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UN MUSEU DEL GEST

El gest continua fora de I'abast dels historiadors. Elusiu per natura-
lesa, 'ambit del gest sovint es passa per alt com una questié menor.
Si bé tothom segurament estaria d’acord que els cossos “parlen”
—i s6n molts els que s’afanyarien a assenyalar que alguns cossos
‘parlen diferent™—, gairebé no es presta atencio a les histories poli-
tiques i les lluites culturals que travessen els diferents llenguatges
del gest, I'estil i les actituds corporals. Els artistes d’aquesta expo-
sicio desenterren només un grapat d'aquestes histories inadverti-
des, i cadascun proposa genealogies radicalment diverses entorn
del gest. Pero hi ha al menys una idea comuna i irrenunciable que
dona forma a les seves obres: el significat dels gestos esta —i hauria
d’estar sempre— en conflicte.

UN MUSEU DEL GEST articula un conjunt de treballs d artistes i
col-lectius que examinen el gest com un espai de resisténcia, endin-
sant-se en les gramatiques transformatives i els codis expressius in-
ventats per les minories politiques, les subcultures i els grups sub-
alterns. L'exposicio parteix d’una visio del gest com a senyal de la
inscripcioé cultural en els nostres cossos. En aquest cas, pero, no es
tracta de posar |I'accent en I'expressio visible d’una identitat dona-
da, sin6 en el potencial de les practiques minoritaries i els subjectes
politics emergents per inventar nous cossos i produir articulacions
inesperades del gest, capaces d'ofendre la majoria silenciosa i plan-
tejar un repte al mén normatiu.

El titol de I'exposicio fa referéncia al projecte historic de crear un
museu del gest a Franca durant les primeres décades del segle xx.
A mig cami entre la ciéncia i la propaganda, aquest museu ara obli-
dat (una de les primeres institucions dedicades a col:-leccionar pel-
licules i gravacions sonores) es va convertir en un arxiu etnografic i
va participar en I'Exposicié Colonial de 1931. En dialeg amb els tre-
balls d artistes contemporanis, UN MUSEU DEL GEST presenta una
selecci6é de materials d arxiu que reflecteixen I'impacte de la imatge
en moviment sobre la representacio cientifica del gest, aixi com
la seva relacié amb les economies colonials del segle xix. Aquesta
seccio documental gira entorn de les pel:licules i escrits de Félix
Regnault, fisioleg, etnograf pioner i figura fonamental per entendre
la biopolitica de la modernitat, en la mesura que encarna la incorpo-
racio del cos huma en els discursos cientifics que s’havien desenvo-
lupat al llarg de tot un segle.

Amb aquest rerefons, es podria dir que els artistes de I'exposicio
presenten els seus propis museus del gest, donant espai a cossos
i practiques que es resisteixen a ser delimitades i que no encaixen
en categories fixes o tipologies establertes. Més enlla de les poli-
tiques d’identitat, aquestes obres ens animen a prendre el control
d’aquelles técniques per a la produccio de la diferéncia sexual, raci-
al i de classe, que han estat decisives per al poder des del segle xix,
alhora que demanen que posem en suspens les definicions del cos
—tant individual com col:.lectiu— heretades de la modernitat.

A MUSEUM OF GESTURE

Gesture remains beyond the grasp of historians. Elusive by nature,
the domain of gesture is often overlooked as a minor subject. While
everyone would probably agree that bodies ‘speak’ —and many will
be quick to point out that some bodies ‘speak differently’— little at-
tention is paid to the political histories and cultural struggles that
traverse the different languages of gesture, style and bodily atti-
tudes. The artists in this exhibition excavate just a handful of these
unseen histories, each of them proposing radically diverse genealo-
gies of gesture. But one might say that their works are informed
by at least one common, inalienable principle: that the meaning of
gestures is, and should remain, always in dispute.

A MUSEUM OF GESTURE brings together a constellation of works
by artists and collectives who examine gesture as a space of resist-
ance, engaging with the transformative grammars and the expres-
sive codes invented by political minorities, subcultures and sub-
ordinate groups. The exhibition departs from an understanding of
gesture as an enactment of cultural inscription in the body. Here,
however, the accent is not on gesture as the visible expression of a
given identity, but rather on the potential of minoritarian practices
and emergent political subjects to invent new bodies and to pro-
duce unexpected orchestrations of gesture, capable of offending
the silent majority and posing a challenge to the normative world.

The title of the exhibition refers to a project in the first decades
of the twentieth century, which sought to establish a Museum of
Gesture in France. Halfway between science and propaganda, this
now-forgotten museum (one of the first institutions ever devoted
to collecting films and sound recordings) evolved into an ethno-
graphic archive, taking part in the Colonial Exposition of 1931. In
dialogue with the works of contemporary artists, A MUSEUM OF
GESTURE presents a display of archival materials reflecting on
the impact of the moving image on the scientific representation
of gesture, as well as its relation to the colonial economies of the
nineteenth century. This archival display revolves around the films
and writings of Félix Regnault, a physiologist and pioneering eth-
nographer who is, arguably, a crucial figure in understanding the
biopolitics of modernity, as it epitomises the incorporation of the
human body into the scientific discourses that had developed over
the course of a century.

Against this background, the artists in the exhibition present, as
it were, their own museums of gesture, making space for bodies
and practices that resist being delineated, that no longer fit in con-
fined categories or established typologies. Beyond identity politics,
these works encourage us to take control of those techniques used
to produce sexual, racial and class difference that have been so
central to power since the nineteenth century, and ask us to ques-
tion the definitions of the body —both individual and collective— in-
herited from modernity.
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HOLD YOUR GROUND, 2012
Video HD, so, 8 min, en bucle
Cortesia de Waterside Contemporary, Londres
i Galeri NON, Istanbul

HOW TO PROTEST INTELLIGENTLY, 2013
Dibuixos i técnica mixta sobre paper
Cortesia de Waterside Contemporary, Londres
i Galeri NON, Istanbul

Aquesta pel-licula s’inspira en els fets de la prima-
vera arab i en la troballa, al Caire, d’'un pamflet
dirigit als manifestants a favor de la democracia,
titulat ‘Com protestar de forma intel-ligent’. Es
tracta d’un treball que analitza el llenguatge de
la desobediéncia civil i s’interroga sobre el paper
del gest en la lluita politica, tot interpretant la
presencia del cos a I’espai public com un acte de
parla. Les accions i els gestos de la multitud s’hi
presenten com una forma de dissensid, pero tam-
bé com a enunciats performatius amb capacitat
per transformar la realitat immediata.

En una de les pagines del pamflet del Caire s’en-
senyava als manifestants a defensar-se de la
violéncia policial. Al costat s’hi podia llegir: ‘No
reculis, egipci!’. La pellicula de Karen Mirza i Brad
Butler, que es projecta en una pantalla suspesa a
I'entrada de I'exposicio, presenta els moviments
coreografics d’'una intérpret que malda per con-
vertir els seus gestos en discurs, articulant un
seguit de sons transcrits de I'arab que poden
traduir-se com una crida a la vaga. Alhora que
construeix frases i moviments, aquest personat-
ge ensenya el public a reconéixer un vocabulari
gestual que pren forma en contacte amb les imat-
ges intercalades d’assemblees i manifestacions
multitudinaries a la placa de Tahrir, Occupy London
i Irlanda del Nord.

HOLD YOUR GROUND complementa una pel-licula
més extensa escrita en col-laboracié amb I’autor
de ciéncia-ficcié China Miéville. Lobra es va con-
cebre per projectar-se en una pantalla a I'’estacio
de Canary Wharf, on els gestos de la protagonis-
ta entraven en conflicte amb el seu entorn, en
la mesura que aquest espai €s la porta d’accés
a un dels simbols principals de la desregulacié
bancaria i la crisi financera a Europa. Juntament
amb la pel-licula, els artistes presenten una nova
série de dibuixos que combinen parts extretes
del pamflet egipci original amb notacions ritmi-
ques i fragments d’una partitura musical, que
suggereixen una nova articulacié del gest per a
les relacions socials en disputa a la ciutat
neoliberal.

KAREN MIRZA (1969, Evesham)
& BRAD BUTLER (1973, Londres)
viuen i treballen a Londres.

HOLD YOUR GROUND, 2012
Video HD, sound, 8 min, loop
Courtesy of Waterside Contemporary, London
and Galeri NON, Istanbul

HOW TO PROTEST INTELLIGENTLY, 2013
Drawings and mixed media on paper
Courtesy of Waterside Contemporary, London
and Galeri NON, Istanbul

Inspired by the events of the Arab Spring, and trig-
gered by the artists’ discovery in Cairo of a pam-
phlet for pro-democracy demonstrators, entitled
‘Howv to Protest Intelligently’, this film dissects the
language of civil disobedience and reflects on the
role of gesture in political struggle, by interpret-
ing the presence of the body in public space as a
speech act. The collective actions and gestures of
the crowd are regarded as a form of dissent, but
also as performative utterances with the potential
to transform our immediate reality.

Inside the pamphlet ‘How to Protest Intelligently’,
the artists found a page that taught protesters
how to defend themselves from police violence.
Adjacent to this was the text: ‘Hold your ground,
Egyptian!’. Projected onto a suspended screen at
the entrance of the exhibition, Karen Mirza and
Brad Butler’s film presents the choreographed
movements of a performer who struggles to turn
gesture into speech, while repeating a series of
phonetic phrases from Arabic that translate as
a call to strike. Gradually building phrases and
movements, the performer trains the viewer

to learn a gestural vocabulary that is informed

and punctuated by footage of public assem-

blies, rioters and mass demonstrations in

Tahrir Square, Occupy London and North-

ern Ireland.

HOLD YOUR GROUND is a companion

piece to a larger film work scripted

in collaboration with science fiction

author China Miéville. The film was

originally produced for a screen in

Canary Wharf where the gestures of

the protagonist clashed with the sta-

tion as gateway to one of Europe’s

most symbolically powerful sites of

banking de-regulation and financial

crisis. Alongside the film, the artists

present a new series of drawings

that combine extracts from the

original Egyptian pamphlet with rhythmic nota-

tions and fragments of a musical score, suggesting
a new orchestration of gesture for the clashing

social relations of the neoliberal city.

KAREN MIRZA (b. 1969 in Evesham)
& BRAD BUTLER (b. 1973 in London)
live and work in London.




NORMAL WORK, 2007
Instal-lacié cinematografica
16mm transferit a DVD, so, 13 min, en bucle
13 fotografies de I'arxiu
de Hannah Cullwick, 1860-1902
Cortesia dels artistes
i Ellen de Bruijne Projects, Amsterdam

RUBBER CURTAIN, 2007
Cortesia dels artistes
i Ellen de Bruijne Projects, Amsterdam

La instal-lacié cinematografica NORMAL WORK
parteix de les fotografies de Hannah Cullwick, una
serventa domestica de I'época victoriana que va
mantenir una relacié interclassista amb I’advocat
Arthur Munby, el qual sentia fascinacioé per les do-
nes de classe obrera. A més de netejar diverses
cases, Hannah Cullwick va produir una gran quan-
titat de diaris, cartes i fotografies escenificades.
En aquests retrats de la segona meitat del
segle XX, la podem veure representant
diversos arquetips socials, com
ara una criada, un
home adinerat,
una burgesa i un
esclau caracterit-
zat amb la cara pinta-

da de negre.

A les imatges, destaquen els musculs i les mans
brutes de Hannah Cullwick, com a indicadors del
seu geénere i classe social, dels quals estava visi-
blement orgullosa. La feina de serventa, curiosa-
ment, també li va proporcionar el material per a
les seves fantasies sadomasoquistes amb Arthur
Munby. Cullwick duia una tira de cuir al canell, es
definia com I'esclava d’ell, i fins i tot I'anomenava
‘Massa’ (master), un apel-latiu estretament lligat
a la historia d’Anglaterra com a poténcia colonial.
Aquest recull de retrats reflecteix el naixement,
gairebé simultani, de la fotografia i les perversions
sexuals, pero també la seva relacié amb I'economia
colonial del segle XIX.

A NORMAL WORK, les fotografies originals es con-
traposen a una pel-licula de 16 mm en que l'artista
Werner Hirsch intenta imitar les poses de Cullwick.
El film recrea quatre d’aquests retrats historics
per tal d’examinar els vincles entre la sexualitat,
el treball i el poder. Mitjancant I'Gs d’elements d’at-
trezzo anacronics, com ara una fotografia sado-
masoquista de Del LaGrace Volcano (Daddy Boy
Dikes, 1991), les artistes Pauline Boudry i Renate
Lorenz ressituen I'imaginari de Hannah Cullwick
en les cultures queer del segle XXI, alhora que
s’interroguen sobre la interdependéncia dels
codis normatius que defineixen les identitats

de génere, raca i classe social.

PAULINE BOUDRY / RENATE LORENZ
viuen i treballen a Berlin des de 1998.

NORMAL WORK, 2007
Film installation
16mm transferred to DVD, sound, 13 min, loop
13 photographs from the archive
of Hannah Cullwick, 1860-1902
Courtesy of the artists
and Ellen de Bruijne Projects, Amsterdam

RUBBER CURTAIN, 2007
Courtesy of the artists
and Ellen de Bruijne Projects, Amsterdam

The film installation NORMAL WORK takes as a
point of departure the photographs of Hannah
Cullwick, a Victorian-era domestic servant who
maintained a cross-class relationship with lawyer
Arthur Munby, a gentleman fascinated by working-
class women. Hannah Cullwick not only cleaned for
various households, but she also produced a large
body of diaries, letters and staged photographs.
Created in the second half of the nineteenth cen-
tury, these portraits show her enacting a number
of social types, which include posing as a house-
maid, a wealthy man, a bourgeois lady, and a male
slave in blackface.

In the images, Hannah Cullwick’s muscles and
dirty hands stand out as embodiments of her so-
cial class and gender, which she was visibly proud
of. Interestingly, her work as a domestic servant
also provided the material for her sadomasochis-
tic scenarios with Arthur Munby. Cullwick wore a
leather band on her wrist; she described herself as
his slave, and even called him ‘Massa’ (master), a
name closely linked to the history of England as a
colonial power. This collection of portraits reflects
the nearly simultaneous invention of photography
and sexual perversions, as well as their relation to
the colonial economy of the nineteenth century.

In NORMAL WORK, the original photographs are
set against a 16mm film in which the performer
Werner Hirsch attempts to imitate Cullwick’s
poses. The film restages four of these historical
portraits in order to examine the connections be-
tween sexuality, power and labour. By using anach-
ronistic props, among them an S&M photograph
by Del LaGrace Volcano (Daddy Boy Dikes, 1991),
the artists Pauline Boudry and Renate Lorenz re-
situate these images into the queer cultures of the

twenty-first century, while interrogating the

interdependence of the normative codes that

define social class, gender and racial identities.

PAULINE BOUDRY / RENATE LORENZ
live and work in Berlin since 1998.




FIGURES DEMOSTRATIVES
(ZARABANDA/SARABANDA), 2013
Grafics impresos al terra, aprox. 1800x450cm
Cortesia de l'artista
i Galeria Joan Prats, Barcelona

FIGURES DE-

MOSTRATIVES

adopta el sistema de no-

tacié emprat de forma pione-

ra en la dansa barroca, encarregat per

Lluis XIV per enregistrar les coreografies sorgides
durant el régim absolutista i per transcriure els
moviments dels ballets de la seva cort per mitja de
signes convencionals abstractes. La notacid, ide-
ada per Pierre Beauchamp i publicada I'any 1700,
era la primera basada en un metode analitic: els
moviments corporals es descomponien en parts
mecaniques i I'execucio espacial de les passes de
ball es representava a vista d’ocell.

Lanomenat style noble es va estendre per Europa
i va establir una forma de ball de salé que codi-
ficava les relacions de poder existents entre les
elits, coincidint amb el naixement de la modernitati
dels imperis colonials. Lorigen de moltes d’aquests
coreografies, pero, 'hem de buscar en les danses
populars, que van ser objecte d’apropiaci6 cultural.
N’hi ha prou amb recordar que la sarabanda s’havia
desenvolupat a I’Ameérica Central molt abans que
la cort francesa I’'assimilés. En un principi, 'Esglé-
sia espanyola havia prohibit aquesta dansa em-
blematica per la seva obscenitat, adduint que els
moviments i contorsions dels ballarins ‘imitaven
les intimitats de I'acte conjugal’.

La nova instal-lacié d’Erick Beltran desplega pa-
trons de rebuig i assimilaci6 al terra de la galeria.
Mitjancant la notacié de la dansa barroca, I'artista
ha reconstruit de forma imaginativa els passos
d’una sarabanda que el viatger suis Thomas Platter
va presenciar a Barcelona, al carnaval de 1599.
La instal-laci6é crea un passadis que divideix I'es-
pai de I'exposicié i convida el public a participar
en una coreografia improbable que amaga movi-
ments provocatius i gestos desafiadors, els quals
s’incorporen al llenguatge refinat de I'estil noble,
camuflats entre les reveréncies i cortesies
corresponents.

ERICK BELTRAN va néixer I'any 1974
a la Ciutat de Meéxic, i viu i treballa
a Barcelona.

DEMONSTRATIVE FIGURES
(ZARABANDA/SARABANDE), 2013
Printed floor graphics, approx. 1800x450cm
Courtesy of the artist
and Galeria Joan Prats, Barcelona

DEMONSTRATIVE FIGURES
revisits the pioneering system of
notation used in Baroque dance, which was
commissioned by the monarch Louis XIV in order
to record in writing the choreographies originat-
ed under the absolutist regime, transcribing the
stylised movements of court ballets into abstract
conventional signs. Published in 1700, the nota-
tion devised by Pierre Beauchamp was the first to
proceed analytically, by decomposing body move-
ments into their mechanical parts and charting
the spatial execution of the dance steps as seen
from a bird’s eye.

The so-called noble style spread across Europe,
defining a form of social dancing that codified the
power relations within the upper classes at the
onset of modernity and the colonial empires. But
the source for many of these choreographies is
to be found in folk dances that were subject to
cultural appropriation; one need only look at the
sarabande, which developed in Central America
long before being assimilated by the French court.
Initially, this emblematic dance had been banned for
its obscenity by the church in Spain, who claimed
that the motions and contortions of the dancers
‘pantomimed the intimacies of the conjugal act’.

In Erick Beltran’s new installation, various patterns
of rejection and assimilation are mapped onto the
gallery floor. By employing the notation of Baroque
dance, the artist has imaginatively reconstructed
the dance steps of a sarabande that was wit-
nessed by the Swiss traveller Thomas Platter in
Barcelona’s carnival of 1599. The installation cre-
ates a corridor that bisects the exhibition space,
while inviting the spectators to engage in an out-
rageous choreography that contains provocative
movements and insulting gestures, which are incor-

porated to the elaborate language of the noble

style, alongside its courtly bows and curtsies.

ERICK BELTRAN was born in 1974
in Mexico City, and lives and works
in Barcelona.




FIORUCCI MADE ME HARDCORE, 1999
Projeccié de video, so, 15 min
Cortesia de l'artista
i Cabinet Gallery, Londres

FIORUCCI MADE ME HARDCORE és un colla-
ge de metratge documental que abasta tres
décades de subcultures al nord d’Anglaterra,
des de I'eclosié del northern soul, passant per
I’'escena casual, fins a I'auge de la cultura rave
al principi dels noranta. El video es nodreix de
fragments de nombrosos documentals, enre-
gistraments d’aficionats i arxius de la televisio
regional. A forca d’alentir i d’'interrompre la suc-
cessi6 del metratge, Mark Leckey assenyala la
indumentaria caracteristica i els passos de ball
d’aquests cultes a la joventut, cadascun amb
els seus propis ritus i fetitxes.

El video arrenca amb el frenesi amfetami-
nic dels clubs de northern soul als anys
setanta, on es congregaven centenars de
devots per retre culte als ritmes trepidants
de discos que mai arribarien a les llistes
d’éxits. Les piruetes d’aquests dandis de
classe treballadora obren pas a les imatges
de colles de casuals als anys vuitanta, que
exhibeixen una virilitat ambigua i furtiva.
Cadascun d’aquests estils juvenils, sorgits
en ciutats amb una poblacié negra elevada,
es va desenvolupar en conflicte amb els va-
lors hegemonics dins la cultura obrera, i es
poden entendre com una resposta indirecta
a inquietuds entorn de la seva identitat racial,
sexual i de classe.

El metratge original s’acompanya d’una banda
sonora hipnotica, reconstruida a partir de frag-
ments electronics i gravacions de camp espectrals.
Mentre una veu en off enumera marques de moda
que un dia van propugnar aquests joves, el video
ens trasllada al llarg de decades de balls frenétics,
canvis d’estil incessants i mutacions sonores, que
paradoxalment cristal-litzen en un seguit de poses
congelades, com si es tractés de pintures d’historia.
En definitiva, aquest video testimonia els rituals
nocturns, anhels i passions induides quimicament
de la classe treballadora, i n"examina les transfor-
macions successives com un registre dels
canvis en les relacions racials i els atzucacs

del sistema de classes a la Gran Bretanya.

MARK LECKEY va néixer I'any 1964
a Birkenhead, i viu i treballa a Londres.

FIORUCCI MADE ME HARDCORE, 1999
Video projection, sound, 15 min
Courtesy of the artist
and Cabinet Gallery, London

FIORUCCI MADE ME HARDCORE is an
assemblage of footage spanning three
decades of subcultures in the north of
England, from the northern soul explo-
sion through the casual scene to the rise
of rave culture in the early nineties. The
video excavates footage sourced from
a number of documentaries, amateur
tapes and regional television archives.
Slowing down and breaking up the flow
of images, Mark Leckey draws attention
to the signature apparel and coded dance
moves of these youth cults, each organ-
ised around specific rites and fetishes.

The video opens with the amphetamine
frenzy of northern soul nightclubs, where
hundreds congregated throughout the seven-
ties to worship the beats of soul stompers

that never made the pop charts. The pirou-
ettes of these lower-class dandies give way
to footage of casuals in the eighties, who
are seen in gangs displaying a furtive and
ambiguous sense of masculinity. Centred in
cities with a large black population, each of
these youth styles developed against the
grain of the dominant values of working-
class culture, and they can be understood
as an oblique response to anxieties con-
cerning class, sexuality and racial identity.

The original footage is set to a hyp-
notic soundtrack made of electronic
samples and ghostly field recordings.
While a voiceover enumerates fash-

ion brands once championed by these youths, the
video montage takes us through decades of frantic
dancing, stylistic shifts and relentless sonic muta-
tion, which paradoxically crystallise into a series
of frozen poses, as if they were history tableaux.
Ultimately, this video serves as an obituary to the
rituals, aspirations and chemically induced passions
of working-class nightlife, whose successive trans-
formations bear testament to the changing race
relations and the impasses of the class system

in Britain.

MARK LECKEY was born in 1964
in Birkenhead, and lives and works
in London.




VOZ FAIL, 2013
Seérie de videos i audios instructius,
so, aprox. 20 min
Ordinadors modificats i deixalla electronica
Cortesia dels artistes

MERYL STREEP ENTRENA LA VEU, 2012 - 2013
Videoclip de R. MARCOS MOTA
per a una canc¢c6é de JAUME FERRETE,
S0, 2 min
Cortesia dels artistes

Lany 2012, Jaume Ferrete i R. Marcos Mota van
convidar I'associaci6 EnFemme a prendre part
en un seguit de tallers experimentals sobre fe-
minitzacié de la veu. EnFemme és un club social
de transvestits i dones transsexuals de totes les
edats a Barcelona. Els artistes van prendre en
consideracio la capacitat del transvestisme per
evidenciar la dona com a producte de técniques
corporals, discursos i practiques, pero també la
seva tendéncia a reforcar paradoxalment les ide-
es dominants sobre la feminitat. En resposta, van
concebre aquests tallers com una oportunitat per
explorar els usos, funcions i accidents de la veu
com a tecnologia de génere.

El public assistent als tallers va aprendre a servir-se
de tecnologies assequibles per analitzar, amplificar
i alterar la seva veu. Com a materials de treball,
els artistes van aportar-hi tot un ventall de casos
historics de veus femenines desviades, transse-
xuals i no normatives, des d’Angiola Calori (més
coneguda com el castrato Bellino), que es va fer
passar per soprano masculi al segle XVIII, fins al
tractament de logopedia de Margaret Thatcher, que
va aconseguir masculinitzar el seu registre vocal
mentre era candidata al carrec de primera ministra.
Un aspecte crucial dels tallers va consistir a ressi-
tuar aquests exemples en el marc de les histories
modernes de la prosteética i la sintesi artificial de la
veu; al costat, per tant, d’'invents com la maquina
parlant de Wolfgang von Kempelen, ideada el 1769.

Per a I'exposicio, els artistes presenten els pri-
mers resultats d’aquesta experiéncia en forma
de podcasts instructius i videos d’aprenentatge.
Sota el titol de VOZ FAIL, han editat un muntatge
excentric a partir d'imatges d’arxiu, efectes so-
nors i veus sintétiques, amb fragments intercalats
d’entrevistes amb artistes transgénere, activistes
feministes, treballadors sexuals i musics pop, que
abasten una multiplicitat de coneixements situats
i practiques menors.

JAUME ‘MAL FERRETE VAZQUEZ
(1980, Mollet del Vallés)
& R. MARCOS MOTA
(1988, Tarragona)
viuen i treballen a Barcelona.

VOZ FAIL, 2013
Series of audio and video tutorials,
sound, approx. 20 min
Modified computers and electronic waste
Courtesy of the artists

MERYL STREEP TRAINS HER VOICE, 2012 -2013
Music video by R. MARCOS MOTA
for a song by JAUME FERRETE,
sound, 2 min
Courtesy of the artists

In 2012, Jaume Ferrete & R. Marcos Mota invited
the association EnFemme to join a series of experi-
mental workshops on voice feminisation. EnFemme
is a social club for male-to-female cross-dressers
and transgender people of all ages in Barcelona.
Considering the potential of drag performance to
reveal womanhood as a product of body techni-
ques, discourses and practices, but also its para-
doxical tendency to reinforce the dominant notions
of femininity, the artists decided to frame these
workshops as an opportunity to explore the uses,
functions, and accidents of the voice as a gender
technology.

People attending the workshops learned how to
use affordable technology to analyse, amplify and
alter their voices. As working materials, the artists
introduced a variety of historical cases of deviant,
transgendered and non-normative female voices,
ranging from Angiola Calori (better known as the
castrato Bellino), who passed as a male soprano in
the eighteenth century, to the speech therapy of
Margaret Thatcher, who effectively masculinised
her vocal range when running for Prime Minister.
Crucially, these examples were re-situated within
the modern histories of prosthetics and artificial
speech synthesis, positioning them alongside inven-
tions such as Wolfgang von Kempelen’s speaking
machine, which was conceived in 1769.

For the exhibition, the artists present the first
outcome of this experience in the form of a se-
ries of instructional podcasts and video tutorials.
Under the title of VOZ FAIL, they have produced
an eccentric assemblage of archive footage,
sound effects and synthetic voices, which

is interspersed with interview segments

with drag performers, feminist activists, se-

xual workers, and pop musicians, embracing

a multiplicity of situated knowledges and
minor practices.

JAUME ‘MAL FERRETE VAZQUEZ
(b. 1980 in Mollet del Vallés)
& R. MARCOS MOTA
(b. 1988 in Tarragona)
live and work in Barcelona.
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VOGUE'ANALYSIS, 2010
Instal-lacié de video de quatre canals,
so, 15-20 min c/u, en bucle
Testimonis orals i transcripcions
de I’Arbert Santana Ballroom Archive
and Oral History Project

PROTOCOLS FOR VOGUE’ANALYSIS, 2010
Protocols impresos per a sessions
d’analisi i escolta col-lectives

STUDY FOR VOGUE’ANALYSIS, 2010/ 2013
Projeccio de video al terra,
sense so, 8 min, en bucle
Totes les obres cortesia dels artistes

VOGUE’'OLOGY és un projecte de col-

laboraci6 a llarg termini entre el col-

lectiu d’art sonor Ultra-red i la comu-

nitat House/Ballroom, amb I’'objectiu

d’aprofundir en la seva educacio

politica i desmantellar les configu-

racions opressives que sorgeixen

en la interseccioé entre el racisme, el

sexisme, la pobresa i altres formes de

discriminacio. El moviment House/Ballroom és una

xarxa familiar a carrec de transsexuals, lesbianes,

gais i bisexuals a Nova York. Encara que I'actual

escena del ballroom neix en resposta a la margi-

nacié dels gais afroamericans i hispans, els seus

origens es remunten al Renaixement de Harlem,

alhora que repren formes de celebracié populars i

estratégies de supervivéencia desenvolupades en
temps de I'esclavitud.

Durant décades, la cultura del ballroom ha proporci-
onat a milers de persones una familia alternativa i
un punt de trobada per a diverses formes d’expres-
si6 artistica i dissidéncia sexual. Els seus membres
s’agrupen en cases competitives i adopten com a
cognom els noms d’aquestes cases, els liders de
les quals s’anomenen mares i pares. Inspirat ori-
ginalment per les poses de les revistes de moda,
el vogue s’ha convertit en el ball caracteristic de
la comunitat, en la mesura que representa una
exploracio radical de I'estil i la identitat enfront de
les condicions de la desigualtat social.

A partir de la llarga tradicié de lluites autonomes
d’aquest moviment, Ultra-red convoca els membres
de la comunitat a participar en processos col:-lectius
d’analisi i codificacié del vogue, els quals prenen
forma a través de I'arxiu historic aplegat a I’Arbert
Santana Ballroom Archive & Oral History Project.
Produit en aquest marc dialogic, VOGUE'ANALYSIS
compreén una instal-lacié de video multicanal i un
recull de testimonis que s’interroguen sobre els can-
vis estilistics del vogue, que sén interpretats com
una encarnacio de la historia d’aquesta comunitat.

ULTRA-RED és un col-lectiu d’art sonor
fundat a Los Angeles I'any 1994.
VOGUE'OLOGY és un projecte a carrec de
la icona del ballroom Michael Roberson
i Robert Sember, membre d’Ultra-red.

VOGUE'ANALYSIS, 2010
Four-channel video installation,
sound, 15-20 min each, loop
Audio statements and transcripts from
the Arbert Santana Ballroom Archive
and Oral History Project

PROTOCOLS FOR VOGUE’ANALYSIS, 2010
Printed protocols for sessions
of collective listening and analysis

STUDY FOR VOGUE’'ANALYSIS, 2010/2013
Video projection on floor,
silent, 8 min, loop
All works courtesy of the artists

VOGUE'OLOGY is a long-term collaboration betwe-
en the sound art collective, Ultra-red, and mem-
bers of the House/Ballroom scene, which aims to
build greater political literacy among the scene’s
participants in order to further dismantle the con-
figurations of oppression formed when racism, se-
xism, poverty and other forms of discrimination
intersect. The House/Ballroom scene is a kinship
network sustained by primarily African-American
and Latino/a LGTB individuals in New York City.
While modern ballroom culture emerged in res-
ponse to the marginalization of queer people of
colour, its roots are in the Harlem Renaissance and
draw on popular forms of celebration and survival
strategies developed during slavery.

For decades, the ballroom culture has provided
an alternate family for thousands and a venue for
diverse forms of artistic practice and sexual dis-
sidence. Its members congregate in competitive
houses whose leaders are known as mothers and
fathers, adopting the house names as their surna-
me. Originally inspired by poses in fashion magazi-
nes, Vogue has become the community’s signature
dance form, using performance as a hermeneutics
of the body, while enacting a radical exploration of
style and identity that operates within and against
the conditions of social inequality.

Building on the scene’s long history of self-organi-
sed struggle, Ultra-red’s work brings members of
the ballroom community into collective processes
of analysis and codification of Vogue informed by
the historical record assembled through the Ar-
bert Santana Ballroom Archive and Oral History
Project. Produced within a dialogical framework,
VOGUE’'ANALYSIS consists of a four-channel video
installation and a collection of audio statements
that interrogate the stylistic shifts in Vogue, which
are presented as an embodiment of the commu-
nity’s history.

ULTRA-RED is a sound art collective
founded in Los Angeles in 1994.
VOGUE’'OLOGY is facilitated
by House/Ballroom icon, Michael Roberson,
and Ultra-red member, Robert Sember.
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Per capricis de la historia, la
invencio del cinema ha quedat
associada per sempre a la imat-
ge d’una gentada fugint d’un
tren que se’ls acosta, durant la
primera projeccio del cinema-
tograf dels germans Lumiere,
el 28 de desembre de 1895.
En un article per a un diari lo-
cal rus, Maksim Gorki va des-
criure aquest encontre com si
es tractés d’'una immersio en
una experiéncia al-lucinatoria:
‘Ahir vaig ser al regne de les
ombres. Si sabéssiu com n’és,
d’estrany, ser alli... De cop i vol-
ta, hi ha un clic, tot s’esvaeix
i apareix un tren en pantalla.
Avanca disparat com una flet-
xa, directe cap a tu. Atencio!’ 1

Evidentment, no hi ha manera
de saber si els primers espec-
tadors van sentir mai panic
durant una projeccié cinema-
tografica, pero la falta de pro-
ves no ha evitat que aquest
episodi apocrif s’hagi popula-
ritzat com a mite fundacional.
Des d’aleshores, la narrativa
dominant sobre I'origen de la
imatge en moviment sembla
escrita des del punt de vista
del projeccionista. Aquesta
narrativa dona per fet que
I’experiéncia cinematografica
va néixer al tombant del segle
xx amb la projeccio i, en con-
sequeéncia, tendeix a celebrar
com un procés natural la poste-
rior evolucié del cinema com un
mitja espectacular i comercial.
Pero el fet és que, a la década
de 1880, I'atractiu il-lusionista
de la imatge en moviment tenia
una importancia secundaria.
Per als responsables de posar
la imatge en moviment, el gran
repte no era la simulacio6 de la
realitat, sind la impressio ins-
tantania del moviment corporal
i la descomposicio del gest en
les seves parts constitutives.

Inspirat en els estudis sobre
locomocié animal d’Eadweard
Muybridge, el fisioleg Etienne-
Jules Marey va inventar multi-
ples aparells per fer fotografia
en série. Es si més no curiés
que la primera d’aquestes ma-
quines, creada l'any 1882, tin-
gués forma de rifle fotografic.
Aquest instrument era capac

de capturar intervals de movi-
ment precisos i li va permetre
analitzar, a la seva Estacio Fisi-
ologica de Paris, els moviments
complexos de quadrupedes,
ocells i atletes masculins semi-
nus. Obviament, el rifle era un
instrument rudimentarri i aviat
va ser substituit per aparells
més eficients, pero el cos huma
seguia essent-ne el blanc predi-
lecte. Un dels seus antics estu-
diants, Félix Regnault, escriuria
més endavant que la invencio
del cronofotograf va ampliar la
nostra visio en el temps igual
que el microscopi I’havia am-
pliat en I'’espai. Segons aquest
deixeble de Marey, el cinema
estava destinat a convertir-se
‘en I'instrument dels fisiolegs
igual que el microscopi és l'ins-
trument dels anatomistes'.2

El mateix Regnault era un per-
sonatge enginyds i una figura
clau per entendre la biopolitica
de la segona meitat del segle
xix. Metge de formacioé i espe-
cialista en anatomia patologica,
es va interessar per les possibi-
litats de la fotografia sequienci-
al per analitzar la conducta fisi-
ca tant de les espécies animals
com de les ‘espécies humanes’.
El seu proposit era catalogar
els gestos i les técniques cor-
porals especifics de cada poble.
Lany 1895, Regnault va usar la
cronofotografia com un index
cientific per mesurar la raca, i
va enregistrar el que podriem
descriure com el primer me-
tratge etnografic a I’'Exposicio
Etnografica de I’Africa Occiden-
tal —un zoologic huma situat
als Champs de Mars de Paris.
Alli, sota la torre Eiffel i en ple
domini colonial, Regnault va fil-
mar els moviments quotidians
d’homes, dones i nens de I'Afri-
ca occidental i Madagascar,
amb I'esperanca que la imat-
ge cinematografica permetés
als cientifics crear un inventari
universal de tipus racials.

Al voltant de I'any 1890, Reg-
nault havia comencat a estu-
diar la raca com una categoria
empirica a partir d’'una concep-
ci6 evolucionista de la historia.
Es podria afirmar que els seus
interessos en el camp de la
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recerca tipifiquen la incorpo-
racié del cos huma en els dis-
cursos cientifics que s’havien
desenvolupat al llarg de tot un
segle, abracant els ambits de
I"'anatomia criminal, I’etnologia,
la zoologia i I'antropologia fo-
rense.3 En els articles que va
escriure per diaris de divulgacio
cientifica com ara La Nature,
Regnault exhibeix davant nos-
tre una galeria de leprosos,
sifilitics, microceéfals, ‘idiotes’,
‘salvatges’, cagots, jueus, cap-
taires, prostitutes i tota mena
de cossos racialitzats i medica-
litzats, la majoria dels quals sén
classificats com a subespécies
biologiques, cadascun organi-
cament diferenciat i tots ells
marcats per la desviacio pato-
logica —infirmité— respecte a la
norma hegemonica. Més enlla
de ser una de les obsessions
personals de Félix Regnault,
la produccio de veritat anato-
mica sobre aquests cossos va
ser crucial per a I'estratificacio
biopolitica de la modernitat, i
va conduir a una gran prolife-
racié d’identitats minoritaries
i perifériques, alhora que opti-
mitzava els mecanismes per al
seu control.

Potser no seria exagerat afir-
mar que l'elaboracié de perfils
racials i I’objectivacio cienti-
fica de les noves minories i
subjectes subalterns —per-
manentment sota sospita de
patologia— van estar entre els
primers i més destacats usos
de la imatge en moviment.
Sens dubte, el naixement del
cinema va estar marcat per la
biopolitica, fins a tal punt que
les noves estratificacions so-
cials semblen, al seu torn, or-
ganitzades cinematicament.
La demarcacio de la diferéncia
anatomica i els esforcos per
disciplinar el comportament
fisic dels individus tenen un
correlat en la capacitat de la
fotografia sequencial per aillar
el detall i capturar gestos cada
vegada més subtils. En aquest
sentit, seria possible imaginar
un fil que recorre els primers
experiments d’Eadweard Muy-
bridge 4 (sovint protagonitzats
per homes i dones que repre-
senten actituds especifiques

MOVING ARTEFACTS OF HUMAN BEHAVIOUR

Blame the vagaries of history, but the invention
of cinema is forever associated with the image
of crowds fleeing before an oncoming train dur-
ing the first public screening of the Lumiéres’
cinematographic films on December 28, 1895.
In an article for a local newspaper in Russia,
Maxim Gorky described this encounter as an
immersion into a nearly hallucinatory experi-
ence: ‘Yesterday | was in the kingdom of the
shadowvs. If only you knew how strange is to
be there... Suddenly there is a click, everything
vanishes and a railway train appears on the
screen. It darts like an arrow straight towards
you —watch out!” ]

There is, of course, no way of knowing if early
audiences ever panicked during a film screening.
But the lack of evidence hasn’t prevented this
apocryphal episode from being disseminated as
a founding myth. Ever since then, the dominant
narrative on the emergence of motion pictures
has been written, so to speak, from the view-
point of the projectionist. This narrative assumes
that the cinematic experience was born at the
turn of the century with the advent of projection,
and tends to celebrate as a natural process the
subsequent evolution of cinema as a spectacu-
lar and commercial medium. Back in the 1880s,
however, the illusionistic appeal of the moving
image was of secondary importance. As for
those who set images into motion, the biggest
challenge was not the simulation of reality, but
the instantaneous impression of bodily move-
ment and the decomposition of gesture into its
constituent parts.

Inspired by Eadweard Muybridge’s studies on
animal locomotion, the physiologist Etienne-
Jules Marey invented a variety of devices in-
tended for fast serial photography. Curiously
enough, the first of these machines, assembled
in 1882, took the form of a photographic rifle,
which had the potential for capturing precise
intervals of movement, enabling him to analyse
the complex motions of quadrupeds, birds and
half-naked male athletes at his Physiological
Station in Paris. Of course, the rifle was a rudi-
mentary instrument, and it didn’t take long for
increasingly efficient devices to take its place,
but the human body remained the preferred
target. One of his former students, Félix Reg-
nault, would later write that the invention of
the chronophotographe expanded our vision
in time as the microscope had expanded it in
space. According to Marey’s disciple, cinema
was meant to become the ‘instrument of the
physiologist as the microscope is the instrument
of the anatomist’.2

Regnault himself was an ingenious character,
as wvell as a crucial figure in understanding the
biopolitics of the late nineteenth century. Trained
as a physician, and specialising in pathological
anatomy, he became interested in the potential

of time-sequence photography to dissect the
physical behaviour of both animal and ‘human
species’. His aim was to catalogue the gestures
and body techniques deemed specific to each
people. In 1895, Regnault used chronophotog-
raphy as a scientific index for measuring race,
recording what could be described as the first
ethnographic footage at the Exposition Eth-
nographique de I’Afrique Occidentale —a human
zoo located at the Champs de Mars, in Paris.
Under the Eiffel Tower, and at the peak of co-
lonial domination, Regnault produced a series
of comparative studies based on the ordinary
movements of West African and Malagasy men,
women, and children, with the hope that the
cinematic image would allow scientists to form
a comprehensive inventory of racial types.

From the early 1890s, Félix Regnault had stud-
ied race as an empirical category based on an
evolutionary conception of history. One might
say that his research interests epitomise the
incorporation of the human body into the sci-
entific discourses that had developed over the
course of a whole century, spanning the fields
of criminal anatomy, ethnology, zoology, and
forensic anthropology.3 Regnault’s articles
for popular science journals such as La Nature
parade before us a gallery of lepers, syphilit-
ics, microcephalics, ‘idiots’, ‘savages’, Cagots,
Jews, beggars, prostitutes, and all sorts of
racialised and medicalised bodies, classifying
most of them as biological subspecies, each
organically distinct and marked by pathologi-
cal deviance —infirmité— from the hegemonic
norm. Rather than being one of Félix Regnault’'s
private obsessions, the production of anatomi-
cal “truth’ about these bodies was central to
the biopolitical stratifications of modernity, and
led to a vast proliferation of minority and pe-
ripheral identities, while optimising the power
that controlled them.

It might not be an exaggeration to say that
racial profiling and the scientific objectivation
of new minorities and subaltern groups —all of
them suspected of pathology— were among the
first and most conspicuous uses of the mov-
ing image. Certainly, the emergence of cinema
is traversed by biopolitics, and it might be the
case that social stratifications are in turn cin-
ematically organised. The demarcation of ana-
tomical difference and the efforts to discipline
the physical behaviour of men have a parallel
in the capacity of time-sequence photography
to isolate detail and to record always subtler
movements and gestures. It is then possible
to imagine a thread that runs through the early
experiments of Eadweard Muybridge 4 (many
of which featured men and women performing
‘gender-specific’ movements), and binds them
together with Félix Regnault’'s chronophoto-
graphic studies, but also with the iconographic
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de génere)i els relliga amb les
pel-licules cronofotografiques
de Félix Regnault, pero també
amb els métodes iconografics
que van caracteritzar els hos-
pitals psiquiatrics del segle XIX:
nomeés cal pensar en la camera
de nou lents, construida per Al-
bert Londe I'any 1883, per mitja
de la qual es va inventar el llen-
guatge gestual de la histeéria,
a la clinica de La Salpétriere
de Paris. Es tracta en tots els
casos de tecnologies concebu-
des per analitzar el moviment i
evidenciar determinades pos-
tures, actituds i formes de con-
ducta especifics, la preséncia
dels quals acaba servint com
un indicador empiric a I’hora
d’estigmatitzar els cossos,
assignant-los una determina-
da identitat i classe social. §

En correspondéncia amb la
seva visié taxonomica de |'es-
peécie humana, Félix Regnault
va ser també un dels primers
intel-lectuals a proclamar, ja
I'any 1900, que tots els mu-
seus haurien de col-leccionar
pel-licules i substituir els objec-
tes materials per documents
visuals sobre la conducta hu-
mana. El tipus de museu imagi-
nat per Regnault es pot definir
amb exactitud com un arxiu del
gest, que inclouria pel-licules i
gravacions sonores, per tal de
posar a disposicio de la ciéncia
europea ‘la vida de tots els po-
bles’. Curiosament, la primera
proposta per a la creacié d'una
biblioteca cinematografica a
Franca es va fer a continua-
cio, I'any 1911, amb el nom de
Museu de la Parla i del Gest.
Aquesta vegada va ser un re-
gidor de Paris, Emile Massard,
qui va proposar |I'establiment
d’un arxiu per a la preservacio
d’aquelles actituds i formes
tradicionals de conducta que
corrien el risc de desapareéixer
en la transicioé de les economies
rurals cap a formes de produc-
ci6 industrials.

Pero caldria reconéixer aques-
ta nocioé d’'un ‘museu del gest’
com a part d’un projecte més
ampli, encapcalat per la cién-
ciailes arts des del segle XIX:
és a dir, la temptativa de cons-

truir un inventari universal de
tipus socials, amb l'objectiu
de classificar totes les formes
d’expressio corporal. Les noves
técniques per al mesurament
del cos van permetre que els
doctors, educadors, urbanistes,
forces policials i administradors
colonials establissin criteris
per discriminar les actituds
naturals de les antinaturals,
les conductes acceptables de
les inacceptables, i els cossos
normals dels desviats. Si tenim
en compte la historia biopolitica
que hi ha al darrere de la idea
de ‘col-leccionar gestos’, pot-
ser no sorprén que |l'auténtic
Museu de la Parla i del Gest
acabés prenent la forma d’un
arxiu etnografic dedicat a I'es-
tudi del folklore a les colonies
franceses. A mig cami entre la
ciéncia i la propaganda, aquesta
col-leccié va formar part de I'Ex-
posicio Colonial de I'any 1931.

Aquests exemples fan pensar
que la sistematitzacio dels
sighes corporals va tenir un
rol crucial en la configuracio
de les técniques de poder ca-
racteristiques de la modernitat.
De fet, les primeres tecnologi-
es cinematografiques estan
intimament relacionades amb
I’'administracio de la patologia i
amb el control de la prostitucio
i la criminalitat, fins al punt que
es podria afirmar que la imat-
ge en moviment té els seus
origens en aquests processos
de ‘neteja social’, els quals
van experimentar una rapida
intensificacié des de mitjans del
segle XIX. Es per tant raonable
que ens preguntem si hi ha res
de valid i digne de recuperar en
la idea modernista d’un arxiu
dels gestos.

Afortunadament, la natu-
ralesa elusiva dels gestos
frustra qualsevol intent de
crear una tipologia que els
abasti. Aquesta és la parado-
xa a la que s’enfronta el col-
leccionista de gestos: no és
possible retenir, aillar i classifi-
car els moviments del cos sen-
se que el seu significat se’'ns
escapi. Malgrat I'impacte que
ha tingut el cinema en la cons-
cieéncia del segle XX, I"'ambit

20

del gest encara es percep com
una questié menor. Podriem dir
que el llenguatge de la gestu-
alitat es resisteix a ser inclos
en les grans narratives histo-
riografiques. Es per aixo que
la idea mateixa d’un museu
del gest sembla condemnada
al fracas. | tanmateix, aques-
ta idea ens planteja el repte
d’imaginar quina forma podria
prendre una historia ‘menor’.

En contra de les pretensions
positivistes i I'afany totalitza-
dor que havien caracteritzat
I’'establiment del Museu de la
Parla i del Gest, aquest projecte
expositiu es va iniciar com una
investigacio entorn dels usos
‘menors’ de la gestualitat. En
aquest cas, allo ‘menor’ no
equival a una inferioritat quan-
titativa ni tampoc qualitativa;
siné que designa un espai hete-
rogeni que opera a l'interior i en
friccié amb la cultura majorita-
ria. Lany 1975, Gilles Deleuze i
Félix Guattari encoratjaven els
seus lectors a enfrontar-se als
llenguatges de la dominaci6 a
través d’una estratégia audac:
esdevenir ‘menor’, ‘tornant-
nos immigrants en relacio a la
llengua que ens és pri)pia'.G
De forma decisiva, desafia-
ven la logica de les politiques
d’identitat en rebutjar qualse-
vol definicié essencialista d’allo
minoritari, per tal de proposar,
en canvi, que els llenguatges
‘menors’ son aquells que les
minories construeixen dins
una llengua majoritaria, i que
tenen el potencial de generar
transformacions a l'interior de
la comunitat dominant.

Com va suggerir Dick Heb-
dige en el llibre Subcultura:
El significat de I'estil, aques-
tes transformacions ‘actuen
contra natura, interrompent
el procés de normalitzacio’./
En definitiva, el significat dels
gestos sempre esta en con-
flicte. Si volem assignar-los un
significat, no n’hi ha prou amb
enregistrar el moviment del
cos. Es indispensable recrear la
dialéctica entre accio i reaccio,
resisténcia i assimilacio, que
déna forma als nostres cos-
sos i els fa intel-ligibles per als
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methods found in nineteenth-century mental
hospitals: one need only think of the nine-lens
camera assembled by Albert Londe in 1883,
which was used to invent the gestural language
of hysteria at the Salpétriére Clinic in Paris. All
these technologies served to dissect movement
and provided evidence of specific attitudes, pos-
tures and modes of conduct, which came to be
treated as empirical indicators to stigmatise bod-
ies, ascribing to them a particular identity and
social class. B

In line with his vision of establishing a taxonomy
of the human species, Félix Regnault counts
among the first intellectuals who proclaimed,
as early as 1900, that all museums should
collect films and replace objects with visual
documents of human behaviour. The type of
institution imagined by Regnault can accurately
be described as an archive of gestures, which
would gather research films and sound record-
ings in order to make the ‘life of all peoples’
immediately available to the European scien-
tist. Interestingly enough, the first proposal
to create a film library in France was made
a few years later, in 1911, under the name of
Museum of Speech and Gesture. This time it
was a city councilman in Paris, Emile Massard,
who proposed the establishment of an archive
to preserve the idiosyncratic gaits, attitudes
and traditional forms of behaviour that were in
danger of being lost in the transition from rural
to industrial forms of production.

But this notion of a ‘museum of gesture’ should
be seen as part of a larger project undertaken by
the arts and sciences in the nineteenth century:
the tentative construction of a universal inven-
tory of social types, which sought to classify all
forms of physical expression. New techniques
for measuring the body enabled doctors, educa-
tors, police forces, urban planners and colonial
administrators to draw a line of demarcation
between natural and unnatural attitudes, be-
tween permissible and impermissible modes of
conduct, and between normal and deviant bod-
ies. If one thinks of the biopolitical history behind
the idea of ‘collecting gestures’, it might not be a
surprise that the actual Museum of Speech and
Gesture evolved into an ethnographic archive
for the study of folklore in the French colonies.
Halfway between science and nationalist pro-
paganda, its collections featured at the Colonial

What these examples suggest is that the sys-
tematisation of the body’s signs is central to the
new forms of power developed in modernity.
Furthermore, early cinematic technologies were
involved in an intimate and reciprocal relationship
with the administration of pathology, prostitu-
tion and criminality, to such an extent that one
could almost assert that the emergence of the
moving image has its roots in these processes

of ‘social cleansing’, which experienced a spec-
tacular intensification from the mid-nineteenth
century. It is reasonable to wonder, therefore, if
there is anything worth saving in the modernist
idea of an archive of gestures.

Fortunately, the elusive nature of gestures
thwarts any attempt to create a comprehen-
sive typology. This is the conundrum that haunts
the collector of gestures: it is impossible to ap-
prehend, isolate and classify bodily movement
without its meaning slipping away. Despite the
impact of cinema on twentieth-century con-
sciousness, the domain of gesture still counts
as a minor field. One might say that the ges-
turing body resists inclusion in grand historical
narratives, which is why the notion of a mu-
seum of gesture is doomed to failure, and yet
challenges us to consider what form a ‘minor”
history might take.

In opposition to the positivist claims and the
totalising ambitions of the original Museum
of Speech and Gesture, this exhibition project
began as an investigation into ‘minor’ uses of
gesture. Here, the ‘minor’ does not correspond
to the quantitatively or qualitatively inferior;
it rather designates a heterogeneous cultural
field that operates within and ag st the ma-
jor. In 1975, Gilles Deleuze and Félix Guattari
encouraged their readers to fight the language
of domination by ‘becoming minor’: that is, be-
coming ‘an immigrant in relation to one’s own
Ianguage’.6 Crucially, they also challenged the
inherent logic within identity pol s, refusing
to define the ‘minor’ in essentialist terms, and
proposing instead that ‘minor’ languages are
those that minorities construct within a major
language, producing transformations within the
dominant community.

As Dick Hebdige suggested in Subculture: The
Meaning of Style, these transformations ‘go
against nature, interrupting the process of nor-
malisation’.7 After all, the meaning of gestures
is always in dispute. In order to render them
meaningful, it is thus not enough to keep a visual
record of bodily movement. Equally important is
to recreate the dialectics of action and reaction,
assimilation and resistance, which inform our
bodies and make them legible to others. How can
we excavate the political histories that traverse
the expressive forms and rituals invented by po-
litical minorities and subordinate groups? What
forms of bodily movement would correspond to
a transformed rationality and to a collectivity
that is not yet given? The artists in this exhibi

tion invite us to engage with these questions by
drawing attention to the gestures, styles, body
techniques and performative strategies of emer-
gent political subjects and cultures of resistance,
while r ng the question of how to retain their
specificity within a ‘minor’ archive.




ARTEFACTES EN MOVIMENT SOBRE EL COMPORTAMENT HUMA

altres. Com podem desenter-
rar les histories politiques que
hi ha al darrere de les formes
d’expressio i dels rituals inven-
tats per les minories politiques
i els grups subalterns? Quines
maneres de moure el cos es

correspondrien amb una racio-
nalitat transformada i amb una
col-lectivitat que encara no té
forma? Els artistes d’aquesta
exposicidé ens conviden a fer
nostres aquestes preguntes,
a partir de I'estudi dels gestos,

estils i técniques corporals dels
subjectes politics emergents i
les cultures de resisténcia, al-
hora que plantegen la questio
de com retenir la seva espe-
cificitat en el marc d’un arxiu
‘menor’.

1.
Maxim Gorky: «The Lu-
miére Cinematographn».

The Film Factory. Londres:
Routledge, 1994, p. 26

2.

Félix Regnault:
«L’Evolution du Cinéman.
Revue Scientifique, 11 fe-
brer 1923, p. 81

3.

Les pel-licules etnografi-
ques i els escrits de Félix
Regnault son analitzats
ampliament a Fatimah To-
bing Rony: The Third Eye.
Race, Cinema and Ethno-
graphic Spectacle. Dur-
ham: Duke UP, 1996. En el
llibre, Rony proposa impli-
citament una genealogia
del cinema com a tecno-
logia d’inscripcié somati-
ca, que tindria origens en
practiques mediques i en
la voluntat de fixar de for-
ma permanent determi-
nats aspectes i sighes so-
cioculturals.

4.

Per a una analisi biopoli-
tica d’Eadweard Muybrid-
ge, vegeu Linda Williams:
«Film Body. An Implanta-

tion of Perversions», Ci-
ne-tracts 3, num. 4, 1981.
Williams va revisar aquest
tema en el capitol titulat
«Prehistory» del seu llibre
seminal Hard Core. Berke-
ley: California UP, 1989

5.

Com apunta Fatimah To-
bing Rony, el filosof mar-
xista Etienne Balibar va
desenvolupar la nocio dels
estigmes corporals per
analitzar la manera com
els discursos cientifics ar-
ticulen ‘fets visibles’, els
quals s’‘instrumentalitzen
per tal de marcar i racialit-
zar el cos. Vegeu Etienne
Balibar: «ls There a Neo-
Racism?». Race, Nation,
Class. Ambiguous Identi-
ties. Londres: Verso, 1991,
p- 19

6.

Gilles Deleuze & Félix
Guattari: Kafka. Toward a
Minor Literature. Minne-
apolis: Minnesota UP, 1986

7.

Dick Hebdige: Subcultu-
re. The Meaning of Style.
Londres: Routledge, 1979,
p- 18
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Maxim Gorky:
«The Lumieére Ci-
nematograph».
The Film Fac-
tory. London:
Routledge, 1994,
p- 26

2.

Felix Regnault:
«L'Evolution du
Cinéma». Revue
Scientifique, 11
February 1923,
p- 81

3.

Regnault’'s eth-
nographic films
and writings
are extensively
discussed in Fa-
timah Tobing
Rony: The Third
Eye. Race, Cine-
ma and Ethno-
graphic Spec-
tacle. Durham:
Duke UP, 1996.
In the book,
Rony implicitly
suggests a poli-
tical genealogy
of film as a te-
chnology of so-
matic ‘inscrip-

tion’, rooted in
the practices of
medical science
and in the desire
to fix in perma-
nent form selec-
ted aspects of
the field of so-
ciocultural me-
aning.

4.

For a biopoliti-
cal analysis of
Muybridge, see
Linda Williams:
«Film Body. An
Implantation of
Perversions», Ci-
ne-tracts 3, num.
4, 1981. Williams
revisited this to-
pic in the chap-
ter entitled «Pre-
history» of her
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keley: California
UP, 1989

5.

As noted by Fa-
timah Tobing
Rony, Marxist

philosopher
Etienne Balibar
used the notion
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of bodily stig-
mata to critique
the scientific fa-
brication of ‘visi-
ble facts’, which
are instrumental
to mark, patho-
logise and racia-
lise bodies. See
Etienne Balibar:
«ls There a ‘Neo-
Racism’?». Race,
Nation, Class.
Ambiguous
Identities. Lon-
don: Verso, 1991,
p- 19

6.
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& Félix Guattari:
Kafka. Toward a
Minor Literatu-
re. Minneapolis:
Minnesota UP,
1986

7.

Dick Hebdi-
ge: Subculture.
The Meaning of
Style. London:
Routledge, 1979,
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MATERIAL D’ARXIU

L'exposicié presenta una seleccié de materials d’arxiu que reflecteixen I'impacte de la imatge en moviment
sobre la representacio cientifica del gest, aixi com les seves arrels en les economies colonials del segle
XIX i el seu paper a I’hora d’entendre les estratificacions politiques de la modernitat. Aquests materials
inclouen documents reproduits de manuals de retorica, revistes de divulgacio cientifica i premsa, que
permeten resseguir els origens de la idea d’inventariar la totalitat dels gestos humans.

1644
JOHN BULWER
Chirologia; or the
natural language
of the hand...
Londres: Harper.
Cortesia de Gallaudet
University

1806

GILBERT AUSTIN
Chironomia; or a

treatise on

rhetorical delivery...
Londres: Cadell &
Davies.

Cortesia d’Oxford

University

1831
JONATHAN BARBER
A practical treatise
on gesture.
Cambridge: Hilliard &
Brown. Cortesia de
Cornell University

1875
ALBERT M. BACON
A manual of gesture.
Chicago: John C.
Buckbee.
Cortesia de University
of California

1885
PAUL RICHER
Etudes cliniques sur
la grande hystérie ou
hystéro-épilepsie.
Paris: Delahaye et
Lecrosnier.
Cortesia de Pittsburgh
Academy

1886
ETIENNE-JULES
MAREY
Station physiologique.

Meéthodes et appareils.

Paris: n.pub.
Cortesia de Collége de
France

1887
EADWEARD
MUYBRIDGE
Animal locomotion.
An electro-
photographic
investigation...
Filadelfia: Lippincott.
Cortesia de Cornell
University

1888
J.M. CHARCOT,

A. LONDE, P. RICHER
& G. TOURETTE
Nouvelle iconographie
de la Salpétriéere.
Paris: Lecrosnier
et Babé.
Cortesia de University
of Michigan

1888
ETIENNE-JULES
MAREY
«Modifications de la
photo-chronographie...»
CRHSAS, 15 d’octubre.
Cortesia de BnF

1888
FELIX REGNAULT
Des altérations
créniennes
dans le rachitisme.
Paris: Steinheil.
Cortesia de BnF

1889

PAULINE TARNOWSKY
Etude

anthropométrique sur

les prostituées et les
voleuses.
Paris: Lecrosnier et
Babé.
Cortesia de BnF

1890
ALBERT LONDE
«La chrono-
photographie»
La Nature, 8 de febrer.
Cortesia de CNUM

1893
FELIX REGNAULT
«Les Dahoméens»
La Nature, 13 de mareg.
Cortesia de CNUM

1893
FELIX REGNAULT
«Les mains
polydactyles»
La Nature, 3 de juny.
Cortesia de CNUM

1893
FELIX REGNAULT
«De la fonction
préhensile du pied»
La Nature,
9 de setembre.
Cortesia de CNUM

1893
ALBERT LONDE
«La photochro-
nographie dans les
sciences médicales, le
nouveau laboratoire de
la Salpétriere»
La Nature, 11 de
novembre.
Cortesia de CNUM

1894
ETIENNE-JULES
MAREY
Le mouvement.
Paris: Masson.
Cortesia de BnF

1895
FELIX REGNAULT
«Exposition
ethnographique de
I’Afrique occidentale...»
La Nature, 17 d’agost.
Cortesia de CNUM

1895
LAJARD &
FELIX REGNAULT
«Poterie crue
et origine du tour»
BSAP, 19 de desembre.
Cortesia de Persée

1896
CHARLES COMTE
& FELIX REGNAULT
«Etude comparative
entre la méthode
de marche...»
Archives de
physiologie normale et
pathologique.
Cortesia de Persée

1896
FELIX REGNAULT
«Des attitudes du
repos dans les races
humaines»
Revue encyclopédique,
7 de gener.
Cortesia de BnF

1897
FELIX REGNAULT
Hypnotisme, religion.
Paris: Schleicher
Freres.
Cortesia de Francis
Countway Library

1898
FELIX REGNAULT
& CDT. DE RAOUL
Comment on marche.
Des divers modes de
progression...
Paris: Charles-
Lavauzelle.
Cortesia de Persée

1898
FELIX REGNAULT
«Exhibitions foraines»
La Nature, 9 d’abril
1898.
Cortesia de CNUM

1898
FELIX REGNAULT:
«Le langage par
gestes»
La Nature,
15 d’octubre 1898.
Cortesia de CNUM

1899
MAURICE YVERNES
«La criminalistique»

Revue encyclopédique,
30 de setembre.
Cortesia de BnF

1900

LEON AZOULAY
«L’ére nouvelle des
sons et des bruits.
Musées et archives
phonographiques»

BSAP, 3 de maig.
Cortesia de Persée

ARCHIVAL MATERIAL

The exhibition presents a display of archival materials reflecting on the impact of the moving image on the
scientific representation of gesture, and traces its roots in the colonial economies of the nineteenth century
and its role in understanding the biopolitical stratifications of modernity. These materials include documents
reproduced from manuals of rhetorical delivery, popular science journals and historical newspapers, which
trace the origins of the idea of establishing a comprehensive inventory of gestures.

1900
FELIX REGNAULT
«La physionomie dans
I'art sauvage»
La Nature, 23 de maig.
Cortesia de CNUM

1904
GEORGES DEMENY
Meécanisme et
Eéducation des
mouvements.
Paris: Alcan.
Cortesia de University
of Michigan

1910
ANONIM
«Un musée de la parole
a Paris»
La Nature, 24 de
desembre.
Cortesia de CNUM

1910
FELIX REGNAULT
L'évolution de la
prostitution.
Paris: Flammarion.
Cortesia de BnF

1911
ANONIM
«Nos archives
s’enrichiront-elles
d’un Musée de la
Parole?»

La Presse, 3 d’abril.
Cortesia de BnF

1911
EMILE MASSARD
«Renvoi d'une
proposition de M. Emile
Massard ayant pour
objet la création d’'un
Musée de la Parole et
du Geste...»
BMOVP, 15 d’abril.
Cortesia de BnF

1912
FELIX REGNAULT
«Un musée des films»
BMSAP, 7 de marg.
Cortesia de Persée

1912
FELIX REGNAULT
«Les infirmités et les
anomalies des animaux
sauvages devant les
théories darwiniennes»
BMSAP, 18 d’abril.
Cortesia de Persée

1913
L.D
«Le cinématographe
et son role éducateur»
La Presse, 12 de juny.
Cortesia de BnF

1913
ANONIM
«Le Musée de la
Parole et du Geste»
La Presse, 16 de juny.
Cortesia de BnF

1913
FELIX REGNAULT
«Les monstres dans
I’ethnographie
et dans lI'art»
BMSAP, 3 de juliol.
Cortesia de Persée

1918
ANONIM
«La création d'un
Musée de la Parole et
du Geste»
La presse, 29 de marg.
Cortesia de BnF

1919
FELIX REGNAULT
«ll convient de
différencier I'ethnie
linguistique de la race
anatomique»
BMSAP, 19 de juny.
Cortesia de Persée

1921
VICTOR PERROT
«L'histoire par le film»
Ciné pour tous,

11 de febrer.
Cortesia de
Cinématheque
Francaise

25

1922
FELIX REGNAULT
«L’évolution du
cinéman.
Revue scientifique,
11 de febrer.
Cortesia de BnF

1922
FELIX REGNAULT
«L'histoire du
cinéma. Son réle en
anthropologie»
BMSAP, 6 de juny.
Cortesia de Persée

1923
FELIX REGNAULT
«Films et musées
d’ethnographie»
CRAFAS.
Cortesia de BnF

1926
EMILE MASSARD
«Rappel de proposition
ayant pour objet la
création d’'un Musée
de la Parole et du
Geste...»
CMP, 18 de febrer.
Cortesia de BnF

1926
FELIX REGNAULT
«Des anomalies
osseuses chez les
arriérés criminels et
les brigands»
BMSAP, 4 de
novembre.
Cortesia de Persée

1931
FELIX REGNAULT
«Le réle du cinéma en
ethnographie»
La Nature, 1 d’octubre.
Cortesia de CNUM

1949
JACQUES KOHLMANN
«Musée de la Parole»
La Nature, juny.
Cortesia de CNUM

ABBREVIATIONS

BMOVP
Bulletin Municipal
Officiel de la Ville

de Paris

BMSAP
Bulletin et Mémoires
de la Sociéte
d’anthropologie
de Paris

BNF
Bibliotheque nationale
de France

BSAP
Bulletins de la Sociéte
d’anthropologie
de Paris

CMP
Conseil Municipal
de Paris

CNUM
Conservatoire
numeérique des arts
et métiers

CRAFAS
Comptes rendus
de I’Association

Francaise pour
I’Avancement
des Sciences

CRHSAS
Comptes rendus
hebdomadaires
des séances
de I’Académie
des sciences

ABREVIATURES



FELIX REGNAULT: Trois negres s’accroupissant: un Ouolof, un Peuhl et un Diola (Tres negres s’ajupen: PEL-LICULES D’ARXIU ARCHIVAL FILMS
un uolof, un pedl i un diola), 1895. Imatge cronofotografica reproduida de I’article de Regnault: «Le réle
du cinéma en ethnographie». La Nature, 1 d’octubre de 1931, p. 305. Cortesia de Cnum - Conserva-

toire numérique des arts et métiers.

La serie de cronofotografies coneguda com a HN
(Homme négre) aplega els estudis de moviment
filmats per Félix Regnault i el seu col-laborador
Charles Comte a I'Exposicié Etnografica de I'Africa
Occidental, I'any 1895. Aquests enregistraments
es poden considerar el primer metratge etnografic
i consisteixen en un conjunt d’estudis comparatius
sobre els moviments quotidians d’homes, dones
i nens de I’Africa occidental i Madagascar.

Les cronofotografies originals van ser
recuperades a finals de la déecada de 1980 i
van ser transferides a pel-licula de 35mm per la
Cinémathéeque Francaise.

The chronophotographic series known as HN
(Homme négre) comprises the motion studies
filmed by Félix Regnault and his collaborator
Charles Comte at the Exposition Ethnographique
de I’Afrique Occidentale, in 1895. These recordings
could be described as the first ethnographic
footage, and consist of a series of comparative
based on the ordinary movements of West African
and Malagasy men, women, and children.

The original chronophotographic series were
recovered in the late nineteen eighties, and were
transferred to 35mm film by the Cinémathéque
Francaise.

FELIX REGNAULT & CHARLES COMTE

Homme noir. Marche
[38 fotogrames], 1895

Homme noir. Marche
[33 fotogrames], 1895

Deux hommes noirs. Marche
[19 fotogrames], 1895

Démarche de musulmans
de Saint-Louis
[32 fotogrames], 1895

Démarche de musulmans
de Saint-Louis
[33 fotogrames], 1895

Femme Ouolof (Sénégal)
portant un enfant sur le dos
[47 fotogrames], 1895

Femme Ouolof (Sénégal)
portant un enfant sur le dos
[37 fotogrames], 1895

Homme noir. Marche
[47 fotogrames], 1895

Homme noir. Course peu rapide
[30 fotogrames], 1895

Homme noir. Course
[31 fotogrames], 1895

Enfant noir. Course rapide
[35 fotogrames], 1895

Cortesia de la col-leccié
de la Cinématheque Francaise.

Trois negres s‘acroupissant.
Un Ouolof, un Peul et un Diola
[36 fotogrames], 1895

Félix Regnault assis sur un
palanquin porté par des
malgaches au pas
[24 fotogrames], 1895

Félix Regnault assis sur un
palanquin porté par des
Malgaches au pas
[27 fotogrames], 1895

Félix Regnault assis
sur un palanquin
[24 fotogrames], 1895

Noir de la Gambie. Grimpeur
[27 fotogrames], 1895

Course de trois enfants
[29 fotogrames], 1895

Femme Ouolof (Sénégal)
en marche avec
faible poids sur sa téte
[28 fotogrames], 1895

Femme Ouolof (Sénégal)
en marche avec
faible poids sur sa téte
[24 fotogrames], 1895

Femme Ouolof pilant du miller
[35 fotogrames], 1895

Courtesy of the collection
of the Cinématheque Francaise.



ALBERT M. BACON: A manual of gesture (Un manual del gest). Chicago: John C. Buckbee & Com-
pany, 1875, p. 40. Cortesia de University of California.

CHAPTER III.

NOTATION OF GESTURE.

The lines of gesture take three general directions—
descending, horizontal, and ascending. Each of these
has four subdivisions—front, oblique, lateral, and oblique
backwards. The descending gestures carry the hand
forty-five degrees below the horizontal line; the ascend-
ing, forty-five above. The points designated by the
four subdivisions are
also forty-five degrees
apart. This entire sys-
tem is represented in
fig. 5. The vertical lines
nearest the speaker
(1,1) are lines in front;
the next lines— forty-
five degrees to the
right and left of these
(2, 2) are the oblique ;
forty-five degrees far-
ther are the lateral
(3,3); and back of these
the same distance, the
dotted lines (4, 4) are

ll-lustracié reproduida de I’article de MAURICE YVERNES: «La criminalistique». Revue encyclopédique,
30 de setembre de 1899, p. 900. Cortesia de Bibliothéque nationale de France.

. — Sigoes du service Fig. 14. — Signe de malfaiteur avee
de police. invitation & l'assassinat d’'un’gen-
dorme.

Fiz 1 Pabeinsin arvachan] ba ite. dam poubet qu'il serre Fig- 2. = Tourssr bengatsds, (Brajavs
aven %4 dalgis de piad do M, Millise. )

ll-lustracié reproduida de I’article de FELIX REGNAULT: «De la fonction préhensile du pied» (De la funcié
prensil del peu). La Nature, 9 de setembre de 1893, p. 229. Cortesia de Cnum - Conservatoire numéeri-
que des arts et métiers.



ALBERT LONDE: Attaque d’hystérie chez ’'homme (Atac d’histéria en I’'home),
fica. Original perdut. Anteriorment col-leccié Texbraun.

1885. Lamina fotogra-

| 3 'Pln_'f;'mt

JOHN BULWER: «Dactylogia, or the dialects of the fingers» (Dactilogia, o els dialectes dels dits).
Il-lustracié procedent del llibre Chirologia; or the natural language of the hand. Londres: Thomas Harp-
er, 1644, p. 65. Cortesia de Gallaudet University.
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ACTIVITATS EVENTS

4R ST
& 5o ) e Dijous 28 de novembre, 18.30h
k Lloc: La Capella

Thursday 28 November, 6:30 pm
Location: La Capella

VISITA COMENTADA GUIDED TOUR

Visita comentada a I’'exposicié ‘Un museu del
gest’ amb el comissari Sabel Gavaldon, en dialeg
amb els artistes Jaume ‘Mal’ Ferrete Vazquez &

Guided tour of the exhibition ‘A Museum of Ges-
ture’ with curator Sabel Gavaldon, in conversation
with the artists Jaume ‘Mal’ Ferrete Vazquez &

Ao R. Marcos Mota. R. Marcos Mota.
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Thursday 5 December, 7:00 - 10:00 pm

3 e iyl ':_ R Ty B, W i ] Dijous 5 de desembre, 19:00 - 22:00h

Lloc: Capella MACBA

TALLER DE VOGUE-ANALISI DIRIGIT
PER MICHAEL ROBERSON
‘EL BALLROOM TE ALGUNA COSA A DIR
SOBRE LESSER HUMA | LA LLUITA
PER LA LLIBERTAT"

Michael Roberson és una icona del ballroom, teoleg
queer i activista per la salut publica a la ciutat de
Nova York. Aquest taller partira dels discursos i les
practiques radicals dels feminismes afroamericans
i de la teologia de I'alliberament negre, per analitzar
col-lectivament les técniques corporals i les estra-
tégies performatives que permeten a la cultura
House/Ballroom, originada al Harlem de Nova York,
enfrontar-se a la crisi de la sida i desmantellar les
configuracions opressives que sorgeixen en la in-
terseccio entre el racisme, el sexisme, la pobresa
i altres formes de discriminacio.

Dissabte 7 de desembre, 19:00h
Lloc: Capella MACBA

ACTES D’ENUNCIACIO DEL MUSEU ORAL
DE LA REVOLUCIO

Michael Roberson, participant a I'exposicié ‘Un mu-
seu del gest’, intervé en el programa public ‘Museu
oral de la revolucié’, organitzat pel PEl. Aquesta
sessio a la Capella MACBA recollira les interven-
cions performatives d’'una multiplicitat d’agents a
partir de la pregunta de com fer audibles i presents
al museu i a la ciutat els llenguatges de transfor-
macio social inventats per les minories racials, de
génere, sexuals, corporals i de diversitat funcional
i cognitiva.

La participacio de Michael Roberson és resultat
de la col-laboracié entre el projecte expositiu
‘Un museu del gest’ i el programa public ‘Museu
oral de la revolucié’, organitzat pels alumnes del
Programa d’Estudis Independents del MACBA i
Beatriz Preciado.

Location: Capella MACBA

VOGUE'ANALYSIS WORKSHOP
LEAD BY MICHAEL ROBERSON
‘BALLROOM HAS SOMETHING TO SAY
ABOUT BEING HUMAN AND THE STRUGGLE
FOR FREEDOM"

Michael Roberson is a Ballroom icon, queer theolo-
gian and public health activist from New York City.
This workshop will draw on the theories and radical
practices of African-American feminists and Wo-
manist theologians, in order to collectively analyse
the body techniques and performative strategies
that allow the House/Ballroom culture, originated
in Harlem, New York, to confront the AIDS crisis
and to dismantle the configurations of oppression
formed when racism, sexism, poverty and other
forms of discrimination intersect.

Saturday 7 December, 7:00 pm
Location: Capella MACBA

ACTS OF ENUNCIATION OF THE ORAL MUSEUM
OF THE REVOLUTION

Michael Roberson, participant in the exhibition ‘A
Museum of Gesture’, takes part in the public pro-
gramme ‘Oral Museum of the Revolution’, orga-
nised by PEI. This session at Capella MACBA will
bring together the performative contributions of a
multiplicity of agents focusing on the question of
how to make audible and present in the museum
and the city the languages of social transformation
invented by racial, gender, sexual, bodily, functional
and cognitive diverse minorities.

The participation of Michael Roberson is the result
of the collaboration between the curatorial pro-
ject ‘A Museum of Gesture’ and the programme
‘Oral Museum of the Revolution’, organised by the
students from M ACBA's Independent Study Pro-
gramme and Beatriz Preciado.
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Produit en ocasioé
de I'exposicio:
UN MUUSEU DEL GEST

La Capella, Barcelona
27/11/2013—19/01/2014

Aquesta exposiciéo s’emmarca
en el programa de BCN
Produccio ‘13

AGRAIMENTS

L'ICUB vol agrair la seva
col-laboraci6 als artistesi als
prestataris de les obres:

Ellen de Bruijne Projects,
Cabinet Gallery, Galeri NON,
Galeria Joan Prats, Waterside
Contemporary

TAMBE VOLEM AGRAIR

EL SEU AJUT ATOTES LES
PERSONES | ENTITATS QUE
HAN FET POSSIBLE AQUESTA
EXPOSICIO:

Aimar Arriola, Charles

Aubin, Bibliothéque

nationale de France, Ciné-
mathéque Francaise, Chum

- Conservatoire numérique
des arts et métiers, Collec-
tion BIU Santé, Kate Cooper,
Pascal Cordereix, Florence
Desnoyers, Eva Fabregas,
Katie Guggenheim, Lily Hall,
Fatima Hellberg, Alexandra
Laudo, Laurent Mannoni,
Raphaél Maurel-Segala, Daniel
Medina Orland, Lorena Muiioz-
Alonso, Muzeul National de
Arta Contemporana, Persée,
Beatriz Preciado, Michael
Roberson, Myriam Rubio,
Patricia Salvado

INSTITUT

DE CULTURA

DE LAJUNTAMENT
DE BARCELONA
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DE CULTURA, CONEIXEMENT,
CREATIVITAT | INNOVACIO
Jaume Ciurana

GERENT DE LAREA

DE CULTURA, CONEIXEMENT,
CREATIVITAT | INNOVACIO
Marta Clari

DIRECTOR DE PROMOCIO
DELS SECTORS CULTURALS
DIRECTOR DE LA VIRREINA
CENTRE DE LA IMATGE
Llucia Homs
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