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PRESS RELEASE

Argentinian artist Amalia Pica’s first solo show in France is a continuation of a project
begun at the Museo Tamayo in Mexico City in the summer of 2013. At La Criée she is
presenting a group of sculptures and a new film in which she pursues her formal and
political exploration of mathematical set theory.

Pica’s works suggest systems of exchange, transmission and reception of information,
at the same time as they offer a fresh reading of the avant-gardes and abstraction.

The issue of communication —of the statement and the performativity of verbal and non-verbal
language- is a core concern for an artist committed to exploring its systems and modes of
functioning. Through sculpture, photography, installation, performance and video, her work sets
out to define the communicational codes we share beyond the barriers of language.

At the 54" Venice Biennale in 2011 Pica presented Venn Diagrams (under the spotlight), a
projection of two coloured circles inspired by the set theory John Venn developed to describe
the logical-mathematical relantionships of inclusion and exclusion.

The Venn diagram reference is especially significant for this artist: under the 1976-1983
dictatorship in her native Argentina the diagrams were banned from the school curriculum on
the grounds of their subversive potential for instigating group dynamics and expressions of
collectivity. Thus her work foregrounds the inherent political aspect of information exchange.

Since 2013, first at Museo Tamayo in Mexico with the exhibition ANBNC, then at Herald St.
Gallery London, Kunsthalle Lisbon, Van Abbemuseum Eindhoven, and now at La Criée Rennes,
Pica has been replaying the issues raised by Venn’s diagrams.

For ANBNC she arranged coloured geometrical plexiglas shapes along the gallery walls: the
exhibition was regularly activated by performers who brought the shapes together at the centre
of the space, held them up in a way that gave rise to certain combinations, put them back in a
different place, and then repeated the exercise forming a new composition.

Photographs and a film resulted from these performances and the film is being shown at La Criée
together with a group of sculptures specially made for the exhibition. A joint venture with
Mexican filmmaker Rafael Ortega, the film shows the shapes at rest, their slow activation by the
performers and then the way they are combined, making up a new «sentence» each time. As an
attempt to start at the crucial point (the intersection) the two screens projection starts with such
close angles of the shapes that the narrative appears extremely abstract and it slowly unveils the
performance as the zoom travels outwards.

The sculptures —metal structures with the same coloured Perspex shapes suspended from
them - are memorials of the different compositions formed by the performers in the film .
Functioning as «fixatives» of the shapes meetings, these visual statements form possible
interpretations and narratives. Moreover the series synthesises many aspects of the history of
abstract sculpture, including Minimalism, Kinetic Art and Constructivism.

Amalia Pica’s exhibition at La Criée is a wordless narrative, an invitation to reflect on the
construction, composition and effectiveness of all narrative and all language: in short, a visual
semiotics.

Kmalia Pica is born in 1978 in Neuquén, Argentina.
She lives and works in London.



Green Flashes

« Repasser les singes »
Dector & Dupuy

Guided tour in Rennes streets
Saturday 14 June, 4pm

Diverting expected guided tours, artists Dector & Dupuy make us discover a fantastic and hidden face
of Rennes through their interpretations of objects found during a series of preparatory trails - holes in a
sidewalk, wall writings and other broom traces -.

« Course de lenteur »

Fanny de Chaillé

Rue Vasselot, Rennes

Sunday 6 July, 4pm

In partnership with festival les Tombées de la Nuit

«The race is a contest of speed; competition over a distance, a given route. | want to organize a race in the public
space for a large number of people. In these times of promoting a certain speed, fighting spirit, competitiveness,
productivity, | want to organize a race that would run counter to its vocation, reverse the process and invent a new
rule: the loser is the winner!

This race is a slow race, it follows the rules of this type of competition but its purpose is reversed: This is the one
which comes last, which is the slowest, who wins the race. Anyone can register, the course is around 50 meters and
the rule is simple: it is to move forward, always forward. Stops and reversals are prohibited. So, advance, as slowly
as possible in order to reach the finish line last.»

Fanny de Chaillé
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Amalia Pica, Memoirial for Intersections #1, 2013
Colour coated steel and coloured Perspex. 184 x 220 x 114 cm.
Courtesy Stigter van Doesburg, Amsterdam; Herald St., London;
Johann Koenig, Berlin; Marc Foxx, Los Angeles

Amalia Pica, Memorial for Intersections #2, 2013

Colour coated steel and coloured Perspex. 200 x 220 x 94 cm.
Courtesy Stigter van Doesburg, Amsterdam; Herald St., London;
Johann Koenig, Berlin; Marc Foxx, Los Angeles



«One Thing After Another» Amalia Pica
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Amalia Pica, Memorial for Intersections #3, 2013
Colour coated steel and coloured Perspex. 198 x 278 x 100 cm.
Courtesy Stigter van Doesburg, Amsterdam; Herald St., London;
Johann Koenig, Berlin; Marc Foxx, Los Angeles

Amalia Pica, Memorial for Intersections #4, 2013

Colour coated steel and coloured Perspex. 180 x 200 x 85 cm
Courtesy Stigter van Doesburg, Amsterdam; Herald St., London;
Johann Koenig, Berlin; Marc Foxx, Los Angeles
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Amalia Pica, ANBNC, 2013

Installation view with performance. Museo Tamayo, Mexico.
Courtesy Stigter van Doesburg, Amsterdam; Herald St., London;
Johann Koenig, Berlin; Marc Foxx, Los Angeles

Amalia Pica, ANBNC, 2013

Installation view with performance. Museo Tamayo, Mexico.
Courtesy Stigter van Doesburg, Amsterdam; Herald St., London;
Johann Koenig, Berlin; Marc Foxx, Los Angeles



Works exhibited

One Thing After Another
Amalia Pica

Maremila

Mirediro

Remoromi

Similama

2014

Four sculptures, colour coated steel and coloured Perspex
Production La Criée centre for contemporary art

with the support of Stigter van Doesburg Gallery, Amsterdam.

ANBNCMNANBNC, 2014

Amalia Pica / Rafael Ortega

Double projection, sound, color, 43’

Courtesy Amalia Pica / Rafael Ortega; Stigter van Doesburg,
Amsterdam; Herald St., London; Johann Koenig, Berlin; Marc
Foxx, Los Angeles.
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I e)(t - « Memorial for intersections. Amalia Pica »,
| |

in Cura Magazine online, December 2013

cura. is a quarterly magazine, a publishing

cura & house, an exhibition space and a platform for
editorial and curatorial activities.

About Magazine Books Basement Off-site

Memorial for intersections. Amalia Pica

Argentiman artist Amalia Pica presents for the first time her work i Portugal withan 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 1ts formal and conceptual depth. This new presentation is the development of
some of the artisi’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 — Pormgal

8 November 2013 — 2 February 2014
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Nuit Banai, « Amalia Pica, MIT List Visual Arts Center »,

ART

APRIL 2013

CAMBRIDGE, MA

Amalia Pica

MIT LIST VISUAL ARTS CENTER

In her first major museum exhibinon 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 berween 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 conceprual
practice at large is highly artentive to images and forms, broaching “the
political™ in the broadest possible terms—a distinct strategy among a
generation of artists represented to conspicuous effect ar the New
Museum in New York during the institution’s 2012 rriennial, = 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 dramacically
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, whar kind of universality) does this aesthetic engender?

At MIT List, the installations Eavesdropper and If These Walls
Conld Talk {swith 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 nerwork of social exchange from which
he or she is excluded. In Eavesdropprer, Pica appears to address this
seemingly universal impulse by affixing a drinking glass 1o 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 relephones fabricared from a
panoply of empty commercial food conrainers (for garbanzo beans,
runa 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 ro 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 emploved two freestanding walls, positioned par-
allel to each other about half a foot apart. Though it is possible 1o 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, April 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? Whar discussions
berween the so-called
developing and modern-
ized countries would they
divulge? Who would be
included in these conversa-
tions? Who left our?

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
Recomstruction of an antenma (as seen on TV), 2010, and Vern Diagrams
(wseder 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 thar, during the period of dictator-
ship in Argentina, had been made illegal with the paranoiac aim of
eliminarting 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 berween and within complex
geopolitical configurations,

—MNuit Banai

in Artforum, April 2013

Amalia Peca, i
Thase Walls Could
Talk {with door)
(datail), 2011, wood,
in cans, Sorews,
paint, glue, string.
Irstallaton visw.
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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 Pica's
waork. Using a variely of mediums, including fitm, sculpture,
photography, installation and performance, Pica investigates
its uncerlainties. She draws upon diffarent visual and spoken
forms of exchange, as well as transmission devices such as
anlennae, acoustic locators and megaphones, to explore the
gaps betweean reality, perception and mamaory.

Borm in 1978, in Neuguén, a province in western Argentina,
Pica spent her earliest years under post-Perdn dictatorship,
uniif the junta endead in 1983, Though this troubiad period in
Argentinean history is only one of many influences on her work,
the issue of constructing memories of the past, often through
pedagogy, (s & 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 these works

After attending the National Fine Arts Academy in
Buenos Awes in 2003, Pica studiad al the Rijksakadamie
in Amsterdam. In 2008, she relocated to London, where
she sees herself remaining for the foreseeable future, It
has bean a busy year for the artist, In 2011, Pica partici-
pated in the exhibition "ILLUMInations" at the G4th 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 Museurn and has a solo show currently at
Chisenhale Gallery, London, with plans for an exhibition at
Modern Art Oxford in December,

! mat with Pica at har 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

Iries fo negotiate this discrepancy by “lixing™ the errors.

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

I 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 Tradilional in
what sense?

STUDIO PHOTOGRAPHY BY
TOM MAMMNION.

CURRENTLY ON VIEW

A gobo show at Chisenhale Gallery, London,
Theaugh July 15, Work in the Public Arl
Fund's group show “Common Ground” al
Cily Hall Park, Naw York, through Nov, 30

PICA It involved lots of life draw-

ing. It was good to learn all this, bul

| 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 department was so physical,
almas! like doing a sporl or construc-
tion. But | always had my own practice
as well, parallel to what | was doing

in arl school. Tha teachers just didn't
consider my own work as something
that could fulfill 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 fall thank-
ful for my education at differont times.
BONHAM-CARTER What motivatad
you to make the move from Buenos
Ajres to Amsterdam?

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

It was linked to the Riksakademie, and

development that is already transforming the area,

they had an open call for artists. | was
intaresled in going to Tucuman because
there is a monument located in the city
that | wanted to wark with, the Historical
House of Independanca. It's tha site
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 intarvantions.
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 tha fact that the building is
white, you have said thal Argentineans
often remamber it as yellow. Why did
you choosa to indulge this srror?
PICA | wanted to explore the idea thal
this false memary of color may not
really be a mistaka bul maore of a myth.
The myth doesn't seem to have a lot
of significance—Iit'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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“I 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
ara porlrayed as heroes, By acknowl- dictatorship, but the people around to explain, "Everybody in Argantina
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 o history and apply — wouldn't go so far as lo say my curiosi- — exparienca it through a caption. And
that understanding elsewhere, ties 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 sirong think about things thal weara comman

across cullures.

BONHAM-CARTER Tall e about the
work To Everyone thal Waves [2005].
PICA [n the second year of my stay in
the Metherlands, | started 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 Amstardam al the harbor, 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 tham

any instructions, 1o see what they
would do. What was funny was that
paople 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 Amalia Pica's School Perlod, 2002.

Courtesy Marg Foex Gallery, Los Angeles, and Galerig o
Diana Sligter, Amstordam 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 the sansa that it 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 into a pieca, 1l 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 raprasantation of the event, because |
aboul the way color can operale as Rijksakadamis impact your praclice? suspected thal wa think people wave
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. specilic references to Argentinean chiefs from watching movies—but that
Hore Catedra was the first work | histary. It wasn'l nacassarily 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 yaur work. Tell me, for example,
your work has bean influsncad 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,
of the dictatarship? thal my work could exist only as a YADA [2010).
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“I LIKE THE IDEA THAT PEOPLE HAVE AN IMMEDIATE RESPONSE TO ART; IT DOESN'T MATTER
WHETHER THEY'VE STUDIED ART FOR 10 YEARS OR NOT AT ALL, EVERYONE'S OPINION IS VALID."

PICA The work uses 80 35mm slides
1o project images of me performing
these English words [the title of the
piace], with semaphora llags, It s
aboul a visual form of communica-
tign, eriginally a maritime language.

| made the piece In the Patagonian
desearl, and il gquestions what it means
to displace a code to a place where it
is unfamiliar. The piece is also a rellec-
tion on the afficiency of he cade, and
on things that make life better that are
nol necessarily efficlent exchanges of
infarmation. I1's abxoul conversation,
BONHAM-CARTER Eavesdropping
[2011] was shown in the 2012 New
Museum Triennial. Is thal work about
conversation?

PICA Eavesdropping is a gollection

of found drinking glasses sluck to the
wall. It picks up an the idea of trying

to overhear somebody else's con-
versation. | guess it's aboul gossip,
windering whal your neighbors are
talking aboul, or this power of exchang-
ing Infarmation in ways thal are not
nacassarily afficiant bul which bring

us together. | always think about the
role gossip has played in the history of
woman's lives, In vary Iraditional societ-
ies, for example, a woman cannot do
too much about her husband having
an alfair, Bul sha can cerlainly spread
the word, and that is a very powerful
thing, The exchange of Information is
uzad by governmanis 1o survey peo-
pla, but it is also a means lor people
to resist the structures around tham,
I'm intarasted in how language can go
wrong, but how we still use it because
we have things to say to each other,
BOMHAM-CARTER Venn Diagrams
{under the spotfight) [2011] was also
included in the Triennial bul was mada
for the S4th Vanice Biennale. Il shows
a Venn diagram, projected onto the
wall with two colored lights, How did
this work come aboul?

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

as knowledge and understanding.
Education is the cullural machine

that perpetuates the nation-slale,
aspacially in a counlry like Argentina,
which was populated by peopla from
all over the world, School was very
imporlant in giving everyone comman
imagery, literally giving people Images
to describe themselves as @ country.
BONHAM-CARTER Whal does

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

lo express lhought but to generate
and implant it. The image becomes
a didactic experience. Visualization
becomes a threatening experience
for a government.
BONHAM-CARTER How do you lind
lifein Landon?

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

Eavesdropping, 201, drinking glassas
and glue. Courtesy New Museum, Naw York.
Photo Banail Paillay,

PICA The piecs has an abstract
preoccupation: Is thought pos-

sible outside of a structure that
describes 117 During the dictatorship
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-
mant also bannad Schools from using
Venn diagrams, which are a very
concrete way of teaching children
how things come together, how they
are different and where they over-
lap. And so while the work is about
Argantina and diclatorship, 1} is also
aboul a moment in history when a
diagram was seen as a way not only

arous to me. | have my first solo show
In London coming up, al Chisenbale.
BONHAM-CARTER The work | am
Tower of Hamlets, as I am in Tower of
Hamiets, Just lika a lot of other peo-
ple ara [2011-12] was commissioned
by Chisenhale. |The projecl involves
52 ditferant people looking after, for
one week al a lime, the arlist's stone
carving of an Echeveria plant. It was
originally a prototype for a blgger
work.] The sculpture had been lying
around in your studio for a couple of
yaars hefora you sel it on this adven-
{ure through the London Borouah 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 maltar whather thay'vi
studied art for 10 years or not al all,
everyone's opinion is valid. | grew up
in a place whare thera wasn't an arl

Stlong carving and carrying casy lor the project § am Tower of
Harnlets, o5 Lo i Tower of Harmbets, Just fhe e ol of ofher
preopkr arg, 201112, Courlesy Ghisenhale Gallery, Lendon
Fhoeto Mossandra Chila

gallery. | slill maka pieces and want o
know what my mum thinks of them.
Thase are intaresting questions 1o me,
BONHAM-CARTER Wilh the Tower
Hamlets project, you are actually ask-
ing people to take responsibilily for
the work. How have people respond-
ed to that?

PICA Well, (I asks lor a lol of commit-
ment. You have 1o pick up the piace,
you have to host it. The piace 5 not
insured, so il il breaks, it breaks. It

166 SAT M ATFRCA NEARY TS

is about getling genuine engage-
meant from a small group of people.
I"var askad sveryone to fill oul a card,
like an old library card, when they
recalve it, Sa the journay can ba
reconstructed, bul | am not inlerasted
in recording images of the journey.

| think it's more powarful as a story,
Chisenhale will host
the sculpture for

tha last week of the
projeal.
BOMNHAM-CARTER
How did the exhibi-
lion at Chisenhala
come about?

PICA TI'va been in
conversation with
Chisenhale for nearly
two years. | started
halding school work-
shops at the gallery,
and from those
workshops, he dea
of doing an offsite
project developed. it
hacamea (his yearlong
piece. The exhibition
Is tha result of this
incredible, extended
collabaration.
BONHAM-CARTER
How did the work-
shops contribute to
tha idea of the work?
PICA My encounlers
with the schoolchil-

| started asking
them questions

and thinking about
their relationship to
their surroundings,
They are young and
aren’ allowed to

o many places on
their own, 50 their sense of the world
is very much about their house or
maybe heir school. And =0 | 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 alse will
you ba showing al Chisenhala?
PICA There's going to be one work
that will definitely address the spaca,

dran fed my research.

It will divide the gallery because it's

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

PICA No, it was just a gianl cone to
enhance sound. | am interasted In he
figure of the listener-—how the listener
aftects information exchange and
conversation.

BONHAM-CARTER The listens:

has the potential to shape the
convarsation?

PICA Exactly. | started looking at
listening devices and then decided 'd
lika to makea my own. | mada it out of
cardboard, rendering it useless since
cardboard absorbs sound, | wanted to
miaka an image aboul listening, rather
than making a lunclioning device.
During the exhibition we will have
somaona interacting with the struc-
ture. Whan the parson is not there,
the cone will simply axist as an object,
BONHAM-CARTER How much do
you cansider the space of the exhibi
tion bafore making the work?

PICA | always consider the space,
but not necessarily to make a new
pieca for il For a long time, when |
had an exhibition, | found | easier 1o
Just make one picce. But recently, in
the past four years or so, I've been
Irying to pul my works into conversa-
tion. I've thought about this problem
of site-specilicity. (ne way to eman-
cipate a work is 1o provide a context
for it, with other works. The works are
still ach autonomous, bul they shift
slightly, like we all do whern we have
somaone else next to us. o

Pica will have & solo axhibilion al Modom
Adt Ctard, Dacamibraer 2012-Falbriary 2013,
Her work will be in the group show "When
Atthudes Becama Form Become Athitludes,”
al tha CCA Wattis Institule,

San Francisco, Sept. 15-Dec. 13,

CHARLOTTE BONHAM-CARTER iz
afl associate professor of art histary and
wisual culture at Richmond. The American
Inlgrnaliongl University, Londen,
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