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Rotterdamweg, 2010

Research and site-specific project undertaken in the city 
of Rotterdam, Netherlands, during a residency in the Het 
Wilde Weten artists’ space in 2009. Work in collection 
Museo Reina Sofía, Madrid.

The traces of my memory started to focus on the ground.

Somebody broke the chalk because nobody saw it. Too fast 
to see. 

It was no easy for me to find the schools in Rotterdam. 
They are inside the buildings, mixed with residential flats. 
So I could hear more than see children playing. 

I wanted to visit the old Factory. I also wanted to know who 
these women were. This is why I was here.

Then I thought that corridors (like streets) could be a good 
place where we can meet.

One man came to me to ask me not to paint there. So I went 
to eat something. 

Callejón de Núñez, Refuxios Series, 2004

A study of spaces in transition. Callejón de Nuñez (a street 
in Vigo) is the first piece in the Shelters series, realised as 
a site-specific intervention in said street in the area around 
the adhoc gallery, where the project was presented in 2004. 
Work in collection Centro Galego de Arte Contemporánea. 

Refugios deconstruct from its assumed privacy the sense 
of the public: the everyday space of citizenship where is 
possible to dissent, where celebrate the intimate revolution 
which meaningful actions are meant to be. The video pro-
jection and the image of the site specific on the cardboard 
shelter make of this work a strategic site from which an 
active model of citizenship could be rethought: a device that 
makes the spectator to assume the consciousness of being a 
refugee against the overbearing space of capitalized city.  

Manuel Segade, 2006

Noticias ordinarias del norte 
[Ordinary News from the North], 2018

Research and site-specific project undertaken in the Nuevo 
Baztán Interpretation Centre as part of the programme 
Mutaciones (Mutations) –organised by the regional 
government of Madrid– for the 2018 edition “Secret Lives: 
The Author through Objects”, curated by Lola Hinojosa.

... Nogueira refers to our colonial past, to the configura-
tion of the so-called New World, which coincided with the 
origin of modernity and mercantile capitalism. The author 
incorporates the design of the urban construction of Nuevo 
Baztán, which is occupied by the reticule, an abstraction 
of power and order. The square, with the palace and the 
church, occupies the central axis, a model which also char-
acterised urban planning in colonial settlements in Latin 
America. The new mercantile classes conceived of urban 
planning as something as useful as accounting, but, in the 
Baroque court, in order for an object to be seen as acceptable 
it needed to bear the mark of exquisite uselessness.  

Lola Hinojosa, 2018

Following the exhibition itinerary, from the 
entrance on the left

Travesía de Vigo, 2006

Project undertaken in public spaces along the 
street Travesía de Vigo in the city of Vigo, pre-
sented at the exhibition Carme Nogueira-Santiago 
Cirujeda in Vigo’s adhoc gallery from September 
to November 2006

Three mobile benches were installed that are the 
exact size as three flower boxes that are part of the 
street furniture in the centre of Vigo. Over the last 
few years, the city centre has been undergoing a 
‘makeover’ using fine materials like granite or metal 
and trees like the olive tree. The proportion of or-
namental objects is very high in the centre –made 
up of just a few streets–, but almost non-existent 
in other places. Although what is most lacking is 
a global planning process; the same problem once 
again.  

CN, 2006
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A propósito de Alvão [In Regard to Alvão], 2016

Research and site-specific project undertaken in collabo-
ration with Kubikgallery in Porto. From 17 to 22 December 
2016 a device was installed –based on the Ferreirinha 
Pavilion’s entrance and perimeter, converted into a bench 
which was also reminiscent of a winepress– in the gardens 
of the Crystal Palace in Porto, where various meetings and 
discussions were held.

... between 1932 and 1933 the new regulating body for the 
sector was created, with Casa do Douro, and later in 1933, 
with the Instituto do Vinho do Porto and the guild of Vinho 
do Porto exporters, who were intense collaborators and 
corporate structures of the regime. The regime was also 
emerging, the Estado Novo was constituted in 1933 and the 
Colonial Exhibition was one of the main propaganda events 
of the regime… This colonial exhibition was documented by 
Casa Alvão, which was also commissioned to photograph the 
entire Vihno do Porto process. On the other hand, this was 
one of the roles that the Instituto do Vinho do Porto was 
to play, as part of the propaganda machine [...], the Estado 
Novo abolished free trade unionism [...] in 1933, inspired by 
Mussolini’s Carta da Lavoro, Salazar instituted the Estatuto 
do Trabalho Nacional and the national syndicates, controlled 
by the regime. Every totalitarian regime did the same thing...

Prof. Gaspar Martins Pereira,  
conversation, 17/12/2016

... to become aware of the fact that no discursive perspective 
lies alongside the truth... the role of artists can help produce 
tools so that people, or viewers, shall we say, can question 
their place in the world. 

Gabriela Vaz-Pinheiro,  
conversation, 17/12/2016

Untitled (In Regard to Palacios), 2018 
Tiles

Drawing based on decorative elements in Cibeles Palace, 
Madrid

Porteños [Port City People], 2010
El camarote de Méndez Núñez [Méndez Núñez’s Cabin]

Site-specific project for the Naval Museum of Valparaíso 
based on an account heard during a guided tour of the 
museum. The recording was made at the Museum of 
Pontevedra. This project is part of the series “Porteños”, 
undertaken by Carme Nogueira as part of the project 
VALPARAISO INterVENTIONS curated by Jorge Díez, 
José Roca and Paulina Varas in Valparaiso, Chile in 2010.

In this sector, for example, we find something quite painful, 
which is ultimately the last time we are fighting against 
you, the Spanish, and that is the war against Spain, mainly 
the bombing of Valparaíso [...] and we had to endure the 
bombing of the 31st of March of 1866. The squadron was 
commandeered by Admiral Casto Méndez Núñez, whom 
you see as a magnificent hero, and you see him as a hero 
because he was the one who…, I think he is from Galicia... 

Viviendas Mercado, 2015

Site-specific intervention undertaken as part of the exhibi-
tion “En (re)torno á paisaxe” [“About (Return to) Landscape], 
curated by Paula Cabaleiro at the Museum of Pontevedra, 
from 23 July to 30 August 2015. 

[16] The Planes de Urgencia Social aimed to resolve the 
housing problems caused by the mass arrival of new 
inhabitants and workers to large industrial centres. 

[17] Their main role was to prevent and combat shanty 
towns and counteract labour conflicts. For official syndical-
ism, these plans brought about an opportunity to promote 
the national-trade union ideology, providing channels for 
the development of the propaganda discourse. 
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Vida gallega, 2018

Exhibition device, drawings 
Intervention: Opening of windows with framework 
similar to the original openings in the building 
constructed by Antonio Palacios and Joaquín 
Otamendi.

Site-specific project stemming from the invitation 
extended by CentroCentro, 2018.

The Edificio de Carteña, which is no longer there, in the 
Carriage House of the Palacio de Cibeles, De la Sota 1963

Photograph published in: Palacio de Cibeles. Nueva sede y 
espacio cultural para Madrid, Amalia Castro-Rial Garrone 
(ed.), Madrid, Ayuntamiento de Madrid, 2010

Photograph with the inscription “Un muelle de carga”, 
taken from the Album of the Palacio de Comunicaciones 
in Madrid, 1960, Museo Postal y Telegráfico
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escoitar as voces do lugar 
[listening to the voices of the place]

To write guided by listening. To pretend that the text is 
an audio track that we can carry –or turn off– during the 
journey. A murmur made up of words and silences, hypoth-
eses and questions. A dialogue with many voices: that of 
the artist, her collaborators, the institution, the space, the 
architecture, the materials, history, the past, even a conver-
sation with the dead. Let us enter. 

However you access the exhibition, you will come to Vigo. It 
is not coincidental that we should begin with the city where 
Carme Nogueira lives and works, the place from where her 
situated practice is articulated. If you come via the Travesía 
de Vigo you might be surprised by the coexistence of rural 
and urban environments, and by certain fissures in the way 
modern architecture comes together with the specific ways 
in which it is inhabited. You might become aware that the 
Palacio de Cibeles is linked to Vigo. One of its architects, 
Antonio Palacios, worked on an urban plan for the Gali-
cian city. In 1919, the year in which the construction of the 
postal building in Madrid came to an end, the magazine 
Vida Gallega spoke about a “future Vigo”, with an ambitious 
expansion and major new infrastructures. Although the 
Palacios Plan never came to fruition, it is worth wondering 
if its failure to materialise made it possible for the city to 
become more inhabitable. 

Perhaps one way of navigating the attempts at abstraction 
and standardisation of the modern city is linked to the nar-
rative, to the stories and experiences that make up a place. 
When Carme Nogueira and María Lois installed a model 
at Cabral, the cartography of the neighbourhood was not 
completed before meeting with the residents. Instead, it 
was modelled with them in mind. In Nos camiños, the so-
ciability space activated by the intervention brought to the 
present the central role played by the factory in community 
life, as well as the changes that took place in the area after 
it was shut down. 

Carme, who is a resident of Cabral, often returns to indus-
trial environments to make space for a memory of workers’ 
labour and struggles. At Port Leith, in Edinburgh, the artist 
summons the local history, from the enclosure of common 
land in the 18th and 19th centuries to the historic strikes of 
port workers in the 20th century [Leith Walk, Our share 
of the profits]. A history of continuous dispossession 
and resistance. Closer to home, in Spain’s Leon province, 
Nogueira developed specific research and production 
around the village and valley of Sabero [Castillete. Retablo 
minero], lending visibility to several levels of a landscape 
transformed by mining, employment and migration, 
unemployment and migration. 

In Carme Nogueira’s work, the landscape is defined by the 
experiences and narratives that inhabit it, by living memo-
ries of the place. When she arrives in a municipality in Ma-
drid, Nuevo Baztán, she looks at the layers that constitute 
its urban fabric [Noticias ordinarias del Norte]. Layouts 

that might combine colonial enterprise with the tourist 
and real estate industry. Or which lend visibility to the link 
between employment and migration, present in the artist’s 
works, as it was in the pages of Vida Gallega, which had 
thousands of readers on the other side of the Atlantic. 

To embark on a research project in Rotterdam [Rotter-
damweg], Carme began with her role as a foreigner and 
the attempt to articulate her point of view. What is yours 
in this work? For me, it makes me think about my links to 
that city, which I have never visited, but where my father 
travelled during his last years. He used to go to the Port of 
Rotterdam to check the exports of the citrus products com-
pany he worked for. “I found the Unilever factory during 
one of my trips around the city”, wrote Carme. And in those 
lines I found my mother, who in the mid-1990s worked for 
Unilever when the Cuban economy was collapsing and the 
factory in my village, Jovellanos, had an injection of capital 
from the Anglo-Dutch company. Carme drawing with chalk 
on the asphalt, a powerful image of the simultaneously 
fragile and persistent nature of memory and the archive. 
And it also makes me think about the instability of the 
boundaries between the public and private that she exam-
ines in several works, such as her Refuxios series. 

Suddenly, I have moved on to the first person singular, 
partly infected by Carme’s work, which displays its own 
space of expression and often lends a voice and a body to 
the collective memories and narratives that make up the 
texture of a place. It was her voice we could hear in the 
audio-guides to Sinagoga del Tránsito. I remember that, 
during our conversation in Toledo, I shared a fragment of 
Tourner les mots, a beautiful text by Safaa Fathy and Jacques 
Derrida to which I now return. I read Fathy lamenting a 
sequence that she must have sacrificed in the editing of her 
film D’ailleurs, Derrida and I am grateful for the fact that the 
text brings back this passage, where the philosopher speaks 
about grenades, in the Toledo synagogue: “In its force of 
dispersion and dissemination, the grenade also signifies 
destruction and death”. 

Carme too paused at the idea of the grenade, while we 
–along with Ángel and Soledad– stopped to look at the 
decoration of the Palacio de Cibeles. The pomegranate 
motif has been used to produce a series of tiles [s/t (a 
propósito de Palacios)] that bring back the use of this fruit 
in the heraldry of the Catholic Monarchs. An image which 
was included in their coat of arms in 1492, the unhappy 
year in which Spain consummated the expulsion of Jews 
and Moors and embarked on the genocide of American 
indigenous peoples. 

The tiles simultaneously propose a dialogue with the build-
ing and the work A propósito de Alvão, produced in the 
gardens of the Porto Crystal Palace, where the 1934 Coloni-
al Exhibition took place. Nogueira’s intervention mobilises 
several memories of the place, including the wine-making 
work. But, if we look at the project from here, from this 
building set in the former gardens of the Retiro, we are 
taken back to another colonial display: the 1887 Philippine 
Exposition, on the occasion of which the neighbouring 
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left entrance

Crystal Palace was built. If Casa Alvão was used by the 
Portuguese regime propaganda machine, with its pho-
tographs of the colonial exhibition and the wine-making 
process, in Madrid the task of documenting the Philippine 
Exposition fell to Jean Laurent y Cía. An unexpected coin-
cidence brings us to the Toledo Synagogue, which was also 
photographed by Jean Laurent in 1877. Ten years after 
that photograph was taken, the French photographer’s 
studio produced images such as one which bears the note: 
“Igorrotes, Tinguianes, Carolino y Negrito. Parque de El 
Retiro. J. Laurent., 1887”. Despite their documentary nature, 
I balk at looking at the images from colonial exhibitions, 
whether they are from Casa Alvão, Jean Laurent y Cía or 
anywhere else, where people are (too much) exposed. 

‘‘With the memory of the past I arrive at the future’’, wrote 
José Rizal, the national hero of Philippines, who was exe-
cuted in Manila by the colonial authorities in 1896. Almost 
every day, next to my home, I see the monument to Rizal 
in Madrid. Almost every day, I say to myself: José Rizal, 
like our José Martí, writers and politicians who fought for 
independence. Cuba and Philippines: 1898. In a project 
carried out in Valparaíso, Carme Nogueira looked at the 
point of view from which History is told and heroes are 
created. One of the interventions of the Porteños series 
took place in the Museo de Pontevedra, in the room which 
recreates the cabin of Casto Méndez Núñez. What we can 
hear comes from a guided visit to the Museo Naval de 
Valparaíso, which mentions the bombing of the city in 1866 
by the squadron led by Méndez Núñez, the Galician seaman 
and military “hero of the Spanish-South American War”, 
whose achievements at the helm of the ship Numancia 
were highly celebrated, and who in 1867 completed the first 
trip around the world on an armoured frigate. Vigo and 
Valparaíso, port cities: the (similar) construction of 
the landscape and the (dissimilar) narrative of history. 

Opposing discourses, diverging narratives: Carme Noguei-
ra’s work shines a light on the processes of translation, 
dubbing and interpreting that shape a place. In Vida 
hurdana. Lo que escriben los niños, the artist plays off 
the gaze of Luis Buñuel on Las Hurdes –from his influ-
ential 1933 documentary– against that of the children 
from two schools in the same part of Extremadura. As in 
other examples, the tension between different voices and 
discourses lies in the very structure of the works, based 
here on a superposition of printing techniques. If Noguei-
ra lends value to the teaching methods that were put into 
practice in Las Hurdes in the 1930s –such as that devised 
by the French pedagogue Célestin Freinet, who proposed 
anti-authoritarian methods in which learning is based on 
the potential of each child–, in the project Compêndio 
de botânica, carried out in Alvito, Portugal, the artist ima-
gines a different version of the 1930s through pedagogical 
experiences that focus on the local and domestic.

In the zigzag of this journey you will have observed the 
many voices that come together in Carme Nogueira’s work. 
I propose that you now recite, in a loud and unhurried way, 
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some of the episodes and names included in La Citoyen-
neté. El centro en desplazamiento: La Comuna, Louise 
Michel, Algerian War of Independence, Pierre Gascar, 
Renault factory, Simone Weil, Déclaration des Droit de 
la Femme et de la Citoyenneté, Olympe de Gouges, the 
American Revolution, Lord Acton, Hanna Arendt. Imagine 
that a certain landscape takes shape as you speak. I wonder 
if something like this happens when a speech is made in 
a certain place, as Carme does in her interventions in the 
form of guided visits around Paris. Now that you have 
heard the speeches, I suggest focusing on the procedure: 
the choice of place, the quotation, the pause, the transla-
tion. A device which offers a glimpse of the fissures, of the 
distance between the historical moment being evoked and 
our present, or between discourses and practices. Some-
thing which leads us to take into account the very histo-
ricity of the idea of citizenship and the (present and past) 
struggles to expand the democratic horizon. 

Speaking of devices, we come to the middle of the jour-
ney, where documents and furniture linked to a key part 
of the work of Carme Nogueira have been arranged: the 

“exhibition devices” which she has produced for specific 
uses. We met during one of those projects, in 2010, when 
she designed a device to display, at the Bienal de Ponteve-
dra, an archive of actions and performances from Central 
America and the Caribbean. The artist’s proposal was based 
on a stage whose boards opened up into tables and benches 
on which we could look at each of the documented perfor-
mances. By arranging for access to the display to take place 
from the back of the stage, she made visible the changing 
perspective of each visitor, which went from being framed 
by an empty screen to being inside the frame, from being 
observed to becoming the observer. As we do not have 
enough time or space to look at each of the devices, I pro-
pose thinking about them, and about ourselves, on the basis 
of several keys: use, the visibility of the mediation appara-
tus, hospitality, the relational dimension, the creation of a 
square or meeting place. 

Vida gallega, the specific intervention devised by Carme 
Nogueira at CentroCentro, returns to the idea of devices 
in their relationship with place. Here, the artist evokes 
modulations of work spaces by two architects with a Gali-
cian background linked to the history of the construction 
and use of the Palacio de Cibeles: Antonio Palacios, who 
–along with Joaquín Otamendi– was in charge of its project 
and construction between 1904 and 1919, and Alejandro 
de la Sota, who worked on the building between 1961 and 
1984 as a civil servant working at the Directorate-General 
of Postal Services, and who carried out several renovation 
and refurbishment works. Nogueira’s interpretation of 
their functional interventions takes the form of a folding 
screen-exhibition device which offers a response to the 
current use of the space as an art centre and serves as an 
element which both modulates and displays. “Escoita-la 
voz do lugar”, was Sota’s recommendation. A piece of advice 
which runs through Nogueira’s work, as long as it is conju-
gated in the plural, to reflect the dialogism that vibrates in 
the artist’s practice with the living memories of a place.
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Documentation and furnishing of exhibition devices, 
archives and public space, undertaken by Carme Nogueira 

in connection with:

Intervención específica espacio doble 
[Double Space Site-Specific Intervention]
A project by Apolonia Sustersiç and Carme Nogueira.

Created as part of Apolonija Sustersic’s project Left for 
Tomorrow, focusing on cultural policies and their role in 
city-planning. The intervention aimed to reconfigure Sala 
Doble Espacio (Double Space Hall) in the Galician Centre 
of Contemporary Art, transforming its two-level layout into 
an intermediate floor enabling the space to be used in a 
different way, as a place for seminars, meetings and other 
activities, in addition to creating an exit from the building, 
connecting the museum with the park. It was created 
using building materials: wooden framework and 
scaffolding structures. 

Centro Galego de Arte Contemporánea,  
Santiago de Compostela, 2007

¡Aquí y ahora! [Here and Now!]
A project by Erreakzioa-Reacción

Meeting space, exhibition of works and archival material 
relating to ways of doing things that incorporate feminist 
thinking, queer politics and post-colonial discourse into 
artistic practice. 

Sala Rekalde, Bilbao, 2008

Contenedor de feminismos [Feminism Container]
A project by Anxela Caramés, Carme Nogueira and Uqui Permui 

A moving archive designed for the public space with 
the aim of recouping, documenting and making visible 
women’s stories, feminism and the struggle for sexual 
liberation over the past thirty years.

Device produced by Emilia Pardo Bazán House-Museum 
as part of the programme “Contra vento e marea” [Against 
All Odds], 2009

Activated in Vilaxoán, A Coruña, León and Bilbao

Archivacción [Archivaction]

Exhibition device designed to house an archive of actions 
and performances by artists and collectives from Central 
America and the Caribbean. The intervention aimed to 
put the observer’s point of view on display while also 
presenting the work of the artists selected in a unified 
format. The device was designed in the form of a theatre, 
a stage split into three large tables created using benches, 
on which materials were displayed –videos, photographs 
and objects– in such a way that use of the horizontal plane 
favoured a personalised interpretation of each project. 

31 Bienal de Pontevedra “Ut(r)ópicos”, 2010

AIDS Anarchive

A research process and project by Equipo re (Aimar 
Arriola, Nancy Garín and Linda Valdés) based on cultural 
production relating to AIDS in southern Europe and Latin 
America, approached as a visual, affective and economic 
paradigm shift in parallel with the strengthening of 
neoliberal policies and the process of globalisation.

Exhibition device created from the same material (OSB) 
used for the signage at Tabakalera, the centre where the 
exhibition was first presented. The structure consisted 
of a number of elements distinguished by their varying 
heights, echoing the themes showcased in the archive: 
“The Animal Question”, “Death” and “Health”, each of 
which encouraged a different body posture in order for 
the observer to interact with the material. 

Project co-produced by Donostia / San Sebastian 2016, European 
Capital of Culture and Tabakalera, Donostia, 2016, presented at a 

later date in Conde Duque Cultural Centre in Madrid as part of the 
project “El porvenir de la revuelta. Memoria y deseo LGTBIQ 

[The Future of the Revolt. LGBTIQ Memory and Desire], organised 
by Madrid City Council in 2017.

When I work with the idea of an exhibition device I like to 
think of it as a vehicle for something else in which visibility, 
making us aware of how we see things, helps to understand 
them. It´s not an exercise of stile… 

CN, 2016
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Bewegliches Zentrum.  
El centro en desplazamiento I 
[Centre in Motion I], 2011

Research project and site-specific interventions in Berlin, 
created in part during a residence at PROGRAM –initiative 
for art and architecture collaborations– in summer 2010. 
The project was made possible by a grant from the 
Marcelino Botín Visual Arts Foundation.

In these kinds of construction there used to be a wall on the 
west side to have a view of the east and speak to people on 
the other side of the wall. But, for those on the other side of 
the wall, it was dangerous to answer and there were many 
guards, and they were not allowed to count. People were 
scared to answer, but from the west: weeee... 

People in wooden buildings like this one on Ber¬nauer 
Strasse, at Checkpoint Charlie, both of which are spaces of 
interest. There were tourists who wanted to visit a commu-
nist country, in all its greyness and with its abundance of 
slogans about labour. 

La citoyenneté. El centro en desplazamiento, 
[Citizenship. Centre in Motion] 2012/2013

Yo os he comprendido [I Understand You], 2012 
Los bloques de edificios [Blocks of Flats], 2012
El colonialismo y el racismo [Colonialism and Racism], 2012
La Comuna [The Commune], 2012
La revolución americana [The American Revolution], 2013
Oh, mujer, mujer! [Oh, Woman, Woman!], 2013
Los fines eran triples [There Were Three Aims], 2013
Cuando entré en la fábrica [When I Entered the Factory], 2013

Project developed based on guided visits of Paris in 2011 
and 2013. Research was initially undertaken in connection 
with the Art and Research 2011 grants awarded by Mon-
tehermoso Cultural Centre in Vitoria, with lines of work 
conceived by Xavier Arakistain and Beatriz Herráez. 

The second part of the project was developed as part of 
the exhibition “La Ville aprés les applaudissements. Des 
récits du Sud” [The City after the Applause. Stories from 
the South], held from January to April 2014 in the Vendôme 
Pavilion, Centre for Contemporary Art, Clichy, curated by 
Manuel Segade.

The Communa, at this time, is ripe for history. 

Louise Michel (Vroncourt-la-Côte, 1830 - Marseilles, 1905), 
the author of the text, was a writer and poet, a tireless 
educator and an important ideologue for the anarchist 
movement. 

As I worked in the factory [...] the affliction of others entered 
my flesh and my soul [...]. There I received forever the mark 
of a slave, like the branding of the red-hot iron the Romans 
put on the foreheads of their most despised slaves. Since 
then I have always regarded myself as a slave.

The quote is an extract of a letter by Simone Weil to her 
friend J.M. Perrin on what the labor of the working class 
means to her. 

On the Algerian who fell the other afternoon, no such pre-
cise identifying mark could be found. But, as we know, our 
upholders of order have very good eyesight. A certain skin 
tone, a certain way of dressing (in France, the lowest form of 
proletarian is the Algerian): they open fire; in the best-case 
scenario they stop and use their fists. 

Pierre Gascar (Paris, 1916 - Lons-le-Saunier, 1997), the au-
thor of the text, was a French leftist writer. He worked as a 
journalist until 1953, when he received the Goncourt Award, 
for Les Bêtes and Les temps des morts. His literature is a 
fascinating exploration of the space between vegetables, ani-
mals and men. In the early 1980s he published Les moutons 
en feu, on the Algerian War. 

During the Second World War he was captured by the Nazis 
in the Châteauneuf-en-Thymerais region, and was sent 
to the Rawa-Ruska concentration camp, in Russian terri-
tory, but close to the Polish border. There, he worked as a 
grave-digger.

Vida hurdana. Lo que escriben los niños
[Life in Las Hurdes. Children’s Writings], 2015/2016

Art research and production project based on a fictitious 
dialogue between Luis Buñuel and students at two schools 
in Las Hurdes, Extremadura. Buñuel’s texts are taken from 
his 1933 documentary Las Hurdes, Land Without Bread 
(1996 version spoken by Paco Rabal). 

It would have been easy to present examples to much 
greater effect, i.e., more brilliant works, retouching, detail-
ing and expanding on the writing by children, but to do so 
would not be sincere, and neither would it have the peda-
gogical value of the Freinet technique. This kind of publica-
tion should be made by children, with the greatest possible 
freedom of style and subject-matter, and, above all, with the 
utmost earnestness.

An unexpected and shocking image we discover at the 
school. What could this absurd engraving be doing here?
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Compêndio de Botânica 
[Botanical Compendium], 2017

Research project, drawing and collaboration undertaken 
during a residency at Inter.meada in Alvito, Portugal, 2016.  

Sinagoga del Tránsito 
[Synagogue of El Tránsito], 2012

Site-specific intervention in the Synagogue of El Tránsito 
in Toledo. Undertaken as part of the project “1812_2012. 
A Contemporary View”, organised by Acción Cultural 
Española (AC/E) for the Bicentennial of the Constitution 
of Cádiz, curated by Jorge Díez. 

An unusual habit in Christian Spain, where Jews were called 
“marranos” because they did not eat pork, the impure meat, 
in the same way that the Moors were seen as dirty because 
they built and used public baths, and Indians were stigma-
tised in America as barbarians and savages because they 
weakly resisted the drawn-out extermination they are still 
subject to.

I remember the melancholic gaze of Derrida as he glimpsed 
Toledo, in the same way as the testimony of so many of 
those who have arrived here in search of their origins.

In a certain way, this synagogue is “marrana” because it also 
speaks about a secret, about that which resists transparency.

Castillete. Retablo minero 
(El paisaje en desplazamiento I) 
[Castillete. Mining Tableau 
(Landscape in Motion I)], 2013

Research and site-specific project undertaken in the area 
of the valley and town of Sabero, in León. Produced by 
the Museum of Contemporary Art of Castile and León 
(MUSAC), in connection with Carme Nogueira’s partici-
pation in the exhibition series “La forma y el querer-decir” 
[Form and Meaning], curated by Leire Vergara. 

Castillete. Mining Tableau is based on a set of approaches 
to the valley and the people of Sabero (Leon), site of the 
country’s first 19th-century iron and steel mining industry, 
which failed a number of years later, thereafter subsisting 
exclusively as a mining operation. Despite the industrial 
boom and the fact that Sabero was home to different immi-
grant colonies and communities until the mine’s definitive 
closure in the 1990s, its landscape hardly reveals the impact 
of these settlements beyond the ghostly nature of the nu-
merous facilities now in disuse and the housing units built 
to accommodate the increasing population during the early 
20th century. 

Leire Vergara, 2013

And before those years people fought hard. According to 
what they tell us, and you talk to the old people, they say 
that people were working from dawn to dusk and all that, 
and at that time they fought for more controlled and im-
proved shifts and it cost a lot of strikes, even, but then later 
when we got to the ’80s all that was practically built, it was 
a matter of maintaining it, but it’s just that we reached a 
point…  

One problem, which isn’t a problem, is that you have to learn 
very fast in the country that you go to if it isn’t your own. 

And so what do you want to know?
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Leith Walk. Our Share of the Prof, 2017

Research and site-specific project undertaken in the Port of 
Leith in Edinburgh, Scotland, presented in a solo exhibition 
in Edinburgh’s Interview Room 11 in June 2017, curated by 
Ana González Chouciño.  

Yes, fellow-workers, this is your curse-doing things at the 
biddind of others. When, oh, when, will you learn to be 
yourselves, to think for yourselves, to act for yourselves?  

Not until you have learnt to understand the wrongs of war, 
of bloodshed, of legal murder and robbery; that all class and 
racial hatred is but the result of your ignorance, and that 
while you willfully choose this ignorance you become the 
easy tools of your Governors, who are too cowardly to go out 
and fight themselves” [7].

[7] The speech of the video is part of a Emma Goldman’s 
address: “Address in Freedom, The effect of war on the wor-
kers” London 20 February, 1900. In November 1899 Goldman 
travelled to Europe to help to organize the International 
Anarchist Congress in Paris. She has a growing stature in 
the movement in Great Britain and when she left London to 
go to Paris for the Anarchist Conference in 1900, there was a 
farewell concert in the Athenaeum Hall London.

Nos camiños, 2007

Project undertaken by María Lois and Carme Nogueira 
in the neighbourhood of Cabral in Vigo, consisting of a 
site-specific intervention inside the physical space of the 
old Álvarez factory and working with local residents. Pro-
ject produced by the Centro Galego de Arte Contemporánea 
as part of the project “A trama rururbana” (“The Rururban 
Nexus”), from 2006 to 2007.

In fact, the Project circulated around the production and 
reproduction of the sociability within an area in which it 
was believed forgotten. What was hoped for was to recover, 
in some way, the communitarian use of the factory, its role 
as a social center, a nucleus around which the spaces and 
times of a neighbourhood were articulated. 

María Lois, 2007

You are from around here, right? From Cabral. 

We wouldn’t have been before. We would have been in 
Lavadores. They used to call it Little Rusia...  There are a lot 
of places called Little Rusia because of the fighting that went 
on between some people during the Spanish Civil War…

Well, that has to be evaluated in each municipal area. 
I think it’s like we’re being called to order, about what we 
can do, you can see old photographs and you realise… what 
a disaster!

Following the exhibition itinerary, 
from the entrance on the right



The memory of place is the basis of this exhibition focusing 
on the work of Carme Nogueira (Vigo, 1970). The artist’s 
new intervention evokes modulations of work spaces 
carried out by two architects of Galician origin linked to the 
construction and usage history of Cibeles Palace: Antonio 
Palacios and Alejandro de la Sota. Nogueira’s interpreta-
tion of the two functional interventions takes the shape of 
a folding screen-exhibition device which is a response to 
the space’s current use as an art centre and serves as an 
element that’s both modulating and exhibitive.  

Coordination and Production: CentroCentro

Curator: Tamara Díaz Bringas

Graphic design: Uqui Permu

Texts: Tamara Díaz Bringas

Fragments from texts and quoted conversa-
tions: Carme Nogueira, Manuel Segade, Lola 
Hinojosa, Prof. Gaspar Martins Pereira, Ga-
briela Vaz Pinheiro, Leire Vergara and María 
Lois, as well as neighbours and collaborators 

Like a screen whose various parts gradually unfold, the 
exhibition also offers an overview of some of the artist’s 
trajectory, in which investigations of spaces, landscapes 
and cities often conjure up the memory of work and  
workers’ struggles, of feminist or anticolonial emancipa- 
tion practices. The idea is to welcome contradiction rather 
than to quell it. Thus, sometimes works that are “objects 
of spatial interpretation”, “site-specific interventions” or 
“exhibition devices”, as the artist calls them, can become 
a place for meeting, a plaza, an agora.

of the projects carried out in Rotterdam, Val-
paraíso, Berlin, Las Hurdes, Sabero and Vigo.
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