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Staging/Stagefloor/Representation

JUAN ANTONIO ALVAREZ REYES

In recent years, a willingness to stage is a quality that has gained strength
in art. The latest works by José Noguero do not escape this quality; they even
surrender to it, knowing that resistance is useless: In a conversation between
James Lingwood and Juan Mufioz, the former said that his pieces “aren’t the-
atrical, but are rather a way of theatricalising the act of watching,” to which
the latter responded that “the art work participates in a staged relation with
its surroundings.” The staging that Noguero constructed for his solo exhibition
is situated precisely within this debate. This staging is, as is almost always the
case, cold and calculated, since the staging device most be previously mapped
upon the stage in order for this device to work properly, and for it to be inte-
grated upon the stage by representation. It is in this sense that the theatricali-
sation of the gaze and the relation of the stage with its surroundings are both
suitably fulfilled by the staging devices that Noguero unfolds in his latest solo
exhibitions. These are both fulfilled and also merged with each other, because
their respective gazes intercross in order to weave a web of relations between
the theatrical devices (the staging), the space (the stage) and the actors (the
sculptures, which enact their own representation).

But, what is the necessity of staging? Of what is it born? Where is it taking
shape? All exhibition is staging. But there is a path between this affirmation
and its materialisation that Noguero has travelled, especially in his recent work,
until he finally centered upon staging, turning it into the center of his work
(although he apparently masks this). This is a device that is born of an analy-
sis of theatricalisation and of Noguero’s ultimate need, at the time of mount-
ing an exhibition, to make this exhibition specific. This could not be otherwise:
staging arises, whether it is wanted or not, but it can be further accentuated.
And, moreover, Noguero takes pleasure in these accentuations (mainly of the
theatricalisation of the gaze). Accentuations that are chosen, then. Along with



punctuation marks that lead to a particular, predetermined cadence. There is
also, in his work, a combination of containment with a more than evident will-
ingness to attract attention: the circle of the staging is closed by the specta-
tor although our first impression is that the art work is hermetically enclosed.
The staging is there as a predetermined condition, arranged and ready to be
looked at, ready to be taken as such.

The stage

Museum, a video by Arnoud Holleman, clearly demonstrates this theatricali-
sation of the gaze in an exhibition space, (amongst other things). For this vid-
eo, Holleman appropriated some scenes from a French gay pornographic film
set in a Museum. He cuts the sex scenes, so that only the exchange of gazes
remains: between the ancient objects and the visitors, between the video spec-
tator and the videoed action, and between the furtively glancing public and
the security guards. Everything is part of a theater of glazes, the stage of which
is the museum, the exhibition space. All exhibition spaces are arranged for the
act of looking, where sight must be the protagonist, urged and excited. Other
problematic issues aside, this video is thus interesting for elucidating these is-
sues: the characteristic staging device of any exhibition, the need to study and
lead gazes. We are in front of a stage and, as with any other theatrical per-
formance, the important thing is what takes place upon it. The audience is pre-
disposed to watch what is shown to them, to let themselves be carried away
and to participate in the game. If this is true of any theatrical performance,
of any cinematic space, it is also true of any exhibition. This is a characteristic
which Arnoud Holleman played with in his video, and which Juan Mufioz knew
how to maximize in his latest installations at the Dia Art Foundation, the Pala-
cio de Velazquez and the Tate Modern. It is also foundationally present in José
Noguero’s latest work. The stage is as much the gallery itself — its grounds,
walls and corners — as the other minor stages built as scale models, like theat-
ers in miniature (or like other stages). Noguero’s containment of theatricalisa-
tion is only apparent, a necessary resource in order for his theatricalisation to
acheive effectiveness without overflowing. We are, therefore, in front of a de-
ceit, a simple yet certain artifice. His divestment simplifies whilst assuring the
theatricalisation of the gaze, a process that comes to be the very subject of the
performance. The almost naked stage, sparcely populated, directs our gaze to
mechanisms such as the reflection (using mirrors, polished floors and window-
panes in order to acheive this), the figurines and the doubled stage (the con-
structed pedestals as much as the scale models). Reflection, doubling, repre-
sentation thus seem to be the objectives of this baroque project, which is full



of edges and doubled directions, in spite of the austere staging and a cer-
tain eastern or, at least, archaic aroma. In this last sense, the artist plays again
with artifice, with those preconceived ideas and images that the spectator
holds to be characteristic of art history. For this reason, like Beuys’ affirmation
of Duchamp, the silence and the solitude that many art critics associate with
Noguero are overvalued. Perhaps, comparably Noguero currently highlights
the importance of scenic devices and of the stage itself as a conductor and a
container of, in principle, non explicit and ambiguous narration.

The performance

On a stage, which can never be neutral, José Noguero unfolded his sce-
nography and positioned his actors. In principle, everything is static, quiet. It
seems as if the silences or, at most, the murmurs, are the protagonists. A pro-
tagonism that is only acheived within this arranged scenography. Although this
is an exhibition of sculptures and no other media are to be found, it’s impos-
sible to forget how the artist works, how he represents, and how he analices
representation itself. His representation transcends its own media, and consti-
tutes in itself the object of his study. This seems to be so for several reasons:
the theaters or stages that he constructs, his sculptures’ willingness to be ata-
vistic, and (in memory) his use of techniques related to the mirror. Beyond its
enunciation, the fact that this is so demands that we come to a certain halt.

Several pieces are scale models and, in some cases, the stages of some sort
of theater. It hereby seems evident that the artist places us in front of a repre-
sentation or, at least, in front of the place where a representation would have
to be set. Like scenic boxes in which, for example, we find a sculpture of a
horse upon a base. In other cases, the scale model acheives such a sculptural
protagonism that it surpasses its nature as a preparatory study, a nature that
is common to all scale models. These stages, constructed on the greater stage
floor of the exhibition, further accentuate the representation with each minute
that passes; they show us the preparatory studies and demonstrate the staged
character of these works (thereby introducing the macro in micro form). They
could be almost taken as a trail, left so that the spectator doesn’t get confused,
but rather becomes totally conscious of the resources that are being used. This
last point will be necessarily completed by a third that, in some way, closes the
entire process that Noguero weaves around the representation.

The sculptures’ willingness to be atavistic can seem, in principle, like
a wink to the spectator, who will use their knowledge and memory in or-
der to become in some way involved with that which they are seeing in the



representation. It’s well-known that the search for archetypes in sculpture — for
the haptic, the frontal and the simplified feature — locates the viewer beyond
reality: these are abstractions. In the past, these conceptualisations found their
justification in being vehicles for the expression of ideas and models. Never-
theless, these sculptures by Noguero could only be taken as such with difficul-
ty. The apparent serenity of these sculptures can be broken at any moment, as
soon as one leaves that stage floor designed for this purpose. These sculptures
are, rather, a means to thoroughness, to the slowing down, even the freezing,
of narration. The search for the sustained moment is not, in this case, obtained
by the paralysis of anecdote, but rather by idealisation. The sculpture is used as
photography and as a way to cheat and transform scale.

The mirror is used as an intermediary screen, functioning as one of the ele-
ments that weaves the exhibition together. The mirror does not simply double,
or reflect it also absorbs; the mirror incorporates and becomes all techniques,
as if wishing to affirm the fact that every technique is representation, while
all representation is also contained within technique. The scale model works
as a miniaturizing mirror, a lens that allows us to see a set. The atavistic sculp-
ture works as a stopped, frozen moment. Following one of its own traditions,
the photographs themselves work as a mirror which, upon occasion, returns
the artist’s own image to himself. In short, this same mirror, integrated within
some of the sculptures set in the exhibition space, Works as a deflection of gaz-
es. To go even further; this mirror works as photography, since its own photo-
graphs are, after all, mirrors. The theatricalisation of the gaze is weaved within
a web of coordinates that can be found in an installation that moves from the
use of scale models to the use of sculptures, and, from this, to the use of reflec-
tion, insofar as all of us act in front of all mirrors ... as do the sculptures. This
is one of the possible meanings of this exhibition, since, with his stages, José
Noguero narrates representation itself to us.




<<
  /ASCII85EncodePages false
  /AllowTransparency false
  /AutoPositionEPSFiles true
  /AutoRotatePages /All
  /Binding /Left
  /CalGrayProfile (Dot Gain 15%)
  /CalRGBProfile (ECI-RGB.icc)
  /CalCMYKProfile (ISO Coated)
  /sRGBProfile (sRGB IEC61966-2.1)
  /CannotEmbedFontPolicy /Warning
  /CompatibilityLevel 1.4
  /CompressObjects /Tags
  /CompressPages true
  /ConvertImagesToIndexed true
  /PassThroughJPEGImages true
  /CreateJDFFile false
  /CreateJobTicket false
  /DefaultRenderingIntent /Default
  /DetectBlends true
  /DetectCurves 0.1000
  /ColorConversionStrategy /LeaveColorUnchanged
  /DoThumbnails true
  /EmbedAllFonts true
  /EmbedOpenType false
  /ParseICCProfilesInComments true
  /EmbedJobOptions true
  /DSCReportingLevel 0
  /EmitDSCWarnings false
  /EndPage -1
  /ImageMemory 1048576
  /LockDistillerParams true
  /MaxSubsetPct 100
  /Optimize false
  /OPM 1
  /ParseDSCComments true
  /ParseDSCCommentsForDocInfo true
  /PreserveCopyPage true
  /PreserveDICMYKValues true
  /PreserveEPSInfo true
  /PreserveFlatness true
  /PreserveHalftoneInfo false
  /PreserveOPIComments false
  /PreserveOverprintSettings true
  /StartPage 1
  /SubsetFonts true
  /TransferFunctionInfo /Remove
  /UCRandBGInfo /Preserve
  /UsePrologue false
  /ColorSettingsFile ()
  /AlwaysEmbed [ true
  ]
  /NeverEmbed [ true
  ]
  /AntiAliasColorImages false
  /CropColorImages true
  /ColorImageMinResolution 150
  /ColorImageMinResolutionPolicy /OK
  /DownsampleColorImages true
  /ColorImageDownsampleType /Bicubic
  /ColorImageResolution 100
  /ColorImageDepth -1
  /ColorImageMinDownsampleDepth 1
  /ColorImageDownsampleThreshold 1.50000
  /EncodeColorImages true
  /ColorImageFilter /DCTEncode
  /AutoFilterColorImages true
  /ColorImageAutoFilterStrategy /JPEG
  /ColorACSImageDict <<
    /QFactor 0.76
    /HSamples [2 1 1 2] /VSamples [2 1 1 2]
  >>
  /ColorImageDict <<
    /QFactor 0.76
    /HSamples [2 1 1 2] /VSamples [2 1 1 2]
  >>
  /JPEG2000ColorACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 15
  >>
  /JPEG2000ColorImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 15
  >>
  /AntiAliasGrayImages false
  /CropGrayImages true
  /GrayImageMinResolution 150
  /GrayImageMinResolutionPolicy /OK
  /DownsampleGrayImages true
  /GrayImageDownsampleType /Bicubic
  /GrayImageResolution 150
  /GrayImageDepth -1
  /GrayImageMinDownsampleDepth 2
  /GrayImageDownsampleThreshold 1.50000
  /EncodeGrayImages true
  /GrayImageFilter /DCTEncode
  /AutoFilterGrayImages true
  /GrayImageAutoFilterStrategy /JPEG
  /GrayACSImageDict <<
    /QFactor 0.76
    /HSamples [2 1 1 2] /VSamples [2 1 1 2]
  >>
  /GrayImageDict <<
    /QFactor 0.76
    /HSamples [2 1 1 2] /VSamples [2 1 1 2]
  >>
  /JPEG2000GrayACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 15
  >>
  /JPEG2000GrayImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 15
  >>
  /AntiAliasMonoImages false
  /CropMonoImages true
  /MonoImageMinResolution 1200
  /MonoImageMinResolutionPolicy /OK
  /DownsampleMonoImages true
  /MonoImageDownsampleType /Bicubic
  /MonoImageResolution 1200
  /MonoImageDepth -1
  /MonoImageDownsampleThreshold 1.50000
  /EncodeMonoImages true
  /MonoImageFilter /CCITTFaxEncode
  /MonoImageDict <<
    /K -1
  >>
  /AllowPSXObjects false
  /CheckCompliance [
    /None
  ]
  /PDFX1aCheck false
  /PDFX3Check false
  /PDFXCompliantPDFOnly false
  /PDFXNoTrimBoxError true
  /PDFXTrimBoxToMediaBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXSetBleedBoxToMediaBox true
  /PDFXBleedBoxToTrimBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXOutputIntentProfile (None)
  /PDFXOutputConditionIdentifier ()
  /PDFXOutputCondition ()
  /PDFXRegistryName ()
  /PDFXTrapped /False

  /Description <<
    /CHS <FEFF4f7f75288fd94e9b8bbe5b9a521b5efa7684002000410064006f006200650020005000440046002065876863900275284e8e55464e1a65876863768467e5770b548c62535370300260a853ef4ee54f7f75280020004100630072006f0062006100740020548c002000410064006f00620065002000520065006100640065007200200035002e003000204ee553ca66f49ad87248672c676562535f00521b5efa768400200050004400460020658768633002>
    /CHT <FEFF4f7f752890194e9b8a2d7f6e5efa7acb7684002000410064006f006200650020005000440046002065874ef69069752865bc666e901a554652d965874ef6768467e5770b548c52175370300260a853ef4ee54f7f75280020004100630072006f0062006100740020548c002000410064006f00620065002000520065006100640065007200200035002e003000204ee553ca66f49ad87248672c4f86958b555f5df25efa7acb76840020005000440046002065874ef63002>
    /DAN <>
    /ESP <>
    /FRA <>
    /ITA (Utilizzare queste impostazioni per creare documenti Adobe PDF adatti per visualizzare e stampare documenti aziendali in modo affidabile. I documenti PDF creati possono essere aperti con Acrobat e Adobe Reader 5.0 e versioni successive.)
    /JPN <>
    /KOR <FEFFc7740020c124c815c7440020c0acc6a9d558c5ec0020be44c988b2c8c2a40020bb38c11cb97c0020c548c815c801c73cb85c0020bcf4ace00020c778c1c4d558b2940020b3700020ac00c7a50020c801d569d55c002000410064006f0062006500200050004400460020bb38c11cb97c0020c791c131d569b2c8b2e4002e0020c774b807ac8c0020c791c131b41c00200050004400460020bb38c11cb2940020004100630072006f0062006100740020bc0f002000410064006f00620065002000520065006100640065007200200035002e00300020c774c0c1c5d0c11c0020c5f40020c2180020c788c2b5b2c8b2e4002e>
    /NLD (Gebruik deze instellingen om Adobe PDF-documenten te maken waarmee zakelijke documenten betrouwbaar kunnen worden weergegeven en afgedrukt. De gemaakte PDF-documenten kunnen worden geopend met Acrobat en Adobe Reader 5.0 en hoger.)
    /NOR <>
    /PTB <>
    /SUO <>
    /SVE <>
    /ENU (Use these settings to create Adobe PDF documents suitable for reliable viewing and printing of business documents.  Created PDF documents can be opened with Acrobat and Adobe Reader 5.0 and later.)
    /DEU (Einstellungen Web)
  >>
>> setdistillerparams
<<
  /HWResolution [600 600]
  /PageSize [595.276 841.890]
>> setpagedevice


