc repiten iremisiblemente, a una velocidad cada vez mayor. Asi gue hov vaelvo a
encontrarme frente a la penosa frialdad que acarrea la mal Damada objetividad fotegrafica.
Y aunque los protagonistas son otrs, las cosas no han cambiado tanto. Como no he cam-
blado yo, que sigo prefiriendo las miradas y los cuerpos de Rincke Dijkstm, a los folomato-
nes ryffiniangs que como e de esperar, crean escuela.

Y volvemos 2 1o miismo: o negro, negre ¥ lo blanco, blanco, aungue ahorz en color.
¥ muy grande. Sohre todo que sea grande, que asi con dos imagenes lenamos un murn. Y
como dijo un sabio al mads estapido de sus discipulos “si no sabes hacerlo hien. por o menos
hazlo grande...”

Pero no hay nada gue temer, Antes, ahora, ¥ en €l futuro, junto a cada White hubo,
hay v habra un Mearyard. Hoy son los cazadores de sombras, Ios e vagan entre absolu-
tos, captanda indecisiones, Los que se dejan sorprender por sus imagenes. Los que descubren
enire verdades los matices de las dudas. Los que ponen Inferrogantes a sus porques. Los gue
viven en fa vida que observan. Los que se montan en aquel péndulo para dejar estela,..

S¢ preguntaba Reland Barthes que se habria hecho de aguel nifo que nos miraba
lemeroso mientras escondia parte de su cara tras un mindsculo cachorrillo blanco, desde una
gloriosa imagen de juventud del admiradoe André Kertész. ¥ no era tal vez esta la pregunta
mas importante. Yo, inte aquella imagen ¥ tantas otras de parecida textura, me sigo pregun-
tando qué se hizo de todos nosotros. Del nifo, del fotdgrafo, v de los que supimos conmo-
vernos cuande contemplamos aquella imagen por primera vez. Los cazadores de sombras
saben alguna de las respuestas. De la misma forma que saben fque no quieren forografiar ojos
sino miradas, Que una mano no os Wna palma v cinco dedos sino la amenaza de un pufie-
tazn, la promesa de una caricia o la oferta de una amistad.

La fotografla s un registro, si. Pero no el registro de una pretendida realidad tan qui-
mérica como initil. Es el espejo del rastro que deja el cazador cuando acecha a su presa. Para
cobrarla necesita conocerla ¥ entenderla. Saher de sus costumbres ¥ hacer prevision de sus
movimientos, El sahe que pucde pasar muche dempo antes de poder conseguir su Propasi-
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to, pero esto no le desanima. Ha aprendido que la caceria en sl misma e$ tan importanie
como pueda serlo el momento culminante del dispare fimal. Un disparo en el que ¢l mismo
rambién va # modr un poes porque el cazador, el buen cazador, no puede evitar sentir Ia
contradiceion del amor hacin 1a presa que piensa abatir.

Y e« en pste momento magico del sacrificie ritual cuande desaparecen los valores
ahsolutos. Las deas aparentemente mas clayas se tifien de los tonos grises de la duda. La cer-
teza da paso a la posibilidad y € vasto mundo de las somhras de la inteligencia se impone
q la cegadora claridad de la mentira camuflada, Y el cazador se funde con la Cultura.

Hoy, cuando parece que gran parte del Arfe prefende ensenzrme geometria, tomo mis
armas ¥ salgo a cazar al monte con la CsPETana, una Ve mas, de encontrar las sombras que
me permitan algin dia sentirme parte de la Historia. ¥ en este trago de vino imprescindibile
en ol maomente de 1a partids, brinde con esperanza por tados los cazadores del mundo.







The Hunt

PERE FORMIGUERA

Something must he the matter with us when we are incapable of living without
classifylng, ordering and simplifying things, without realizing that this exercise
endangers our pereeption of the world and our ewn personal enrichment, Maybe we
believe that everything is going to be easier if we strive to reduce our ideas and
sensations and enclose them into spaces of aur minds where, undoubtedly, they will be
converied into a few concepts with the resultant lessening effect of our vocabulary of
experiences, Tdeas that are clear. bul inevitably scarce

Let’s say that darkness is black and clarity is white. It is very simple. And yet,
what about the greys? We speak of day and night, though we Torger about the sunset,
We agree on what pictures tell us. What does [t matter what they suggest to us? We
swallow our food and we proncunce whether It is good or bad. It is not worth our while
to savour tastes, touch, ammas or perfumes. And we are becoming impoverished liftle
b [igile.

We talk for the sole purpose of convincing, as il we had forgotten the very
pleasure of conversation, We impose subjects rather than offering them up lor the
consideration of our interlocutors. We consider any kind of dialectic a waste of time and
energy if whoever shares [t with us does nof end up embracing our thesis. We ane
winners or losers, but bardly ever participants, [t would be fitting for us to ask
ourselves, where did the poetry go?

Bul in the end, the unlvocal discourse is exhausted, IUs dring. U5 annoying. 1t
ceases (o be interesting. And much of contemporary photography is undergoing this
process, in my modest opinion, which is none other, and aims to bhe none o her. than
that: a modest opinion. A personal vicw, my own perception, with which I do not intend

to pontificate or convince anvbody at all. The little wisdom with which my age provides

me prevents me from considering myself the possessor of any rruth other than my own
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while also enabling me great case when handling it and expounding it before the
respective truths of the people | appreciate.

Let's get hack to photography.

I grew tired of what came to be called New Topography back in the cighties. [ was
fed up with it within the first few months it burst into my life. Once the dazzling effect
of the technical perfection had passed, I found myself alone with the vacuiry thar tha
feigned objectivity offered me, T never understood why the picture of a house (for
example), taken with a drab light, immersed in a sparse landscape lacking any human
Form could be as overly excifing as it seemed to be for some of my contemporaries, So,
on the siy, I fell back on my Strémholm, Brassai, Frank, and so many, many others who
knew hew to deposit small fragments of their souls in their pictures so that [ could find
mine. | turned back, in short, to the subtle pictures of my admired Ralph Fugéne
Meatyard, which | always preferred over those of the pretentious Minor White. | thought
that between rally and poetry, the bartle was unequal, and thal for once, only this once
in my life, T was on the side of the winner even if that was not his best moment. Silly
me, | had forgotien that though it had engaged in many battles, poetry had never
known victong

Tastes in Photography, as disasters in History, move a5 pendulums do, and they
are irremissibly repeated at increasing speed, So today | again find myself before the
pitiful coldness conveyed by the wrongly called photographic objectivity, And though
the protagonists are others, things have not changed much. As 1 have not changed, and
still prefer the gazes and bodies by Rincke Dijkstra to the £u/fan photo-booth shuts
which, as could be expected, have ereated a school,

And we are back to the same thing: the black is black and the white is white, yet
now in colour. And very large. Above all, they must be large, so that with two pictures
we can cover @ wall. And as a wise man said to his stupldest disciple “if vou don't know
how 1o make it well, ar least make it hig.."

But there is nothing to fear. Before, now and in the future, for every White, there
Was, 18 and will be a Meatyard, Today it is the shadow hunters, those who wander
between absolutes, capturing indecisions. Those who let themselves be surprised by their
imeges. Those who discover between truths the nuances of doubis, Those who put
question marks on their whys. Those who live in the life they observe. Those who jump
on that pendulum to leave a wake. .

Roland Barthes wondered whit had become of that boy who looked at us fearfully
while hiding part of his face behind a tiny white puppy. from a glorious picture made
during the youth of the admired André Kertész. And that might not have been the most
important question. Before that picture and so many others of similar texture, | keep
wandering what ever became of us, Of the boy, of the photographer, and of those of us



who knew how to be stirred when we contemplated that picture for the first time. The
shadow hunters know some of the answers, Just as they know they do not want 10
phetograph eyes but gazes, That a hand is not a palm and five fingers but the threat of
a fist, the promise of a caress or the offer of friendship.

Fhotography is @ record, yes. But not the record of a feigned reality that s as
chimerical as it is uscless, It is the mirror of the trace left by the hunter when he is

stalking his prey. To catch it he needs to know and understand it, To know about its

habits and be a step ahead of its movements. He knows it may be a long time hefore he
will be able achieve his goal, but this does not discourage him, He has learned that the
hunt in itselfl is as important as the culminating moment of the finai shot may be, A
chot in which he will die a lirtle himself because the hunter, the good hunter, cannot
help hut feel the cantradiction of love for the prey he plans to bring down,

And it ts at this magic moment of the ritual sacrifice when absolute values
disappear. What appeared (o be the clearest ideas arc tinged with the grey hues of
dowht, Certainty gives way to possibility and the vast waorld of the shadows of
intelligence overcomes the blinding elarity of the camouflaged lie And the hunter melds
with Culture.

Today, when it scems that much of Art aims to show me geometry, | take my
weapons and [ go out to hunt in the mountaing in hopes, once again, ul finding the
shadows that will some day enable me to feel a part of History, And in this essential
swig of wine before parting, 1 toast with hope for all the hunters of the world,
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ke :'r'in-p,l'-':l?r'-'l' Iap PSS Haiie hern Ergsed. the wsfmaomrs
are blind, there is wo one bekind the curtains, no one can sce
ug, fhe |:|||'|'.*1i.l|-_h: Naee dpa I'.'|'.l'-'l!-"r:'-c'|.'ll_|. clhised ama e city |5
e b, I|"|I|'.'..l|||_' ank .'\-'I.'Irrl\."'\{ .'llll |.|:III'|.I|' |'_| |I.I|‘|_I e ey |_|_-||--||,-|_|,|_
A logf |I-'lI-L'l:'I'. @ irrmeless | o hichk 45 the oire ue |'.-|||-|-|.!-|'|'I
crelisively Baouwn by iz l'lq,'l',':;_l,'|r.l|:'. |-|;|,;||;.-:|l'||:-I| i, Tt

tREECIAY, urReertainne of ihe wrban landscase beeomes

tvreafening, strange and wirrecegnizabie,
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Lz ausenicsa del individuo en ¢] paisaje contra parte del trabajo
lotngrafice de Serdio Belinchon: san lugares, ciodades.
piisajey que han sido construldes, habitidas, par el hombre
PETO Cuya auscncia sdn foarca mas Gas camcteristicas de
silencin, de fatilidagl, de una cbota imposibilidagd, Er su video
Shadows, o5 la sombra lo dnico gque aparece, lo dnico que
vemos, 1gual que 1@ unico gque oimos es un sonide confuse de
wooes imposible de descifrar; conversaciones crazadas, Troses
Iconexds... simple maicdo

La sombrra alcanza en este video el promagontsme alsalu i,
lanto €6 sis lofnias inversas, contm e saeln, ImMpeTiecias &1
sus dimafes alargados, replegandose en 12 luz, deformdndos
e los recovecos de la superficie. Unidas a los cuerpos que fas
PTOWERCLEE [T lirs ,'.!I".- POr B5C ACKD SPFMpTE &0 movimiento,
imposible de desligar v que en Lo leratura cbdsica se podria
separar @ la sombra de clerg arbol, cortando la sombra del
pie con un cucnilla de pledra verde, Esis somhbras representarn
al Individud maderno, Siempre en movirmiendo, sicmpre
ananlma, en crices de gspacios intermedios, dende nadie tlene

Bras nunca kan

namipre, nadie thene dentidad, cuerpos v som
sldo mis parecidos, nunce han estado mas igualadoes. Tal vesz
Lag sombrras =& hayan ya liberads de |a pesada carga de sus
cuerpes humanas ¥ sean ellas las que llepen los pasillos v las
calles de los edificios v de [as calles de |as ciudades modernas.

Tie obserce of individwals fn e fandscope i5 confral Tn pari
of Sergie Belinchdn s phatagraghy: he depicts places, cifies,

fandscapes it have been bailt and inkahited by man, whose

wetheless further emphasizes those chanrcTernsiies
Sureliy aad o ceriain in

Shadows, the shadow is afl et appeers, the only thing e

AbSeRCE i

af silence, ppoasibiling fn bis wideg
soe, fust as tee orly thing we kear ds gn Gudisiect sound af
pajces impossifde i decipler, Mlended comversarions,
incolierent sen
In this e tee shadowr s the absolune Jera

rpeerse Jarms, aguenst tee floor, imperfect it i fengplvened

IEHCes., ."';I.'II:.'I.'. i B o

FOMIET, TH TS

putiines, relracking in the light, deformed in the rracks gnod

crepices af the yurface, They are fotieed at the feet to the
bodirs casting thes, by thal ever moving merus impossible o
detach. In classical literature the shadow of o ceraie free
coudd be separated by eutting the shadaw of the foot with o
iy e B e sl Thase shndeing rep e et e
iwadern individual, ohooys on the move, oheeys aognymous

0 CFESE u’..ﬂ'\. .!.'. TR |-|'|||:|'_;- SR, srhEre po [elil .|._l=_ i |
wame, e one Bes an idesfthe, badies and shadous Rape mever
II'|'I i RO ke ||I.I". hare peeer |'-|-|'_-| R r_'.r,r.,',':;.,.ll ]'I'T.'Iu'li?'.'
the shad,

px rave piready been frecd of the heaey burder. of
therr fuman hodies and i 5 they whe B0 the corriders and
i

@ifeys of the beildings amd atrecis of modern cities
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Tomy Ceballos
ca de la

ircufo de BELAA . Madnd

i A,
placovval, Mu
Faaina Sofia,

irid fcat:|

urallz

Big Luss Garay, Wniversidad

de Murcia

BCtva),

de Laable, Murcia

9 mod

» Ly SI0 TR Lo I;|.1:-|..I. LT HEES A 1aE Wall

O :"i1'.|l.:_-.'-.'||l|-.| uria swtil poftica de b sesencla. Con L ieenic

dirceta gue cemplea, eliminando cualquler Tnicrmediacio

weven, sacardo la imagen directamenie del objelo ey
mhras o5

el g mos ofrece Tomy Ceballos. Méis ali de o gue vemos

a5 e sacarm ] al Tl .|| cuerm. Lo mundo de si

cxiste un mundo real, pema con estas imigenss SirEvisamos
ese espejo en el Que CTERNERS VT Y H0S encontTamos oo

lugar en el gue Los vestidos de povia Notan sin ningdn cuerpo

HETILICE, SO
CLIETRG, pOsl
noen sombras de si mismos que sleanzan wiss vida
diferenoe, auwonoms, tal ver finalmenne libees, Cege

abstracclon, Cehalles orea sns imapgines con {ragmertos

pode o gque serin o ode [0 gue fueran, v las

IWadns direciarmente, nunca totogranados, se

1.4 la

arrancades a la realidad, consiguiendo matices de colores,

lprmas impositdes de ||:|!||lr AN Todo Fracias o Lo inr
iz, ¢l popel

emulsionydo, s¢ transforme a partic del contacis directo eon

die uma técnica que hace que la fotegra

los cuerpes, oon 105 ob|etos que luego vemes transformados

s Tt
BT Un AFi

urira de ellos mismos un bl
T . BN N g

BT T ]

5 " b 1 '} = | - . 1
sugeTentc v eheng de matices, en fa somhbra armancada como

prg Intogratico,

ol i, oon los hechiros de un labo

These are fvages creafed eithour a photagraphie comern,

bidtes tiw stiape ¢ subile poetics of abience. Wit the direes

techni

e that he employs, elimin
FILERE] T T o 1 r|.'|:."|..'.||' the FRRVI arrerity from the abfeer 18 Tk

remaping the soul from the bedye A werld of shadmes b uhat

hynlagienl

e &rn e

Tirpy Cebuflos affers s, Hevond what we see there 45 a i

warld, Pt apith Heer meges rater That milmar in e
believe war see ond e find surselies (e a plase Tn which
frrielin] ovems Hoo i amy By diside, ooshadog of whi

&l e ar what

W dvere, prrieded dieeetlhy

b rrdra i fy vt 1
_I|...I.|.l'|.l.|'i'.|."|l_ |||.e'.| |--:-':-:r'|' g T v v T ot I|:|'.II.-.'|_'-'- L] .'.II|_'_' AT m

a diffErrnl, mitiieomocs Dife I"FI'I'-I_l"\- _.'_.-l-n

it free. Abfn i

Ll B

i, Lerwadliny e 1l ] .II;:- ::"|-|..'ll'|_'1. fEH |'r|'_l.'|'|?l|:'_|.'.‘. Feiladl

L

AFor e il aewiering shadey of calowr, frmy rerpEss i o

photograpn, all thanks fo e imaned ? Iel .||||i"|'|| ilgirt

i e

sforms the phe raph, the e

TRECT deadh .'.Il-c' II'!I..I'Ir'.'\-', (PAT Y I8 1 -'i";.;'l ] ||'||,'|' e laier

SE |-|'|'!I.'\-_|I; P 1anRiE T T o .-._r'r.||| mseliees, i o saapesiioe

lack-and-whire full of naances, In the shadow smricied, oy if

e photographic derkrosm

e, 10 rle '.II|||'|"\- ]
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Bl poder de las imdgdencs on movimiento suma las proplededes
de 1 fotogreafli con las de la poesia, En Bl monfe perdido
Lodesal nos aproxima en cuatro videas diferentes a una
narracian siermpre incompleta sobre tedas esas casas de las
dgue podn podemaos hoblar, @l hobla sin palabres, con la
sutileze de una mano fuUE Apemas rmen los terhns mds
delbcades: la ausencea, 1a desaparicion, la muerte, Pero, la
muerte no conlleva una desaparicién completa slno gue se
convierte en un sontdera lena de huellys, de sombras UL f
Yeoes no reconacemas. Lomo al recorrer los mantes de naestra

infancia, los caminog tantas veces pascados, que cambian
cada vez a traves de nuesito interon. La nosta gia, ol
scguimicnto de todas esas houellas gue deja la péolida de Tas
presonas gue hemos conoeido, un discunie por sombras vivas,
proer restos de [lores, por manes que hablan con una misica
silenciosi. Ese trabajo es o goe Hena Lo ofra de lavier
Codesal, entre la masica v la poesia, entre el cine v la
literiura, siempre mds cerce de una narracion | nilma,

imtracucilde, que de la épica contemporine

Thie [rerunee |!." PR Tges 5 e M of fae Ili-r.'”:-_-'.rr;'r-. e_;-_|"
profogrophy and those of poctry. Bl monte perdido, 1 four
differens Hdeos, Codesal fnfrodiuces as fo ar cder incomplet
warrafion o all Heose things abewt whick we cant say little, He
sieaks wlrhaut words, with the swbilety of @ hend thar Traoraly
grares the mast aeld

dearh, Yer desth does not |

cafe themes: ahserce, disapped rance,

oo complele disappenrance
but instead Fecopes o parh fall of
fof elumys recopiize, Like fralpsing through the mourtaios of
our childireed, alomg the mails we so offen st

Clange q0ery e imside ws "-..l.l"'.l'|.'.|-|'i|. II.l.llll l.".:l'rll ) Fhose

tracks, shadows et we da

| Jrih

traces left by thee loss of people we hore broew, o wandering
thraugh e shadaws, through remiaias of Mowers, throagh
hawds thal spegk wite o silent muwsic. That werk s wlat fils
| poetry, berugen film
and Ciferafurg, alpmps coser fooanr mHmate, weirensloinhle

nareatice than 1w confemporary eplc.
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Igual que ofros cazan animales salvajes, Esclusa se [PPSO WA
ili tazar las sombras de la Naraleza, En un procesn nverss
alo CJLEC 51H ede o1 108 cuentos aoticos, FEweluss no pactakes
con Ios arbustos, con el trige, con las copas de los drboles,

F
no planeahs I|III|:-|I5."\-| EE5R parte i|'|"'||r':'.|;\-| a3 fle s evistencis

fue estos e diesen su sombra 3 cambio de freseor, o de g

st que les ha ido devolviends su sombra, perdida en la
frondosidad de 1o malezs, en lo ombrin de los terrenos
hiimetdos v boscosos. Leyvendo un libm apovade en un drbaol
Esclusa un dia descubitid que una sombra se fjaba en los
paginas blancas que leia, pero al apartar el libro, tso sombra
lesaparecia. Volvis con Hminas hlangss Lke colocaria entre

35 TammEs W oel Suein, I||"'i.'|"||_|._| 451 [ue o sombras de coda

.t eada EspIEa, de cada haia, pudiera existir, !_.-_-||_| ra
TECUDErAT 51U CHeTpO 161 vz incluso =u aling, 1 un LN et di=
recomiitrucoon de le escondida, casando cada sombira 5
defindala va para siermpre iImpresn enoun pagpel, ¥ oal miisms
IR mosirandole o cada .|I!:-::-|, a ¢ada arbosto, 6 cada
rmama, gue =i existencla estaba siempre ac omipabada poar una
sombra persanal, individual, que cstaba alli auniue nadie [a
Vietd, elemns compaticras de una existenda silvesire, silo
esperando 8 gue algin cerador de sombras ba e UPETRSE PErd

I3 erernidig,

lust ox avhers hont wild animals, ene day Esclusa ser oud fa
Rupt the shadows af Nialfure. fn o PR RS Pt s fhe -'Irl.l'!lﬁ'h;ffn:'
& Wwhat kagpens in goinic foles, Esclusa did nor enter into a
pocl with the bushes, wdth e wheat, witk the crowns of
rrees, so thal they would progide ki with shade in erchange
for coslness, or pegce. He did not plan fe retmove that -
imcorporeal part of their cxisterce, bul hos giver them back
therr steadoxy, s in the lusbhnesy of the underbrish, in the
gloaminess of domp foresied land, While read
.I:"l'u'llll"._f ageinst a tree one diey Esclusa discop
shadan: fell on the whibe |

q o ook

i it i

TES TRAT M€ NAy g, DUr mren

ke ook the book cway, the shadow disappeared, He was to
return wrirh saive white sheets thiat he placed befween the
hrgaches and the areuwd, tis allowing the shadows from
sach brarchk, cach '-I"u.l-ll' and cack leaf fo erist, fo recaver ifs
hgly, _li-:".'.'lllj.:.'-: rreR 5 Sl (fon process r!" FeCoRsIRCTing
whar i5 fddes, hunfing each shedow grd Teaving it pringed
Jorever om a picee af paper, amd ol the sawe Hme shoooing
eacl e, each bush, sech braneh thar its eristerce had

AR P TS hren |'|:':'I'l.'|i_|'in'.l..:' d b a _"'"-"‘":"'-'li'l indteldua! shadop
tivar was there alihornh no one saw i1, erernnl .-'::|l|l|,:-:'.'-_li.-|.-|_~_ il
v wtd enstence, only waithng for some shadoi buoter o .

recover it far elernity,
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Lis alteraciones del fiempe v de cualquier otro elemento
aparcntemente sencillo, como ¢ de cerrar Ins ovjiss, altera la

idea de jdentidad de wn retrato, | nrmiguera ha tral

durante muchos aftos con las alteraciones que el tempo va
imponiendo a cuerpos y rostros en sus modelos, seres siempre
Crreanns. ha visto coming ajend & sus |'|-h'-_!||i|'n da ariis,
inchiso 8

TIEMn % realmente QUbET AT, Fuien v formando esosg

eno a s decisiones de las personas retratadas, el

TOSETOR, £S05 CUEFPOS (e results que comos. nasalros.

rastro b sido siempre 13 sefia de identidad mas leal, esa
miirada gue sohrevive al tempn, por el gue consemuimos
reconocer a agquellos amigos que defamos muy airds, o csos
parientes cusi desconocides que surgen desde nuestra Infancia,
n es0s gmanies de Juveniu | ue ¥ |i|_-|-.-.-|';I LA 71 Ura
despedida, ‘en la wejer, Pemo Pormiguers retrata & sus - modelos
{tadas ellos personajes muy conocidos de la cultira catalana)
L] Ii'l.‘\. l:_|l\.i'\. CETTIRDS, CHITND -_'| |_|I_|1' CREFT ||-||:| YNNG .||
exterion, impidiendo jue nos sdentremos cn sus menites, o
505 sentlmlentos, Betratas on prTaTREr nlang de rostros con los
o cerraios, come siose negasen o establecer relaclon con

||:.|i'\-"l'-':" les miramos. Con los I':-il:'b. cerrados PEreCE Qe fuesiTa

alifng ng [IIII'-'|.'I sallir, pEReceE Ccomn & ||||'::i':."i||"""'\- esCondernos,
incluso de nossiros mismas, &5 como =l la car va o fuera

mas uel senal de dentidail

e elterations of feee, and any other gpparentiy simple
clemenrs, duch o5 closing one's eves, alters the idea of fdenniny

in @ partraif. Formigeera fas been working for many vears

with the alreretions that Hme fmprses an the bodies and faces
|:|I ftis models, el R I'.':'l.l|'l|||_ who are clese fa dim. He o

SEER Wi, regaraiess af Wis arisic infeniong, cren
of the wecisions af the | 15 ponraved, Hime i really whot
aifers, gihar shapes fhose faces, those hodies we lurm our to

bey The face kas ahways been e most reliable glan of identinn,

T
AR rIeEs

iF

that gaze thar sandoes o, thrmwigk whick we are able 1o
recagnize those friends whom we lefi belkind, those almosi
arknaien relarives o emerge from our childhood, thase
l'l'!l:'."-_."ll.lll aur wrth ke refurn, &5 iF o Blad ws foreiwell, tn
oid age. Bal Formriguern portrays Bls models (all of them very

. :
tweli-kmoen perspnallilies from Catal

meian callorel with therr
eves closed, as i closing every windoa i
preveniing us from

{lose-up prordeairs u

U ONESTe,

5, their feelings.

et andn their m

1 cinsed Ces, irs |_|I farey unere FEfIEsiag T
cslaolizn o relabionsiip wdth those of us who Took ar them

BYith e eyes closed it seems as {5 oue 2onl conker come out,
e |

Bk |.|I Iie I'|'||'|I|-I |.|' " PPER prseees: i 1E as ifF the laee uwre mo

lorger a sign of identin
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Las altersciones del tiempo y de cualguier otre elemenio
aparentemente sencillo, como el de cermir los ojos, altera I
idea de identidad de un retrate, Formiguera ha trabajade
durants muches aios con las alteraciones que ¢l frermpo v
ITHH nicndoe a Cuctpas v orasims en sus modelos, seres sic Mpre

cercanos, ha vl como ajeno & sus deslgnios de artlsia,

inciuse mjeno o las decisiones de las personns retratadas, ol
"II.'II.:.III 85 FesilrnEnle £|aE T :=|||'r.:-| |'|I|il\. 11 ¥H £ itmmando esos
rUstTS, CH05 CUCTpoS que résulta qoe somos nosolros

El rostro ha side skempre Lo sefin de identidad mas leal, esa
entrada que sobrevive al dempo, por @ gue consegulings
reconocer 4 sguellos amlgos gue dejamos o Wy Alris, a8 sy
PECICIICS vkl desconocidns e SUrgel besde nuesira Infancia,
a vas amantes de juventwl gue vaetven, comm en una
despedlda, en la velez, Fero Formigues retmta a8 sus modelos
idos-de lo cultura cacalana)
13 &l
cxlerion n ||-|Iil.||-.|-:- e s dclenlnemos en sUs MENNes, ©n
sus senlimientos. Retratos en primer plano de msires con los
Qs CEITAdos, Como SLose negasen a establecer relacion con

ledos cllos personajes muy cones

con los gjos cemados, como ef que clerra loda ventan

quienes les miramos, Con s ojos cermados garece que muesira
dlma no pueda salln, pirece como sl pudidramos eseondemos,
incluss de nosotros mismos. & comao §1 13 cara va oo wera

=S wna senal oe Elenmidad.

The alterations of time, and any orher apparenity sinple
clentenrs, such as clasing one's eves. alters the idea of idenrmy
dir @ porfront,. Formiguerg ins e

et the @ireredlons thar 'rme LIRS ES &R IiE bodies and _':'|.e o

i warklvg for many vears

of is models, alweys people oo gre-close fo him. He has
seen fow, reqardless of ks arfshc infentions, eren regardless
of the decivions of the persons portraved, thane is really arhar
alters, udt "'.II.'.'JII:'I ] r.|-||'..-'__l':'.'r'|-k_ frase bodies e fiore oud fo

e The foce has aluays been the most eeliehle sdan of deniibe

rhar [rrrded that suFdies Hil ||'.'|.'-|.'.'_||'| which we sre ghle fo
FEro e thine mends wham e left bebidngd ihose almogd
wnknoum relatives who emerge frome our childhood, those

favers from pur yoetlh who retwre, as |_|I' fo bd ws farmavll, in

ald oge. Bur Fonmiguera portravs kis models fall of them cery

iell-Bruown personalities from Caralonian colrure} avirk rheir

eves closed, as i closing erery window fecing outside,

preventing us fram cafering into their minds, thelr feelings.
Close-tip portrafis it closed epes, as if they were refusing o
establish o relationskip with those of us who look ar them.
With owr eves closed it seeies asif our soul connel come oul,
i {F e emedd kide, eren onrselpes: it iv a5 ._."r:'.-.-- fade unre

renger a sign of idemdiny
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En esta serie Vehtands, papeles v 2l Hombre del Seoo, 200, s
esfeozan vaTios wmas que convergen en ol ndlviduo. Por una
parte nuestro entorno catldiamg, esas habitaciones en las [
wivimog y qui agui estin definidas por los papeles plotados
que las decoran; por otra parte esa ldea de observar v ser
ohservados, sinietizada en la ventana (ue s Hb e como una
muiridla desde donde obseramos nuestoe entomo pers desde
donde nevitablemente también somos observados: la venlana
5 d VEOES COInd un juegn e mufiecas rusas, pues une se ghoe
¥ detris hay otni, v otTe, basta llegar al selevisor, la gran
Yeniana, la venigna por excelencia de nuestros tempos
actuales, ¥ Mnalmente of miedo, los miedos cotdianos a lo
desconecido, pero simbolizados en ese miedo infantil de
“Hixtbre del 33007, una sombra sin rostro, gue @os acecha ¥
en cuslguier memento s abajanza Sobre NOSOI0S ¥ RG0S mele
€l S0 S3C0 PaTE no soltarmes nunca mas, El mieds, esa sombra
que veros a nuestro lado pero que ne cs b3 nuestea, una
saombra sin coevpa, la ddea del mal, dd peligro que esta cerca
peerd es indehnido. bxa sombra que se deslizi por 1as paredes
de cstas habitaciones de |"'.|'I"|[.l:||-"l {Farrido nos habla del miedo
v del peligro cercano, alimentado por nuestros suefios mas
reconditos v que habitan en nuestra soledai

Inis senes Ventunas, papeles v el Hombre del Saco (Windows,
Paper and the Boogie Manl, 2000, touches on sereral themes
that comerrge in the individual. On the one hand, oor ereridey
cirirommert, those soams dn which we fre god that are
defired here By the wallpaper decorting them; on the arker
hand, that idea of obverding and being ohserved, synthesized
i the unwdow thai is opencd os a peephole through which we
elzerie our enironmeant bar throagh which, inevitanly, we e
are abserved: the windon is sometimes like a gaeme of Russian
dnlls, for ene opens onto awother, and another, wari! we et fo
the television set, the great window, the window par ervcellonce
af pur time, And fivally the fewr, the qrenslay Jear of the
swrknewn symbalized in thar civildiike fear of “the baogie
man”, o shadow withour a face who stalks us and may at any
momeit seefch us wp and pyt us in kis bag, never fo et us go
ever ggain. Frar thart shadow we see ar our side, ond pet is
el Oeer e, o eoniiess shedane, the iden .u__l". il .:,I':.".-_ denge
tirt Turks close by but that is wedefleed, That shadmd fhat
glides alorg the wally of these rooms by Ampare Garrido
speaks o us of the fear and davger Hart s clase fo ws, fod by

ouf masl Feconaite dcenes and inhabilivg our solifude.
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German Gomer

a identidad hasta shora estaba cstrechamente ligada a
nuaesTrs st Mo salamente el rostro era el espejo del alma,
sing -que es53 cara representaba quid

el pénero del retrato ha alcanzado tants #n la pinturs como

WES W [JUE eramdE. Pne el

sl de R en la botogratia una importancia incaestionable. Sin embarge,
el retrato 53 no es mas, sioes gque alguna vez Lo fae, una forms
de et hear a2 un mdnados, muchno mas allz de esa obviedad
& 10, Madrd: Contro ha dejado tambitn de recrear ldentidad real algune 1o sesle
Cultural Provincial da M: . Compaestos, 2004-2007 de German Gomez plonten de uns
forma directa o incertidumbee abeoluta QuC ex1slo detius de
um rostro vy el final de esa fdea de identidad. Sus retratos d
hormbres esin “compuesins” de E'r.:F||'|-:-"|1::|'-. de otras caras, de
otros tosiros, de otres hombres Recortodos v osustiiunidos por
olrms Irmgmentog, cada cam os el cor _i'||'::-- TN [ ||-.':§._'|.;'-'-'. T [
cuatre caras, ¢c cuatro ldent

de todas ellas oo geners wna nueva dentidad, sino ia

les, difercntes, pore ld sunsa

(14 H.'II!"I":-I:-'lii'-I"l |'||' s I |'.'i|'|.|'|l\.". 11 "|.:II'||;|I-_'l-\. IFEs1E5. L ,:ll,:

retrato os la carg de alguien que o exisic pero es pare de

cuatre pdemtidades, de cuatmo realidades diferentes e

irreconodbles sungue presentes. La sama de una frenge, de

oS s, e Una NarE, Compane un rosim, la _||-."'Ii:::| de
ellos descompone una Hentidad, la ceneza de saber quidnes
somoy SC ambalen segun vamos viendo gue al igual que las
el histun del cirujane suma
ta pares de nosoiros mismos creande, recomponienido

eL1ival, La Lasa jeras ¥ Il chmane del fong

Encemlida, Madrid [cat] — Mencin de ¥ IES

Hanor IFFOS SETES CE S ue SO0rmos parte, dunque no totalmente.

Z0ie

Uiei! nowe identiry hies been closely Hnked o

T CrEHIERa R,
Not pnly was our countemance the mireee of pur soul, bt s
(i .-|'|':r.--.|.-|r:'-|' wha and ket we were, This is Ry dhe geore
ol partraitire has affeined such aRguess
prinrivg a5 well ag phomgrapin. How rE 5 Ro
lamger, if indeed ©f ever s, a way of idenddfiing aon

fdipidual, Far b
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el tha! elidows fact 1 has also censed ta

rE-create
PO = 200F, divecy o Fesses The ghsoiuie une iy Hh
erisds pehind o cowntenance. and the cnd of i iden af
identity. His porrrris af men are “composed " of fragmenis of
ather foces. of other cowntenances. af ather n
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#s Hart are diffroend,

11 ] j P od
#oaf @l of them dees nof generate @ mene fdenii)

hur e '

fer the decnmg diel

asifion af the prepiois

iilertifics. Eoch porreait is vhe foce af semeone whe does nol

erasd aul is parr af heur meptities, fowr differenr ond

uprecagnizable though present realiffis. The sum of g
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af them decomposes an tdearing e certainty of Enowing wha

' B s sShaken oS T il il Fad JUET '.'.'.'u_' |'."|_' -\.l_'u"\-'\-ll.-". ..'_l..ei fild

.'i|il'Il'|."| hic camerd, the Al P { of the yurgeon adds anf
suhlracrs peres of our selpes booorearie, 0o THI PR E SO

beings of whom we are a parl, though pot enbively
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AEs verdad todo to que vemsos? dHasta gué punto pedemas ni
siguicra decir qué &5 o que vemos con total seguridad? Les
paisajes que Gonzdlez construye a partir de la niina de los
ediflclos de cludades reales son tan reeles como cada
espectador pusda creen Ya no s trata de que fas eenologias
aplicadas a la lotografia, & b imagen pusdan poner sobre ¢
'|,:|a|;|r| o selbie whn :|.||:|i.'u|a 1.'|Jn||.||.|.|n Clmi [ el arttsta |JUI.‘|’JI|
Negar a imaginar. Eo el case de Dionisio Gonzaler esia
rondntica historn de recuperar ediftclos en destruccibn por la
desicia politica o por T maina econdmica comienza en La
Hahana. Recompone fragmentos del edificio con elementos
prefabricados, de vidrio, madera, clementos gue aungue nads
tengan que ver con el edificio, con el paisaje nos resulian
otalmente creihbes, comn “s1 pudicra scr”, ¥ o5 que o posible
¥ 1o mposibie han borrado la linea fronteriza entre ellos, La
continuidad de cste proyectn tiene lugar en las Gvelas de
algminas cludades de Brasil, que estin slendo destriidas en un
proceso de limpieza pelitica, El artista plantea opciones de
rehahilitacidn, a parir de sus planteamienios de reconstruccion
digital de las imagenes, coloca elementos inexistentes, Hegando
ey sus wlrimms trabajos & colecar pesonss obviamente ajenas al
lugar. Una revindicacsin del paisape dentro de la incertidumbre
de Ja realidad v de lo posible, una reconstruccidn utopica de
lugares imposibles de salvar st no es en el territorio artistice de
Ity deseado, de lo sofado.

Is eeerytivimg we see free? To what extent can are cren sgy Hhaf
pre e ramally syre of what we see? The landscapes thay
Cronzdler comstructs frim the reins of bualdings in real cirfes
are s mewl as cach viewer belicees them te be, I s ne leeger
i guesiion of whether the dechmologles applied fo the
pivorograpdic image e pul or paper or film capehing the
artist might ever imagine, fn e case of Mowisie Gonedlez this
ramantic story af recorering buaildings wedergming destruction
because af politieal megleer or seonosric ruin begins in Hoveea,
He recompased fragments of buildings with prefobricated
elements, gl'md'.', wied, Elemenis qu'rl.lgfr .".i'h'].' laviee #mrhmg]'
to o with the building, with the londscape, appear urferly
believable to ug, ws "F v could be”, and the foct §s that e
border between the possible and the impossitde waes erased,

The conmawity aof thes project fales place i the fovelas of some
cities i Brazil, which are befng destroved v a politicel clean-
up provess. The arfisT profects eptions for rebabif it
tHirowgh his digital reconstrection of the images, inserting Ron-
eristent elements, ard o fis fatest works swen inverting people
srhar e obiseisiy our af ploce, An adivecacy for landscope
writhin the wneerainty of reality and possibility, a wiopian
recanstrwction of places that are impossible 1o save unloss

i s i the arfisie vealm of what is desived, wrat s dreamid.
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Teslns mos indrisgames ante las sombras detras de wna ventana
!
Cuando nos asomamos por la noche a las ciodades ¥ wemins

tantas leces encendidas, es mposible no persar en qué
nistorias ssiaran sucediendo detras de cada ventana, Las
fachadas de [os edificios que presenta Malagrida son como
redes geometnicas en las que cada ventana, Buminada ¢ ne,
flenen una gran capacidad narmativa que nos invita a
partleipar activamente en la obea. El juego entre nterlor
pxterior st permonentemente en estas imagenes que son
codng casas de muefecas donde habitan unos pequenas sores
e Son reales ¥ | CUyaE VILES oy asomEamos o hrewes @
indeseifrables intervalos. La escaridad de los o
Imeriares o8 b bien "\-IIH':'II'THIL., 1Hnns ':II' TN IS
literarins. Al igual que csos paiseges de las periforias urbanos,
I abrededores de los grandes centoos urhanes, donde 1y
cludad se deshace en callejuelas sin astaltar, dor
s¢ abre parn que la nammleza lene los intersticios de los
hwecos del urbanismo, En esas comas mal tlominadas 1a lue
gue sale die un ceche abierio, gislado, solitano nos sobresalia
v nos Herma de inguleiad esa mgjer soplrarla gue gaming al
anochecer porun [ugar gue mi s cmps ni es ciudad, ¢n b
pscuridad misteriosa en la que sabeitos que acechan mil

15 de

fe ol wspaio

|_|:|_-:-.::|;-I,i||~. e desasosiego, La ciodad, &l fondao, xi|_l.|:|- siefiln el
inevitable [ESTIEG, & fomidlo de una escend sio resolver que
(TECE ¢0 nUesra |maginacion y que nos hace ver, pensar.
mucha mas alla de lo que realmente estamos yaendo

We are all intrigued by fhe shadoes dehind o winden, Woen
et fook owl over the cfiy of night and ue see so many HHahis
o in 50 wmany brildings, ifis impossible mof fo wonder bl
staries are i folding through each window, They tighr up, they
go dark, leaving bebind troces of mepstenys The fagades of the
brulldings Malagrida preserts are like geometric grds in winich
every window, it or nof, hos a greal narraltee capeciy Thal
inpifes ws fo parficipate achively in the wark, The play
behreen fntentor and erferior i erer present 17 hese pctires
that are like dolllowses in which small beings lee; they are
real and e peer tatg therr ftoes for brielf and fndecipherabie
interpais. The devkress af the portraity of intrriorg i oisn
saTgesirre, pd "I.'||'|' '.l.".l'l-"r.llrl' reperie, Jush (ke thioss
fandsrapes of urban peripheries, the ontskints of lorge urban
cenlres, wlere The eftv 15 pndone B H R backsrreets,
where space apeas so et pature con il the nonks and

cramnies of wrian development. In those poorly 1ir areas the

.'.:!In'.-.l |_'||Ii|'.'.l|!'ll _,'|'.-|||.- mn isnlated, -..-:!.i.l..|:| apen car shuns i, PR
pre are disfurhed by that aoman analklng alere or sudser {ie o
place thar ls peither copntry nor Cicy, 0 a YSErieis aarkRess
in wieich wve kg @ feossond wsettling premonitions are
sralking. The vity, in the backgrownd, continecs fo be Hhe
inepfirile neifeew, the backdmp of an waresolped seene Hhal
grmds i aur imagingtion aad mekes os see, think, far beyana

ueleimd e e meally Seieg,
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Hay ohjctas que de tanto usados se convierten en ¢f trasunto
i las piTdonas, qui ||l:'|:‘iu.:1 il .':|:|-;|1|.|'rir runlidades humanms,
come somhbras nos acompafian, nes amparian ¥ nes protegen,
Entre ese 8} Hu} de l:ill.lJ‘L'il.l'.'i- los lEseos ¥ los mouehles son los mas
cercanos o los hombres, Conosu uso, un hro :I:jip de seT un
litwo para conventise cn una dswria gue vivimos, que
sofamed. Una sifla, un sillén se lega o convertir en el molde
el cuerpo que v habitd, come una cama... &l final como
cualguler obyjeto o logar que ¢ hombre habioa, visie, con bos
juE COMPArtimos Buesines Cuerpas ¥, Embicn, nuestras almas,
En esta serie Sondes, srudas, clegos, 1999, Allcla Martin
trabajs con una serie de objeros, de muebles cotidianos en sus
WSO pero que mantienen ung relacion ajena, extranada; con
nasatros. Ellos son cicgos, sordos v mudos en relacion con las
personas, de hecho estan desapareciends, perdiendo la
consistencia [sica, material, que les define y conforma. Estin
perdiendo el aima, sombras de si mismos, Con und existercia
que se acaba pues ya no son dtiles, se han convertido en
desechables a pesar de toda la historia de encuentros de la que
han sido testigos y parte activa. kejos ya de compartir
5!_:-||."|'J:i|‘|l:'.~=. :-.' -:'I'|1'|".'|."I"-'\.:'-.|.3'i|rr||.j"-.. |'|1;'~\.:_|||::'|r{'l:'|:":| ||q:'55|r|-:|-:_a IFas e %1 |i|
simple huella de sus coerpos en la imagen [otogratics.

There are dome abfects fhal are esed 0 much that they
beowme the mirmer image of people, scguiting humean
quartivies, ke shadvis thar accamigany ws, atd ws and protect
s _-'1|J.Illili'!'|l oaferls .'!II' this PVpe, tarirls and _,'::Jr'l.|r_'4|'.-_' are fhe
closest o men. With use, o book ceases o be o book 1o
beepme g story thal we Hee, that ioe dream,. A chair, an
armcheir can become the mould of the bedy chae fnkehived i,
like o .- Actually, like any object or place man inkabils,
wears, with which we share our bodies ond, aise, owr souls
I iy series »ondos, medos, clegos, 19299, Alicie Marlin
warks with a set of objects, pieces of furniture with ardingry
uses et that mainiain g detacked |":\.rr.1r.'l'|'|_'r.| r|_'|'|'.'r.;r_|,l|,'.'|'.'i‘|.l
with ws. They are blind, deaf and dumb with reqard o
penple, 0 fact they are disappearing, losing e physical,
material coRsisieacy that defines and skapes then, They are
tosteg thedr souls, they ore shadmes of themselres, vk on
crisfence that is expiring for they are no longer useful, they
have beconie dispasalde despire an enfire kistory of
encourters af which they keee beew apimesses amd actioe
pariies. Nea, far from skarng doneliness and conrersafions,
they disappear, leaving behind them the simple trace of their
boddies fu the photographic image.
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El espacie arquitcetdiloa, un espacio vacle, pusde equlpararse
BoEse -:-';.'|:|._-|."ir| mental rn el [uEe COnStTuimos nuesiras histartis
intimas. Sueflos y pesadillas que transcurmcn en cspacios
djenns g la realudad, como 5§ sucedseran al oiro lade del
cristul. En esie casg se iraia de unss escalems que e
cnfrentan enine sl en fragmenios descoloeados de sEmismas,
U lugar inaccesitle para el individwo v gt sin embargo ha
sido construide para ser ransiedo. Lo real ¥ lo sofiade, 1o
irpel v Lo cotldams, En moda la obrg de Montalbdn os
cuerpos ¥ las estracturas antropomorficas se consimyem en
espacing donde nunci hay sombras, tedo su trabajo parcee
eslar simlo en un espiecio vimual en el gue 1os objetos 300
tridimensionales pero nunca reakes, no proyectan sombras
sobrre eSos Psacios en los fue esran oAl o

“Los pasos perdidos” nos indican 1a imposikilidad de Hegar &
nngn desting, como @) laberinng, b escalera TrindsEa
representa lg perdida, es imposible transitar pats encomntral
wna salida, un |I1{:II gl lerand, Los b |||.'ITIJ||-.'|-1 e CuAntas
persenas que han buscads algo que &l ver s0io estaba en sus
mentes, La fotografia alcanza agui ¢l poder de sugerir, ¥ nos
eifrenta & Lo aficmacion de que va no se trata de fotografiar
algo que sucede, una accidn, un lugar real o construida, sino
de lotografiar una sepsaciin, un simbolo, algo que ni 2s ni
sucede, simplemente on desea.

Archiveetural space, an copty space, con resemble that mwenfnl
epice wliereit we rangrrder our inrmare srorfes. Dreegms god
wightmares that urfold in spoces autside realify, as §f foe
foueke Fad BT ol e affier sfde |_|I' i |.".:.'.'rl"l.'|'_|7.'.'.'|r~' i this case
goipe srainoays cogfroit each other i frogments that are
divpleced from themselves. A place that i lnaceessihle for dhe
Ipdividual and el ihich has besw huilr as g PARSEAQERATY The
read wod the dreamed, the wareal gnd the ererpdar In oll
Nawtalbhan's work .;1|J.‘.||r'c|IIJ.:|J|.'|I"|'J|,‘n_' odies gt sirychyres ane
constriected in spaces where there are wever any shodmes; all
ey work seemis bo e sifeeted oo irtial SpHTCe IR whicy
ibjects are three dimersional but never real; they do nar cas
R A7 [ Ex] LRI fhinse SPICES im il [Rey ore ||.'|'.g1:'|;'.J.

Lug pasos perdidos TMee Logt Steps) dnforms ws of the
f.l!_u.-~;~..i|':-.'.'|'|_'|' L.:," regching gy destingtion, (ke the lmhyrinch,
the cuf-off smimeay represeits loss, that Imprassible passage fo
_|'."|J.1' fhe cry & Il.l.'..l._" nf e, The (st steps af s many
P Rle ik Ragee soscght '|I|'|r:':'||l.|ln'l:€|' fleal ay aily hawe Beew in
their minds. Here, photography repches ohe power of

T SR R didd ..-||._|':-|:|..'-. s with e J.I'F:.'..ln'll'.'!-'r.l that it 15 wo
foorger o midrfrer af photogrdpiding sondtiing Dol 18
bappening, an action, a rewl or consivicied place, bul of
photographing o sensabion, @ symbel, something ot reiter

I8 HOF TR, oW SEmplY a aesi.
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H naturatera os e orngen de tocoes bos misdos ded hombre. L2
sy hras .'-:':':'l'-|lll vdas por el micdo infantil. de ns Atholes &n
n& cienios infaniiles, en nuesica memaris. Ese silencio
niinita del mar en momenins de cabfma, las formas de las
slamtas, la lejania entre la educacidn cultural et
conpcimiento nalural hacen que cuds ver mas el hombre sea
un extrafio ante los elementos de la Maturaleza. Y el mar tal
ver sea el palsaje peEls tenebrsgs, como elermento ajena al
nombrre, Heno de monstmos que cimbnlizan xi|'|'|'|'|'|||.-|||-.'
nibestros miedos. Los Alledas son ALTE] it :'-.:-I:.l|_:_.'u'.'.:.-.:-1 que
Ratoe! Movarra como un tost psicnlogion, a modo de test de
Rorschach nos planten para que descifremos eses miedos, ol

. r
CITIEC T e peos Iranaemis, [EITE CREE MHEs EMArT IR SO Kis

monstrues que creemos ver en la espuma del mar chocando

somtril bis rocas, B gue estén reallzsdos en blaneo v negn
afiern. 15 pérdida

de r=a
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fa al mar aviads alkju

pelleza de tarpeta postal que alefa ] mied
amos-directamenie con la belleza del acantilada,

para enfm
com el wvertigo de la caida, Con et excitacidn en estado purs
que oi el micdn, y ningin micdo mas ermble qoe el micdo a
il III"\-I.'lll.II'II.:III-C' ol
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MNurnre 15 Hhe origin of all man’s feers. Shodows, cxaggerated
by childish fear, of the trees In chlidren’s staries, in our
memtory. That TnfTrite silence of the e ot calm @ogrenrs
e '||'|'||'||-'i"‘. af prlanis, IRe fisfanee belmeen cuifural educado
ane kenenledge abour the raturel world makes man wore o
meare af o strawger before e elcarents af Nafure, Ard the
sed BRcy e e awest ominoes fondscape, fer i i an eleanent
alicn to mran, fiull af moksters who simply symbolize oor
Jerrs, Los miedos ere phatographic diptwels that Bafael
Nayireo presents ws wirh as a pswekological test, in the
mannér 8f @ Horscheck test, for us fo decipher those foars,
e origin of these fraums, so that we will face the
ipoisiers uye beifedle e see in the foam af the wapes

crashitg agaiast the rocks, The focr that they ore prodieced
i black-and-white further infensifics that remobencss, that
strangeness. The Tosg of thal posteerd beguty thof cests away
tie fear of 1he sen kelps here to confrons as directy with r.lulr
ey of the cl{ff. writh the vertlgo of the fell, udth the
cecifemend i (55 pare stale that Jedr is, and fhere is no fear
maare ferrible than rhe .|'-'i'|'-'.' |-.I" the wnkaouse, whick Ix "\.l.lrllr-'ll_f

b el esgf ..I'i.'lr.l'-:i_n"ll'J-:' WO Rsirrs |r.li|.l.'|'.|'|'jll:-r orr i,
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En la Indefinicion de la realldad nos movenos. Con la ceriezia
de gue todo puede ser de otrn maners y bn incorfidumbre de =i
lo gue creemos real ko os realmente. En csa forma de semtir
fsdo i|.1||.-|1'”'!:' U mos 3:-|:-|:|ri.| definic, wde :.||'.|1.1|.'!||.l| alo e €N
otre dempo podriamaos reournic paa agamames & la cericza de
sabwr quitnes somos, se desvanece. Los géneros, las sefas de
idemtidad, la apariensia de nuesine emtornog, wnoes paisijes
Impostbles gque ] hombre copstruye con su técnice avanzada
¥ ocon b miserta del superdesarmolle, Concha Pérez construye
espacios inexistentes pero o imposibles, con las tecnicas
Informiticas aplicadas a la fotografia ya priciicamenie iodo
8 posinle ¥ o dueda sobre 1o real v Lo Imsginario se conviere
of una sembra que cubre cualquier sol imaginado. Lugares
ciherméticns U s 500 familiares, salones 4@ estar en medio
de la calte, & mar como lugar hakitiilo, sillas gisladas en una
ganrerd.., Jugares de incenidumbre en los que [a presencia del
hombire les dota de una Ccierta 10gica, que hadcen que fos
vERIos oo algo posible aungue sin la seguridad de haber
estado alli, lugares que creemos haber visto en algunz
pelicula, tal vez on algin suefo, pero que trabajan en nuesiro
consciente como preambulos de paksajes futinms,

We dwedl in the indefiniteness of reality,. With Hee certainfy
that everitliing can be otheraise aud the wecerteinny thal
it 1we helipee po be el really ie sa, fe ot BTy r:,l'_|"r'|:'.|1|r,'j_
everpthing that could defive us, ererpthing that ar asarher
Hme e could resert b fooorder bo cling Ie the cortalnly of
knowing whe we are. vanishes. Gender, sighes of idenfity, the
appearanee |a:_|' DarE -ulrmr.lu.ll'r'nrlw, ||rr||:l|r'.".'||||-" Jrrrl.ll'u'rrrlr.': thizi
mman bidlds with hiy odearced rechnologies and wite fhe

Wi sEry .:!II'- r.l."q'_'rr.'q'r'|'|'|.lf:lr|r|,urr. Concha Péree irlds now-erisier!
vt por impossible spaces, With digital imeging epplicd to
Photography virtwally weything (s possible and ke doabt alow
it 1 real and pehed i Dnagined becomes a shadme Heat
caprers any imagined sun. Cybemetic places that are familiar
fo ws, ormeheis v e middie of the streen, the sea a5 o
infabited place; a lene chalr tn o guarme.. Places of
incertainty in which the presence af man bestows them with @
certmin fogic, which makes us see them as something possilile,
yeb withowt the assurance of hoeing beea thene, places thaf we
beliere e haie seen i some [Tl I|.'|.'.'|'|.a||."\. in some deeam,
bt that werk inoowr subcenscions ax preambies of fulore
Jr.'.lu:':nwpl'h.
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Esos lugares inlermedion, de irdnsite, que en & mismo pamecen
na significar nada. no existic. son los que mis le interesan a
Ritkas. En Umibreben, 2000-2002, nos presenth una sorbe de
puerias, de ese espacio inmediatamente anterior o la puera,
de grandes entidades financicrss, No hay nada perceptible en
ks Dmdgie s dE que estimes a la entrada e esis nuevas
caledrles del poder que son los bancos, les instituciones
Cnancieras, alll donde esrd el dinero. Ese espacio infimo pero
eserchdl, e pegueha superlicie que precede o o entrada al
lugar en concreto contiens toda una simhologie, en su sola
exisrencia habia del [HICESD e TIeEpn, e SUCesns (JHEL
geontecerarn, de situaciones de desesperaciin.. el 1a
EXISIENCIA ¢n unos pocss metros e cspacio que simplemenie
sirven para albergar una historda imaginada, centos de
situaciones protagonizadas por ntas personss que cCrizaran
pes pmbrales en fodo el mundo, uia Ana Hees gue senacd el
desea de la realidad, la esperanza del desasesiego. La
importaneis del detalle, de ese minimalismo formal, csa forma
directa y pormenorizeds de mostrar el lugarn sin exeesos,
simplemente ateniéndose & una realidad que nos habla de
historias imaginadas exclusivamente & partir de toda Lz
literatura que puede despertar en nuestra menie of umbral, ese
lugar gque alravesamos fal vez sin darle demasida
importancia, testige de pasos, de historias, de descos

frusirados,

Tense fafermedinfe places of passage, wliich do ot seem o
mear anvthing e fo erist i themselves, are those that
Hiiterest Ribirs miost To Limhbrales W -2002 . he il T
'r.'ll.' -'lrjl":nf': e dowrs :..I"

.'.-I-_|I'|'_I|'|-ii| HEfil r'I.'.'J"I'||:|i';'¢.e“-C_ There is nathing Iln-r.'r-ll.-r.ilil'." i e

[ SETTES '.-|'|_1-||--.. FRASE ST Es e e L

pirdures that convers rhar we are ar the catrances of those
weur cothedrols 1f poper rncarkeied pn bonks [ftnancial
instilations, wherever the money (s, Thar infTnitesimal yei
eseEHiTEl FRACE, that smeall surface gt Ii:lFI'l'l,'rlll"k. Fhae EipfFieee
I thee specifie ploce containg all the sembelism; i ity scre
ErisTrHoe if '._|.'r.'|k1 of the process af tme, of ereris thal are Io
rake place, of slteations of despair., Al exisrenee o a few
mefres af space thai simply serve fo eccmrmodele an
tmagined story, Fandeeds of sitwaHons experienend By se oony
people whoe will cross those Hreesholds oll over the world, &
fire fine thar separeres desive from realine hope from anrter
The mprortace ..:.' detreil,
direct awd thorough way of showing o ploce, withow! eroesses,
'.|'|.'|.|l|'.'.' poldressimg @ reanddy (el frwmimeds s r!__l' sfarirs

from all the Henotare the theesheld can

eficid in e miediicls, fhat I|-'|'_|r'| W s l|'|'l.|.'r1_r.'\ WALE R A

ol fad l':'l.'.'ll'.h' mdnimalism, fear

] ] af ' 4
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placing foe much importance on i, thal wimess of steps, of

stories, of frustrared desirgs...,
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I'argnas, Museo de Matard, Baresloag

El origen, la diferencla por raza, por sexo, por edad.. tode elio
scovuchve refative e una sociedad CJUAE TIUTICE Cormd anies
acepta la infegracion comn fendmeno de ignaldad Entre o
documental v el amilisis psicolagicn, Urrios nos plancea 12
idea de pemenencia en la serie Cairresn. Analiza el Fendamenn
de b emigracidn desde una pesspectiva que puede parecer
superficial pers que nos presents al emigrante Somo un Ser en
busea de aceptacion, que desea antes de nada integrarse
Posiblemente venderia sue alma ol disblo o cambio de ser une

i, I!-EIJII| i fo o indifercrcin die la gran craclad, 20 reiratos de

emigruntes de diferentes razas, ongenes, sexo v edad, cads
uno de elles can la camiseta del club de filthol Barcelona, ¢l
Barga, el simbolo de lo cataldn, no en vano sc dice de & gue
o5 “mas que un ub”, mds que un club es una sefla de
(dentidad, ¥ a5t cada uno de estos cmigrantes afirma en un
curriculum, Breve y en ¢l que indica su procedencia v las
razones por las que llego a Espaiie, o Barcclons, spue son. del
Barga, secios del cluby ¥ por lo tanto catalanes por derechi
propio. En su afdn por seradmitidos legan a confundir los
colores y los msgos caracteristicos de la camiseta del equips
Isimbolo enire los simbolos) ¥ msestran [ de oros cguipos,
Seres yue han perdido su identidad y que la reconstruyen a
base de simbolos prestados cuyo signifcado posiblemente no
Neguen o cntender,

Urrgin, differeace in race, ser, age.. All that beeomes relative
e @ sociery that as never before accepis integration as o
pheromenan af equaliny, Between documentary and
psyctdagicn! wualvsis, Urrios purs forth fo ws e idea af
eclonging in the series Cantera. He onalyzes the phenomenon
af immigration frem @ perspective that may seem superficial
duad thar introdieces us to e mmigrant as a being in search
af acceprance, wko uwishes abore all eise o be tntegrared. He
ary pevy wrell sedl his zoul to rive dévil in ercharge for being
st goorker citizen, equal in the mdiffereuce of the Wy oftv
Tenty portrails of immigrants of different races, origins,
sexts and ages, each of them wenring the t-=shivr of rhe Barea
fisarball club, the symbal of Cotalonia; nod in vain do they sa
that it is "maore thar o club™ mone than o clab Is & don af
idewbing Tt s wehy oll of these fmmigrants shite in resimes
—wiich are befef and in which they indicate where they are
.I"Jl'l'h' anil the regsons 5.'1'_|' carte fa hpin, o Baroelong -ttt

they are Barpa fans, memhers af the club gol therefore

Cotlonians in their oien right. Tn their eagerness o be

aamvitted ey eren mistaoke the colours and charaereAstie

Sfeartures of the reem r-shint fsvmibol of symbols) ongd show

those af orher reams. These are beings wha have lose iy
eteniites ond reconstrrch them with borrouwed symbols whose
meaning they seay weper urderstand,
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La sombra

HaNg LHRISTIAN ANDERSEN
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n ios paises calidos, jalli si que calien

ta el solf La gente llega a parecer de
tapha: hasta tal extremo que en fos
paises torridos se convierten en negrmos Y
precisaments a los paises cilidos fue adondp
marche un sabio de los paises frio, crevendo
que o ellos podia vagabundear, como hacia
en su Hermd, aungue pronhs 52 acosiiumbeg 3
lo contrario. El v toda la genre sensata debi-
an guedarse dentro de las casas todo el dia,
Celosias y puertas se mantenian cerradas ol
dia entero 'Il.:li‘l'l.'i.l S 51 toda Iz casq clhar-
miese o que ng  hubiern nodic en ella
Ademas, la callejuela con altas casas donde
vivia estaba construida de 1al Forma ue @l
5ol no s movia de ella de la madana a la
noche; erd, en mealidad, algo que ie resultaha
insoportable. Al sabin de los paises frins, que
era joven e inleligente, le parecio que wivia
en un homns candente, ¥ le alectd @mnin gue
empezo & adelgazar, Incuso su sombra men-
Huo ¥ se hizo mas pequeda gque on su pais; el
2 tambien la dehilifaba. Tantn UG COree
otra no comenzaban a vivir hasta lo noche,
cuando €l sol se habia puesto.

Era digno de verse, En cusnto entraba Iz
fuz en @l cisarto, oo cuanto atertan los wenra-
nales, la sombra se estiraba por toda la pared,
incluse hasta el techo, tenia que hacerlo para
revuperar su fuerza. El sabio salia al balcon,
para desperezarse, ¥ asi gue las esirellas aso-
ran en e maravilloso aire puro, era pars &l
como voelver a vivir, En todos los halcones de

a ralle —y en los paises cilidos en todos Jos
huecos Tlienen balcones— habia gente asoma-
da, porque uno tiene gue FESpArar, por iy
acostumbrads que se esté a ser de caoba.
Habia gran animacion por todas partes. Los
rapatercos, los sastres, wdo o mundo escabs
en la calle, las

silias, v brillaban las luces —si, habiz mis de

fuera estaban |as mesas )

mil encendidas—. Unos hablaban v OIS can-

taban, ¥ la gente paseaba y rodaban los

caches, los asnos pasaban —jcling! jeling!
icling!— sonando los cascabeles, Habia enthe-
rros v cantos finebres, los chicos dispamban
eohetes v las campanas volteaban —si, habia
unta vida tremenda en le calle—. Sdlo la casa
Iremte & la del salho extranjero estaba en
sitencio completa, Y, sin embvargn, alguien
vivia en ella, pomue kabia Rores en e baledn
que crécian esplendidamerite al calor del sal,
por Lo que era segurn que se regahan frecuen

! I.il

puerta del baleon aparccia tambien abiceta

temenie —luego almeien debia haber alli

por la tarde, pero el inferior estaba en som-
bira, por I menos en la hahitaeidn delaniers,
Desde dentro legaba sonido de misica. Al
sahio extranjero le parecio extraorditara fa
musica, pero bien podia ser pura imaginacion
suya. porgue todo lo encontraba extraordin-
no en los paises cdlidos —excepto Lo referen
te al sol—, 5u cascro dijo que no sabia quién
halaila alquilado 2 casa, no se veda a nadie ¥
it cuanto a la musica se referia, crela que e
horriblemente aburmda,

—kEs como si alguien mratase de ensayar
una piega que no puede aprender, slempre
la misma. *{Pues lo tengo que sacar!", pero
na ko comsigue por mucho gue iogue,

Una noche el extranjero se despertd; dar
mia con la puerta del balean abierta, La cor-
tina se levantd con el viento, v le parecid
que del baledn de enfrente venta una luz
Fantistice. Todas las flores ||;'u'!:|i;-:r|r||'~|'|.|||
coma famas de los colores wis r_-gph_‘-nr[:n:lu'i
¥ en medio de lis flores se encontraba una
esbelta. airactiva doncella, que parecia tam
bién resplandecer. De tal forma le deslum
bro, que abrid los ojos desmesuradamente y
s¢ despertd del tdg, De un salto estuve en
el suele, muy despacio se acercd a la cort-
na, pera la doncella habia dessiparecida, o
resplandor se habie apagado; las flores no
brilaban, pero seguian siendo tan bonitas
comd siempre; la puerta estaba entornada v




de las profundidades venia una musica fan
suave v encantadora, que inspiraba los mds
pensamicnios. Era,
como cosa de magia, s0uidn vivia alli?
Dnde estaba la verdadera entrada? Todao el

dulces s embargo,

piso bajo era una tienda tras ofra v 0o cra
posible que la gente pasara por cllas.

Una soche el extranjera estaba sentado
en ¢l baledn, con lo luz encendida en el
coarte a cspaldas suyas, por lo que, como es
patural, su sombra estaba en la pared de
enlrente. s,
enfrente, entre las flores del haloon, v cuan-

alll extaha semiads exacizmente

do el extranjero se movia, ambien se movia
la sombra, porque asi o5 como hacen las
saribaras.
—Parcce como si mi sombra fuese el
unico ser Vivoe que se viera enfrente— dijo el
sabio. Con que delicadezs se sienta entre las
flores. La pueria esta entreabieria, [st la
sombra [uese tan lista como para entrar,
RO ¥ WeNir fespues

mirar AT

contarme i Ppiie hubirra wist! Sk, haz ZI|:L:I"I

il —dijo en broma— (Vamos, emfra! | Va-
mas, ahora!

Y le hizo gestos con |2 cabeza a la som
bra, ¥ la sombra le correspondid;

—jAnda, no e pierdas!

Y el extranjero s& levantd, v su sombra,
alld en el baledn de enfrente, s levantd tam
bitn; v el extranfera 4¢ volvid v la sombra se
vialvio también; pero sl algulen hohicra csta-
do observando, habria visto claramenie que
|2 sombra s¢ colaba por la puerta entornada
de & casa de enfrente, al tiempo que o
extranjers entraba ¢n sy cuario v corra i
largn cortina tras de si

A la maflana siguiente salic el sabio
fomuar un café y leer los periodicox

—i0ué pasa? —dijo, cuando salkd al sol
iMe he guedado sin sombral Entonces se
marchs anoche de verdad v oo ha wvuelto

aiim Qe Fastidicd

¥ eso le enojo, no tanto ponque la som-
bra & hubiery ido, sino porue sabis de la
cxilstencia de una historla sobre e hombre
gue perdid su sombra; conocida por todos
en su patria alla en los paises trios, ¥ en
cnanio el sabio regresara v confase la suva
dirnan que la habiz copiado, v eso no le
hacia maldita |a gracia. Por tanto no difa
nil wna IJ:lI:lIH:l. lo cual [ ||.’:r|':"||'| una gran
idea.

Por
Habia colocado la luz detras de s1, on Ia

la noche salld de nuevo al balcon,
dehida posicion. porgue sabia que la sombra
gusta de tener siempre 4 su duefio o pan-
talla, pero no pudo dtmerha. Se encogio, S
haba

comibira  algons

agliFn j

|!-:-r-"| i ML=
vislvlera, Dije:

—iEfem! jElem!— pero sin resultado

Era un fastidio, pero en o5 paises cilidos
todo crece tan rapidamente que al cabo e
ochn dias ohservd, con gran satisfaccion,
que le crecia una somhrma de las piernas
cuands salia el sol —guiza 1a raiz habia que-
dado dentro—. A las tres semianas tenda umna
spmbra de considerables. dimensiones que,
CUATHD PeEreso a5 patria en 1S [alses nor-
dicos, crecio mis ¥ mis durante el viaje,
hasta que al final era tan larga v 1an grande
que la mitad hubiera bastado,

De esta forma regrest el sabio a su casa
v oescribid libros sobre cuando habis de wer
dadicro en ¢l mundo, lo gque habia de budni
Y hermosa, v pasaron digs y pasaron anos:
pasdron mucnes anos.

Una noche estaba sentado en su cuarto
cusgndo lamaron muy gquedamente a la
puerta.

jAdelaniel— contestd, pero nadie entra

g fue Fue A alre ¥ win ante & a un
hombre tan sumamente deigado gue quedd
areniro. Por lo demas, el hombre iba esplén-
didamente vestido, debia ser una persona

distinguida
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—{Con quitn tengo o honor de hablar?—
preguntd €l sabio.

—{Ahl va pense que no me reconoceria-
dijo ¢l hombre elegante—, Me he hecho tan
COTOTED (jLie hasta temgo carne Y ropas
spguro que nunea habia pensado wsied en
verme en tal prosperidad. (No recopoce a su
vieja sombra? No crefa usted que volviera,
gverdad? Me ha ido espléndidamente desde
que estuve con usted. (He sdo, en todos Tos
sentidos, moyv aformusado! S fwuviera ue
rescatar mi libertad, podria hacerlo-
||_|_||-'|.|_||_'||_'I:l un manajes de preciosos dijes gue
codgaban del relej, ¥ pasd la mano por [o
grucsa cadena de omo gque levalsa al coello,
{Huy!, todos los dedos Fulguraron con
suniltos de diamantes, todos auténticos.

—No, no pueds haverme a la idea de 1o
que significa esto— dijo el sahio

-, nn es

niada corriente diio lo

sombra pera  usiead fiada

correnie ¥ yo, bicn sibe usted, desde que era

[Empacd  ©5

asi de chiguite he seguido sus huellas, En
CUANTO que ¥o
punta para ir solo por el mundo, segul mi
camino. Me encuentrn en una
cxceprionalments aforminada,

usted descybno estabhi 4

sltuacion

pera me he
acometido clerto deseos de volverle o ver
antes de gue usied muera (porgque usted ha de
morir). También me gustaria visitar cste pais,
porque la patria siempre fire. Veo que tiene
usted oira sombra fLe debo algo a ella o hien
a wsted? Hagame ol favor de decirmela,
{Bueno! iPero cres tl? -'!i_||- el snbhjo—
iEs increiblel [Nunca habrin creide que le
vicie sambra de uno pudiers regresar como
prersonmE |
—Digame cuanto le debo —dijo la som
bra=, porque no me gustaria deberle nada,
iCime puedes  hablar asi? —dijo el
sabio— ;e gue deodas hablas? Ne me debes
nada. Me alegra profundamente tu suerte.

Sientate, querido amigo, ¥ cueniame como
=]

e ha casa de

ly que wviste cn la

enfrente, alld-en los paises calidos

il

51 que le contard —dijo la sombra. y se

sente pere anles me tiene usted gue
prometer qué no hi de decirle a nadie en la
riudad, en casa de que oS CHCOnLre s,
que vo he sido su sombra. Pienso casarme:
pucdo de spbra mantener a una familia,

—jbstate tranquilol —dijo el sabio—, No le
dir¢ a nadic quien eres en realidad. Esta es
mi mama. (Palabra de hambre!

—|Halabra de sombra! |||_i-:| la sombira.

Era ciertamente notable lo humana que s
hiabia vuello la sombra. Vestia del mas -
roso negen v el pano botas de

charol v sombremo que podia cerrarse, hasta

mis selecto
quedar reducide a coropa v alas —sin hahlar
de o ya mencionado: dijes, cadenas de oo v
anillos de diamantes—, La sombra iba exira
ordinagriamente bien vestida, y cso era preci-
samernte o gue [a hachi r@an homeems,

—Ahora voy a contarle —dijo la sombra y
planid sus botas de charol To mis fuerte que
pude sobre ¢l brazo de la nueva sombra del
sabio, que yactda como perro Falders o sus
!Ii-r"’\- Y esto lo hizo bien por argallo. bien
con la intencion de que se le quedase
pegada, Y la sombra del suelo queda quieta
¥ en silencio, dispuesta & no perderse
detalle; deseaba, sobre todo. enterarse de
como puede uno [legar a ser independiente v
converirse en su propio sefior.

ri"-:'l"f‘ nsted I|I.:-l."i'l vivia en la casa de
enfrente? —dijo la sombra—. {La mas bella
de todas, la Poesdal Estuve alli ires semanas
¥ =u efecoo ha sido como s hubiera vivido
tres mil afios ¥ hubiera leido 1odo cuanio se
ha escrito v se ha cantado. Lo digo v &5 cier-
(o, jLo he visto todo v 1o sé todol
iLa Poesia! —gritd el sabin—, 51, i, vive
con frecuencia en las grandes ciudades, en
soledad, jLa Poesia! |56, la vi tan s0lo unos

instanies, pero el suefo pesaba sobre mis




njos! Bstaba en el baledn v brillaba comn

brlia la awmora boreal. |Cuents, cuental
stabas on ol halcdn, entraste por la puerta
£y despues?

—Me encontré en la antesala —dijo |a
somhra—. Lo que usted siempre veia era la
antesala. Noo habia Iz alguna, solo una
especte de  creplsculo, pern |as puertas
daban unas a ofras en uns larga serie de
salas v de salones; v estaba tan lluminado
que 13 huz me hubiera matado de haher ido
dircctamente antt la doncella; pero
prudente v me tomé mi tempo, como debe
naceTse.

—iY eptonces g visie? —pregunto @l
sahin

Lo vl toda, v se lo conlarg, pero.,., o oS
orgullo por mi parte, pero.. como ser libre
que soy y con los congcimientos que tengo,
para no hablar de ml buena posicion, mis
pucelenies relaciones.,. desearia gque me
[lamase de usted
’:l-"ll'l

cuesta

iI'Iiﬂ[:::n-u:' usted! —dijn el sabin—

los wvigjos habites los MAS

abandonar,
nresente, Pere cucnbeme ahord 10 gque vio
Lo wi todo v

quc
Tiene usted mzon v 1o endré
iTodo! —dijn la somlira
It 5¢ rodo,
- ué - aspecto tendan oS cuartos inoe-
. éEran como el

riares? —pregunto e sabio

fresco bosgue? JErm como un  tempio?
JEran los cuarios como el ciclo estrellado
cuando se estd en las montanas?

—Todo estaba allil —dijo la sombra—, No
entré hasta ¢l final, me guedé en el cuarto
dedaniero, a media laz, pern e un pucsto
excelente, jlo vi todo v lo supe todel He
extado en by core dela poesia, en la anlesala.

(Pero qué os fo que vio? JEstaban en el
gran salon todos Ios dioses de la Anti-
giedad? ;Luchaban alli los viejos heéroes?
Adugaban nifios cantores v contaban sus

Liefias?

Le dige que estuve alli y debe com-
prender que vi todo lo que habia que ver 5
ailli,

convertido ¢#n ser bumano, pEre yo s Y

usted hubiera estado no st habria
ademis aprendi a conocer lo intimo de mi
naluraleza, lo congénito, €l parentesco que
tenen con la Poesia. 56, cuando estaba con
usted po pensaba en ello, pero siempre, sabe
usted, al salir v ul ponerse el sol, me hacla
extraflamente largo; a la luz de la luna me
recorfaba casi con mayor precisidn que 8
entendis  entonces  mi
aturaleza, en la antesala se
volvi ser humano. Al salir habia completado

usied. Yo no
me revelo. Me

mi madurez, pern usted va no estaba en los
paises cdlidos. Me avergoncé como hombre
de ir como iba, necesitaba trajes, botas, wdo
este barniz humano, wdo lo gque hace
reconocible al hombre, Me refugi (s, puedo
decimeio ya que usted ne ko contara en
ningin libra), we refugié en las faldas de una
vendedora de dulees, bajo ellss me escondi;
I3 mujer no tenia idea de lo que ocultaba. No
sali hasta que llegod ln noche; comi por la
calle a 1a luz de la luna. Me estiré sobre la
abajo, curiosee por 1as

pared, Corm arriba y

fanio en los salones

firé donde nadic

VINARHS mas il.:|;.|:|.
comn en bas buhardilias
puede mirar ¥ vi lo gue ningun otro ve, 1o
aue nadie debe ver, Mirandoln hien, este es
urt cochino mundo. Na querria ser hombre s

no fuerm porque estd bien considerado serio,

VI las cosas mds imimaginables en  las
mujeres, los hombres, los padres v los
encantadores ¢ incomparables nifos vl =dijo
la sombra— lo gque ningin hombre debe
comocer, pere o que todos moricdan pos

saber: lo malo del projimo. 5i hubiera
publicads un perigdico, [lo que se hubiera
feido! Pero wo escribia & cada persona en
coneretn v se producta el panice en cada una
de las ciudades gue wvisité, Llegaron a
tervor % A & VEZ una  Eran

Ienerme
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consideracion, Los |.|:':|I':'~illll.'h e Mo rnon
profesor, los sastres me hacian trajes nuevos.
El tesorers del reing
acufiaba mopedas para mi v 38 mujeres

no me faltaba de nada

decian que vo era muy guapon; v ash Hegue |
ser ol homhre que soy. Y ahora me despida,
Esta es mi tarjeta. Vivo en la acern del sol ¥
estoy siempre ¢n casa cuands Mueve,

Y la somhra s¢ marcha,

iYue extraordinariol —dijo ¢l sabio,

Paso tiempao v tiempo v la sombra volvid.

FCOmo le va? —preguntd

<Ayl —dijo ol sabion—, Escribo acerca de
lo verdadera, lo bueno y to bello, pero nadie
s¢ interesa por mi obra, Estoy desesperado,
PrOTTUE SN cosas a las gque concedo gran
importancia

—t'urs @ mi no me ocurre igual —dijo la
sombri—. Yo, mientras, engordando. gue es
loy quer hemos de pracurar. Usted nin entiende
el mundo ¥ terminard por caer enfecmo,
lene que vidgjar Me iré de viaje este verano
canmigo gustaria llevar un
companero, dQuiere usted venir conmigo,
como mi sombra? Serd para mil un

W gl me
Fran
placer levarle, jle pago el viaje!

— e disparate! —dijo ol zahio

—|5egun se mirel —dijo Ia sombra-
vidjar le sentard de maravilie. 50 consiente
combra, todos Ios gasmos
COMTETAR POr mi cuenta

psted 0 oser mi
—{Es10 va &5 ¢l colmo! —protestd el sahin,
—Pero asi va el mundo v asé seguira.
Diie Ia sombra v se marcho
Las cosas no 1eé iban nada bien al sabio,

la pena v la preooupacion seguian haciendo

presi en el, y sus opiniones sobre lo verda-
dere, lo hueno v lo bello Interesaban tanto al
publico como las rosas a una vaca. Hasta
que al final cayéd gravemente enfermo.
—|Farece usted tofalmente una somhrai—
le decia la gente, ¥ esto le produjo un

escalofrio porque le hizo pensar en ella.

L gjuee debe hacer es tomar las aguas—
dijo la sombra, que fue a visitarle—. No hay
nada igwal. Le llevaré conmigo, por nuestra
vicid amistad. Yo pago el viaje y usted se
encarga de |levar un diario, ¢on lo que me
resultard el camino mas divertide, Quicro ir
a un balnearo, mi barba no Crece como
debiera [eso es también una enfermedad), v
una barba es algo Indispensahle, Sea razo-
nable y acepte la invitacion, viajaremos
CONTIC A0S, por SUpuaesio,

T ast viajaron: la sombra hacia de sefios
W &l sefor hacha de sombra, Fueron juntos ¢n
coche, a caballo, & ple —al lado uno del oirp,
defante o detrds, segan 1a posicion del sol—,
La sombira sabia ':iil"l'l'l_:.l'n_" |_|-:-r:|_'|-l.|_' en ol |'_||:.[;||'
del sefior, mientras ¢l sabio no prestaba
dAtencion a semejante cosa. Tenia un corazon
PEOCRIETINE ¥ Era SUMmMRmEente Sormes ¥ afertuo-
sa, asi que un dia le dijo o la sombra:

—Puesto que nos hemos convertido en
companeros de viaje v, ademas, hemos crec
do junios desde |3 infancia, ;Por qué no nos
uteamos? Sera mds intime,

En eso que dice —contestd la sambra

que s& hakda

convermido &0 el verdaders

buena
intencidn, por lo gue seré igualmente bien

sefior— hay mucha frangueza ¥
intencionado y franco. Usted, como sabio que
es, sabe sin duda lo especial gque es la
naturaleza. Hay quien no aguanta cl roce del
papel, b pone enfermo, A otros se les eriza
toda el vello del CLern & s mEoca un chive
conira un vidno. Lo mismo siento Wi cuanda
le oigo tutearme, o= comao 51 me cinpujasen de
Mo se

orgutio, sino, como verd, de uns

nuevir 3 mi primer empleo con usted
Lraty de
sensacion. Pero si no puedo permitirle gue me
rrate de td, con mucho gusto e tuteard vo 3
tsted, comor formula de con oS
Y asi la sombra tuted 2 su antigun sefior
i0wé absurdol™, penso éste, "gue yo le

hable de usted v el me utee!”




Pero no fuve mas remedio gue aguan-
tarla.

Al fin lNegarmon a un balpeads, donde
habia muchos cXlraneras, ¥ enine ellos una
encaradora princesa que padecia 1a enfer-
medad de tener uns vista agudisima, Lo goe
era en extremo alarmante,

Al instante observd gque ¢ recien llegado
era por completo diferente a los obmos,

—[Hean i bz wernides pars harer crecer
L1 I"lilll!‘i'lI |_Il""|' :r'll WLILE |i| '-.'1'-'I|ii||i ol el - Blil
tene sombra

Lleng de cunosidad, entahlo inmeediata-
mente conversacion oon el caballern extran-
jero durante el paseo. Como princesa gue
era. no st andaba con muchos miramienios,
por lo gque le dijo

A wsted lo gue le oourme s que no tene
s bira,

—Wuesira Alreza Eeal debe haber migjo-

rado notablemente —dijo la sombra—. He gue

vuesira defencia comsiste en gue  veis
demasiado  bien, pero debe haber desa-
parccido.  kstais curada.  Precisamente yo

tengo una sombra muy extrana, (Mo habéis
vistio a la persoma que siempre  me
acompana? Omos tenen una sombra volgar,
pern yo detesto lo corrente. Igual que se
viste @l criado con librea de mejor pafio que
el gue wno usa, be ataviado a mi sombra
comd 81 fuera una persona. Ved gue hasta le
he proporcionade ona sombea. Es omuoy
cosiose, PETO mMe gusta ener algo excep-
cional,

“omo? f5erd posible gue me hava
curadeo de verdad?”, pensa la princesa. “jEste
balneario o dnico! El apgua tiene en nuesiros
dias propicdades asombrosas. Pero no me
marcho, porgue ahora comienza £:io a eslar
divertido, El extranjero me gusta extraordi-
naramenty, Con lal de que no le creeca la
iharbal v ose marche,

Por la noche, en €l gran salén, bailaron la

junta a la puerta, sabrd contestar

- -
s
o

princess & la sombra, Ella era ligera, pero
miks adn o era el Nuncea hahis tenido la
princess i _:|.:|r|'.i:| |=_'u.'||

}.-:’5:'-1. era el SALY0 Y &l Lo conociza, Habia curio

Ella le dijo gue

seado por las ventanas v kahia visto de vodo,
por o gque pudo contestar a la princesa y
hacer alusiones que la dejamn estupefacta,
“Debe ser el hombre mas sabio del
i, penso, &l era su admiracion por o

U sabils

Y oeunndo bailaron de moe vin, 8 PETnoCsi

quido enamoradisima, de lo gue Ta sombrad
se fdin cuenta inmediatamende, porque ella le
atravesaba con la mirada. A cste siguid ofro

baile v ella estuvo a punto de decirselo, pere

maniwan 50 serenidad v penst en su pais ¥

EI8 &0 PEInce ¥ en lws muchas prrsonas soore

las que retnaba

Es un sabio, se dijo, lo cusl es algo

buene. ¥ baila espléndidamente, o que tam-

poce estd mal, Pero me pregunio si tendra

conacimientos profundos, ¥ eso es tambicn

impartante, |nfeniare cxaminaric’

Y entonces comenzo 8 hacerle, pocn &

pocoy, las mes dibiciles pregunias que ni ella

misma hubiera pedido contestar, La sombra
[MUsD Uhd cara sumamente extrania,

—{Mo sabe usied la respuestal
princesa

dijo 1z

Lo aprendi de pdrvule —=dijo la

SO E -

Crea qgue hasta mi somhra, alli »

— 50 simbral —dijo la princesa—. Seria

t=n verdad extraondinarin.

—Bueno, no digo gue lo sepa —dijo la

sombra—, pero creo gque si. Me ha seguido y

oido durante tantos afios que creo que.si

Pero Wuaesirs Alleza Beal permiticd que L

advierta U pore lamto l«.'riIPL'f'Il.l en hacerse

ekl [OT Lmel PREPSOE e, R tenerle e

huen Wi iy oehe estEarl

palfil Contest

biem) hia de ser tratado precisamente como

L& peErsond
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—Me complace hacerlo —dijo la princesa

¥ se acerco al sabio que estaba junto a fa
puieria v hablo con el del =0l ¥ de ta luna, de
unas ensi vode otras, ¥ el siempre Comiesio
con ackerio vy cordura. FU0mo Ser o5 hom-
hre, cuandn fiene wia sombra tan sabia?,
pensd etla, Serd pendicicn
para mi puchlo v mi reino si lo etijo como

ung aulennica
ERpOEn,

Y ambos estuvieron de acoerdn. & prin-
CERA Y In sommbr, e aeordaron que nadie
debia saberdo antes de que clla regresara a su
reine.

—iNadie, ni siquiera mi sombral —dijo fa
sombra, v enia sus mzones para ello,

Tras esto, fueron al pais donde reinaba ia
princesa, una vez que clla habia regresado

Escucha, amigs mis —dije Ia sombra al
sbio-, He llegado a ser tan afortunado y
podernsn como un bombre puede licgar a
=erlo, Ahorg bard algo extraordinario por L.
Viviras siempre conmigo en palacio, iris
ronmign en mi carroza real v tendras cien
aftn, - PFem

mil eseodos al

fodos (e lamen spmhbra; no -'|::!1-:r:=!~ idecir

peTmiires g

nunca que fuiste hombre ¥, una vez al afo,
cuando
mostrarme &l pueklo, tendras que tenderte &

me  siente en el balodn  para
mis pies, como debe bacerlo una sombra.
Has de

Esta noche sera la hods

saber que me case con la princesa.

—iMo, eso s monstruoso! —dijo el sabio—
iNo guicro, no lo harél jSena engadar al
pais v 4 la princesa! (Lo diré todo! Que yo
sov ¢l hombre ¥ o la sombra. jJue apenas
eres un distraz!

—~No lo creeta nadie =dijo la sombra—, ¥
i1 iras al calzbozo.

Y ast fue, porgue los centinelas le aihee-
cieron al saber que osa noche se casars con
L priniess,

—|Estas temblandaol

e a

" ¥
-:||_;|- il ||-' INCEsH,

cuandn s sombra visitarla—. ZHa

pcurrido algo? No iras a ponerte enfermao
r=ia ||_|:;-|_'||-c;I _i||_=\.T|| Is noche de nuestra boda,

—Me ha sucedido 1a cosa mas terrible que
pueda ocurrir -dijo la sombra—. (Imaginate
|etaro, unia |rr|Ir|.- cabezg de sombr comao
esa o incapaz de resistir mucho): imaginate,
mii sombra s¢ ha vuelto loca, cree que clia s
el hombre v que yo {imaginatelo si pucdes],
que yo sov su sombral

[0ué homor! —dijo la princesi— jle
habrin encerrado, supongo?

SL Me btemo U@ nUNCI recopere la
FAZOL.

—[Pobre sombral —dijo la prAincesa=, Que
tlesdicha para ella, Seria una vercagera obra
de caridad liberarta de la mezquina vida que
lleva v cuando pienso en ello, ¢reo gue s
hace precio el quitirsela con discrecion

Resulta cruel —dijo la sombra- porgue

era un huen sirviente —y parecid dar un
!-.!\,.i:\glil':l
- e
princesa,
For la noche toda la ciudad estaba lumi
nada y los cafiones hicieran iboom! Y los

(g leoda

pobles sentimicntos! —dijo  la

srldndos GrTLAs

aguellal La princesa y la sombra 3¢ asoma

preseniarmn

ron al balcdn para mostrarse ¥ recibir una
viE mas las aclamaciones del puehlo.

El sahio no se enterd de nada, porque e
habian quitado la vida.
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Lis in the hot lands that the sun burms,

sure ensugh!there the people become

guite a mahogany hrown, ay, and in
the HOTTEST lands they ane burnt to
Negrmes, Bul now it was only ta the HOT
lands that 4 leamed man had come from
the cold; there he thought that he could
rum aboul just as when at bome, but he
sonn found out his mistake.

He, and all sensible folks, were obliged
to stay within doors=the window-shutters
and doors were closed the whale day; it
looked ac if the whole house -';l.l:|_||. or there
wias no one at home.

The narrow sireet with the high howses,
was huflt se that the sunshine must fall
there from moarmning fill evening—it was
really nod to be borne.

The learmed man From the cold lands
he was & young man, snd seemed o be a
clever man—sat in a glowing oven; it took
cifect on him, he became quite meagre—
even his shadow shrunk in, for the sun had
also an cilect on it 1t was first towards
evening when the sun was down, that they
beegan ta Freshen up again,

In the warm lands every window has 2
balcony, and the people came out on all
the balconies in the street—for one meisi
have alr, even If one be accustomed to he
mahogany! It was lively both up and
down the street. Tailors, and shoemakers,
and all the folks. moved out into the
strect—chairs and mables were hroughn
forth—and candles burni—yes, ahove 4
thouwsand lights were burning—and the one
talked and the other sang; and people
wilked and church-hells ramg, and asses
went along with a dingle-dingle-dong!lor
they ton had bells on. The streel boys
were sereaming and hooting, and shouting
and shooting, with devils and detonating
balls—and there came corpse bearers and

bood wearers—lor there were funerals with
psalm and bymn—and then the din of
carriages driving and company arriving;
ves, T was, o truth, lively enough down
im the street. Only in that single house,
wihich stood opposite thatl in which the
learned Poreigmer Tived, 10 was quite still;
and yet some one lved there, for there
stood Nowers in the balconv—they grew so
well in the sun's heat! and that they could
not do unless they were watered —=and
some ane must water them=there must bhe
somebody there, The door opposite was
also opeoed late in the evening, bul it was
dark within, a1 least in the front room;
further in there was heard the sound of
music. The leamed foreigner thought it
quite marvellous, bul now—it might he
that e only imagined it—for he foond
everything marvellous out there, in the
warm lands, if there bad only been no
sun. The strangers landlord said thar he
didn't know who had taken the house
ppposite, one saw ne persen about, and as
toy the music, 11 appeared to him fo be
extremely tircsome, “It is as if some one
suf there, and practised a picce that he
could not master=always the same picce.
[ shall master [t says he; but ver be
cannot master it, however long he plays.”

Une night the stranger awoke=he slept
with the doors of the balcomy open—the
curtain before it was raised by the wind,
and he thought that a strange lustre came
[rom the oppositte neighbor's house; all the
Mowers shone like Mames; in the most
beautiful colors, and in the midst of the
flowers stond a slender, graceful maiden—it
was as if she also shone; the light really
hurt his eyes,

He now opened them guite wide—yes,
he was quite awake; with one spring he
was on the Aoor; he crept gently behing




the curain, but the maiden wis gone; the
flowers shone no longer, but there they
stood, fresh and blooming as ever; the door
was ajar, and, far within, the music
sounded so soft and delightful, one could
really mell away in sweel thoughts from it
Yet it was like a piece of enchantment. And
who lived theee? Where was the actual
cntrance? The whole of the ground-foor
was a row of shops, and therne people could
not always be running throwgh.

One evening the siranger sat our om the
baleony. The light burnt in the room
behind him; and thus it was quite natural
that his shadow shauld fall an his
apposite neighbor’s wall. Yes! there it sat,
dircetly opposite, between the flowers on
ihe balcony; and when the stranger
moved, the shadow also moved: for that it
always does.

“l think my shadow is the andy living
thing one sees over there,” said the
learned man. “See, how nicely if sits
between the Mowers, The door stands halt-
open: now the shadow should be cunning,
and go into the room, look about, and
them come and tell me what it had seen.
Come, now! Be useful, and do me 2
service,” said he, in jest. "“Have the
kimdness to step ine Mowl Art thou
going?” and then he nodded (o the
shadow, and the shadow nedded again,
“Well then, go! Bul den't stay away.”

The stranger rose, and his shadow on
the opposite neighbor’s balcony rose also;
the stranger tuened round and the shadow
akse tuned round. Yes! If anyone had paid
particular aimention 1o it they would have
seert, quite distinctly, that the shadow weni
in through the hall-optn balcony-toor ol
their opposite neighbor, just as the stranger
wient into kis own moom, and let the long
curtain fall down afier him
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Mexi morning, the learned man went
out to drink coffee and read the
AEWSPADETS,

“What is that?™ said he, as he came out
inte the sunshine, *1 have no shadow!

S0 then, it has actually gone last night,
and not come again. It is really tiresome!®

his annoved him: not so moch because
the shadow was gone, but because he knew
there wias a story about a man without a
shadaow, [t was known 1o cverybody at
home, in the cold lands: and if the learmed
man now came there and told his story,
thev would sav that he wes tmitating i,
and that he had no need to do.

He would, ther=fore, not talk abouat it a1
all; and that was wisely (hought.

In the evening he went out again on the
balcony. He had placed the light directly
behind him, for he knew that the shadoew
would always have its master for a screen,
but he could not entice it. He made himself
fittle; he made himself great: but no
shadow came again. He said, "Hem! hem!”
bul it was of no use,

It wias vexatbous: but in the warm lands
everything grows so quickly; and after the
Tapse of eight days he ohserved, 1o his
great joy, that a new shadow came in the
sunshine, In the course of three weeks he
had & very fair shadow, which, when he set
aut for his heme in the northem lands,
Zrew more and more in the journey, so thal
at last it was so long and 5o large, that it
was more than sufficient,

The learned man then came homie, amd
hie wrote books about what was true in the
world, and about what was good amd whiat
was beautiful; and there passed dayvs and
vears—yes! many yvears passed away.

One evening, as he was sitting in his
roam, there was a gentle knocking at
the oo,




"Come in!" said he, but no one came in;
s¢ he opened the door, and there stood
before him such an extremely lean man,
that he felt quite strange. As to the rest, the
man was very [inely dressed-he must be a
gentleman.

“Whom have | the honor of speaking?”
asked the leamed man,

“Yes! | thought as much,” said the fine
mart. "I thought you would not know me,

I have got so0 much body. | have even go
fAesh and clothes, You certainly never
thought of seeing me so well off. Do you
not know your old shadow? You certainly
thought | showld never more returne Things
have gone on well with me since 1 was last
with you. I have, in all respects, become
very well off,

shall | purchase my freedom from
service? If so. | can do it™; and then he
ratiled & whaole bunch of valuable scals thar
hiung to his watch, and be stuck his hand in
the thick gold chain he wore amound his
neck—nay! how all his fingers glittered with
diamond rings: and then all were pure gems

“Nay; | cannot recover Trom my
.*-:ul.'|1]'i.‘ile"!" said the learmed man. “What 1=
themeaning of all this?"

“Something common, i5 it nod,” said the
shadow. “But you yourself do not belong to
the commaon order; and |, as you know well,
have from a child fillowed in vour
footsteps, As soon as wou found | was
capable to go out alone in the world. | went
my own way. Lam in the most brilliunt
circumstanoes, but there cane a sorl of
disire over me o sec you onee more before
you die; you will die, 1 suppose? | also
wished to see this land again—{or vou know
we alwavs love our fative land. | know you
have got another shadow again; have |
anything to pay to {1 or vou? [Fso, you will
oblige me by saying what it [s.”

"May, is it really thou?™ said the leamed
mian. “It is most remarkahle; | never
imagined that one’s old shadow could come
again as a man,”

“Tell me what | have to pay,” said the
shadow; “for [ don't like to be in any sort
of debt.”

"How canst thou (alk 507" said the
leamed mian. "What delit & there (o talk
about? Make thysell as [ree a5 anyone clse.
L am extremely glad w hear of thy good
formine: sif diown, old friend, and tell me 4
litthe how it has Eore witth thee, and what
thou hast seen at our opposite neighbor's
there—in the warm lands.”

“Yes, | will tell you all abowt L™ said
the shadow, and sat down: “hut then you
must also promise me, that, wherever vou
may meet me, yvou will never say o
anyone here in the town that | have been
your shadow, [ intend to get berrothed, for
[ can provide for more than one Gamily.”

"Be guite at thy ease about that,” said
the learmed man; “1 shall not say to anyone
wha thou actuaily art: here is my hand-=
| promise it, and a2 man’s homd 8 his word.

A ward is 2 shadew.” said the shadow,

“and as such it must speak.”

it was really guite astonishing how
much of @ man it was. I was dnessed
entirely in black, and of the very Mnest
cloth; it had patent [eather bools, and a hat
that eould be folded together, so that 11 was
bare crown and beim: not o speak of whar
we aleady know it had—seals, gold neck-
chain, and diamond rings; ves, the shadow
was will-dressed, and i1 was just that
which made it quite & man.

"Now 1 shall tell you my adventures,”
caid the shadow: and then he sat, with the
polished hoots, as heavily as he could, on
the arm of the leamed man's new shadow,
which lay like a poodle-dog st his feet.




Now this was perhaps from armogance; anid
the shadow on the ground kept itself so
sill and quict, that i might hear all that
passeid: it wished to know how il could gel
free, and work 115 way up, 50 as (o become
% own master.

"“Dio vou know who lived [0 our
opposite neighhar's howse?” said the
shadow, "It was the most charming of all
beings, it was Poesy! [ was there for three
weeks, and that has as much effect as i
one had lived three thousand vears, and
read all that was composed and written;
that is what | say, and It i3 right. [ have
seen everylhing and 1 know evervthing!”

"Poegyl" cried the learned man, "Yes,
ves, she often dwells a recluse in farge
cities! Poesy! Yes, 1 have seen her—a single
short moment, but sleep came inlo my
eves! She stocd on the balcony and shone
as the Aurora Borealis shines. Go on, go
on—thow wert on the balcony, and went
through the deorway, and then-"

"Then 1 was in the antechamber,” said
the shadow, “You always sat and Iooked
over ta the antechamber, There was no
light; there was a sort of twilight., but the
one door stood open directly opposite the
other through & long row of moms and
saloons, dand there it was lighted up. |
should have been completely killed iF 1 had
gone over to the maiden; but | was
circumspect, 1 took time to think, and thar
ore must always do,"”

"And what didst thou then see?™ asked
the learned mar.

"I saw evervthing, apd 1 shall tefl all to
o Bul—it is na pride on my part—as a
Mrewe mam, anc with the I-.rlt.-wlt'l:ih{t‘l hawve,
not to speak of my positon in Dife, my
excellent circumstances—1 cenainly wish
that you would say YOU to me!”

*How did it look in the furthest
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saloon? ™ asker the learned man., "Was 0t
there gz in the fresh woods? Was it there as

irt & holy church? Were the saloons like the
starlit [irmament when we stand on the
high mountains?"

"Everyihing was there!” said the
shadow, "1 did not go guite in, ] remained
in the foremost roam, in the twilight, bt
[ stood there quite well; T saw everyihing,
and | know everything! 1 have been in the
antechamber at the court of Poesy.”™

“Buor WHAT DID vou seed Did all the
gods of the olden times pass through the
large saloons? Did the old heroes combat
there? Did sweet children play there. and
relate their droams?”

*1 tell wou I was thete, and vou can
conceive that | saw everyihing there was to
b seer. Had you come over there, you
would pot have been a man; bul | became
sol And besides, | learned 1o know my
imward nature, my innate qualities, the
relationship 1 had with Poesy, At the time
[ was with vou, 1 thought not of that, but
always—you know it well-when the sum
roges, dmtl when the sun went down,
| becamw so strangely dreat; in the
moonlight | was very near being more
distinct than yourself; at that time | did nol
understand my nature; iF was revedled to
me in the antechamber! | became s man!

[ came owt matured; bul you were no
longer in the warm lands; as a man | was
ashamed t0 go as | did, | was in want of
boots, of clothes, of the whole human
varnish that makes a man perceplible,

[ took my way=1 tell it to you, but yvou will
not put it in any book—I took my way o
the cake woman—[ hid myself behind her;
the woman didn’t think hewe much she
concealed. | went out first in the evening;
[ ran about the streets in the moonlight;

| made myveelf long up the walls—it fickles




the back 5o delightflly! | oran up, and ran
down, peeped into the highest windows,
inte the saloons, and on the roofs, 1 peeped
in where no one could peep, and [ saw
what no one else saw, what no one else
should see! This is, in fact, a base world]

| would not be & man if it wore not pow
ence accepted and regarded as something
10 he sof [saw the mos! unimaginable
things with the women, with the men, with
parents, and with the sweet, matchless
children; I saw.” said the shadow, “what no
human being must know, but what they
would all so willingly know-what is bad in
their neighbour. Had | written a newspaper,
it would have been read! Bur | wrote direct
to the persons themselves, and there was
consternation i all the towns where

| came. They were so afraid of me, and vet
they were s exvessively fond of me. The
professors made a professor of me; the
tailors giove me new clothes=1 am well
furnished: the master of the mint struck
new coin for me, and the women said | was
s0 handsome! And so | became the man

| am. And | now bid vou farewell. Here is
my card—[ live on the sunny side of the
street, and am always at home in rainy
weather!™ And so away went the shadow,
"That was most extraordinary!” said the
carned man, Years and days passed away,
then the shadow came again. “How goes
it?" said the shadow.

“Alas!” said the learned man, 1 write
sbout the true, and the good. and the
beawtiful, but no one cares to hear sach
things: | am guite desperate, for T take it so
much to heart!™

“But 1 don’t!” said the shadow.

“I become fat, and it is that one wants (o
become! You do not understand the wordd,
You will become il by it You must travel

| shall make a tour this summer; will you

go with me? T should Tike 10 have &
travelling companion! Will you go with
me, a5 shadow? It will be a great pleasure
for me to have you with me; 1 shall pay the
iravelling expenses!”

*May. this is too much!”™ said the learned
fman

“It & Just as one takes 187 said the
shadow. "It will do you much good 1o
travel! Will vou be my shadow? You shall
have everything free on the journey!™

“May, that s to0 badl” said the earned
I3,

“Rut it is just s0 with the wordd!™ said
the shadow, “and 50 it will be!” and away il
went again.

The learned man weas not at gl in the
mtosl enviable state; grnef and torment
followed him, and what he said ahout the
trug, and the good, and the beautiful, was,
o st persans, like mscs for a cow! He
was quite 11 ar last.,

“You really look like a shadow!” sald his
friends to him; and the learned man
trembled, for he thought of it

“You must go fo g watering-place!” said
thitt shadow, who came and visited him.
“There is nothing else for itl I will take you
with me for old acquaintance’ sake; T will
pav the ravelling expenses, and vou write
the descriptions—ind if they are a little
amusing for me on the wayl [ will go to a
watering-place—my beard dees not grow
out as it ought—that is also a sickness—amnd
one must have o beard! Now vou be wise
and accepl the offer; we shall ravel as
coHmTades!”

And so they travelled; the shadow was
master, and the master was the shadow;
they drove with each other, they rode and
wilked together, side by side, hefore and
behind, just as the sun was; the shadow
always look care to keep itsell in the




masier's place. Now the learmned man didn’
think much aboat that; he was & very kind
hearted man, and particalardy mild and
friendly, and so he said one day 1o the
shadow: "As we have now become
companions, and in this way have grown
up together from childhood, shall we not
drink “thou' together, i s mone familar?”

“You are right,” said the shadow, who
wiis now the proper master, "[1 18 sabd in 2
very straighi-Torwand and well-meant
manner, You, as a learned man, certainly
know how strange nature is. Some persons
cannot bear to touch grey paper. or they
hecome ill; others shiver in every limb if
pne rub @ pane of glazs with a nail: | have
just such a feeling on hearing you say thou
vo me; | feel mvself as IF pressed 1o the
earth [0 my flrst slouation with youw, You
see fhiat it is 4 Feeling; that it is not prde:
[ cannot allow you to say THOU to me, but
I will willingly say THOL fo you, so i1 15
hialf done!”

S the shadow said THIW 1o its Former
MASIET.

“This 15 rather 100 bad,” thought he,
“that 1 must say YOU and he say THOLU”
bt he was now obliged 10 put up with it

S0 they came (o a watering-place where
there wers many strangers, and amongst
them was o princess, who was froubled
with seeing too well; and that was so
alarming!

She directly ohserved that the stranger
who had just come was quite adifferent
sprt of person to all the others; “He has
come here in order to get his beard 1o
grow. they say, but | see the real cause, he
cannol cast a shadow.”

She had bevome nqulsitive; and so she
entered into conversation directly with the
strange @enileman, on thelr promenades,
As the daughter of a King, she needed not

ta stand upon trifles, so she said, “Your
complaing is, that vou cannol cast a
shadow ™

“Your Royal Highness must be
improving considerably,” said the shadow,
*l know your complaint is, that you see
oo cleardy, but it has decreased, you are
cured. 1 just happen to have a very
unusual shadow! Do vou not see that
person who always goes with me? Other

pesons have a common shadow, bal 1 do
not like what is common (o all. We give
our servants finer cloth for ther hivery
than we ourselves use, and so | had my
shadow frimmed up into a8 man: yes, you
s | have even given him a shadow, o s
somewhat expensive, but | like to have
something for mwvself!™”

"What!™ thought the princess. “Should
| really be cured! These baths are the first
in the workd! In our fime water has
wonderful prwers. But | shall nof leave the
place, for it now beging (o be amusing
here, [ am extremely fond of that stranger:
wanld that his beard should not grow, for
in that case he will leave us!”

In the evening, the princess and the
shadow danced together in the large ball-
room. She was light, but he was still lighter;
she had newver had such a pariner in the
dance. She told him [rom what land she
came, and he knew that lend; be had been
there, but thes she was not at bome; he bad
peeped in at the window, above and below—
he had seen both the one and the other, and
g0 he could answer the princess, and make
insinuations, so that she was quite
astonmshied; he must be the wisest man in
thie wehole world! She Felr such respect for
what he knew! 50 that when they again
danced together she fell in love with him;
and that the shadow could remark, tor she
almost pierced him through with her eyves.




30 they danced onee more together; and
she was ahoul to declare herself, but she
was discreet; she thought of her country
and kingdom, and of the many persons she
wistlld have to reign iver.

"Hie is 5 wise man,” said she to hersell-
It is well; and he dances delightfully—thar
5 also good; but has he solid knowledge?
That is just as imporiant! He must he
examined.”

s she began, by degrees, to question
him ahaur the most difficolt things she
could think of, and which she herself could
not have answered; 0 that the shadow
made o strangs foc

“You cannol answer these questions?
said the princess.

“They belong to my childhood's
learning.” said the shadow, T really belleve
my shadow, by the door there, can answer
them!”

"Your shadow!™ said the princess. “That
would indeed be marvellous!”

“I will not say for a certainty that he
can,” said the shadow, “but I think so; he
has now followed me for so many years,
and listened to my conversation =1 should
think it possible. But your toyval highness
will permit me o0 observe, that he is so
proud of passing himsell off lor 8 man,
that when he is to be in a proper humaor—
and hie must be so 10 answer well—he musi
b treated quite like a man.”

“0Oh! I like that!™ said the princess,

5o she went to the learned man by the
door, and she spoke to him about the sun
and the moon, sl aboul persons sut of
and im the world, and he answered with
wistiom and prudence,

“What a man that must be who has so
wise a shadow!™ thought she, "It will be a
real blessing to my people and kingdom if |
choose him For my consori—1 will da it

They were ston agreed, hoth the
princess and the shadow; but no one was
to know about it before she arrived in her
own kingdom,

Mo one—nol even my shadow|™ said
the shadow, and ke had his own thoughts
abront 1l

Now they were in the country where the
princess reigned when she was at home.

"Listen, my good friend,” said the
shadow to the learned man. ~I have now
hecnme as |'|:||'r|:|ll.-' and r|'|ig;'|'|'|:..' as anyone
can bep I will, therefore, do something
panicular for thee! Theu shalt dlwavs five
with me in the palace, drive with me in
my rowval cammage, and have ten thousand
pounds a vear; but then thou must submii
b0 b called SHADOW by all and
everyone: thou must net say that thou
hast ever been a man; and once o year,
when | st on the balcony in the sunshine,
thew must e ar my feet, as a shadow
shall do! I must tell thee: 1 am going 1o
marry the king's daughter, and the
nuptials are to take place this evening!”

“May, this is going too farl” said the
learned man, =1 will not hove it Dwill nor
do it! [t is to deceive the whole country
and the princess tool 1 will tell everything?
That ] am a man, and that thow art a
shadow—thou ant only dressed up!”

“There is no ane who will believe it?”
said the shadow. “Be reasonable, or 1 will
call the guard!”

*1 will go directly to the princess!” said
the ledrned men.

“But 1 will go firsil" said the shadow.
“And thow wilt go to prison!” and that he
was obliged to do—for the sentinels obeyed
him whom they knew the king’s daughter
was bo marry.

“You tremble!l” said the princess, as the
shadow came into her chamber, “Has




So they danced pnece more together; and
she was abuoul w declare hersell, but she
was discreet; she thought of her country
and kinpdom, and of the many persons she
would have (o relgn over.

"He is & wise man,” said she 1o herself-
"It is well; and he dances delightlully—that
s alsn good; bul bas be sobid knowledge?
That is just as Importani! He must be
examined.”

S0 she began, by degrees, to guestion
him about the most difficult things she
could think of, and which she herself could
fot ave answered; so that the shadow
made a strange face.

“You cannol answer Lhese questions?™
said the princess.

"They. belong fo my childhoed's
learning,”™ said the shadow. ] really heliewe
my shadow, by the door there, can answer
them!"

"Your shadow!™ said the princess. "That
wodld indecd Be marvellous!”

“I will not say for a certainty that he
can,” said the shadow, “but | think so; he
has now followed me for so many vears,
and listensd to my conversation—[ should
think it possible, Buf vour roval highness
will permit me o abserve, that he |5 50
|J_|'|.:|ud ol 1.1.35.‘-.|rIH hlmsell ofF for @ man,
that wwhen ke is to be in a proper humor—
anid e must be so to answer well—he must
be treated guite like @ man,”

“Ohh! 1 Hike thet!” said the princess

S0 she weni to the learned man by the
docir, and she spoke o him ahour the sun
ind the meon, and about persens out of
amd in the woarld, and he answered with
wisthom and pradence,

“What & man that must be who has so
wise 3 shadow!” thought she, "It will be &
real blessing 1o my people and Kingdom if [
chocse him for my consor—I will dao itl”

:

[hey were spon agresd, both the
princess and the shadow; but no ong was
(o know about it before she armived in her
own kingdom,

‘Wo one=not even my shadow!™ said
the shadow, and he bad his own thoughis
aksont 1!

Mow they were in the couniry where the
princess reigned when she was ai homs

“Listen, my good friend,” said the
shadow to the learned man. "1 have now
become as happy and maghty as envane
can he; [ will, therefore, do something
particular for theel Thou shalt alwawe Tive
with me in the palace, drive with me in
my roval carriage, and have wen thousand
pounds a yvear; but then thou must submit
to be called SHADOW by all and
everyane; thou must not say that thow
hast ever heen a man: and once 3 year,
when | zif on the balcony in the sunshine,
thou must lie et my Ffeet, as a shadow
shall da! [ must tell thee: I am going to
murry the king's daughter, and the
nuptials are to lake place this evening!™

*Nay, this is golng oo far!™ said the
earmed man. T will not kave it; T will not
dio il 1§ iz to decelve the whale country
and the princess wal! Twill wll everything!
That | am & man, and that thow art a
shadow—thou arl only dressed upl”

“There is no ane who will helieve itl”
said the shadow, "Be reasonable, or T will
call the guard!”

"I will ge directly ro the princess!” said
the |esrmed man.

"But | will go first!” said the shadow,
“And thow will go 1o prison!” and that he
was ohliged to do—lor the senfinels obeyed
him whom they knew the King's daughter
was [0 marry.

“Wou tremblel” said the princess, as the
shadow came into her chomber. “Has




anything happened? You must pot be

unwell this evening, now that we are 1o
have our nuptials celebrated,”

“l have lived to see the most cruel thing
that anyone can live to seel” said the

shadow, "Only imagine—yes, it is true, such
a poor shadow-skull cannol bear much
only think, my shadow has become mad;
he thinks that be 5 a man, and that l-now
only think—that [ am his shadow!”

“It 15 verrible!” said the princess; “but he
i= confined, 15 he not?”

“That he is 1 am afraid that he will
MEVET TECEver,”

“Poor shodow!™ said the princess. “He is
very unfortunate; it would be o real work
Of charity to delives him From the Tittle il
he has, and, when I think propedy over the

matter, | am ol apinion that it will he
|||.'4.'l.'.~i-.~r.'|r'll.-' ik il ::v-:::'.- with hilr im st
stillngss!"

“I0is certainly hand,” said the shadow,
“for he was & Taithful servant!™ and then he
gave a sorm of sigh.

"You are a noble character!” said the
princess.

The whole city was illuminated in the
cvening, and the cannons went off with a
bum! bum! and the soldiers presenced
grms. That was a marriage! The princess
and the shadow went out on the balceny
to show themselves, and get another
hurrah!

The learmed man heard I||:IE|I-||'||_.': af all
this—Ffor they had deprived him of life.




Obra expuesta [ Checklist of the Exhibition

Mario de Ayguiyives

Serie ra clvdad:

Ein pirfo, 1999

k% T cm

Fotogralia schre papel de polisssr
Cibackromme,

Fiu pingle, 2002

16D % 120 cm.

Folagrafia sobre papel e polidsier.
Cilawchrarse,

Sim fidle, 30032

160} x 12X om,

Fotegmalin sabre papel de policsier,
Clbachrome.

Tl pivudu, 2000
W x 110 oo
Fudogmafin sose papel de poliesier,

Sim Sewda, 1599
ek 0N0 o,
Fmngrafia sobee saped de pableser,

Seiw fraitn, 200

10 x Bl e,

Fotngrafia score paped de politsser,
Clbachrmme,

CiaFl. afTiscs

Sergle Belinchon
Ehadows, 2005

208" palbar, sinc sonide
Minddy trensferidn a duwd
Coert, ariista

Tomy Ceballos

thriverso fmfiuito {tdpticol, 599G
1 plezas de 174 1 300 can
Riyeis & + Quimigrama

Cari. artisla,

Lo Mpoane de Aladiea, 1989
I0] x 10% cm.

Fotoagrams

Lart, cobeccifm privada.

Piel de Majer L, 2000
O 107 .
Fotograma

Carm, arcsa
Brrkalera, 199

4 x (0% o,
Frteprama

Lo artlsia

Javier Codasal

Frovecto Bl mome penfide, 206003
Et basgue respire,

Lraracion; 37 |72

Estancid e oy tuaminas,
Buracion; 11° 175

Llas manes de sesere

[haraciing & 1A%

Paismie.

Dapacion: 2° 107

Froducida par el Musso de I3
Universilal de Alicanie MUA
Corl astista | Galera Estrany-de |2
Moia, Barrelons,

fMenel Esclusa

Serie L'ombm del poisaige:
Urmiires de Vonbrg, 2006

112 % 92 om.

Foiografin eolor- Impresidn Glolée
sabre papel. Soporte aliminto ¥
Mmared meadera vifrin.

Bl 14

Omlitg i base I, 2006

112 % 84 cm.

Fotografin color- Impredkin Glolbe
sabre paped. Soporte aluminia v
miawn matiera viring.

Fed. 114

Gmibyes oc blar {, 2006

N3 x 93 cm,

Futegralts calor- Impresion Giclie
solie papel, Soponie aluminio ¥
izarce matera wirina.

Ed. 154

Fonifira e moiliog, 2006

112 % S8 cm,

Foiografia color- Impresicn Giclée
sohoe papd. Soporie aluminde y
Harce mader witrina.

Ed. |18

Omére afefime, 2006

12 & K em

Fotagralia color- Linpresidn Gielde
annre papel. Soparte aluminig ¥
marg mackra virina,

Eid. 14

febrn de boroe omd oew, 20400
112 % 510 em

Friopralla color- lmpresion Giclée
sobire papel. Spporte aluminia v
MaTT FMackTa vilrina.

Ed. 1 /4

CoiL. Ritisli

Pera Formiguara

Serle Uil Cliecs:

Amir M= Mofwte, Escritarm, 1990
44’5 x 3475 ChL

Papel haraiadin ermbsionadn con
gelaticia de plma,

T oo, Fordwrnin, 1990
A4's x 1475 om

Papel haritado emulsionado con
gelating de plata,

Chremtal Gramie, Golerdsin, 200]
4t'd x ]2 <m

Papel baritado emulsionado con
gelating de plan

Adelg Puerl, Cemtare, 000
45'% x 3 om,

Papel boritade emulsionado con
gelatimn e plaza.

Lhuds Linch, Musiva, 19497

44’1 ¥ 34 om.

Fapel barigade eonulsiooado oun
gelatina de plata.

Roxa " Malet. hrectora de fo
Famdncid Mirg, 2001

458 % 342 o

Fapel baritado emulsonado can
gelatina de plata,

J'm:-rpb Palow | Fmbre, Poste, 19949
493 % 34'] om,

Pepe! baritodo emulstanndo con
gelaiina de plata,

Awmrowi Tipwcs, Pisfor, 19949
44'S ¥ 349 oo,

Faped bartado errabslonadoe con
getating de plata.

Humberte Mfvas, Foregrafo, 2001
A5 % 3473 £
Papel buritado emaulsionada con
pelating ibe plat

Jpaguim Malog, Cnredrdtico de
fitcraniora, 200K

44'% X M om,

Pagel buritado emulsionada cun
gelaring de plata

213



Jereph Corredlar-Wollees, Pode v
i de e, 19599

4%°1 X 147 oL

Papel haritado emubiosado con
gelaring de plata.

Mreue! Borja Villel, Dirccaor del
ArACEA, 1999

444 x 349 em

Fapel baritada emulsionade con
gelating de plata,

Moamed Extlugn, Ferdgrafin. 2000
45'%8 % 14'7 oo

Fapeel baritslo emubsianado con
Eelating de piata,

Frederle Amarn Pluter v cireasa,
1909y

445 = 34') om,

Papel baritado emulibonade con
gelatina de plata.

Marm Gili, Celtica de arve, 2001
4578 x 340 G,

Papel lrarlsmdo ermlabirmade con
grlatinag de platn,

Jagn Baga, Biofogn v divilpndor
oendfinn, 001

45°0 x 34') om,

!‘apm marmds emlsionzde con
gelating de pla.

o [Fudigoien, Comipsasifos, 105
45"2 x 148 om,

Papel barltado emulsionads con
gelaring de plaga.

Froomeese Torres, Arpiste, 20040
AL’ x 347) om.

Papel bisrimade emuisionada cof
gelatima b plana

Joan Bosch, Arquiterde, 19598
4n'F A 14 o

Fapel bariade emubsiorado com
gelating de plata

Carme Blem, Evoritorn. 201
45 x 14| em.
Fapel baritde emulsiosads con

pdatinn de plain

Cort. arlsea.

Amparo Garrido

Vewrgiwas., papeles i o Hombre def
Soew Toto w1, 2000

IO & 11 gL

Forografia color momasda sohre
alnmimie con hasridos

Vemigmas, papeles 1ol Hombre died
Saco foto ne 3, 2000

Ik 5 U¥S em.

Futografia clor montada sobire
alumsinio von hastidos

Veatorns, popeles v el Hombee del
Saca (oo e 4, 2000

16D = 035 ene

Fomografin eolor montaka sobre
ghrminis con basticdor

Ventonas, papeles v el Homfere del
Seea lata o 8, 3000

100 % 135 e

Fotografia eoler mantaids sehie
aluminiu con Bastidor

Corr, nnilsto

Garman Gomaez

Serve Coneparesing:

Corlos Fhomis, 3007

|61 & RO .

Fetoagrafia soler encapaulada e
permiiflex « hila

bpriaele Elvey Francise, 2007
1 & 10T e

Fotagrafia calor encapsuiacda o
paerm e & Rl

Criugseppe Rruma, 2007

HE o« 107 oni.

Fotografia color eneapsulada en
permafiex ¢ hito

Earigier Alvwrn, IHE

I % 407 cm,

Fotngrafia robor encapsulada en
permafles ¢ Nilo

Dhmirr A walres: Murees, 2007
0¥ = 10 oo,

Fitigralia cobor encapsilndn en
permsfles ¢ hilo

Rabprr Peter Morr, 20070
10 % 107 cin,
Fotografin codor encapselada o

peermaflex v hilos

Cort. artista

Dionlsio Gonzalez
Sitw-orrmaes I 2001

Wik o BT -Cm,

Facera lia sflivonmiln | metacriiam

Siru-aeciies {1, 2000
B0 X B0 cm,
Fotrirafia silivonada [ metacrilate

Sltu-fecienes (. 2001
B0 & B0 cm.
Fotogralin siliconadn | meacrilata

Situ-arriomes 1 W
g0 x A cm,
I"I'.‘l'.'l:l,E'."EﬂE siliconada | mecacriiane

JSarmaiiers Moberre Warlpha 1, 2005
125 = 327 e,

Fotagrafia siliconada | metacrilaie
Cort, st | Galerfa Max Estrella,
BAadrid.

Anna Malegridn

Sene Pakojes:

Siw titwie [(Chica de blancol, 203
2005

161 % 144 em,

Fatagrafia, sohm aluminio ¥
ernEnala.

15 + 3 PAL

Edicion: 1/3% PA

Sin ttwde (Carinta cochel 2000%-
2005

b0 x 143 em.

Fatagrafia, sobre aluminio y
crmsarcadi,

.l B T 2

B+ 2PA

Edicidn: 1/§

Cort. artista | Galerie le Lieu,
Lorbent [Franci)

Serie fnteriones:

Sin mtulo {Colmena, el plool, 20032
kA 135 om,

Fotografia [copls cromagenal, solire
iluminia ¥ enmarcada,

¥+ 3PA

Edicicn 1{3 PA

Sin firudo [Calmena. In
ronversasionl, 2002

0 % 138 cm

Frtegratia [fopin cromagenal, sobre



aluminio ¥ enmansila,
R

Edickin: ¥/3 PA

Siw tineda [lawler w Annaj, 2001

O ¥ 549 e,

Frtografia [copia cromagenal, sabre
aluminiao ¥ enmarcada,

I« 1PA

Ediciam: i3

Sin trthulo {Crsdinal, B0

ok % 99 e

Freloitralia [Copia cromagenal, sabre
aluminio y enmarcada,

1+ 3 PA.

Edicidim: X3

Cort, artdsta | Galberle e Livia,
Lanterd [Francial

Alicia Martin

Sordos, mades, cdegas (X1, XIL
IV, XV 200)

160 e, de Gln 5 500 cm. e
incho

Paliptice: frebngrafia cofor,
plastificads mate, trasena de
alumimin ¥ basticlor de aliminin
Edicicn de tres cjemplares., n* 2/3.
Lo, grisa

Sl silidng, ﬁ’l:'!'rrn | KK, =X,
WXIL 2007

PR om ebe alto x 372 cm de anchan,
Iripticn: Fodografin cobos,
plastificads mate, trasors de
alimmirio v bastidor de aluminin.
Eidlicion ¢ Thes -::ii“rr||l|r|rl.1 w3
Cort, artista

Begona Montalban

Prosps perdivhos, 200K

24 fologmfias schee aluminis de 50
A A0 eon. Cfuni

Ohra instaladn 200 x 200 cm.

Ceri. artlssa

Fafasl Mlavams

Micdar #1, 2005

D x F10 om

Fapel bartado,

Gelatina @ la plata procesads por
Fistema ara 13 norma de alits
peTmERE nCia.

Yimdas al seberio,

Adumings ¥y maroo de madern
ltrgje d¢ 3 originales numerados
del 172 &l 171

Mirdos #3, 2005

Aow 20 e

Papel baritadn

Cielnting a b plata procesada por
Aiskema para la sorma de alia
NEMNENENCLY

Winndas al selenk

Alumalala ¥ maroo de mader.
Tiraje de 3 sodginales numerados
del 119 al 31

Kivdes 94, 2005

FCk o AN e

Fapel barbado

Gelatima a La platn procesada par
sistemna. para . porma de ol
AIRFLERTH Y A

Virpdas al selemm,

Alumimia v marco de madera,
Tirgje de 1 odginales nunmwrados
del 173 al 3/7

Mirdos #5, 300G

% 21EF o,

Papel haritada,

etilina u la plada procesada par
sisterna para la norma de alia

(e R HET s ST

Viradas al selenin.

Adismlinio ¥ maren de maders
Flraje e 1 arginales namerados
del 113.al3/7

Lot artisia

Concha Paraz

Salar pon sofd, 2002

120 % 153 i

Forprafia eo papel BC brillo |
P

Corl. mriisia

istws, 2007
12003 157 e,

Fevngrafia en papel BT brilla |
P

Coll artisia

A sbewidn de omar, 20807

120 X 155 cmn.

Feringirafis em papel RC brillo |
FaM

LT arfista.

Sitly, 2004

150 % 182 ¢m
Famgrafia en papel RC brilln |

FOAM
Uit arrisia

Kavier Aibas

Dl serie DmbrelenTheosholis
Lims Fank, Lowdod, P00H = 20002
B0 x A cm.

C-peind

Wi hidin Boek, Lordoy, 2000-2002
L0 x W cim.

LC-print

fae Heoyg Haal, |oxdom,
200 -2003

GO x 3 crm.

L=print

AMRD Bark ), Awmsierdom,
2040 - 2002

G0 x W e

C-primt

Huwk of Eaglnad, Loode,
N - 06

{H & T Em.

C=primi

Horctngs Brwe, Lomiei, 201 2003
B x0 cm
L-pring

AMED Bank 2, Amsterdpm, J00) -
20037

0% T .

C=print

eursche Bank, Amsierdam, 2001 -
A7

G0 x T em.

C=print

Cort. artista,

Jumn Urrios

Cerbe Comtera, eatilanes frar
Barga. 26 -20{12

Eetratns con texto, &0 @ BOcm. ¢
FEIEN

Fotografia C-prlifl moniada en
frarex v lsastidor de alominka.
LOrL brtisna.

FAL]
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