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Sol Calero in conversation with Johan Gustavsson and Clara Pallí Monguilod on the 
occasion of Los vestigios de la turista at 1646


There was once a canteen called La Turista on the west coast of Bergen. The walls 
were covered in mosaic tiles. You might have gazed into the colours before a glazed 
plate of sunny-side up eggs found your table. Today, we find its stolen remains in The 
Hague. These delicate pieces of the past were excavated for display in Los vestigios de 
la turista.  

Johan Gustavsson: It is important to share that we have wanted to work with you for 
many years. The first time we worked together was at the Conglomerate exhibition 
Oedipusmas Special in 2016.


Sol Calero: Yes, I’m very happy we finally got to work together on a solo exhibition at 
1646. The expectations are very different in experimental spaces like this one, so 
there’s more room for trying ideas that might not work in other art spaces. 


Clara Pallí Monguilod: There is a sense of trust, that you can try out things, see how 
something works without having to justify it as much. 


SC: Yes, this is an important process, especially when you need time to see things with 
more distance. To work with people who give you space to experiment and understand 
the creative process as you do. 


Lately, I have been developing an idea over a longer term. On the one hand, I wanted 
to focus on just one project, one concept, and have time to develop details. On the 
other hand, I have been considering more sustainable aspects of the work, in terms of 
making better use of resources, and making an idea or concept more sustainable, too. 
For Los vestigios de la turista at 1646, we will experience one of the chapters of a 
bigger project that started in 2020 and will end this summer in Bergen, Norway. 


Designing a restaurant is something that has always been in my mind. It overlaps with 



many aspects of my work; a social space mixed with interior design, furniture, 
ceramics, painting, and architecture. It is a great opportunity for me to be able to put 
together all those elements I have used in the past with art exhibitions, and implement 
them in a real space.


For the exhibition at 1646, people will have the opportunity to find some of the 
elements that will end up at this restaurant in Norway. Particularly the tile murals to be 
permanently installed on the walls, and some ceramic decorative elements previously 
designed by participants of a ceramics workshop during the exhibition at Copenhagen 
Contemporary in 2021. The installation is an archeological site where we find the 
remains of a restaurant from the past. The title of the canteen, La Cantina de La 
Touriste, was very clear from the beginning and suggested by Saâdane. This name is 
related to his idea for a triennial with seven fictional characters, each defining how the 
different locations are related to the overall narrative. The Tourist is one of the 
characters—this is who I have been invited to work with. 


I create spaces that invite dislocation; when you experience them, you immediately feel 
they don’t belong to their current environment. Saâdane thought that having me design 
the canteen would be a good fit with his concept of The Tourist. To place a tropical site 
in Bergen, Norway, seemed like an interesting idea for me as well, so I accepted the 
challenge. 


JG: One thing I find interesting in relation to this idea of a place—is something I have 
read recently. They have measured the joy of tourists before going on a holiday, and 
found that people are actually happier during preparations; imagining themselves being 
on a holiday and planning, rather than being in the place itself. I find this to be such a 
fascinating idea of what it means to be a tourist, how the arrival might not be as 
exciting as you had imagined it.


SC: Which sometimes happens to me with projects. Right now, I got an invitation for a 
project and it doesn’t really matter if I end up not doing it or not. In my mind it feels like 
I already did it, I was already there [laughs]. 


Yes, I am glad that you point that out, because it has to do with imagination, with the 
narratives we create in our minds about a place. This is something I have been thinking 



about in the last years in relation to immigration, which requires people to travel to a 
new place with a different purpose than the tourist, and with very different 
expectations. 


As an immigrant, you are put in a position where you must forget where you come from 
in order to adapt to a new place, to integrate. This integration process I find so surreal 
for a person’s identity. It gets even more complex if you come from a place that is so 
damaged, it doesn’t even exist anymore in the way you remember it. The memories 
you have of a place influence your identity. When a person doesn’t belong to one or 
either place, what happens in between? I like to think of the potential creative aspect of 
it because this process creates complex narratives. I feel we are not really aware of the 
power of these forms, we are so focused on aspects of origin; the idea that you have to 
belong to one place or another. I think what happens in this “in-between place,” this 
narrative, is similar to the one of the tourist who imagines an ideal place to be. 


CP: About the mural being discovered at this archeological site at 1646, it includes an 
image—does it have specific references? 


SC: I work on these tile murals as I work on painting. In my work, paintings and 
installations support each other. You see elements in the installations that were in 
paintings before, and you see elements in paintings that were also part of the 
installations. I am often working on a classical theme, the view from a window, the 
interior versus exterior. The murals designed for 1646 are based on interior views from 
a window. For me, painting is like looking through binoculars or the frame of a window. 
You may look out really far when using binoculars, or at a closer view without them. 
Because I am designing a mural to be placed in an interior, I'd like it to open as a 
window would, creating perspective in the space.


JG: Since you see your installations as paintings, would you feel comfortable with the 
translation of people walking into a painting of yours when they, in fact, are entering 
one of your installations?


SC: Yes, for sure. I always say that I work from inside and outside of the painting when 
describing my work. To use a concrete example from this installation, we are now 



positioning the plants. For me, I am painting with the plants. While placing them might 
seem like a random job, they are part of the total view. I compose in the space as I 
compose in my paintings. 


CP: It is also interesting that there is a distance at play, both in looking through a 
window and for the tourist. You are an observer from a distance, to an extent. 


SC: Right, it is also about perspective. Every viewer comes with their own 
interpretation.


