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The Specials podcasts focus on projects by artists and 
curators who have some kind of connection to the Museum's 
programming and the MACBA Collection. THERE ARE NO 
MORE TICKETS TO THE FUNERAL is a project by the 
researcher and curator Marta Echaves structured as a web of 
complementary, interconnected narratives that reconstruct 
the silenced history of a generation marked by heroin and 
AIDS in post-dictatorship Spain. It was made possible by a 
research grant from Sala d’Art Jove, Barcelona, in 
collaboration with MACBA. 

THERE ARE NO MORE 
TICKETS TO THE FUNERAL 
THERE ARE NO MORE TICKETS TO THE FUNERAL is a project by the artist and 
curator Marta Echaves structured as a web of complementary, interconnected 
narratives that reconstruct the silenced history of a generation marked by heroin 
and AIDS in post-dictatorship Spain. 

01. Summary

The point of departure for Marta Echaves’s project THERE ARE NO MORE 
TICKETS TO THE FUNERAL was some of the artists and documents displayed in 
the “Beautiful Losers” section of the MACBA exhibition Hard Gelatin. Hidden 
Stories from the 80s, curated by Teresa Grandas. In this programme, heroin and 
the arrival of AIDS are presented as counter-narratives of post-dictatorship Spain, 
in conversation with testimonies of the period and through the activation of 
domestic archives, most of which are not in the public realm. These personal 
accounts are interwoven with Echaves’s own family history, charting a course 
through the silence and the sorrow of an era, and offering a tribute to those who 
did not survive.  

02. Description of contents

- Letter to My Mother is a text that I wrote for the talk-performance They Wanted 
Us Dead, presented with Paula Cueto at the international seminar The Eighties 
Against the Grain, organised by MACBA in December 2016.  

- H. A script written by Helena Cámara Rica in 1992. “This story is totally based 
on reality. Aside from a few anecdotes and minor circumstances that were added, 
and timing changes made in the interest of the narrative, almost all the events 
recounted here really happened, particularly those of 23 February 1981. (…) 
This is a story that questions many things, including individual freedom, 
remaining true to oneself at any cost, and the hypocrisy of our current social 
system. It is not told in the voice of intellectuals, thinkers, and professionals, but 
from the perspective of its direct victims, the people who suffer its effects in 
person.” I would like to thank Canti Cassanova for this material and for giving me 
permission to use it in this podcast.  

- A conversation with Jesús Bravo and Alejandro Simón. The three of us looked 
after the archive of Emilio Carmona, Jesús’ life partner for more than twenty 
years. Even though Emilio was not a professional artist, the photographs, 
drawings, and collages he made from the seventies to the nineties allow us to 
question the accepted art historiography of the time, and to free subjectivities 
that were left out of the official narratives of the post-dictatorship era.  

- Excerpt of a dialogue with Germán Labrador Méndez, author of Culpables por la 
literatura. Imaginación política y contracultura en la transición española [Guilty of 
Literature. Political Imagination and Counter-Culture in the Spanish Transition to 
Democracy], and one of the pillars of this research project.  

- Excerpt from Memorias del Curso 1992/1993 by Adrià Trescents, a De La Salle 
brother and street educator who worked in the Raval from the late 1970s into the 
2000s.  

- Excerpts from Adrià Trescents Memorias de los Cursos 86/87, 87/88, 88/89, 
89/90, 90/91. A reading of the section in which Adrià lists the names of his 
friends from the Barrio Chino who died from drug overdoses or AIDS each of 
those years. I would like to thank Laia Manresa for permission to use these 
memoirs, which are a key to understanding the history of the Barrio Chino and its 
inhabitants. 
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Research, interviews, and script: Marta Echaves. Editing: Roc 
Jiménez de Cisneros. Music by Yessi Perse. 

Voices, in order of appearance: Clàudia Faus, Marta 
Echaves, Clàudia Sánchez, Germán Labrador, Jesús Bravo, 
Alicia Escobio, Josep M. Escorsa, Carmen Puerta and María 
Martín. 

Marta Echaves (b.1990) studied philosophy and specialised 
in the MACBA Independent Studies Programme (PEI), under 
the direction of Paul B. Preciado. In the space between 
curating, research, and performativity, her practice 
addresses the links between chronopolitics, the 
symptomatology of the neoliberal regime, and dissident 
archives. Her projects have been presented at institutions 
like MACBA, Conde Duque, CentroCentro, and MNCARS, and 
her work has been shown at La Casa Encendida, Sala d’Art 
Jove, Can Felipa, Festival Loop, and Espaco Espositivo, 
among others. With Tania Pardo, she coordinates the course 
Comisariando el Presente at La Casa Encendida and she 
contributes to Caja Negra Editora. She is currently part of the 
research project Working Dead curated by La Virreina Centre 
de la Imatge, with María Ruido y Antonio Gómez Villar. 



 
 

 
[Jesús Ruiz Real in an alley in Madrid sometime in the seventies. Emilio 
Carmona archive] 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
- Excerpt from Pepe Sales’ diary, written while he was in hospital for detox 
treatment 1983. Taken from his book Sense Re, sense remei, published by 
Labreu Ediciones. My thanks to Joan Sales and Lulú Martorell for talking to me 
about Pepe Sales and sharing their stories about his life. 
 
- Conversation with Carmen Puerta, doctor at the Drug Addiction Treatment 
Centre in San Blas, Madrid. 
 
- Conversation with my mother, recorded in January 2018. 
 

 
03. Timeline 
 
00:00 Letter to my mother  
03:45 Introduction 
04:32 H script 
12:21 Germán Labrador Méndez: heroine and mystique 
21:06 Conversation with Jesús Bravo 
24:07 Germán Labrador Méndez: heroine as a metaphor of the transition 
28:52 Excerpt from the memoirs of Adrià Trescent 
31:33 Conversation with Carmen Puerta 
33:48 Excerpt from Pepe Sales diary 
43:10 Conversation with my mother 
46:42 “Listado de muertes”, excerpt from the memoirs of Adrià Trescent 
 
 

04. Some notes on THERE ARE NO MORE TICKETS TO THE 
FUNERAL 
 
I would rather not call it “transition” 
 
The first strategy would be to change its name. The imaginary of the transition 
and its stories is characterised by conflict between its supporters and opponents, 
which I am not interested in taking sides in. The fact that even a newspaper like 
El País can talk about a category like “the regime of 1978” is a clear sign of the 
breakdown of a paradigm, which must be avoided if what we want to do is go 
beyond the channels that had hitherto been available to us to understand the 
legacies that we must inescapably reckon with. 
 
Instead, I tend towards using the notion of “post-dictatorship” to think about the 
first decades in which Spain had to invent itself after the death of Franco. “Post-
dictatorship” names the violence, while “transition” avoids it. “Post-dictatorship” 
emphasises where we came from, while “transition” disregards it. “Post-
distatorship” acknowledges the need to mourn, while “transition” highlights the 
need to move on. I don’t want to not celebrate the arrival of democracy in Spain, 
but I do need to recognise that death is the condition that makes it possible.  
 
When Foucault visited Madrid in 1975, he was struck by the advanced form of 
fascism that had developed in late-Francoism, which favoured the convergence 
and friction between two somato-political regimes that historically corresponded 
to two different periods: thanatopower with its forms of administration of death 
used by sovereign and theocratic regimes (in this case the National-Catholic 
dictatorship) and other forms of the administration of life as used by liberal 
capitalism (the so-called technocratic developmentalism of the Opus Dei 
leadership and the move towards a service economy). In view of this keen analysis 
and the preservation of the status quo in a post-dictatorship situation, how were 
those forms of the administration of life and death reorganised once the dictator 
was dead?  
 
Minor archives and ghosts 
 
The notion of the precarity of a research project does not just refer to the material 
conditions of the process, but also to the materials, documents, and witnesses 
that we deal with. Thus this is a minor research project, because the people and 
documents it works with are also “minor”, in the sense that they are neither 
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protagonists nor examples, oblivious to the scale of the events, and connected to 
them through anecdotes rather than through the milestones of the period. As 
Germán Labrador contends, “these minor, precarious, scattered documents have 
the capacity to capture their era much more intensely, with its nuances and 
contradictions. These materials were not designed to justify an order or legitimise 
a government, but to urgently, starkly, build a better life. They were not born out 
of a will to endure and be preserved, but from the desire to burn and give off 
light. Which is why they are truer witnesses for the reckoning of a period.”  
 
The possibility of inheriting fragmented archives, of finding traces of forms of life 
that question us and at the same time put pressure on the narrative of an era, 
opens up a liminal space in which the living coexist with the dead. This tension 
highlights the need to pay attention to the blind spots of official histories in order 
to continue to narrate ourselves, and free the subjectivities that did not fit into 
the era's narrative of itself. This bond entails perceiving the historian’s work as a 
kind of conversation with ghosts, allowing us to come to terms with and embrace 
an affective aspect of history which results in bringing us together as a 
community. The problem is that it is sometimes hard to embrace certain 
extremely marginalised subjectivities and experiences, because, who would want 
to identify with a junkie genealogy? 
 
Heroin as a chronotope for thinking about the post-dictatorship in Spain 
 
When we start looking into the history of the post-dictatorship from the 
perspective of the forms of life that shaped it, collecting anecdotes of what we 
consider to be its “minor players”, which could be my grandmother, for example, 
or your eldest cousin, or the woman who used to live next door to your parents, 
heroin comes up over and over again, condensing the thirst for freedom and the 
void of disillusionment. It is in this sense that heroin, and the subsequent arrival 
of AIDS as a disease linked to the transition’s youth becoming-junky, is a vehicle 
by which to recount what happened during those years. It functions as a 
chronotope in that it defines a time (the so-called post-dictatorship) and a space 
(in this case the body and the territory of Spain) and highlights the necropolitical 
nature of the historiographical framework we are dealing with. Nobody has put 
forward an exact number, but at least 30,000 young people are estimated to have 
died as a consequence of practices linked to heroin use. It is a disturbing figure, 
devastating when compared with the magnitude of the silence that has 
surrounded all those deaths. I would swear that every single person who survived 
must have had at least one friend, or perhaps a sister, or a lover, or a neighbour, 
who... So if during the post-dictatorship all of us had to deal with the illness and 
death of somebody we loved, why is this feeling and this mourning not part of our 
history? What if, for example, our memories of 23 February 1981 are not of the 
television footage of the attempted coup d’etat, but rather of the long hours 
waiting at a hospital? What’s more, don’t we recognise ourselves in the memory of 
having brushed somebody off for fear of contagion, or that of days spent in a 
room accompanying a friend who was going through withdrawal? Where do these 
images fit in, and why is it worth conjuring them up again now? What would have 
become of us if those 30,000 young people were still alive today? 
 
AIDS, insofar as a symptom and a fault in the neoliberal paradigm, provided new 
coordinates for political management and the production of subjectivity. As 
Equipo Re point out in their article Global Fictions, Local Struggles (or the 
distribution of three documents from an AIDS counter-archive in progress), the 
emergence of AIDS highlighted the non-fulfillment of promises of democratic 
equality, and undermined the certainty of freedom by reassigning new limits to a 
whole sector of the population. According to Paul Preciado, AIDS ended up 
extending to a whole series of subaltern figures that were escaping from the 
nineteenth-century clinic, inventing a new transversal subject that came to be 
defined as a threat to the health of the body of the nation, in the shift from a 
disciplinary to a biopolitical regime. In what sense is it essential for us to think 
about the casuistry of our democracy in light of these analysis, acknowledging 
that one of its preconditions is the capacity to expel certain subjects and their 
experiences from the status of citizenry? Leaving aside the conspiracy theory 
(according to which the state introduced heroin in order to poison our most 
radical youth) I suggest – and this is why I emphasise using “post-dictatorship” 
as a category – that we think in terms of how the state, and society, proved  
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unable to understand and deal with an epidemic of this kind. I tend to think that 
people were not killed, but were instead allowed to die. Because sociological 
Francoism was still operating in a context in which the forms of administration of 
violence were also changing, and because the promises of democratic justice and 
welfare were too valuable for the middle classes, who chose consensus rather 
than taking a radical stance in this regard. 
 
Meanwhile, the emergence of AIDS also gave rise to the emergence of new forms 
of assemblage and micropolitical practices within these social crises triggered by 
the neoliberal hegemony. In a context like Spain, where the transition 
negotiations that took place in government departments and in parliament had 
monopolised the signifier of the political, other forms of politicisation that were 
closer to everyday life and artistic action, and did not fit the logic of party 
membership, were marginalised and discredited. It is true that the wave of 
criticism of the historiography of the 1978 regime in recent years has brought to 
light other kinds of archives and experiences. But, in general, those that are more 
closely linked to the avalanche of AIDS and heroin have not yet been incorporated 
from this perspective into the genealogy of our social movements. It is essential 
to understand the process of privatisation of discontent that was imposed by 
neoliberalism and by the silence of the post-dictatorship, and to look at the 
effects of the management of that crisis on the affectivity and personal lives of 
the people involved. Acts of resistance involving the opening up of new spaces of 
solidarity and mutual support, showing the radical nature of actions as simple as 
sharing intimate experiences. This “shared affective space” is in itself a 
precondition of collective political emergence, insofar as it transforms individual 
crises and mourning into public conflicts. I am also particularly interested in the 
symbolic production of these groups as a means of rethinking the links between 
aesthetics and politics and how certain practices could dialogue with a political 
historiography of the art of this period. Representation and critiques of 
representation are fundamental matters within the issues of heroin and AIDS, 
given that both were hyper-visible through the verification device of television and 
the official awareness-raising campaigns. Given the prevalence of these one-way, 
scaremongering, criminalising representations of other subjectivities, the groups 
involved embarked on collaborative means of (self)representation and counter-
representation, in which form itself was part of the struggle they were taking part 
in. The aim of the production of these artefacts, images, and events was the 
emancipatory transformation of the collective subjectivity, which sometimes even 
involved creating art without artworks, or art that simulated being something else, 
or art that is in fact something else, as well as art.  
 
 

05. Credits  
 
Research, interviews, and script: Marta Echaves. Editing: Roc Jiménez de 
Cisneros. THERE ARE NO MORE TICKETS TO THE FUNERAL was made possible 
by a research grant from Sala d’Art Jove, Barcelona, in collaboration with 
MACBA. 
 
Music by Yessi Perse, cover version of Diamanda Galás’ “There Are No More 
Tickets to the Funeral”. 
 
Voice (in order of appearance):Clàudia Faus, Marta Echaves, Clàudia Sánchez, 
Germán Labrador, Jesús Bravo, Alicia Escobio, Josep M. Escorsa, Carmen Puerta 
and María Martín. 
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