
Community
A Project by Pedro G. Romero

27 January – 16 April 2006
Friday 27 January, 7.30 p.m., Fundació Antoni Tàpies
Saturday 28 January, 9.30 p.m., Municipal Auditorium, Badia del Vallès
La verdadera historia de Jesucristo (The True Story of Jesus Christ) performed by the cuarteto “Vaya Cruz” from Seville.
Approximate length: 30 min

Thursday 2 February, 7.00 p.m.
Eccentrics
Conversation between Enrique Vila-Matas and Sonia Hernández

Saturday 18 March, 11.00 a.m.
Subterraneans
Workshop and seminar by Manuel Delgado, with Gerard Horta, Deborah Fernández,
Marc Dalmau, Santiago Subirats, Andrea Avaria and company

F.X. Archive: The Empty City





F.X. Archive: The Empty City

F.X. Archive revolves around the taxonomies and
classifications that relate language and reality. The
base for these operations is a vast archive of images
of antisacramental political iconoclasm in Spain between
1845 and 1945, images that are ordered according
to a critical index of terms coming from the visual
constructions of the broad field of the modern project.
Since the late nineties work has been done, whether
compiling images and documents which show the
importance of the phenomenon in Spain from the late
19th to the mid 20th century, or activating an analysis
of the subject through seminars or publications, or
activating the importance of iconoclasm as a constituent
element of the behaviours and forms of our Community
from artistic, social and political practices.

Over that time an intense archaeological task and
numerous experiments have been carried out on the
different operations performed by iconoclasm in order
to legitimise, in a way, a substantial part of our perception
of reality. These tools provide a theoretical and practical
abundance of approaches to the world which F.X. Archive
now wants to apply to our most immediate environment.
F.X. Archive: The Empty City, presents an approach to
the political construction of the modern city, just as an
F.X. Archive: Pure Violence about the social management
of fear, or F.X. Archive: Economy Zero about the cultural
meaning of expense are in preparation.

After two years’ work on visual constructions and
iconoclasm, sacred spaces and their profanation,
F.X. Archive: The Empty City has developed a specific

series of tools which it proposes to apply to the present,
a kind of set of instruments with which to begin to urbanise
the province of nihilism. Works of representation in the
visual arts have often been politically linked to the city
limits, the conceptual shores where the most overt political
conflicts occur – pockets of marginality, new citizens,
renewal of the forms of work, new urban developments,
etc. –, generally causing redundancies and cacophonies,
if not excesses of rhetoric and tautological reiterations in
the wake of that effort of the imaginary. The fact is that the
very violence of any political conflict and its modern
techniques of emergence and communication are already
represented sufficiently and independently, with no need
for any intermediation.

Our experiment takes place in the centre of the city –
understood as the community, the niche in the world
where we happen to live –, that empty city that has been
deprived of its main political wisdom, taken as an example
of a city where “nothing happens” or, to put it another way,
a “depoliticised” city, i.e., where the “polis” has ceased
to exist. Where we can see that empty city most clearly
is in the outskirts, which is why we have chosen Badia del
Vallès, the newest city in Spain, as our subject-object of
knowledge. We thank Badia del Vallès for its transparency,
but let us not deceive ourselves, the void we are talking
about occurs in the very heart of the modern capitalist city.

Ciutat Badia or Badia del Vallès is a new city, a housing
estate on the outskirts of Barcelona which is a significant
indication of the problems of the modern city arising from
the conversion of old quarters into theme parks and the



postmodern scattering of the new residential areas,
which speak of a different kind of town. The choice of
Badia del Vallès as a site, as a field of operations, was
due to a series of conditions – the heterogeneous origin
of its inhabitants, a recent history, topographical closure,
continuous rearrangement of its building, predominance
of subsidised housing, festive season in construction,
progress in residents’ associations, housing stage, self-
management of independence, etc. – among which
the main one was expressed by the total absence of the
marks – emigration, precariousness, speculation, etc. –
which have been abused by contemporary aesthetic
violence. As an indispensable guide on our incursions into
Badia del Vallès we have used the work of Valentín Roma.

The paradox that arises when we observe the political
power beating in the heart of the empty city – with no
“polis”, i.e. with no politics – was the first indicator that
assured us that Badia del Vallès would be our workplace.

The fact that the perimeter of the housing estate
sketched by Badia del Vallès should represent the shape
of the Iberian Peninsula and the layout and names of the
streets – such as Algarve, Bética, Mediterránea, Menorca,
etc. – should be perfectly suitable for this cartography,
providing us with the metonymy to make Badia del Vallès
the supreme city, was our second indicator.

The third emerged from a conversation at the
headquarters of the Badia residents’ association, which
also acts as the municipal funeral parlour, with the chairman
Andrés Llantadas and his secretary, who minutes earlier
had offered to sell us some lottery tickets. The conversation
revolved around the problems of habitability of the city,

of how the conversion of a housing estate given over to
vertical shanty towns had constituted a residents’ Community
and how that Community had been constructed from the
different local struggles to open up accesses, improve
staircases, lay floors, demand lifts, raise the standard of
living. For those singular residents Badia came to life again
every time its inhabitants went out on the street to demand
something, making politics and making a city, and that
was what, contradictorily, the municipal and general
policies wanted to suppress, emptying the lives of their
people of political content. And so our third indicator
was activated, with special attention to the ways in which
people, despite the nature of power to make our cities
its Capital, had managed to make their own Community.

Moreover, in The Empty City we have had the assistance
of Juan José Lahuerta, Enrique Vila-Matas and Manuel
Delgado, who were invited to work in parallel to F.X. Archive,
moving around the common spaces but also wandering
off along different roads and alleys, and their works will be
presented at a series of events: Surroundings – Juan José
Lahuerta with the participation of Ángel González García,
Francesc Muñoz, Itziar González Virós, Maria Rubert de
Ventós, José Luis Oyón, Ivan Bercedo and Jorge Mestre –,
Eccentrics – Enrique Vila-Matas with the participation of
Justo Navarro, Antonio Molina Flores, Francisco Correal,
Alfredo Valenzuela, José Antonio Garriga Vela and Laura
García Lorca – and Subterraneans – Manuel Delgado with
the participation of Gerard Horta, Deborah Fernández,
Andrea Avaria, Marc Dalmau, Santiago Subirats, Teresa
Tapada and Lucrezia Miranda.



 Community

Community is the name under which the group of works
done by F.X. Archive for The Empty City are presented. In
a mise en scène which is drama and gesture at the same
time, visual constructions of all kinds – images, pastimes,
organisations, actions, participations, noises, language –
are brought into play and administer a different way of
uttering discourse in which the gestural values of the theatre
subtract exhibition value from the works.

In that sense, the theatre is a tool with which to
present the works as a “place composition”, acting as the
choreography of a mental theatre. The point was to stage
an archive and its functions with regard to the construction
of the city. A commonplace imaginary refers us to those
stage settings, from the emblematic old lady to the closing
scene of Orson Welles’ Citizen Kane, for example, the archive
“becomes” a city. A theatre and its double, giving the
conjunction “and” the same values of demolition, of gutting,
consigned to it by Antonin Artaud: “an instrument that
does not separate but obliges the theatre to double reality.”
For F.X. Archive that presentation space of the works seems
like the place of places in that same way of doubling reality,
but also of bowing to it, since giving each piece the value
of a tool is also the outcome of that attempt to subtract
exhibition value from each of the works.

And so, the statement “this is not an exhibition” may
be inscribed as a frontispiece at the entrance to the
room; not that it is a laboratory, nor a work in progress,
nor a work in construction; it is the very nature of this work
that makes it necessary to put the traditional exhibition
space it uses in inverted commas. Although the space is

constructed with the materials on show, they do not point
to the finished work, their purpose is not that monument;
rather it is to sketch intermediation operations, they rather
make each thing a medium. The theatrical resource thus
works as a containing wall, preventing the colonisation of
spaces of reality which aesthetic violence ends up turning
into capital.

The whole exhibition is portable, it can fit into a book,
and that arrangement also works towards subtracting
exhibition value from the things. The construction, the
scaffolding of the whole city works in the opposite way
to a theatre of memory, and so what it puts into play is
rather an “art of forgetting” in the face of a totalising ars
mnemonica, with the same critical sense Michel Foucault
wanted to give the technology of the archive.

Etymologically, of course, the spectators of this exhibition
make a Community in the sense that they receive the same
communication. Stressing its polyphonic character in the
montage is also part of the work of F.X. Archive. The visitors
as inhabitants of the community are for a moment more
actors than spectators. Although the public exhibition
of all these works only intends to invite the visitors, the
spectators, those actors to add their expectations, their
attitudes, their gestures to the great work machine of F.X.
Archive. Like real helpers, the visitors actors spectators
of the exhibition have to find their “MacGuffin” with which
to travel, leave traces, draw the floor and the air of the
installation. And so in this text let us convene those helpers
to act as guides at this exhibition, actors with whom to
travel the scenario.



FEKS

The Factory of the Eccentric Actor (FEKS), a section of the Russian
avantgarde which called for a film city made with the agitation of the
first silent comedies, is the Entrance to a photograph attributed to Josep
Armengol in 1936 in which some day trippers from Terrassa visit the
exhibition of mummies at the recently attacked Convent of the Salesians
which the anarchist trade union, the CNT, turned into an exhibition space.
The building contains representations of the city seen from its collective
celebrations. The tour begins for the actor taking a pair of masks**;
they come from the aforementioned photograph. Our empty city violently
confuses Carnival with Easter Week and Easter Week with Carnival. In both
Los Costaleros*** (The Image Bearers) and El Cuarteto* (The Quartet)
what is explored is that turning the city upside down. Our helper, an
occasional visitor to the celebrations in Badia del Vallès, wonders: can
the social violence associated with certain festive events be regarded
as a specific form of claim to identity in the peripheral areas and can
the community be constructed with the twofold ties of struggle and
celebration? A rather excessive question to find an answer at the end
of this staircase.

The Red Tapes

With the aid of our helper we can literally enter the exhibition space.
On the balcony, by way of a preface, a first Entrance into F.X. Archive
refers us to some pointers to how the installation is constructed.
A video work by the American artist Vito Acconci, The Red Tapes,
is the Entrance to the set of photographs of the destruction and
reconstruction of the Cámara Santa in Oviedo since 1934. The
vicissitudes of this monument destroyed during the revolution in
Asturias, rebuilt by the Republic and destroyed and rebuilt by the
nationalist forces who carried out the military coup in 1936, are
full of keys to the symbolic complexity of those actions: construction,
destruction and reconstruction. Acconci’s video was made for the
bicentenary of the United States and aims to find the community
of the Americans, America. The videos deal with the location
of people, the installation of those people in the geography, the
attribution of a history to that geography. The common landscape,
which is the centre of the expression of the videos, conjures up the
ruins of history. The tape works as a reconstruction of that landscape
as a detective investigation, as a sociological essay and as a community
game. The camera is constantly moving up and down: stairs, ramps,
vertical lines.

From the balcony our helper is basically faced with the landscape
he hopes to travel. A city presented with the basic scaffolding of
the community: squares, platforms, toll booths. They are all signs
that through this space, moreover, people have passed. The traces
of the journeys drawn on the ground, the sounds of the machines
and the feet going up and down stairs, the remains of the festive
purpose with which the space has been inhabited. Different rooms
await us, organising different works, items of information and
communication. Each tower, each building is a text, a discourse,
a writing through which one has to go up and down. Helpers! in
the city the space organises: an invitation to go down the stairs.



Capital. The Fetishist Character of Merchandise and its Secret

The different attempts by Eisenstein, Debord or Marcelo Mercado to
film Marx’ capital work are the Entrance to this sequence from Fernando
Mignoni’s film Nuestro culpable (Our Guilty Party), an anarchist production
made in Madrid in 1937. The sequence recounts the chapter on
The Fetishist Character of Merchandise and its Secret, quite explicitly,
we might say. The presentation through the conversion of the virtual
film image into printed paper, with its size and weight, with its material
conditions***, moves our helper – now a traveller from a neighbouring
town ready to do business in the empty city – to wonder whether the
spontaneous transformation of the urban space into an unregulated
market is a reaction of protest and defence in the face of the exercises
in regulation and political banalisation of that same space. The question
is left hanging in the air since TEMPUS-TEMPUS* and UR-VANITAS*
are also questions – metaphysical questions they would say in order to
parody us in Badia del Vallès – for all they may be presented as mere
wordplays.

Wandlung

With this name, which can be translated as “metamorphosis” or
“transformation”, we enter a cycle of photographs with which CNT
propaganda in 1936 wanted to publicise the transformation of the bells
and other sumptuary metals into tools for common use. Wandlung is
the title of an action by Joseph Beuys through which he transformed a
reproduction of the crown of Tsar Ivan the Terrible into a set of trinkets
and toys. This work, in the sense of effort, of quantity of labour, is shown
through its conversion into a game of dice**. The question posed in the
empty city by our Ripollet builder before beginning to climb the stairs –
what symbolic, territorial or architectural place is occupied in the city
by those activities that take place beyond the very notion of precarious
work, from the black economy to the rogue economy? – prepares us to
bring some of these places into play. El Solitario*** (The Loner) and
Los Bares*** (The Bars) are spatial – for example, “speculation” as playing
with the space – and temporal – for example, “betting” as gambling with
time – approaches to these forms of city.



Pasolini

Can the different wastelands of the city overcome their symbolic condition
as frontiers and propose some kind of activity that will transform their
own boundary sense beyond constituting themselves as sanctuary, ghetto
or marginalia? With that question our visitor, a child of immigrants in the
Vallès district, can begin to climb this building of Ciutat Badia, of the
empty city. The Pasolini Entrance recalls the arduous work of the Italian
poet to redefine the conflict, the clash, the war the modern city represents
for those others and their world, a world to some extent still sacred. The
Entrance shows an extract from a film in which a Muslim soldier takes
a sacred idol out of the space of a church during the Spanish Civil War.
The dance of that soldier in no-man’s land marks the steps we are to
follow. Above we will find La Independencia*** (Independence) and below
Las Postales** (The Postcards), two works that continue the questions
the city problematises on the spaces of sovereignty and identity, and
do so in the same way in which we present the film at the Pasolini***
Entrance in print: after the citizens’ statute, after the statute of Catalonia,
after the statute of the city, etc.

Ute Meta Bauer

The photograph of a group of prisoners working off their sentence by
making crosses in Alcalá de Henares gaol leads to the Ute Meta Bauer
Entrance. She is an exhibition curator who has been working extensively
on the marginal forms of the archive and the retrieval of the subjugated
discourses contained in them. The photograph is by Verdugo from 1939
and is being translated by plotters to the condition of large shots of
urban signalectics***. What mechanisms for classification, rehabilitation
and training does the city develop to reintegrate those social dynamics
that resist any attempt at integration or assimilation and make them
productive?, wonders our helper in the empty city with the traces of
a seasoned designer. Two semantic fields are repeating his question:
in the form of a poem in Las Calles* (The Streets), posters with the street
names of Badia del Vallès; in the form of pages to colour in Las Tramas**
(The Wefts) with views and landscapes of Badia.



Premature Architecture

Our visitor now plays football in the empty city which has the largest
sports complex in the Vallès and plays with the question, what role is
taken by the dying games – sports, competitions, recreations, role-play,
etc. – and their symbolic use in the construction of the relations and
forms of community identity of a social, political and economic nature?
The Premature Architecture Entrance refers to a revolutionary action
from 1936 in Salomó, Tarragona province. The church was assaulted
and the assailants played football with the head of the Holy Christ
on the local pitch before burning it, keeping the round image of the
crown as a trophy. Premature Architecture is a piece by Isidoro Valcárcel
Medina in which he proposes to rearrange the León football stadium
and transport all the monumental statuary from the city to the car
park. From that same match between the symbolism of competition
and representation through sport the works El Plano** (The Plan) and
La Casa*** (The House) are presented according to different citizens’
games. The image of the crown of thorns that remains can be blown
up like a football by blowing up balloons**.

Descoberta da linha orgânica, Arquitetura fantástica, Trepantes,
Arquiteturas biológicas, Pedra e ar, Máscaras sensoriais, Máscaras abismo

All the Entrances conjure up different works by the artist Lygia Clark from
the set of photographs that show the demolition in 1936 of the monument
to the Corazón de Jesús in Getafe, the geographical centre of Spain.
The set of works – whether at the will of the Brazilian artist or the anarchist
militia – show the will to castration of a vertical centre which wants to
organise life, the social and symbolic customs of people around it. Our
helper has some instruments at hand before asking the question. First
he can inflate a condom with helium from the image of Máscaras abismo**.
In La Pel·lícula*** (The Film) – a version of the film Perros callejeros in
the voices of different women – we see the symbolic shift of the image
of the city from Barcelona to Badia del Vallès, from the incident of the
shooting of part of the film in an empty Badia housing estate. La Pedra**
(The Stone) describes the loss of a landmark of the public space of Badia
replaced by a new supermarket Mercadona. Our helper, an adolescent
angel lost in the empty city, can repeat the question: if the periphery
remains linked to the centre on condition that it conceals its condition
as void, what are the places around which the characteristic destructured
social identity of the peripheral is laid out?



F.X. Archive // Functions, Laboratories, Archives

On the floor below, in the basement, we find a concentrate of the
works of what F.X. Archive is.

On the one hand and following the definition of F.X. Archive
as “File X”, an archive of the unclassifiable, of the unknown, of the
occult, the contents of the archive itself are presented, the set of
classified images and their taxonomies, both as duly computerised
digital device – it can be consulted on – and graphic reproductions
and pages for free circulation in different formats. Along with those
materials are some archive publications, collective works around it,
projections and printed productions selected from the collections.

Moreover, and following the definition of F.X. Archive as “FX”,
i.e., Special Effects, there are works, texts and speeches which have
taken place over these years at the different laboratories which
have been done under the aegis of the archive. The Laboratorio
Televisión video programme that analysed the set of images on
iconoclasm from the Canal Sur Televisión archives from its foundation
in 1989, the year of the fall of the Berlin Wall, is also shown.
As addenda to this section there are a series of works by Pedro G.
Romero from before the institution of F.X. Archive, many of which
already foreshadowed concerns related to the work of the archive:
iconoclasm and modern project.

Lastly, and following the definition of F.X. Archive as f(x),
function of x, in the sense mathematical science gives the term –
and which Jacques Lacan so rightly abuses –, concerning the
relation between two magnitudes, so that each value of each
of them corresponds to a particular value of the other but also of
“function” in the sense emphasised by the Russian theoretician
Victor Slovsky, it does not matter so much what things are as how
they function. Here are the works done in parallel which we have
mentioned earlier. The Surroundings by Juan José Lahuerta with

the texts in written and performance version. The Eccentrics by
Enrique Vila-Matas with the set of his texts and appearances in
different newspapers. The Subterraneans by Manuel Delgado with
the set of his investigations, the film by Deborah Fernández and the
cognitive maps and photographs collected by, among others, Nuria
Sánchez and María Fernanda Casorio. There are also the accounts
with which Valentín Roma introduces us into the imagined territory
of Ciutat Badia or Badia del Vallès. With the title La Memoria
(Memory) this set of stories also encourages the idea that the
protagonists of this piece are our spectators, our visitors, our helpers.

If Archive F.X. in one of its first institutional texts, back
in 1997, took the phrase which the German philosopher Jürgen
Habermas dedicated to his fellow-countryman George Gadamer
“urbanise the province of nihilism” as caption and leitmotiv to
set out to compile images of the iconoclastic terror and read them
in the light of the most radical visual constructions of the modern
project with the intention, in Manuel Delgado’s words, to detect
the tectonic, subterranean violence where there seems to be nothing,
where nothing ever happens, in the Community. If for all those past
years Archive F.X. applied itself to trying out modes of political
construction – laboratories, interventions, seminars, participations,
workshops, organisations, etc. – in which it discovered how making
forms community is the destruction of the forms that construct and
reconstruct that very Community, understanding that our work of
knowledge of iconoclasm and the modern project, in that urbanising
sense of what is destroyed, moved in a very close semantic chain –
immunity, immigration, remuneration, mutual, municipal, move,
permute, etc. –, in the field of tensions that stretches between
Communication and Communion, Community and Communism.
In short, if the work of Archive F.X. is conceived as a political tool
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which works that vast field of nihilism with a definite will to urbanise
it, it is now and in this sense that The Empty City project aims
to activate the full power of that first metaphor. An effective
application of profanation, giving the word back its original meaning,
that action that returned things to their Common use.

* These works and actions have their double in Badia del Vallès.
** These works can be taken from the exhibition rooms free.
*** These works will be published with the publication that goes with this project.
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