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Communiqué

Pour sa premiére exposition personnelle en France, I'artiste argentine basée a Londres Amalia Pica
prolonge un projet initié au musée Tamayo de Mexico a I’été 2013. A La Criée elle présente un
ensemble de sculptures ainsi qu’un film inédit, a travers lesquels elle poursuit son exploration a la fois
formelle et politique de la théorie mathématique des ensembles.

Les ceuvres de Pica évoquent les systémes d’échanges, de transmission et de réception de
I'information, en méme temps qu’elles proposent une relecture des avant-gardes et de I’'abstraction.

La question de la communication, de I’énonciation et de la nature performative du langage - verbal
ou non- est I'un des centres d’intéréts principaux de I'artiste, qui en explore les systémes et
fonctionnements. Au travers de la sculpture, la photographie, I'installation, la performance ou encore
de la vidéo, son travail s’attache a définir des codes communicationnels qui nous seraient communs,
au-dela des barrieres du langage.

En 2011, Amalia Pica présente a la 54°™ biennale de Venise Venn Diagrams (under the spotlight), une
projection lumineuse de deux cercles colorés, qui s’inspire de la théorie des ensembles éponyme,
utilisée pour définir les relations logico-mathématiques d’inclusion et d’exclusion.

La référence aux diagrammes de Venn a une résonance particuliere pour I'artiste dans la mesure

ou ceux-ci étaient bannis des programmes scolaires sous la dictature argentine (1976-1983),

jugés subversifs en raison de leur potentielle capacité a initier les dynamiques de groupes et les
modes de collaboration. L’ceuvre met ainsi en avant la dimension politique inhérente aux échanges
d’informations.

A partir de 2013, tout d’abord au Musée Tamayo de Mexico avec I’exposition ANBNC, puis & la
galerie Herald St. a Londres, la Kunsthalle de Lisbonne, au Van Abbemuseum d’Eindhoven et
aujourd’hui a La Criée a Rennes, Amalia Pica rejoue les enjeux soulevés par les diagrammes de Venn.
Pour ANBNC, Amalia avait disposé le long des murs des formes géométriques colorées en plexiglas.
Régulierement, des performeurs venaient activer I’exposition : ils se saisissaient de ces éléments,

se réunissaient au centre de I’espace, composaient une figure ou les formes se combinaient, avant
d’aller les reposer, puis de recommencer.

Des photographies et un film ont été réalisés a partir de ces performances. C’est ce dernier qui est
présenté a La Criée, au c6té d’'un ensemble de sculptures spécialement produites pour I'occasion.
Réalisé en collaboration avec le cinéaste mexicain Rafael Ortega, le film montre les formes au

repos, puis leur activation par les gestes lents des performeurs, enfin la fagon dont ces derniers les
conjuguent, formant a chaque fois une « phrase » nouvelle. Comme pour tenter de démarrer au point
d’ancrage (I'intersection), la double projection débute par des gros-plans si rapprochés des formes
géométriques que le récit semble tres abstrait, puis lentement il dévoile la performance a mesure que
le champ s’élargit.

Les sculptures - des structures en métal auxquelles sont suspendus les mémes éléments
géométriques en plexiglas coloré - sont des « mémoriaux » des différentes compositions formées
par les performeurs dans le film. Enoncés visuels qui agissent comme les « fixateurs » du moment
ou les éléments se sont rencontrés, elles composent autant d’interprétations ou de récits possibles.
Cette série de sculptures synthétise par ailleurs de nombreux éléments de I'histoire de la sculpture
abstraite, du minimalisme au cinétisme, en passant par le constructivisme.

L’exposition d’Amalia Pica a La Criée propose un récit sans parole. Ce récit est une invitation a
réfléchir a la construction, a la composition et a I’efficacité méme de tout récit et de tout langage, une
sémiotique plastique en somme.

Amalia Pica est née en 1978 a Neuqguén en Argentine.
Elle vit et travaille a Londres.



Les Rayons Verts

« Repasser les singes »

Dector & Dupuy

Samedi 14 juin 2014, 16h

Visite guidée dans les rues de Rennes
Départ de La Criée, durée environ 1h30

Détournant les attendus de la visite guidée, les artistes Dector & Dupuy, nous font découvrir une face
fantasque et cachée de Rennes a travers leurs interprétations « imagino-documentaires » d’objets
trouvés lors d’une série de repérages préparatoires -traces de balais, écritures sur un mur et autres
portes entrebaillées-.

« Les artistes Michel Dector et Michel Dupuy sont nés respectivement en 1951 et 1949. La démarche de Dector & Dupuy procéde,
depuis les années 1980, d’un travail préalable de collecte au coeur de la ville : ils arpentent les milieux urbains en quéte de traces,
d’indices de vie dont ils s’emparent. Ces collectes, a la fois rebuts urbains ou signes revendicatifs « traqués » par les artistes sont
a I'origine d’un processus qui s’établit autour de la notion de déplacement. Par le dérangement de ces signes, les deux artistes
conferent une visibilité et une importance a des moments qui relévent du presque rien. Leur travail autour des slogans collectés a
été particulierement remarqué lors de I’exposition Hardcore au Palais de Tokyo en 2003 (commissariat Jérdbme Sans). »

Source : http://www.fiac.com

« Course de lenteur »
Fanny de Chaillé
Dimanche 6 juillet 2014, 16h
Rue Vasselot, Rennes
Durée environ 1h

Un projet présenté par La Criée et le festival Les Tombées de la nuit
Sur une invitation de Jan Kopp

« La course est une épreuve de vitesse; une compétition sur une distance, un parcours donné. Je veux
dans I’espace public organiser une course pour un grand nombre de personnes. En ces temps de
promotion d’une certaine rapidité, combativité, compétitivité, productivité, je veux organiser une course
qui irait a I'inverse de sa vocation, renverser son processus et inventer une nouvelle regle :

le loser c’est le gagneur!

Cette course est une course de lenteur, elle suit les regles de ce type de compétition mais son but est
inversé : c’est celui qui arrive le dernier, qui est donc le plus lent, qui gagne la course. Tout le monde
peut s’inscrire, le parcours est de 50 métres environ et la regle est simple : il s’agit d’avancer, d’avancer
toujours. Les arréts et retours en arriére sont interdits. Avancer, donc, le plus lentement possible dans le
but d’atteindre la ligne d’arrivée en dernier. »

Fanny de Chaillé

Distribution
Directrice de course : fanny de chaillé
Assistant : christophe lves

Course de lenteur (2010)

Un projet participatif pour I'espace public, de Fanny de Chaillé.

Course de lenteur a été créé le 5 juin 2010 au cours du Festival Traverses 92 a Issy-les-Moulineaux.

Production : Association Display en résidence eu Théatre de la Cité Internationale, Paris. L’Association Display est soutenue par la
DRAC lle-de-France, Ministére de la Culture et de la Communication au titre de I'aide a la compagnie.



« One Thing After Another », Amalia Pica
Visuels disponibles

Merci de respecter et de mentionner les légendes et les crédits photos lors des reproductions.

Amalia Pica, Memorial for Intersections #1, 2013

Acier et plexiglas colorés. 184 x 220 x 114 cm.

Courtesy Stigter van Doesburg, Amsterdam; Herald St., Londres;
Johann Koenig, Berlin; Marc Foxx, Los Angeles.

Amalia Pica, Memorial for Intersections #2, 2013

Acier et plexiglas colorés. 200 x 220 x 94 cm.

Courtesy Stigter van Doesburg, Amsterdam; Herald St., Londres;
Johann Koenig, Berlin; Marc Foxx, Los Angeles.



« One Thing After Another », Amalia Pica
Visuels disponibles

Merci de respecter et de mentionner les légendes et les crédits photos lors des reproductions.

Amalia Pica, Memoirial for Intersections #3, 2013

Acier et plexiglas colorés. 198 x 278 x 100 cm.

Courtesy Stigter van Doesburg, Amsterdam; Herald St., Londres;
Johann Koenig, Berlin; Marc Foxx, Los Angeles.

Amalia Pica, Memorial for Intersections #4, 2013

Acier et plexiglas colorés. 180 x 200 x 85 cm

Courtesy Stigter van Doesburg, Amsterdam; Herald St., Londres; Johann
Koenig, Berlin; Marc Foxx, Los Angeles.



« One Thing After Another », Amalia Pica
Visuels disponibles

Merci de respecter et de mentionner les légendes et les crédits photos lors des reproductions.

Amalia Pica, ANBNC, 2013

Vue de I'installation avec performance. Museo Tamayo, Mexico.
Courtesy Stigter van Doesburg, Amsterdam ; Herald St., Londres;
Johann Koenig, Berlin; Marc Foxx, Los Angeles.

Amalia Pica, ANBNC, 2013

Vue de I'installation avec performance. Museo Tamayo, Mexico.
Courtesy Stigter van Doesburg, Amsterdam; Herald St., Londres;
Johann Koenig, Berlin; Marc Foxx, Los Angeles.



Liste des csuvres exposees

One Thing After Another
Amalia Pica

Maremila

Mirediro

Remoromi

Similama

2014

Quatre sculptures, acier laqué, Perspex colorés

Production La Criée centre d’art contemporain

avec le soutien de la galerie Stigter van Doesburg, Amsterdam.

ANBNCMNAMBNC, 2014

Amalia Pica / Rafael Ortega

Double projection, vidéo couleur, son, 43’

Courtesy Amalia Pica / Rafael Ortega; Stigter van Doesburg,
Amsterdam; Herald St., Londres; Johann Koenig, Berlin; Marc
Foxx, Los Angeles.
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Texte :

PORTUGAL

AMALIAPICA

Kunsthalle Lissabon, Lisbon

Can a performance become a sculpture
and, if sg, is such a transmutation achieved
through duration or repetition? How can a
body that lives and breathes be replaced by
an immobile presence? Such questions lay
at the heart of ‘Memorial for Intersections,
Argentinean artist Amalia Pica’s exhibition
at Kunsthalle Lissabon. The London-based
artist’s first show in Portugal articulated
Pica's ongoing speculations about the
subversive potential of Venn diagrams, and
took her attempts to socially activate these
mathematical representations a step further.

Venn diagrams - which depict elementary
set relationships - were banned from
primary education during the last dictator-
ship in Argentina (1976-83), according to the
artist, because they illustrated collaborative
practices and collective actions, Last year,
Pica employed a group of four performers to
compose new Venn diagrams using colourful,
geometric, flat Perspex forms. These were
enacted at the Musec Tamayo in Mexico City
and at Herald St in London.

The diagram-building performances
at the Museo Tamayo were documented in
a series of black and white photographs that
became the basis for the project at Kunsthalle
Lissabon. Here, alongside two of these images,
three large sculptural elements - which
result from the artist's reading of the original
photographic documentation - were shown
one at a time, for around a menth each. This
meant that, in order to see the complete exhi-
bition, the viewer needed to pay a monthly
visit to the space.

Memarials for Intersections 2, 1 and 4
(2013, presented throughout the months of
November, December and January, respec-
tively) comprise minimalst, black metallic
structures that include the brightly coloured
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translucent circles, triangles, rectangles

and squares that generate each composition.
The structures transform the original human
gestures into cold, stylized frames that know
no strain or tremor. The temporal and formal
unpredictability of the original performances
- it was impossible to determine their precise
length, or to predict the exact sonhguratlon
of each new group - becomes a permanent
sculpture, or, in the artist's words, 'a memorial.
But if most memorials are monuments - that
is, embedded in a rich substrata of symbolic
references - ‘Memorials for Interse-ctions' is
a delicate and literal tribute to the truisms of
algebra and. in particular, to the branch of
mathematics that - by observing the charac-
teristics of groups - celebrates touch, union
and confluence.

Despite being fixed, the colourful plastic
surfaces have a relative mobility: even if
they cannot be removed or interchanged,
they can be slightly rearranged. This reiterates
the transience of the initial impulse, as well
as articulating the relationship between
gesture, documentation and object. Despite
this process, the simplicity and playfulness
of each memarial bears a disconcerting
plainness that claims direct filiation to the
best minimalist and constructivist traditions.
The transparent geometrical figures that
stand on the large metal frames assume
shifting tones throughout the day, an ever-
changing structure that reverberates the
live acts that originated it.

The memorials can mean many things:
they can be the transubstantiation of the
hands that hold the shapes; a crystallization of
the produced variations; the result of a faulty
photographic documentation, or even the
distilled remnants of a country’s troubled past.
Yet, they remain a solid body of sculptural
figures that have a life and a presence of their
own, regardless of their stratification. And so
it seems that, yes, a performance can indeed
become a very good sculpture.

FILIPA RAMOS

Amalia Pica
Memorial for Intersections #1,
2013, colour-coated steel
and Perspex, 1.8 x 22 x 1.1 m
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Memorial for intersections. Amalia Pica

Argentiman artist Amalia Pica presents for the first time her work i Portugal within the
show Memarial for intersections, hosted at Kunsthalle Lissabon. The project is characterized
by a dynamic temporal dimension, with a set of three different sculptures shown individually

during the three months of the exhibition. A sort of progressive unveiling, where Pica’s work
appears in all its formal and conceptual depth. This new presentation is the development of
some of the artist’s previous projects, in particular of 4 M B M C displayed at Museo Tamavo
in Mexico and at Herald St. in London earlier this vear: the photographic documentation of
this performance work, based on the arrangement of geometric Perspex shapes in the
exhibition space, represents the starting point for Kunsthalle Lissabon’s sculptures. These are
thus catalysts for stories of avant-garde and abstraction, of rise and fall of utopias and appear
as memorials for ephemeral moments, for transient episodes and images in which forms did
represent and effectively create cooperation between individuals.

As usual in the artist’s practice, the idea of communication, exchange of information and

collective actions 1s the core for works which explore different media and motifs.

Kunsthalle Lissabon

Avenida da Liberdade 211 — 1
250-194 Lisboa — Portugal

8 November 2013 — 2 February 2014
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Amalia Pica

MIT LIST VISUAL ARTS CENTER

In her first major museum exhibition in the United States, Amalia Pica
considers the urgency of communication and our continual experience
of its failure. Honing this discussion, the London-based Argentinean
deliberates on the relationship between the one and the many and on
the ways in which singular speech acts simultaneously contain the pos-
sibility and hopelessness of collective enunciation. Pica’s conceptual
practice at large is highly attentive to images and forms, broaching “the
political” in the broadest possible terms—a distinct strategy among a
generation of artists represented to conspicuous effect at the New
Museum in New York during the institution’s 2012 triennial, “The
Ungovernables” (in which Pica also participated). Emerging from the
premise that social relationships and political realities are at once
ingrained in the material and form of an artwork but are also highly
contingent and performative, this aesthetic typology has dramatically
proliferated over the past decade. But Pica’s work ventures beyond
de rigueur reflections on the systems of transmission, exchange, and
reception of information that construct the public sphere. At the heart
of her practice lies the question, What kind of individuation (and, by
extension, what kind of universality) does this aesthetic engender?

At MIT List, the installations Eavesdropper and If These Walls
Could Talk (with door) (both 2011) incorporate amateur listening and
communication devices invented, one might suppose, to satisfy an indi-
vidual’s desire to be part of a network of social exchange from which
he or she is excluded. In Eavesdropper, Pica appears to address this
seemingly universal impulse by affixing a drinking glass to the gallery
wall (at average ear-level), thereby suggesting the ad hoc and variably
successful efforts made by wallflowers who wish to be in on the game.
In If These Walls Could Talk, tin-can telephones fabricated from a
panoply of empty commercial food containers (for garbanzo beans,
tuna fish, soup) are attached to opposing walls and connected by a
network of tautly drawn strings. As the lines crisscross the space, it is
difficult to parse which cans are linked to which. Further, the open,
receiving/transmitting side of the can is inaccessible to the viewer, ori-
ented not out into the space, but the reverse, toward the wall. Though
versions of this piece have been constructed in various ways depending
on the site, here Pica employed two freestanding walls, positioned par-
allel to each other about half a foot apart. Though it is possible to stand
either within this corridor (by passing through the wooden threshold
via an architectural opening) or outside it, the acoustics are blocked all
the same, making it impossible to communicate with anyone on the
other side. Pica thus insinuates a wider political dimension, one in which

in Artforum, avril 2013
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the production and con-
sumption of canned goods
contribute to linkages and
divisions on a global scale.
Indeed, if these walls could
talk, what material condi-
tions of labor would they
reveal? What discussions
between the so-called
developing and modern-
ized countries would they
divulge? Who would be
included in these conversa-
tions? Who left out?

The imperative to par-
ticipate in the manufacturing of the public sphere—whether or not an
immediate audience is present and often in the face of severe political
repercussions—is evident elsewhere in this show, in works such as
Reconstruction of an antenna (as seen on TV), 2010, and Venn Diagrams
(under the spotlight), 2011. In each instance, the artist provides con-
textual information that discursively animates the formal structure: in
the former, a makeshift antenna, created in the hopes of catching the
signal for the broadcast of a popular music competition in Afghanistan,
and in the latter, a graphic device that, during the period of dictator-
ship in Argentina, had been made illegal with the paranoiac aim of
eliminating the very possibility of seditious thought. Pica’s argument is
that the particular political frameworks in which these sculptural and
visual forms become legible can be extrapolated to wider fields and
forces of power encountered by all subjects regardless of nationality.
All forms are political, therefore, and all politics become form; this
open-ended proposition would be callow sloganeering were it not for
its allusion to a symbolic community of speakers and listeners—an
imaginary selection of subjects called forth to materialize, in their own
languages, the proximities and distances between and within complex
geopolitical configurations.

—Nuit Banai

in Artforum, avril 2013

Amalia Pica, If
These Walls Could
Talk (with door)
(detail), 2011, wood,
tin cans, screws,
paint, glue, string.
Installation view.
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AMALIA PICA

INTHE STUDIO WITH CHARLOTTE BONHAM-CARTER

“LANGUAGE IS A DIRTY AFFAIR," says Amalia Pica. “It chang-
es all the time, it is modified and misunderstood, but no matter
how imperfect it s, we st use it, because human beings naed
o lalk to one another.” Communication is al the core of Plca’s
work. Using a variely of mediums, including film, sculpture,
pholography, installation and performance, Fica investigates
its uncerlainties. She draws upon diffarent visual and spokean
forms of exchange, as well as transmission devices such as
anlennae, acoustic locators and megaphones, to explore the
gaps belwesn realily, perception and meamary.

Borr in 1978, in Neuguén, a province in western Argentina,
Pica spent her earliest years under post-Perdn dictatorship,
untif the junta ended in 1983. Though this troublad pariod in
Argentinean history is only one of many influences on her work,
the issue of constructing memories of the past, often through
pedagogy, (s a recurring theme. Fica has made a number of films
frn which she wears a white lab coat—the uniform of teachers and
students In public schools In Argentina. Adopting the persona of
a taachar, Pica highlighls differances between what is taught in
schools and the actuality of events. The teacher in thesse works
Iries fo negotiate this discrepancy by “fixing™ the errors.

After attending the National Fine Arts Academy in
Buanos Aires in 2003, Pica studied al the Rijksakademia
in Amsterdam. In 2008, she relocated to London, where
she sees herself remaining for the foreseeable future. It
has bean & busy year for the artist, In 2017, Pica partici-
pated in the exhibition "ILLUMInations” at the 54th Venice
Biannale and received grants from the Cisneros Fontanals
Art Foundation and the Paul Hamiyn Foundation, This
year, she was included In "The Ungovernables™ at New
York's New Museumn and has a solo show currently at
Chisenhale Gallery, London, with plans for an exhibition al
Modern Art Oxford in December,

I mat with Pica at her studio in Hacknay, in East Londan,
o a very cold winter afternoon, Her studio, which seemed
to be as much for storage as work—perhaps a testa-
ment ta her hectic scheduwle lately—is part of SPACE, an
arls organization and studio program founded by artists
Bridget Riley, Peter Sedgley and Peter Townsend in 1968.
Her building sits among fndustrial warehouses and other
arlisls' studios on the edge of tha looming Olympic Park
development that is already transforming the area,

CHARLOTTE BONHAM-CARTER How
did you decide to bacome an artist?
AMALIA PICA | grew up in a small
town in tha north of Patagonia, in the
deserl. | took drawing classes when

| was small. But | was a bit of a nerd
and liked a lot of things at school, so |
didn'l know that | was going to end up
choosing art. When | was 16, | went on
an exchange to Australia and took art
classes. | had a really greal leacher,
who made me realize that art wasn't
just about how wall you could draw.
She made me understand that it could
include aspects of life or history. | fin-
ished high school, moved to Buenos
Alres and went to the National Fine Arts
Academy, which was very traditional,
BONHAM-CARTER Traditional in
what sensae?

STUDIO PHOTOGRAPHY BY
TOM MANNION.

CURRENTLY ON VIEW

A golo show at Chisenhale Gallery, London,
through July 15, Work in the Public Arl
Fund's group show “Conmmen Ground® af
Gity Hall Park, New York, through Now, 30,

PICA It involved lots of life draw-

ing. It was good lo learn all this, but

| was also frustrated by it. After two
years, | decided to focus on sculpture,
because | could al least axparimant
with materials. Working in the sculp-
ture departmant was so physical,
almos! like doing a sporl or construc-
tion. But | always had my own practice
as well, paraliel to what | was doing

in art school. The teachers just didn't
consider my own work as something
that could fullill the assignments.
BOMNHAM-CARTER Do you aver use
the manual skills you learned then in
your work now?

PICA For a very long time | didn't, As a
reaction, my work bacame really Imma-
terial. | think | gol tired of ifting things!
Slowly I've come around to sculpture in
the proper sense of the word, but with
a new parspactive. So | have fell thank-
ful for my education at different times.
BONHAM-CARTER What motivatad
you to make the move from Buenos
Ajres to Amsterdam?

PICA Thaera was a workshop in a city in
the north of Argentina called Tucumédn.

It was linked to the Riksakademie, and

they had an open call for artists. | was
intarested in going to Tucuman becausea
there is a monument located in the city
that | wanted to wark with, the Historical
House of Indspendenca, It's tha sita
where Argentina declared independence
from Spain In 1816, When | finished art
school | didn't wanl to invest a lot of enar-
gy in trying to show what | was making.
Instead, | decided to work in public space
and organize my own intarventions.
BONHAM-CARTER You made the
work Hora Catedra [School Period,
2002], which involved bathing the
front of the Historical House of
Independanca in yellow light for 40
minutes, the length of a schoal period,
Despite the fact that the building is
white, you have said thal Argentineans
often remember it as yellow. Why did
you choosa to indulge this srror?
PICA | wanted to explore the idea thatl
this false memary of color may not
really be a mistake bul more of a myth.
The myth doesn't seem to have a lot
of significance—It's just a change in
the color of the building—but it is an
example of the way that history, par-
ticularly In Latin America, is taught in
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“| FEARED THAT MY WORK COULD EXIST ONLY AS A TRANSLATION—THAT | WOULD ALWAYS HAVE
TO EXPLAIN, ‘EVERYBODY IN ARGENTINA THINKS THIS HOUSE IS YELLOW.™

mythical terms. The actors of history PICA | was very young during the translation—that | would always have
are porlrayed as heroes, By acknowl- dictatorship, but the people around to explain, “Everybody in Argentina
edging this mistake in the way that wa ma—my parenls, other people in my thinks this housa is yellow.” And that
remember the past, | was hoping we environment—felt a responsibility to if they didn't know this they would
could extract an understanding of this make democracy work, in a sense. | be left out of the plece or would only
mythical approach to history and apply — wouldn't go so far as to say my curiosi-  exparienca it through a caption. And
that understanding elsewhere, lies and interests are solely a product of  so | stopped, purposely, making work
BONHAM-CARTER What is the role my upbringing. When you come from a about Argentina, and | started to

af calor in this work? place like Argentina with such a strong think about things thal ware comman

across cultures.

BONHAM-CARTER Tall ma about the
work To Everyone thal Waves [2005].
PICA [n the second year of my stay in
the Metherlands, | starled focusing on
ideas about displacement. The piece
picks up on a gesture—the waving

of a white handkerchief when some-
body leaves—and considers whether
this action is a "universal” gesture of
displacement. There is a boat festival
in Amsterdam al the harbar, whera,
historically, people used to migrate

to the Americas. | arranged to film
from a camera on a boal as il was
leaving the dock, and from a cam-
era on the shore, | gave people white
handkerchials without giving them

any instructions, 1o see what they
would do. What was funny was that
pacple waved good-bye to sach other
almost in a mocking way. They played
themselves saying good-bye, they pre-
tended to cry, aven though the boat
was only going on a very short trip.
BONHAM-CARTER And then you
made a film of the happening?

Photo decumenting Amelia Pica's School Perlod, 2002.
Courlesy Marg Foxx Gallery, Los Angeles. and Galerio .
yL)lanu Sl?glur. Arnaterdam PICA Yes. But the film was not docu-

mentation of the happening; | meant
o use tha film as a madium to deform
the event. The format was 16mm black

PICA | think | was bothered by history, weirdly, you have to work very and white, and the image was distort-
the fact that I've always beean very hard to keep that history from being ad in lhe sanse that il looked nostalgic,
engaged with work formally as well perceived as the most important thing with an old tall ship and people waving
as conceptually, When | would intro- abaout you or your work, at each other with white handker-
duce color inlo a piecs, il wauld be BONHAM-CARTER How did maowv- chiefs. | wanlad to have a cinematic
vary subjective. 5o, | started to think ing to Amsterdam and going to the reprasantation of the event, because |
aboul the way color can operale as Rijksakadamis impact your praclice? suspected thal wa think people wava
a code or a language, and how we PICA At the time, my work made good-bye to each other with handker-
can comprehend things through it. specific references to Argentinean chiefs from watching movies—but that
Hora Catedra was the firsl waork | histary. It wasn'l necessarily about we haven't really aver said good-bya
made where | was looking at color as  Argentina, but | knew the people to anyone in that way.

something that people recognize as around me would understand a cer- BONHAM-CARTER You axplore dif-
commaonly apprehended. tain image in a particular way. | was ferent forms of information exchange
BONHAM-CARTER Would you say curlous to see how moving abroad in your work. Tell me, for example,
your work has bean influsnced by would change what | was doing. | about BABBLE, BLABBER, CHATTER,
growing up during a time when people  wanted lo explore whather images GIBBER, JABBER, PATTER, PRATTLE,

were trying to deal with the aftermath  could operate as language. | feared RATTLE, YAMMER, YADA, YADA,
aof the dictatorship? thal my work could exist only as a YADA [2010).
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PICA Tha work uses 80 35mm slides
to project images of me performing
these English words [the title of the
piece], with semaphora flags. It is
aboul a visual form of communica-
tion, eriginally a maritime language.

| made the piece in the Patagonian
deserl, and it gquestions what il means
to displace a code to a place where il
is unfamiliar. The piece is also a reflec-
tion on the efficiency of lhe coda, and
on things that make life better that are
not necessarily efficlent exchanges of
information. It's about convearsation.
BONHAM-CARTER Eavesdropping
[2011] was shown in the 2012 New
Museum Triennial. Is thatl work about
conversation?

PICA Eavesdropping is a collection

of found drinking glasses stuck to the
wll, It picks up on the idea of trying

to overhear somebody else's con-
versation. | guess it's about gossip,
waondering what your neighbors are
talking about, or this power of exchang-
ing information in ways that are not
nacessarily afficiant bul which bring

us together. | always think about the
role gossip has played in the history of
women's lives, In very lraditional societ-
ies, for example, a woman cannot do
too much about her husband having
an affair. Bul she can carlainly spread
the word, and that is a very powerful
thing. The exchanage of information is
usad by governmanls o survay peo-
pla, but it is also a means for people
to resist the structures around them.
I'm interested in how language can go
wrong, but how we still use it because
we have things to say to each other.
BONHAM-CARTER Venn Diagrams
(under the spotlight) [2011] was also
included in the Triennial but was made
for the 54th Venice Biennale. It shows
a Venn diagram, projected onto the
wall with two colorad lights, How did
this work come about?

PICA That work addresses dictator-
ship in Argentina, and it had bean a
long time since | had made something
about my own country. | understood
|Biennale curator] Bice Curiger's
thama to be about the relationship
between light and the nation-state.
S0 | decided Lo think about light

as knowledge and understanding.
Education is the cullural machine

that perpetuates the nation-slate,
aspacially in a counlry like Argentina,
which was populated by people from
all over the world. School was very
impaortant in giving everyone commaon
imagery, literally giving people images
to describe themselves as a country.
BONHAM-CARTER What does

the piece say about the relationship
between an image and a thought?

Eavesdropping, 2011, drinking glasses
and glue. Courtesy New Museum, Naw York.
Phato Benait Pailley.

PICA The piece has an abstract
precccupation: |s thought pos-

sible outside of a structure that
describes it? During the dictalorship
in Argentina pecple were not allowed
to gather. You couldn’t form a group
unless you had a way of justifying it.
And at the same time, the govern-
ment also banned &choals from using
Venn diagrams, which are a very
concrete way of teaching children
how things come together, how thay
are different and where they over-
lap. And so while the work is about
Argentina and diclatorship, it is also
aboul a moment in history when a
diagram was seen as a way not only

lo express thought but to generate
and implant it. The image bacomes
a didactic experisnce. Visualization
becomes a threatening experience
for a government.
BONHAM-CARTER How do you find
life in London?

PICA ['ve been in London since
2008, Although it can be a difficull
cily in many ways, it's been very gen-

erous to me. | have my first solo show
in London coming up, al Chisenhale.
BONHAM-CARTER The work [ am
Tower of Hamlels, as | am in Tower of
Hamilets, Just like a lot of other peo-
ple ara [2011-12] was commissioned
by Chisenhale. |The project involves
52 different people looking after, for
one week al a time, the artist's slone
carving of an Echeveria plant. It was
originally a prototype for a bigger
work.] The sculpture had been lying
around in your studio for a couple of
years hafora you sel it on this adven-
ture through the London Borough of
Tower Hamlets, In many ways, this is
a public arl project that takes place in
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“| BEGAN CONSIDERING WHAT HAPPENS BEHIND CLOSED DOORS AND WONDERING HOW | COULD
BREACH THAT SPACE, INSTEAD OF JUST PUTTING A WORK SOMEWHERE IN THE NEIGHBORHOOD.”

private space, What did you like about
working thal way?

PICA | like the idea that people

have an immediate response to art;

il doasn't mattar whather thay've
studied art for 10 years or not at all,
everyone's opinion is valid. | grew up
in a place where thera wasn't an art

Slone carving and carrying case for the project | am Tower of
Harnlets, as am in Towor of Hamilels, Just e a fol of other
people ane, 201112, Courlesy Chisenhale Gallery, London,
Photo Aessandra Chila

gallery. | still make pieces and want o
know what my mum thinks of them.
These are interesting questions lo me.
BONHAM-CARTER With the Tower
Hamlets project, you are actually ask-
ing people to take responsibilily for
the work. How have people respond-
ed to that?

PIGA Waell, il asks for a lol of commit-
ment. You have 1o pick up the piece,
you have to host it. The piece 15 not
insured, so if it breaks, it breaks. It

TE6 ART MAMFRICA JUNESLAY 1T

is about getting genuine engage-
ment from a small group of peopla.
I'va askad averyone to fill out a card,
like an old library card, when they
recelve it, So the journay can ba
reconstructed, bul | am not interested
in recording images of the journey.

| think it's more powerful as a stary.
Chisenhale will host
the sculpture for

the last week of the
projecl.
BONHAM-CARTER
How did the exhibi-
tion at Chisenhala
come about?

PICA I've been in
conversation with
Chisenhale for nearly
two years. | started
holding school work-
shops at the gallery,
and from those
warkshaps, the idea
of doing an offsite
project developed. It
bacame this yearlong
piece. The exhibition
is tha result of this
incredible, extended
collaboration.
BONHAM-CARTER
How did the work-
shops contribute to
the idea of the work?
PICA My encounters
with the schoolchil-

| started asking
them questions

and thinking about
their relationship to
their surroundings.
They are young and
aren't allowed to

go many places on
their own, so their sense of the world
is very much about their house or
maybe lheir school. And s0 | began
considering what happens behind
closed doars and wondering how |
could breach that space, instead of
just putting a work somewhere in the
neighborhood.

BONHAM-CARTER What else will
you be showing at Chisenhale?
PICA There's going to be one work
that will definitely address the spaca,

dran fad my research,

It will divide the gallery because it's

a large wall installation. And then
there's going lo be a performative
piece, which involves a conical card
board object. It's a re-imagining of an
acouslic locator device; these were
used during WWI to predict airplane
traffic and bombing.
BONHAM-CARTER Did the device
involve any mechanics?

PICA No, it was just a giant cone to
anhance sound. | am interasted in the
figure of the listener—how the listener
affects information exchange and
convarsation.

BONHAM-CARTER The listener
has the potential to shape the
convarsation?

PICA Exactly. | started looking at
listening devices and then decided I'd
like 1o make my own. | made it out of
cardboard, rendering il useless since
cardboard absorbs sound. | wanted to
make an image about listening, rather
than making a functioning device.
During the exhibition we will have
someona interacting with the struc-
ture. When the person is not there,
the cona will simply exist as an object.
BONHAM-CARTER How much do
you consider the space of the exhibi
tion before making the work?

PIGA | always consider the space,
but not necessarily to make a new
piece for il For a long time, when |
had an exhibition, | found it easier to
just make one piece. But recently, in
the past four years or so, I've been
trying to put my works into conversa-
tion. I've thought about this problem
of site-specificity. Ona way to eman-
cipale a work is lo provide a context
for it, with other works, The works are
still each autonomous, but they shift
slightly, like we all do when we have
someone else next to us. o

Fica will have a solo exhibition al Modom
Art Cxfard, Decambear 2012-Fabroary 2013,
Her work will ba in the group show “When
Attiiwdes Bacama Form Become Atlitudes,”
al tha CCA Wattis Institula,

San Francisce, Sepl. 15-Dec. 13.

CHARLOTTE BONHAM-CARTER iz
an assoclate professor of art history and
wisual culture at Richmond, The American
International University, London,
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Place Honoré Commeurec - halles centrales
35000 Rennes France

Métro République

Tél. 02 2362 25 10

Fax 02 23 62 25 19

la-criee@ville-rennes.fr

www.criee.org

Entrée libre et gratuite

Mardi au vendredi de 12h a 19h

Samedi et dimanche de 14h a 19h

Ouvert le 15 aodt - Fermé les lundis
Accessible aux personnes a autonomie réduite

R

Place Honoré Commeurec

Halles centrales_35000 Rennes

T. (+33) (0)2 23 62 25 10 _ www.criee.org
Contact presse :

Soléne Marzin

02 23 62 25 14 _ s.marzin@ville-rennes.fr
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VISITES A LA CRIEE

EN INDIVIDUEL

Un « document visiteur » présentant I’exposition
est a la disposition du public au centre d’art, pour
’accompagner dans la découverte des ceuvres.
Les agents d’accueil de La Criée sont présents
pour répondre aux questions ou entamer une
discussion au sujet des expositions.

EN GROUPE

Le service des publics de La Criée propose
des visites commentées, accompagnées d’un
médiateur :

Du mardi au vendredi :

> Pour les groupes enfants : de 10h a 12h

> Pour les groupes adultes : de 14h a 18h

Les visites de groupes sont construites selon la
demande particuliére des publics afin de partager
des moments privilégiés de rencontre avec

les ceuvres. Les visites pour les groupes sont
gratuites, sur réservation uniquement.

Renseignements et réservations :

Service des publics

Carole Brulard

T. 02 23 65 25 11 _ c.brulard@ville-rennes.fr
Amandine Braud

T. 02 23 62 25 12 _ a.braud@ville-rennes.fr

rennes.fr
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