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Even if the empire on which the sun never sets has long vanished along with the legendary Armada, Spain is still economically strong and looking confidently into the future thanks to European support and the involvement of Spanish enterprises in Latin America. Over the past ten years in the Madrid agglomeration only the income as well as the population has increased threefold, and Barcelona has sustained its status of the principal magnet for tourists and city of culture. Widely developed motorway network stretches from Galicia to Almeria, it is about a two hour drive from Seville to Madrid (provided that you drive within speed limits). At the same time in every province, almost every bigger city has direct, cheap flight connections with London, Brussels, Berlin or Stockholm. It does not only delight sun-thirsty Northerners; the Spanish finally enjoy Europe’s open gates. This apparent tautology is very much appropriate: although Spain, just as Portugal, has been the Member of the EU since 1986, what we call Europe still refers to the countries on the other side of the Pyrenees. Regardless of that the new government carries on with the policy of European integration, which makes one smile on recollection on the Azores meeting during which the Prime Minister Aznar, following the example of the American President Bush, laid his feet on the negotiation table. The, very much disapproved by the big part of the society, Iraq intervention was also called off. The pain evoked by the bomb attack at Atocha railway station cannot be erased indeed, yet the society collectively has healed it. The longstanding problem of Basks with which the socialist government has come to grips after the three year long ceasefire, has become even more ardent after the attacks at the Barajas airport. 
This introduction (which may be read as a continuation of the illuminating text by Publio López Mondéjar published in Diez Miradas/Ten Views Catalogue) places emphasis on an extent to which the political situation in Spain is divided. Social and economic demarcation line within the population runs along this ditch, so that there exist two Spains in the self image of the country. Accordingly, life in contemporary Spain oscillates between tradition and renovation: on the one hand firm Catholic structures predominate, and on the other liberated youth sets ready to take the lead; here universities run by Opus Dei, and there legalization of homosexual marriage. Within few years, the country has evolved from a nation of emigrants into one of Europe’s major ports of immigration, due to its geographical vicinity to Africa, its common language with Latin American countries and its dynamic economic growth that has fostered the need for skilled craftsmen from Eastern Europe. Coastline urbanization, Disneyficated tourist villages and golf courses shape Spain’s new landscape, just as suburban belts of semi-detached houses, gigantic shopping malls and business parks that enclose city centres do. 

Naturally, these phenomena call for new forms of artistic expression that engage with the contemporary reality of the country. The exhibition All Inclusive presents ten Spanish photographers who exemplify a new generation of artists. Each author has a distinctive and unique aesthetic approach, yet their images complement one another; together they form an in-depth, contemporary view of this country and the radical changes it has undergone in recent years. 

Artists presented here belong (with the exception of the photographer Juan de la Cruz Megías) to one age group. They remember the time of transformation after Franco’s death 1974 vaguely from their early youth, or from history handbooks only. Their photographic knowledge has been gathered and developed in photography schools, art academies, workshops and during their own practise. Their social and artistic understanding is based on their unusual observatory skills. They and their works may be encountered not only during art fairs, galleries, but also at Festivals of photography and portfolio reviews. They work comfortably with analog as well as digital technologies, they also use video cameras whenever necessary and of use for a project. Depending on the result they want to achieve they magnify their pictures into large format pieces, they project them, or stick to walls, hang them on Internet sites or publish as Photo books (just to give some examples of presentation forms). 

The goal-orientated joyfulness of experimenting characterises those ten artists almost as much as their interest in contemporary themes from their direct environment. It would be wrong to classify them as documentary photographers especially because it implicates such wide understanding of the concept.
 They are however aware of possibilities and limitations of documentary photography, they are neither afraid of its social implications, nor of the implicit demand of its truthfulness. At the same time they are neither humanistic world reformers, nor sensation mongerers. Their glance is direct and tightly connected with their personal feelings and experiences. In other words; they are capable of putting not only their own sensitivity at disposal but also placing it in the wider context of the world they live in. This is exactly what distinguishes the present choice of artists from any other possible, as there are plenty of good photographers in Spain. 

_________________________________________________________________

The series Chance of Love by Marta Soul (Madrid, 1973) was created as if by accident. Around three years ago in the photographer’s circle of friends appeared mixed marriages of Spanish men and immigrant women (mainly from East Europe). This was no result of a collective bachelors’ journey or dating agency’s effort; it was more a result of an increased number of immigrants from that region, and enhanced willingness on the part of Spanish population to take part in such cultural experiences.
 

Soul decided to depict those ‘new Spanish’ women, as well as their courage to change their lives, and difficulties they face when entering different cultural circle. Firstly, she portrayed immigrants as house wives in a scene native of Spanish advertisement photography from the fifties and sixties. The Video Príncipes in which husbands had their say was arranged similarly. The abyss between the visual message of the pictures and actual expectations of contemporary men proved to be not as gaping as one would like it to be. 
The artist has however quickly noticed that by applying such means she actually uncovered only part of those women’s story. In order to infiltrate deeper the world of “contemporary heroines” she accompanied them on a visit to their motherlands. Interviews conducted with immigrants’ mothers composed Reinas, counterpart of the video about Spanish princes. In this piece Soul conducted an in-depth and differentiated analysis of clichés and images of reality. And I - Spaniard by choice – became more aware that the problem of integration may be only solved by looking for constructive solutions of cultural misunderstandings as Soul has truly shown. 
_________________________________________________________________
Juan de la Cruz Megías (Cabezo de Torres, Murcia, 1959) also refers to a spectrum of stereotypes and conventions related to love, happiness, family life and social expectations. Since the late seventies, over spring and summer months, he has hunted for photographs when performing the task of a wedding photographer. When was it exactly, that he discovered an artistic potential in his work he does not know himself. Yet, by publishing a photo book Weddings in 1999 he has presented an epochal work. Those pictures wrest his deepest private world into the daylight and transform it into a res publica which we all can be part of. This border crossing is nothing new, yet it refers to the ennoblement of memories conveyed by photos, especially by historical photos; be it 19th Century family albums, Martin Chambi’s studio photographs, Chronicles just like that by Enrique Metinides, or photos taken in Pol Pot’s secret torture camps S-21. 
The density of documentation is impressive; the photographer does not hesitate to magnify pictorially the pomp of the “just married” couple. One should feel reminded of the Spanish court painter Goya who always portrayed his employer and royal family in similarly grotesque manner. Juan de la Cruz Megías doesn’t, however, show his stories in the context of court banquettes or princely country houses, but in locations close to Murcia whose names often have more letters than there are houses in the village. Rituals take place in a house of a bride and groom, in a church and in a village inn. A groom presents himself as pious and cheerful, cleaned and, in fact, homely. She, on the other hand, smiles continually despite, or perhaps because, she knows that after the feast, having acted as a “one day Queen”, they will enter everyday routine. She knows that she exchanges family hierarchy from one to the other; she knows also that the beautiful dream of shared happiness will prove to be in reality a difficult path of disappointments, marriage conflicts, and reconciliation. 
Photographs of Juan de la Cruz Megías portray the everyday and unadorned aspect of this “most beautiful day in a lifetime”, it revolves around the topic, treats its every conceivable aspect, knows all the facets of choreography, and allows all possible surprises. 
All of this can be seen on photographs taken over the past three decades, which became metaphors of transformation undergone by the country in that time. 
_________________________________________________________________
Deeply-rooted traditions and their often mysterious manifestations also play an important role in the work of Juan González (Madrid, 1973). 

Whilst the two series Salones und Valeriola 11 deal with profane rituals, they also show González’s initial, simultaneous interest in liturgical and institutional aspects of Catholicism. He detects the submissive function of church furnishings, such as pews (presently often replaced with plastic chairs), or confessionals.  The latter he shows in whole, as if they were chalices, and then in detail: gratings dividing clergymen from sinners carry traces of remorseful breaths of thousands penitents. Trace, wound, imprint – these are words taken from the standard rhetoric of history of photography, to which González consciously refers. This is also valid as far as his series of Christ’s statues from 2002 is concerned. Bloody Jesus has materialised in red paint, he is tangible and brings the suffering of Christ on the cross right in front of our eyes. This pain was carried by thousands of brothers in faith for years when statues were dragged across cities. Wear-marks visible on statues are also marks of longing and will to experience the real existence of the Redeemer. The image of Lord supersedes His place, it becomes a vera icon of the Saviour. 
Juan González refers to tradition, as he produces a picture out of the picture. This act is, on the one hand, deeply rooted in the Catholic culture, on the other, however, it is a manifestation of a distanced approach. It is, in fact, a perfidious game performed on the meta-level which makes references to theoretical photographic background as well as to ritual practices of the church. 
_________________________________________________________________
Iñaki Domingo (Madrid, 1978) belongs to a new generation of photographers who naturally combine commissioned work with artistic activity. For them amateur photography is not a complementation of their professional work; it is more of a personal work, whereby combinations of both are possible. The Spanish artistic group NoPhoto, of which Iñaki as well as Marta Soul, is also a member is a classic example for this new work approach. Just as it was the case with comparable collective (like POC-Project
) NoPhoto is not about forcing its members to fulfil some theoretical demands. It is much more about the creation of a joint platform for marketing in both areas. Accordingly its members work in their own manner, yet unmistakeably they act in concert. 
In case of Iñaki Domingo the manner is violent: no doubts, only initiation, constant drilling, pursuit and demanding. The object of his examination in series La Patética is artificialisation of the concept of beauty in our, dominated by the visual information, consumer society. We no longer regard grace of Venus from Milo to be the ideal of beauty; now it is the opulence of mediagenic bosom of Pamela Anderson. 
The makeover of the concept of beauty had been a “natural” phenomenon before it started to be influenced by a consumer spiral. This constellation was initiated by a great number of definitions of beauty which emerged in the course of modernity: whilst the futurists proclaimed beauty of machines, for Beuys it meant change, revolution. Warhol contrasted this revolutionary ideal with that of consumption: making money is the best art, and there is nothing more beautiful than Mickey Mouse. 
The aesthetics of a burning laser beam contrasts Iñaki Domingo with the concept of beauty, which is not a new one indeed, yet more radical. He looks for motives to his photographs amongst waste of throwaway society (of course there were others before him who had done the same) and accidentally uncovers photo-worthy objects. He focuses on the threadbare, stained, disgusting and consumed; yet he does not inflate his objects. 
_________________________________________________________________
David Jiménez (Alcalá de Guadaira, Sevilla, 1970) also deprives us the pleasure of ready-to-use beauty and instant meaning. He became famous after his series on Semana Santa in Sevilla. The Passion week is celebrated especially feastly in Andalusia. The traditional, great Spanish photography, especially Cristina Garcías series España occulta portrays religious customs and traditional village life in the Spanish country-side of the seventies. 

In These and Other Places David Jiménez presents himself as the master of colour. He is not the first one to find the direct way from Polaroid camera to polychrome one – let us just recall Walker Evans. Jiménez, however, avoids the aesthetics of quick shots. Although reproduced objects are banal and ordinary, they act as finds of his memories full of imperishable magic. 
In other photographs of the series he perpetualizes ephemeral natural phenomena such as rainbow, night sky, or a lonely cloud. The longing for the distant, unattainable, and unconceivable shows this aspect of Jiménez work which Alejandro Castellote called „a subtle practice of constant introspection “, a practice which is „fluid and un-dramatic“.
 This trial to represent the dignified reminds somehow a romantic spirit, yet without yearning of the paradise, beauty, or fabulous. Those photographs indicate to a greater extent artist’s inner world, his addiction to the dream-like, not only to its glorification. He opens us up to a lyrical universe of images from places which only he knows. Yet, we still have the possibility to project our own images onto Jiménez’s visions, and to make them our own in the end. 
_________________________________________________________________
In his series, Ephemerals, José Guerrero (Granada, 1979) takes us to the boundaries of the city and those of traditional documentary photography. In Seurat’s Bathers in Asnières (1883/84) and in the German cinema of the interwar period, such as Menschen am Sonntag (People on Sunday, Robert Siodmak and Edgar G. Ulmer, 1929), the outskirts of the city were a place where tamed nature could be invaded by the city-people on week-ends. After World War II, the city model changed to that which “would develop in centrifugal spirals”.
 Suburban residential complexes, shopping centres and industrial areas gradually spread out more and more into the outlying areas. José Guerrero introduces us to the fringes of the city and shows us how cities and countryside influence one another – be it a dreamland timeless scenery, time-focused studies of “before” and “after” stages of construction sites or a nostalgic glance over the old structures which will soon be replaced by ready made part houses. Such portrayals are necessary as building cranes almost always stand threateningly in the background, and sometimes even closer already reaching out their long arms. 
Yet José Guerrero does not fight against them, he keeps them at arms length, rescues these places from oblivion before they are levelled out and rebuilt. By doing so, he reminds us of our own evanescence. 

The described above new model of a city, and urban sprawl has also recently completely changed Spanish coastal line. From Barcelona to Gibraltar stretches a continuous belt of amusement parks, shopping centres and holiday residential estates. Flat-purchasing has supplanted traditional renting, and apart from that rising prices secure a safe investment to the sellers. The price spiral increases therefore and rededications bring mayors two-digit million sums (in Euros, not Pesetas!). Even if the government tries to put a stop to this situation, this way of enrichment is still treated as a peccadillo. 
Jorge Yeregui (Santander, 1975) comments on this phenomenon with his series The Value of Soil, a critical commentary on housing developments and urban sprawl with family portraits of home buyers. All vertical triptychs show the interleaving of selling strategies of real estate agents with the world of their clients. This mercantile and social typecast is not only informative but also extremely amusing: vigorous pensioners‘ couple got a Chalet in a rustical style, a well situated young family a representative holiday home. A sportily-relaxed pair bought a terrace house in a trendily decorated sales office. Most of those buyers take 30 year long mortgage loans, as ownership is still perceived as an investment in Spain, even if prices hit the roof in the meantime. At this precarious situation hints Yeregui who is a learned architect. The indiscriminate construction of houses and the consumption of leisure time associated to investment and indebtedness has become a social problem in contemporary Spain. 

As Yeregui prints his photos on PVC-tarps which are to be hanged in the exhibition area, he imitates the form of advertisements of those family homes, and by this act of artistic appropriation he visualises the absurdity of the spectacle. 
Joan Villaplana (Manresa, 1976) has grown up in the family of photographers near Barcelona. A portrait studio which was founded by his grandfather in a small town Manresa is currently run by his father. Joan has learnt the photography craftsmanship from the bottom to the top, yet he has managed to overstep the limits of his environment and to develop his own artistic style.
His subterranean sceneries are a form of group portraits, or rather theatralizations of the act of waiting, which he has collected in subway stations across Europe. The staging metaphor is a conscious visual construction of the photographer, yet the subjects are “real”. Joan’s photos have less to do with Bruce Davidson’s Subway than with Walker Evans’ Passenger series
: His photographs show the (lack of) interaction between commuters that just happen to be on the same platform at the same time. 

Through visual reference to theatrical stage on the one hand, and ‘hidden camera’ technique on the other, he imparts to his pictures the aesthetics of a staged scenery. If one gives in to this deception and lets imagination run free, the whole range of scenes interpretation possibilities emerge: What is the old man with a child at his hand looking at and what does the young man in a blinding light of a neon think about? As soon as one switches from the theatre metaphor to the real photo venue, scenes coalesce into one; that of our contemporary life in a city in which we pay for the attained freedom with the isolation in the mass. 
Pedro Álvarez (B, XX) calls his series Escapists “a personal journey through photography of another relationship between man and the elements”. In this work, the photographic medium and the subject share a similarity within the nature of their actions: to capture the ephemeral moment of both a portrait and the waves. This moment is the moment of here and now, surfing on the peak corresponds to the individual submission to the nature and the standstill of time. 
In the world of rationalising means, automated mass production, displacement in ‘cheap countries’ shortens the life working time in the Western countries. Free time no longer means relaxation after everyday work, it must be actively spent. The myth of a surfer is a modern allegory of adventure and has inscribed itself strongly into the modern youth culture. Pedro Álvarez avoids, to a large extent, those clichés; he does not refer to the brightly polished aesthetic of the surfer’s image; he goes beyond that wishing to penetrate his soul. The progression towards the night (all the seascapes have been captured at dusk) is reflected in the sobriety of the light, the cool tonalities and an atmospheric density. Yet, it is also the moment of low light when the real (or the external) and the imaginary (the internal) blends, feeding back into each other. This dialectic between dream and reality, calm and tension, forms a constant duality all the way through the series. 

In this way, Alvarez’ surfer portraits and dreamlike seascapes echo the ambiguity of the myth of these modern heroes in neopren suits, who spend their time immersed within the pursuit of waiting for the perfect wave. Underneath an image of individuality and independency of the ‘escapists’ belies a dependency dictated by the ever changing and inconsistent character of winds and tides.

Ricardo Cases (Orihuela, 1971) is also interested in a very special social groups which consciously want to withdraw from the remains of the society. 
Within living memory the cultural reformation of the generation model always takes place. In other words: the young devise new cultural codes – be it clothes, hair-style or music – in order to differentiate itself from the older generation. In the meantime the definition of an individual, as he perceives himself, has subdued to the consumer society and the rhythm of those fashion changes was adapted to production cycle. But enjoying consumer goods is not that much fun if anyone can do the same – and we are expected to do it anyway. Being different becomes therefore a vital issue. Cases reportage compiles a catalogue of characters and aesthetic codes of the Spanish car tuning community: thousands of similar ways of trying to be different.

Spains hugly developed motorway networks will be used today by a new generation; a generation that was born free from the “original sin of the traditional Spanish inferiority complex”, as the artist wittingly points out. The typical car tuner is a young male in the age of 20 to 30. He lives in a village or in the suburbs of a big city and belongs to, what was formerly called, the “working class” which nowadays enjoys a much higher income than an average university graduate. The tunero is a cultural son of the suburbs, the shopping malls and a world that is unimaginable without internet or cell phones. 

The car tuner does not speak a lot. Whatever he has to say, he says visually, by means of his car, his girl, his haircut. This emphatic will of self-expression is underlined by the way Ricardo Cases stages his images: He allows his counter-parts to pose in front of the camera, according to their own self-perception. This way, each portrait is a compendium of what the tunero wants to express about himself – and a lot of things he did not intend to tell.

A look at the photography scene south of the Pyrenees is no longer a expedition to the Spanish Village, but an all-inclusive journey into an imagery that is universal and typical, colourful and austere, analytical and open-ended. Rather than merely using photography, these artists dominate the photographic technique; they are in full control of the medium’s rhetoric, and always ready to push its limits. 

In this sense, the exhibition demonstrates what Spanish photography can offer today: a self-conscious and direct aesthetics that underlines a critical perspective on the interplay between tradition and the so-called progress, sometimes with a humorous - or even ironic touch, and – most importantly – a true passion for the photographic medium. 

� See also: the Exhibition The New Documentalists, curated by Adam Mazur, in CCA Ujazdowski Castle in Warsaw, 2006. Another example of this new approach to photography can be found also in Documentary Now! Contemporary strategies in photography, film and the visual arts, Reflect #04, NAi, Rotterdam, 2006.


� Perhaps roots of this integrative approach is a continuation of the understandability with which Spanish conquerors mingled with the indigenous population of their colonies – in contrast to the segregation policies of the Dutch or the British. 


� The Piece of Cake Project (short POC Project) is a group of about 20 photographers which was created for “spreading internationally contemporary photographs”, www.pocproject.com.


� Castellote, Alejandro. Infinito. IG Fotoeditor (Photovision). 2000.


� Benet, Vicente J. Thresholds of the metropolis, in: LARS, No. 2/2005, pp. 49-50.


� James Agee’s preface to Many Are Called concentrates on the way that Evans portraits his subway riders with their “guards down”, while Evans himself concludes one of his five drafts for the introduction with this sentence: “Whoever chooses to decide from [these pictures] that people are wonderful and that what America needs is a political revolution is at liberty to do so” (Cited in Peter Galassi’s Walker Evans & Company, Museum of Modern Art, New York, 2000, p. 243). In the end, Evans decided to publish Agee’s text, thus substituting his own emotions§ by the emotions of his subjects -  or of his audience. 





