M ICH EL REI N PARIS/BRUSSELS

DORA GARCIA

42 rue de Turenne, Paris - F-75003 / +33 142 72 68 13 / galerie@michelrein.com
Washington rue/straat 51A, Brussels - B-1050 / +32 2 640 26 40 / contact.brussels@michelrein.com



DORA GARCIA MICHEL REIN earis/erusses

SUMMARY | SOMMAIRE

ARTWORKS | CEUVRES e.ceoveeereeteeeeseeesessssssssasssssssssssssssssssssssssssssssssssssssssssssssssssssssssssssssssssssssssssssssssssssssssnns 3
EXHIBITIONS | EXPOSITIONS «.cooveieieeceeees e sesseasseesesssssssssassssssssssassssssasssssssssssssssssssssssssssssssssssnsssssssssasnes 19
PRESS | PRESSE ..veieeieeeeee oo seeese s s s ss s es e s ss s ssse s ss s s sasessssessssasesssssasssasessssssasssssesessseassom 89
TEXTS | TEXTES oottt sss s sessassass s sas s s ssssass s s sassssssssassassasssssssssassssssssassassssssssassassan 1
PUBLICATIONS | PUBLICATIONS ..ot essess e sesssssssssssssassssssssssssssssssssasssasssssssssassssssssssssnn 122

BIOGRAPHY | BIOGRAPHIE



ARTWORKS
CEUVRES



DORA GARCIA MICHEL REIN earis/grusses

Mad Marginal Charts (4), 2019
| always tell the truth series
pencil on paper

crayon sur papier

70 x 100 cm (2756 x 39.37 in.)
unique artwork

GARC19075
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Mad Marginal Charts (7), 2019
| always tell the truth series
pencil on paper

crayon sur papier

70 x 100 cm (27.56 x 39.37 in.)
unigue artwork

e

private collection
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Todo Estado es ficticio y todo dinero
falso, 2018

Golden Sentence series

golden leafs on wall

feuilles d'or sur mur

variable dimensions

unique artwork

GARC19063
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Etude pour Mad Marginal Charts (5), 2017
pencil on paper, wooden frame, glass
crayon sur papier, cadre bois, verre
32x255x25cm (1259 x 10 x 0.98 in.)
unique artwork

GARC18068
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Etude pour Mad Marginal Charts (4), 2017
pencil on paper, wooden frame, glass
crayon sur papier, cadre bois, verre
32x255x25cm (1259 x 10 x 0.98 in.)
unigue artwork

GARC18067
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Etude pour Mad Marginal Charts (3), 2017
pencil on paper, wooden frame, glass
crayon sur papier, cadre bois, verre
32x255x25cm (12,59 x 10 x 0.98 in.)
unigue artwork

GARC18066
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Ecrits 1 & 2, 2017

4 books: Ecrits 1 & 2 of Lacan, 2 manuscript
notebooks

4 livres: Ecrits 1 & 2 de Lacan, 2 carnets de
notes manuscrits

variable dimensions

unique artwork

GARC17056

10



DORA GARCIA MICHEL REIN earis/grusses

Barbara Sturmar, 2011

paper, wood frame, plexiglas

papier, cadre en bois, plexiglas

337 x25x7cm (13.26 x 9.84 x 2.75 in.)
ed.3+1AP

GARC12030

1
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Segunda vez (Second Time Around), 2017

HD video, color, sound, spanish, french or english subtitles
vidéo HD, couleur, son, espagnol, sous titré francais ou anglais
94'

ed. 6 +2AP

GARC18071
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Segunda vez, 2017

HD video, color, sound, spanish, french or english subtitles
vidéo HD, couleur, son, espagnol, sous titré francais ou anglais
44’

ed. 6 + 2 AP

GARC17057
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The Joycean Society, 2013

HD video, color, sound, spanish, french or english subtitles
vidéo HD, couleur, son, espagnol, sous titré francais ou anglais
53'

ed. 6 +2AP

GARC13043
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The Innocents, 2008

video, Danish version subtitled in English vidéo
version danoise, sous-titré anglais

17

ed.3+1AP

GARC09019
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Just Because Everything Is Different It Does Not Mean That Anything Has
Changed: Lenny Bruce In Sydney, 2008

HD video, english version, subtitled in english

Vidéo HD, version anglaise, sous-titré anglais

60’

ed.5+1AP

GARCO08014
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Game, 2008
flash programming, interactive installation, video projection, hard drive
programmation flash, installation interactive, projection vidéographique,
disque dur
ed. 5+ 1AP
GARCO08013
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Film (Hétel Wolfers), 2007
black and white 35mm film, transferred to DVD Produced by Hermes (pro-
gram Hbox)
film 35mm noir et blanc, transféré sur DVD Produit par Hermés dans le cadre
du programme Hbox
11'30"
ed.5+1AP
GARC08010
18
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Palais de Tokyo, Toucher l'incensé , Paris, France, 2024
20
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Hamburger Kunsthalle, Untranquil now: a constellation of narrative and resonances, Hamburg, Germany, 2024
21
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Hamburger Kunsthalle, Untranquil now: a constellation of narrative and resonances , Hamburg, Germany, 2024
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Centre Pompidou Metz, Lacan, I'exposition . quand l'art rencontre la psychanalyse, Metz, France, 2024
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Centre Pompidou Metz, Lacan, I'exposition . quand l'art rencontre la psychanalyse, Metz, France, 2024
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L'insecte, Musée Transitoire, Paris, France, 2023
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L'insecte, Musée Transitoire, Paris, France, 2023
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L'insecte, Michel Rein, Paris, France, 2023
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L'insecte, Michel Rein, Paris, France, 2023
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L'insecte, Michel Rein, Paris, France, 2023
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L'insecte, Michel Rein, Paris, France, 2023
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L'insecte, Michel Rein, Paris, France, 2023
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L'insecte, Michel Rein, Paris, France, 2023
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Elle a plusieurs noms, M HKA, Anvers, Belgium, 2023
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Elle a plusieurs noms, M HKA, Anvers, Belgium, 2023
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Elle a plusieurs noms, M HKA, Anvers, Belgium, 2023
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Elle a plusieurs noms, M HKA, Anvers, Belgium, 2023
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Rose Art Museum Waltham, Love with Obstacles, Massachysetts, USA, 2020
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Rose Art Museum Waltham, Love with Obstacles, Massachysetts, USA, 2020
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Rose Art Museum Waltham, Love with Obstacles, Massachysetts, USA, 2020
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Rose Art Museum Waltham, Love with Obstacles, Massachysetts, USA, 2020



DORA GARCIA

41

MICH EL REIN PARIS/BRUSSELS

Special Project ARCO, The Beggar's Things, from Skulptur Projeckte, Miinster (2007), Madrid, Spain, 2020
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Special Project, ARCO, The Beggar’s Things, from Skulptur Projeckte, Mlinster (2007), Madrid, Spain, 2020
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Museo Nacional Centro de Arte Reina Sofia, Second Time Around, Madrid, Spain, 2018
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Museo Nacional Centro de Arte Reina Sofia, Second Time Around, Madrid, Spain, 2018
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Museo Nacional Centro de Arte Reina Sofia, Second Time Around, Madrid, Spain, 2018
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Museo Nacional Centro de Arte Reina Sofia, Second Time Around, Madrid, Spain, 2018
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Museo Nacional Centro de Arte Reina Sofia, Second Time Around, Madrid, Spain, 2018
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Museo Nacional Centro de Arte Reina Sofia, Second Time Around, Madrid, Spain, 2018
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Museo Nacional Centro de Arte Reina Sofia, Second Time Around, Madrid, Spain, 2018
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Tensta Konsthall, Red Love, Stockholm, Sweden, 2018
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Tensta Konsthall, Red Love, Stockholm, Sweden, 2018
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Tensta Konsthall, Red Love, Stockholm, Sweden, 2018
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La Verriére - Fondation d'Entreprise Hermes, Somewhere, Two Planets Have Been Colliding for Thousands of Years (The Thinker as Poet), Brussels, Belgium, 2018
53
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La Verriere - Fondation d’Entreprise Hermes, Somewhere, Two Planets Have Been Colliding for Thousands of Years (The Thinker as Poet), Brussels, Belgium, 2018
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Casco Art Institute: Working for the Commons, Army of Love with Dora Garcia and Ingo Niermann, Utrecht, the Netherlands, 2017
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Casco Art Institute: Working for the Commons, Army of Love with Dora Garcia and Ingo Niermann, Utrecht, the Netherlands, 2017
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Michel Rein, Ecrits, Paris, France, 2017
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Michel Rein, Ecrits, Paris, France, 2017
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Musée d'art contemporain de la Haute-Vienne, Nous sommes des extraterrestres, coll, chadteau de Rochechouart, France, 2017
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Musée d'art contemporain de la Haute-Vienne, Nous sommes des extraterrestres, coll, chadteau de Rochechouart, France, 2017
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Michel Rein, Ecrits, Paris, 2017
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Michel Rein, Ecrits, Paris, 2017
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The Tetley, Dora Garcia: these books were alive; they spoke to me, Leeds, the UK, 2017
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The Tetley, Dora Garcia: these books were alive; they spoke to me, Leeds, the UK, 2017
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The Power Plant, | see words, | hear voices, Toronto, Canada, 2015
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The Power Plant, | see words, | hear voices, Toronto, Canada, 2015
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The Power Plant, | see words, | hear voices, Toronto, Canada, 2015
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La Ferme du Buisson, Alfred Jarry Archipelago : La Valse des pantins - Acte Il, Noisiel, France, 2015
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La Ferme du Buisson, Alfred Jarry Archipelago : La Valse des pantins - Acte Il, Noisiel, France, 2015
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56th Venice Biennale, The Sinthome Score, Italy, 2015
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56th Venice Biennale, The Sinthome Score, Italy, 2015
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Palais de Tokyo, Steal this book, Paris, France, 2014
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Palais de Tokyo, Steal this book, Paris, France, 2014
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Fonderie Darling, Autour des crimes et des réves, Ottawa, Canada, 2014
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Fonderie Darling, Autour des crimes et des réves, Ottawa, Canada, 2014
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Michel Rein, Philip K Dick and the vesica piscis, Brussels, Belgium, 2014
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Michel Rein, Philip K Dick and the vesica piscis, Brussels, Belgium, 2014
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53th Venice Biennale, Fondation Prince Pierre de Monaco, The Joycean Society, Venice, ltaly, 2013
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53th Venice Biennale, Fondation Prince Pierre de Monaco, The Joycean Society, Venice, Italy, 2013
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Michel Rein, The Beggar’s Things, Paris, France, 2012
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Michel Rein, The Beggar’s Things, Paris, France, 2012
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(d)OCUMENTA 13, Norbert Frei Rudolf Kreis talk on sexual emancipation and policies of Germany past, Kassel, Germany, 2012
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(d)OCUMENTA 13, Norbert Frei Rudolf Kreis talk on sexual emancipation and policies of Germany past, Kassel, Germany, 2012
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(d)YOCUMENTA 13, Norbert Frei Rudolf Kreis talk on sexual emancipation and policies of Germany past, Kassel, Germany, 2012
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(d)OCUMENTA 13, Norbert Frei Rudolf Kreis talk on sexual emancipation and policies of Germany past, Kassel, Germany, 2012
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54th Venice Biennial, Spanish Pavillion, L'inadeguato, Lo Inadecuado, The Inadequate, Venice, Italy, 2011
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54th Venice Biennial, Spanish Pavillion, L'inadeguato, Lo Inadecuado, The Inadequate, Venice, ltaly, 2011
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54th Venice Biennial, Spanish Pavillion, Linadeguato, Lo Inadecuado, The Inadequate, Venice, Italy, 2011
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54th Venice Biennial, Spanish Pavillion, Linadeguato, Lo Inadecuado, The Inadequate, Venice, Italy, 2011
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Michel Rein, What a Fucking Beautiful Audience, Paris, France, 2009
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Michel Rein, What a Fucking Beautiful Audience, Paris, France, 2009
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CGAC - Galicia Contemporary Art Center, Saint-Jacques-de-Compostelle, Spain, 2009
92



DORA GARCIA MICHEL REIN earis/erusses

Domaine de Chamarande, Chamarande, France, 2009
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Dora Garcia
Arte Informado
April 6", 2020
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Dora Garcia

The Criterion Collection
July 17*, 2018

by David Hudson
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Dora Garcia

SUR

April 17%, 2018
by Miguel Lorenci
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Dora Garcia
La Vanguardia
April 17*, 2018
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Dora Garcia

Art Tribune

March 28", 2018
by Frederica Lonati
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Dora Garcia Dora Garcia
Art press Artforum
June, 2017 September 2015, page 212

by Julie Crenn by Bryne McLaughlin
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Dora Garcia

ArtForum
AHTF n“M July 2014, Online

By Bryne McLaughlin

ARTFORUM

Dora Garcia

FONDERIE DARLING

745 Rue Ottawa

May 21-September 14

James Joyce’s Finnegans Wake (1939) is not so much a book to
be read as itis to be experienced. This is a key thought to hold on
to when viewing Spanish artist Dora Garcia’s The Joycean
Society, 2013, one of three large-scale video projections with
accompanying sculptural elements gathered by curator Chantal
Pontbriand for the exhibition “Of Crimes and Dreams.” Shotin a
documentary style, the film hovers around members of a reading
group in Zurich as they decode a single page in Joyce's
masterpiece. As the complex, ciphered text is unpacked word by
word, spontaneous tangents emerge across literary cues and
personal anecdotes. It's a durational performance of sorts
(keeping in mind that it takes the group eleven years to work
through the entire book), and the longer one watches the more it
becomes clear that, for Garcia, the essential value of language,
no matter how irrational or obscure, is the parallel social dynamic
thatitreveals.

Similarly, for her video Désordre, 2013, Garcia invited residents
ata French psychiatric hospital to read Finnegans Wake as well
as Félix Guattari's Soixante-cinq réves de Franz Kafka (Sixty-Five
Dreams of Franz Kafka) (2007), this time prompting a free-
association discussion on daydreaming, anxiety, and betrayal.
There is a candid synergy to this group of marginalized “others,”
and the results are pointedly lucid: “I think it's important to dream
because it's proof of life,” says one patient. It all comes together in
a pair of large chalkboards from Garcia’s ongoing series “Mad
Marginal Charts,” 2009—. Here, Garcia has devised a kind of
spiraling linguistic calculus based on research on Joyce, Freud,
Lacan, and Antonin Artaud to anti-psychiatry and deinstitutionalization. Impenetrable at a glance, this mapping of
abstract symbols and equations demands complete absorption, in time opening a coded gateway that at once
confounds and creates meaning beyond the conscious limits of language and society.

. o N
Dora Garcia, “Mad Marginal Charts (detail),”
2009—, mixed media. Installation view.

— Bryne McLaughlin

All rights reserved. artforum.com is a registered trademark of Artforum International Magazine, New York, NY
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Dora Garcia
SelfSelector

June, 9th, 2014, Online
By Lorena Mufioz-Alonso
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IWJNIUIIE PERFORMANCES & SPECTACLES VIVANTS

LE QUOTIDIEN DE L’ART / NUMERO 110 / VENDREDI 16 MARS 2012

DE 1A TRANSFORMATION

DES TRACES

EN (EUVRES
\

= L'amateur de performances est par essence un
spectateur frustré, ou opinidtre. Entre 'impossibilité
de pouvoir précisément transmettre ce qu’il a vécu de
manieére sensible, et 1'obligation de devoir se fier a un
matériel photographique ou vidéographique tronqué - ou
édité selon des regles hétérogenes a celles de ’art vivant -
pour imaginer ce qu'il a manqué, la question des traces,
que ce soit pour I’exposition ou l'acquisition, constitue
une problématique essentielle de cette forme de création.
Lors d’une rencontre intitulée « Collectionner un
geste » a la Fondation d’entreprise Ricard, la directrice
du Fonds régional d’art contemporain (FRAC) Lorraine,
Béatrice Josse, évoquait le processus d’acquisition
complexe d'une ceuvre de ’artiste Esther Ferrer (née en
1937). Réalisée en 1967, Intime et personnel est I'une de
ses premieres performances. Elle consiste a mesurer son
corps ou celui de quelqu’un d’autre a I’aide d’un métre,
en y indiquant les endroits mesurés par un chiffre, un
point ou une note, notations qui sont ensuite transmises
au public par oral ou par écrit. Apres de passionnantes
discussions, il fut décidé d’acquérir I’ceuvre sous deux
formes : une forme photographique, soit un cadre
comprenant douze photographies noir et blanc ; une
forme immatérielle, soit un protocole que le FRAC peut
réactiver sur demande. En effet, I’artiste ne souhaitait
pas figer sa performance dans une ceuvre pérenne. C’est
sans doute cette crainte qui I’a également conduit a
choisir pour la forme photographique, celle d’une suite
de douze clichés encadrés ensemble - le « ensemble » est
important - plutét qu’'une photographie unique. Et cela
pour souligner que la performance est avant tout une
suite d’actions et non un geste circonscrit et solitaire.
L’artiste Dora Garcia (née en 1965) a également dii
se poser ce type de questions au moment de documenter et
d’exposer ses performances. L'une des solutions adoptées
est alors particulierement bien choisie puisqu’elle permet
d’ajouter un second temps a la compréhension de ce qui
se joue lors des actions. Ainsi, The Artist Without Works:
A Guided Tour Around Nothing, donnée en 2008 lors
d’Art Basel Miami Beach ou en 2011 a Venise, est-elle
désormais exposée sous une forme a la fois textuelle et
photographique. Cette performance, une visite guidée
de forme classique ou l'interprete présente le travail
d’un artiste qui ne crée pas d’ceuvres, « un artiste qui
ne donnerait jamais au public ce qu’il désire », est alors
transmise par son script annoté, des photographies et
des extraits de journaux. Le plus passionnant dans ces
traces étant l'intervention du performer - son écriture

GALERE MICO-H REIN

‘ PAR CLEMENT DIRIE

Dora Garcia, The Artist Without Works: A Guided Tour Around Nothing,

2009, détail, Script original annoté de la performance, Art Basel Miami

Beach Projects, 2008. Interpréte: Jan Mech. Courtesy I'artiste et Galerie
Michel Rein, Paris / Collection privée, France.

manuscrite sur le tapuscrit de l'artiste - s’appropriant
le texte, le corrigeant, le modifiant en fonction du hic
et nunc de I'action. Cette forme mixte, qui montre un
processus de travail et de dialogue, présente ainsi une
ceuvre en mouvement, témoignant du rapport entre
public, interprete et auteur. Un rapport que le visiteur
peut reconstituer a posteriori, en s’identifiant aux trois
termes de 1’équation performative.

A la Synagogue de Delme, le duo Louise
Hervé & Chloé Maillet (nées en 1981) a mis en place une
autre stratégie de prolongation de la forme performance.
Attachées aux différents systémes narratifs (conférences-
performances, films, visites guidées, diorama, etc.),
elles ont cette fois-ci imaginé un roman-feuilleton en
dix parties. Publié dans Le Républicain Lorrain pendant
I’exposition, chaque épisode fait également ’objet d’'une
mise en scéne au centre d’art. Elargissant leur spectre
narratif en recourant a des formes du XIXe¢siecle (le
journal, le roman-feuilleton), elles élargissent aussi leur
public, a I’échelle d’un territoire, tout comme les traces
de leurs performances dont chaque épisode devient le
pré-texte. I
DORA GARCIA, THE BEGGAR’S THINGS (A SOCIAL SCULPTURE),
jusqu’au 7 avril, Galerie Michel Rein, 42, rue de Turenne, 75003 Paris,
www.michelrein.com
LOUISE HERVE & CHLOE MAILLET, ATTRACTION ETRANGE,
jusqu'au 13 mai 2012, La Synagogue de Delme, 33, rue Poincaré,

57590 Delme, www.cdc-synagoguedelme.org
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Dora Garcia
Art Review
June, 2011
by Olivier Basciano

THERE ARE AROUND 40 OF US sitting in a gallery at Eastside
Projects, located on a Birmingham backstreet, staring at a live
feed of a dozen or so kids on skateboards. They're in Barcelona
zipping around a plaza, using the architecture of the museum that
flanks it to practice ollies. And yet none of us is here because we're
particular fans of nosegrabs and K-grinds; rather, we're here to
listen to a talk by Spanish artist Dora Garcfa.

The artist, who was born in Valladolid during the last
decade of Francoss reign and will be representing her country at
this year's Venice Biennale, typically stages performative works in
which she can be seen to test the parameters of a work of art. The
works are often focused on articulating notions of control in the
artist-viewer relationship, a power struggle that she relates to
psychiatric theory and to the ways in which society attempts to
deal with madness. Garcfa appears to work at the extreme ends of
engagement with her audiences: while many of her performances
encourage audience participation, in others she appears to be
suggesting that the audience is completely irrelevant. These
skateboarding kids, for example, are blissfully unaware that their
performance is being appropriated as an artwork: the artist is
streaming the footage from the webcam that she installed at
MACBA in Barcelona for a solo show there in 2003.

MICHEL REIN earis/srusstLs
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Specifically, the skaters’ appearance in Birmingham extends
the life of The Kingdom (2003-), Garcia's ambitious project in
which the entire Spanish institution was coopted into an all-
encompassing, continual artwork. The kids on boards conform to
the fulfilment of a series of ‘prophecies’ (written into a novel
authored by the artist prior to the exhibition), eath of which
described a future event situated in the venue, of varying
significance - anything from ‘Alain drinks a beer while sitting on
the stairs of the museum’, to the prediction that the institution’s
library printer will be turned on. Some of these would be fulfilled
by the artist's own programming - Alain’ was an accomplice of
Garcia’s, paid to drink the beer - while others were left to chance.
The possibility that skaters would use the museum walls for tricks
was a fairly safe bet, since they congregate there in big groups
whenever the sun is shining; and, eight years later, the webcam -
still installed at the museum, but now part of its collection, its
footage running on MACBAS website ~ continues to attest to
this. This live-streamed remnant of Garcia’s apparently temporary
marriage of chance and the preconceived sparks the fanciful idea
that the artists programming of the space might still be in
operation. If the predicted encounters are still being fulfilled, then
might Garcfa still be catalysing them? This ambiguity, the artist
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Staging a six-

as purposeful, aiming to induce a “suspicion of
ranted”. The intent to

me later,

reslity... where no action can be taken for

month performance

create paranoia is one example of the marriage of the artist’s long
madness and psychiatry, and her complicated

running intere:
relatienship with her public

Steal This Book, from 2009, was a work requiring a
participatory, attentive audience. Premiered at that year's Lyon
s title from Abbie Hoffman’s 1971

marathon without

a public schedule

Biennale and borrowing
counterculture  manual, it featured sculptural piles of the
publication massed in a gallery alongside institutional plaques

is unconventional

hey were

tors that, the book's title no

thstanding,

warning v
not permitted to take any copies away. A comic game of cat and
gated between visitors and attendants,
the former keen for a souvenir of this slice of institutional critique

to say the least

se

and the latter eager to uphold the work’s rules. Lik
e, a work produced for the ICAs Double Age:
(2008). There, a woman sat at a desk in the corner of
mputer, producing a slightly delayed but pithy narrative

1t exhibition

N.

he gallery

with a ¢
describing the appearance and actions of the exhibition’s visitors.
Nhen the gallery

which was then projected onto the gallery
emptied, G pi

At Eastside, another work
casion, however, my entering the space

fell pavilion, meanwhile, will also disregard the typical niceties of
r fell silent

omme

rcia

exhibiting by being given over to the storage of props used in the

turing a woman and a desk ;
d performances, alongside three small monitors showing

continuously looped preexisting videoworks by the artist
That Garcia allows herself to take such liberties with the
public who view or participate in her work provides a contrast to

was on show. On this
provoked no reaction. Instead, she appeared to be midway
through reading aloud a short statement concerning a nun being
he gallery was empty of people other

impregnated by a priest.
and me; before | arrived, | assumed, she must have been
f alone. All the Stories (2001-), as this work is

the kind of dominant institutional phraseology that presents art's

primary function as serving the public and being for the social
good, which is now so inherent in the middlebrow presentation of
‘culture’. This purposeful break from the status quo stems from
Garcia’s long-running interest in dissidence and in challenging the
institutional codes of the artworld, which she sees too heavily tied
to capitalist dogma.

This interest also surfaces in Garcia's sustained referencing
of madness and psychiatry: both in the formal subjects she
investigates, as in The Deviant Majority (2010), one of the films
Garcia will exhibit in Venice; and in her use of speech in the
performance practice exemplified by All the Stories, along with

king to he!
titled, is a long-running project (documented via a blog) in which
t formulates a few sentences, in the style of a movie pitch,

thea
to describe stories found through newspapers, literature, personal
cdotes, histories, movies themselves and, for a short time, a
research collaboration with the German Federal Commissioner
for the Stasi Archives, w contained the notebooks of GDR

police. Whatever the source, however, the key to the

ative incarnation of these stories is the viewer’s irrelevance
aging
At Venice this year, visitors to the Spanish Pavilion will find
the connection speech has to Freuds ‘talking cure’, in which an
analysand describes problems for the analyst to interpret, Asked
about this aspect of her practice, Garcia mentions her interest in
the belief that mental illness is not a medical condition but a social

one. Here, she’s reiterating a particular mode of 1970s theory that

h a six-month-long, rotating

being presented
rformance works by Garcia and invited

programme of live
d in the central space of the pavilion building

nterest either in shouting for their attention

he relates this ambivalence

or in coaxing interaction from them.
specifically to the exhibition’s setting.

alk, they run”, Garcia says, referring to

she acquainted herself with while on a residency in Trieste, the
Italian town that famously stopped incarcerating those with
psychiatric problems during the mid-1970s, and this forms the
central subject of The Deviant Majority.

The film involves an extended monologue by Carmen Roll,

he visitor to Venice is

omeon o does not

the amount of ai age viewer tries to cram into a single

an av

from a position of indifference about

visit. “So I'm trying to s
whether anyone attends or not, and this gives one a feeling of
s a feeling that has allowed Garcia to free herself

a German nurse who was associated with the Red Army Faction
in the late 1960s, before her itinerant activism led her to become
one of the leading figures in Trieste’s deinstitutionalisation
movement. Roll argues that the social circumstances created by

liberation.
from all the trappings that might ordinarily surround such an
| eschew a publicised schedule of events

shew
translation or formal recording. Visi

ambitious project
must

or any ir tion,

take their chances, turn up and hope they lik

terpret:

capitalism were responsible for the symptoms of madness (a
given time The Inadequate hypothesis shared by Deleuze and Guattari's Anti-Oedipus, 1972,
not made for the public”, Garcia affirms. “But in their linking of capitalism and schizophrenia). It's a further
ne to see it.. I'm not forcing them to be as example of Garcia’s interest in the crossover of alternative mental

what they see at any

passionate as | am about what will be happening. It's an attempt states and rebellion against social rules and conventions, which

r, whom | finds its way into other works. Steal This Book, for example, when

to rebalance the power between myself and the vie

don't feel superior to.” The remaining rooms of the national
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Steal This Book

you set Abbie Hoffman's counterculture status against the
activist's later suffering from bipolar disorder; or thesaccusation,
levelled by Jacques Lacan at James Joyce - another former
resident of Trieste and subject of the second video to be shownin
Venice, The Inadequate (2011) - that the writer would be regarded
insane were it not for his artistic status.

The idea of staging a six-month performance marathon
without a public schedule in Venice is unconventional to say the
least: but Garcfa would argue that art practice and madness are
similar (and logical) reactions to the orthodoxies of the free
market that the Biennale operates within, and that the artist, for
her part, seeks to rupture. It's evident that Garcia is uncomfortable
with being complicit in this idea of nationalistic representation and
the inherent industry that surrounds Venice; but she seems to see
her role as the enemy within - the lone lunatic among the sane -
and that her interventions, live commentary and production for
the sake of production (regardless of end consumption) might
just offer an escape route from the overbearing systems of
normalcy, nationhood and industry
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Notes & Querices

The collaborations and performances of Dora Garcia,
who is currently representing Spain in the Venice
Biennale, engage with radicalism, inadequacy

and the excluded by Max Andrews

Llnadeguato,
Lo Inadecuado,
The Inadequate
201

Artist book

'MAD MARGINAL

LINADEGUATO
LO INADECUADO
THE INADEQUATE

A bosk by B ercia

Dora Garcia’s art of the last several years
deliberately refuses an overview; like
Herman Melville’s scribe Bartleby, it ‘prefers
not to’ conform to expectations while special-
izing in a kind of plagiarism. As a James
Joyce scholar proposes in The Inadequate (2011),
one of two videos which form a part of
‘LInadeguato, Lo Inadecuado, The Inadequate’,
Garcia’s project for the Spanish Pavilion at
this year’s Venice Biennale, holding out for
any dénouement in the Irishman’s novels

is futile. Instead, we're destined to endlessly
perpetuate readings and interpretations,

to wander or dance around them. Similarly,
Garcia’s recent work could be catalogued
under the title of her series ‘Mad Marginal’
(2009-10): wilfully inconclus '
composed of a perpetual inquiry into, and
recirculation of, the work of various misfit
artists, writers, poets and comedians -
‘inadequate’ and volatile figures whom she
admires for their singular indifference

to success and convention. Taking the form
of situations or performances which are
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Installation view
Spanish Pavi
sath Venice Biennale
2011

more-or-less scripted, her works are often
modified through their presentation or
trigger loops of feedback. Repurposed for
Venice, Instant Narrative (2006), for exam-
ple, involves someone sitting with a laptop
hooked up to a projector as they type a text
describing the visitors’ behaviour in the
Pavilion, a scrivener-surveyor situation,
while Rebearsal/Retrospective (2010) com-
prised coaching about how to enact further
performed pieces by Garcia, including
The Artist Without Works (2008), a speech in
the form of a tour about artists who refuse
to produce anything.

‘L'Inadeguato ... is an rating, accu-

which focuses on the Italian underground
scene since the 1960s. Developed with the
help of a team of collaborators including
Marco Baravalle, Barbara Casavecchia,
Eva Fabbris, Peep-Hole gallery in Milan
and Cesare Pietroiusti, and expanding to
include almost 100 participants through the
Biennale, the exhibition has grown into an
unlicensed, unregulated and undocumented
research project which exorcises and airs
radical and marginal art, politics, literature,
gay subculture and anti-psychiatry with their
lines of inheritance alongside the position of
the dissident, the excluded, the exiled, the
ficial and the i The ‘players’

mulative performance-in-progress and par-
tial retrospective which resists adding up to a
‘proper’ exhibition. Dialogues, more usually
supplementary events to the institutional dis-
play of art, are the core content, and the en-
tire central atrium of the Pavilion is taken up
by a platform that hosts a multitude of con-
versations, monologues and presentations
throughout the six months of the Biennale,

who represent themselves and the work of
others in this meticulous pavilion des refusés
comprise novelists, philosophers, sociolo-
gists, activists, publishers, cinema directors,
economists, curators, historians, psychia-
trists, urbanists, architects and distinguished
art veterans such as Gianfranco Baruchello
and Nanni Balestrini. The ‘players’ who are
represented by others - a small troupe of
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actors incarnating characters in dialogue
routines which run throughout the months
of the Biennale - include the irrepressible
filmmaker-performer Jack Smith; play-
wright, director and latterly psychiatric
patient Antonin Artaud; and stand-up
comedian and obscenity-outlaw Lenny Bruce
(all three characters in Garcia’s one-man play
Real Artists Don't Have Teeth, 2009), while the
reading of Bruce's routines also comprises
the work entitled Censorship/ Fust Because
Everything is Different it Does Not Mean That
Anything Has Changed: The Essential Lenny
Bruce (2008). Charles Filch, a bit-part beggar
from Bertolt Brecht’s The Threepenny Opera
(1928), whose incarnation through actors on
the streets of Miinster was Garcia’s contribu-
tion to Skulptur Projekte Miinster in 2007,
alsa put in appearances.

Gilles Deleuze’s Essays Critical and Clinical
(1997) is a collection of studies on writers and
artists, some of whom might easily find a
place in Garcia’s panoply of real and imper-
sonated characters - including Lewis Carroll,
T.E. Lawrence and Alfred Jarry - under the
conceit that evaluating the qualities of their
‘minor’ work is much like diagnosing a new
rare disease. Not uncoincidentally, such
afflictions frequently bear the name of the
clinicians who first agree that a particular set
of symptoms are meaningful. Likewise the
Pavilion's congestion of proper names, both
known and unknown, and its equivalence
of detail nilarly recognizes, and suffers
from, eponymous aesthetic positions - (Jack)
Smith's or (Lenny) Bruce's Syndromes, per-
haps. Correspondingly engaging and unreli-
able, ostentatious and banal, trivial and pro-
found, the project is thus an explicit defence
of radicalism, dignity and truth, being
comprised of critical analysis as well as being
‘bad form’, and always something of a joke.
Or, in other words, as the Garcia-designed
T-shirt - that accompanied an exhibition,
which included works by Jack Smith and
Guy de Cointet, that the artist co-curated this
summer at Museo de Art Contemporineo de
Castilla y Leén - read: "Yes We Camp'.

Yet it is the writings of the pioneering
Venetian psychiatrist Franco Basaglia that
are the most contagious syndrome here. His
vision to outlaw mental hospitals in Italy in
favour of integrating ‘madness’ into society
found its clearest expression in his work
as a director of the hospital in the city of
Trieste in the 1970s. Basaglia's articulation
of the patient as a victim of the destructive
institution offered Garcia a framework for
considering anti- or de-institutionalization,
both in insane detail and through a dubious
stance towards her own evident success and
presence at the centre of the institution of
art in the guise of the grandest biennale. By
taking on Basaglia's accusation that ‘an in-
stitution is something that does not change’,
Garcia’s accumulative occupation of the
Pavilion instigated something akin to the de-
institutionalization of institutional critique
as a form of art practice only capable of
producing a generalized aggression towards
the fabric of the white cube. Instead, Garcia’
dissent in not offering an easily digestible
public entity with the expected obligations
of legibility, prudence or justification, and
her obvious doubts about the credibility of
one artist representing Spain, was amplified
through the Pavilion’s multi-author set-up,
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and the fact that, if representing anything,

it far better stands for Italy. The case for
inadequacy is further present in the fact that
the central dialogues are not public events
per se but rather events in public - one can
join in, but in order to participate rather than

Springing from work made in the context of
the Sdo Paulo Biennial in 2010, The Deviant
Majority (from Basaglia to Brazil) traces the
influence and legacy of Basaglia's work in
Brazil. We see a psychiatric hospital theatre
group acting out in present day Sdo Paulo: a

eavesdrop. They are purposely not
as lectures in need of an audience and, apart
from the actors or Gareia herself, it is unlikely
that throughout the months of the Biennale
anyone could experience more than a frag-
ment of them. This unceremonious program-
matic directness extends to the orchestration
of the ‘devices’ and installation of the Pavilion:
with nothing committed to the walls, folding
chairs available as needed for talks or watch-
ing films, monitors on wheeled media trolleys
as they might be in a media library rather than
a gallery, and little or no artificial light, the
emphasis is on the transparent and the prag-
matic. Intervention-light, suspicious of mak-
ing itself at home in the Pavilion, the project

Dora Garcia admires the
work of various misfit artists,
writers, poets and comedians
for their indifference

to success and convention.

avoids obligation to the building, declining to
identify with its loaded territorial status,

The lateral spaces of the Pavilion contain
archival material and props related to Garcia’s
recent works - including Filch's ephemera
from The Beggar’s Opera (2007) - but moreover
host an amazing array of loaned manuscripts,
art, correspondence and photographs by
a range of artists and writers whose work
was unheralded when it was produced - a
Kind of reef of marginal practice and Garcia's
web of research. These include facsimiles of
the Swiss writer Robert Walser’s astonish-
ing ‘micro-seripts’: documents produced by
Francesco Matarrese and from the ‘Uffici per
la inazione Pi iva', the i
office of literary liberation initiated in 1973
by Franco Falasca, Carlo Maurizio Benveduti
and Tullio Catalano; reproductions of docu-
ments related to the time Joyce spent teaching
English in Trieste; an archive of the dreams
of maximum security prisoners; letters sent
at random to the Pavilion by the poet and
graphic novelist Aldo Piromalli; work by the
Arte Povera black sheep Emilio Prini, whose
participation in the 1968 laboratory-cum-
exhibition ‘Il Teatro delle Mostre’ (Theatre
of Exhibitions) was an early influence for
the Pavilion; as well as the storage of films
to be screened during discussions by Fabio
Mauri and experimental cinema pioneer
Alberto Grifi. Brilliant and self-consciously
flawed, i and ddeningly dispersi
‘L'Inadeguato ...’ deliberately neither
functions to clearly convey information
nor lo entertain, yel is carried by Garcia's
infectious commitment for the contents
of her reluctant occupation,

The two documentary films that are casu-
ally presented on monitors in the corner rooms
of the Pavilion crystallize many strands
of Garcia's research through talking-head
interviews, voice-over commentaries and
films of workshops in psychiatric hospitals.

playing patient sports packets of pills in

his hair, caricaturing stigmatization. In keep-
ing with the entire project, which oscillates
between margin and centre, inter-titles func-
tion as both footnotes and headings: ‘I know
of one Greek labyrinth which is a single
straight line," reads one, quoting Jorge Luis
Borges. An interview with ‘C.R.", a woman
closely involved with the radical anti-psychi-
atry movement in the 1960s and '70s offers an
amusing yet telling anecdote about a party in
a disabled ward in a Greek hospital super-
vised by Franco Rotelli and Félix Guattari in
which the latter could not bring himself to
join in the dancing. In this episode, ‘C.R," wit-
nesses what she disappointedly understands
as the philosopher’s ultimate failure to put
his ethics and aesthetics into practice.

Despite the near-invisibility of Garcia's
name at almost every conventional point of
artistic attribution, it is her willingness to
choreograph the Pavilion as well as to dance
herself - across the roles of artist, ¢
fan and impresario - which give:
and clout. Garcia's formidable radicalism-
jamboree, and her care and enthusiasm for
the anomalous and volatile heritage of recent
Italian history, 1es the populist rhetoric
of the Italian Pavilion and provides a timely
context for considering the normal i
outrageousness, of genius, madness and the
mirage of authentic art. ®

Max Andrews is co-director of the curatorial office
Latitudes in Barceiona, Spain.

Dora Gareia lives in Barcelona, Spain. In 2010
ber work was included in the 29th Sao Paulo
Biennial and she bad solo presentations at Oficina
Ppara Proyectos de Arte A.C., Guadalajara,
Mexico; Kunsthalle Bern, Switzerland; and Index
Stockbolm, Sweden. Garcia represents Spain

at the 54th Venice Biennale, which runs until

27 November.
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ple ot incertain. Dora Garcia a participé aux biennales
d'Athénes et de Lyon on 2009, de Sydney et de Séville en
2008, au Skulptur Projekte de Miinster en 2007, Des expo-
sitions personnelles se sont tenues & Saint-Jacques de Com-
postelle en 2009, & la Galerie fir Zeltgendssische Kunst de
Leipzig en 2007, ainsi qu’au musée d'art contemporain de
Gand en 2006.

Dora Garcia
Art Press 2
August, 2010
by Anna Daneri

La « performance » occupe une place centrale dans votre pratique artisti J' io vo-

lontairernent des guillemets, parce que votre ceuvre Inunooo le sens méma dece uvmo otle
décline différomment selon vos projots. Ca n’est pas simploment une affaire de définitions in-

stables, mais & travers los divorses formes que la poriormonco pout vaw dans votre oouvre, |l
on va d'une ouverture vers d autres champs - i , relationnels

Un artisto pour loquet |*al beaucoup d'admirabion, Issidoro Valcarcel-Medmna, peéfére I'emplot du
terme « accsin » (action) on leu ot place de « performance «, dtant donné que pevforrmance est un
terme anglais porteur de trop nombreuses connotations thédtrales. « AChon » a copendant be 1on
principal d'impliquer que I'on « fait » quelque chosa, riison pour laquelle jo préfére I terme « por

formance « Aspirer & ce que les performeurs « lassent » quelque chose me semble totalement
dénud d'imérét. Le terme « performance » d 0 d'une géneal prestgeoune, dos
lors qu'il rédéce & la disciphine officellermant inaugurde par Allan Kopeow ot pratiquie par d"autros
poids lourds teds que Chris Burden - sa performance TV Mijeck m’apparait comme un ci

Aussi lp porformance est-ollo pour moi totaloment ditachdée de Faction. Elle est davantage un dtat
de conscionce 00 jo Suls attentive au caractorn peavu de ma pedsance, au scénario prdalablement
dtabli. Bsan évidomment, tracer une igne de partage & partir &' une telle defintion, entre co qui st
prévu, écnit, non écrit, spontand, n'est pas aisé. Mois la confusion des tarmes me mat & mon sise

A mon sens, | eoste un autre facteut important pour opdrer une distinction entre la performance
comme discapline des arts visuels ot la performance hée au thédtre et & ka danse (jo parfe toujours
en lermes conventionnels de lagon & me fawre comprendre | j¢ préférerais ne pas opérer cotte dis

UNCtion entre les arts visuels ot le théadtre et la danse, mais jo le tais pour des ratsons de clansé - cha

cun des termes de ce texte devran étre entre guillemets ), La ditférence ontre lo performance dans
les arts visuels o1 la performance thédtrale se résume § une inditférence absolue de la pramidre
onvers le succes, la satinfaction du public ou les applaudissoments. Du moins, an ce qui me
concerne, la satisfacton du public me laisse totalement indifférente, notamment en ralson du faat
que a notion de pubbic ne ma parait pas trds claire. Le public a-1- besoin de savoir qu'il es1 un pu

blic ? Et los pecsonnes qui ont connatssance de & performance, par oul-dire ou pars lours kectures,
font-efes dgalement partie du public ?

Dans son ouvrage 'Art et la vie confondus, Allan Kaprow soulignait que « la ligne de partage
entre le happening ef s vie o devrait étre préservee aussi fluide, voire aussi indis-
tincte Que possible » En dépit de différences évidentes en termes de conditions de travail ou
d'époque, cela ne semble pas trés ék ¢ de la probl qui impragne Inserts in Real
Time : « Si une performance se plotongo sur une vie o 9 Ia perfor-
mﬂmdcbm? Colannnppoluoo.bvmntﬂoodeoDonDeLﬂo ou b » détournement »
iste qul est prob it plus peoche de votre esprit

Out. Comma je ol mantionné, | apprécie ke brouliage des notions. Lorsque les rdles & autour, d"ac
teur ot de public perdent de leur clartéd pour ceux qui les jovent, il se produit quelgue chode d'in
térossant. LOrsque o6 gui est spontand ol ce gue est écnt deveennent auss: incoertains que dans un
réve, quelque chose d'intéressant commence. Lorqu'dl dovient difficile de distinguer vie ot por
formance, alors, je dirais que c'est la réalite qui commence, En co sens, Fun des ouvrages quim'a
fant la plus forte impression est & AMise on scdne de la vie quotihenne d'Erving Goffman. Son livre
Asdes 8 constitue ulldneurament, pour Mo, un point do départ pour bien d'asutres choses

Un il rouge redie entre eux vos différents projets. Cela tient A votre modus operandi, qui est da-
vantage procédural, fluide et rhizomatique quorkentd vers une finalité ou destiné & produire
«quelque chose ». En un sens, vous procédez de maniére performative, en incluant dans vos
aeuvres ce qui vous parait pertinent pour les recherches spécifiques que vous entreprenez. Et
cette porf ivité rejaillit égal sur les regard, , les | ou les spectateurs, qui
sont fréquemment appelés & agir ou & rdagir (je pense ici au projet que vous avez réalise pour
la Biennale de Lyon). En un sens, jo vois vos ceuvres comme des outils qui servent & réveiller
les consclences

J'ai toujours 616 intéressde par les performances dans lesquelles personne (pas méme lo por
formeur) ne sait quand ka parformance a commancd ; ou s alle est termende ou pas. Pour dof)
nir hddlament b quel moment débutent et s'achévent mes performances, on pout lase sppel &
un menvellleus concept emprunts au thédtre | « antrer dans » un personnage, et son corollaire, «en

MICHEL REIN aris/grusstLs
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Reality must go on
Dora Garcla v Anna Danern
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Hor work, conceptual in natwre

100r wcific locaton Ofte

WING O

formance sitiple and uncedtain and exph

work, and the publc. She has participated in b

and in Minster Sculpture Projekte (200

Porformance” plays a Central role in your practice. | put the tern

work questions the very meaning of the tarm, fo

nulating it differently acc

g 10 the diferent
projects you developed. And it is not simply a matter of shiting definttions, but also of opening up

of (soco-poltical, cultural, relations discusson through the possible diverse

ons of performance in your work
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DORA GARCIA

Two Planets Have
Been Colliding for
Thousands of Years

2017

Performance and floor
painting

Performance et
peinture sur sol

The Mad Marginal Charts project gained momentum until
it eventually resulted in a new performance. Its title comes
from a conversation between Dora Garcia, Andrea Valdés,
and Manuel Asin on the occasion of the exhibition curated
by Guillaume Désanges at La Verriere in Brussels. For Garcia,
the image suggested by Valdés of two planets colliding for
thousands of years until they become one was a perfect
description of the relationship between poetry and the visual
arts. The artist then drew this slow collision. There were two
circles, one inside the other.

The first was black, and the one that invaded it white.

With the colors inverted from the black of graphite to chalk
white, the drawing was reproduced with whitewash paint on
the floor, where it became the arena for an extremely simple
and contemplative performance. Two physically «similar»
people stand in each of the circles and agree at the start.
This is a performance a deux, a duet.

The two performers regulate themselves in terms of position,
posture, rhythm, and gaze, and do so in complete indifference
to the audience, who in this case literally «look in from the
outside» of the white arena of these two-circle-planets.

MICH EL REIN PARIS/BRUSSELS

Le projet Mad Marginal Charts a pris de I'ampleur jusqu'a ce
gu'il donne lieu a une nouvelle performance. Son titre pro-
vient d'une conversation entre Dora Garcia, Andrea Valdés
et Manuel Asin a l'occasion de l'exposition organisée par
Guillaume Désanges a La Verriere a Bruxelles. Pour Garcia,
I'image suggérée par Valdés de deux planetes en collision
pendant des milliers d'années jusqu'a ce qu'elles deviennent
une seule était une description parfaite de la relation entre la
poésie et les arts visuels. Lartiste a ensuite dessiné cette lente
collision. Il y avait deux cercles, I'un a l'intérieur de l'autre.

Le premier est noir, et celui qui I'a envahi est blanc. Avec les
couleurs inversées du noir du graphite et de la craie blanche,
le dessin a été reproduit avec de la peinture a la chaux sur le
sol, ou il est devenu l'arene d'une performance extrémement
simple et contemplative. Deux personnes physiquement «si-
milaires» se tiennent dans chacun des cercles et se mettent
d'accord au départ. C'est une performance a deux, un duo.
Les deux interpretes se reglent eux-mémes en termes de po-
sition, de posture, de rythme et de regard, et ce, dans l'indif-
férence totale envers le public qui, dans ce cas, «regarde lit-
téralement de l'extérieur» de l'aréne blanche de ces planétes
a deux cercles.
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Two Planets Have Been Colliding for Thousands of Years, Performance, 2017
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DORA GARCIA

Respiracion Artificial

2016
Performance

Inspired by a passage from Ricardo Piglia's 1980 novel
Respiracion artificial, this performance was first presented in
2016 at the IVAM in Valencia, and is based on earlier works such
as Instant Narrative and, more clearly Rezos. The protocol of the
performance is as follows :

1.Construction of the text: various collaborators collectively
choose a number of points that interest them around the city, in
this case Madrid, and make their way to them. Once there, they
describe everything they see and hear in that precise place and
time, and this description, recited without a break like a prayer, is
individually recorded by each performer in a one-hour audio file.
Once the audio recordings are complete, they are transcribed
as text. The transcribed text is divided into scenes that could
be understood as the shots in a film storyboard or the frames
in a comic strip. These paragraphs are «shuffled» like cards to
«atomize» the description, and the text thus produces multiple
sensations, as though several parallel scenes were taking place
and we could pass from on to the otherThe constructed text is
compiled in a notebook with one numbered paragraph on each

page.

2.Performance for two people, with one acting for the other and
vice versa. it takes place whether or not there is an audience,
since they are not performing for a public but for each other.
Each performer has a copy of the notebook with the different
numbered paragraphs, and they take it in turns to read out
alternate paragraphs. The performers are also specially
positioned on two different levels separated by stairs or a door,
soitis possible to hear the text being recited without necessarily
seeing the performers. The result is like a continuous litany or
prayer spoken by two voices, seeming to evoke or conjure the
reality of urban tissue where thousands of events take place
simultaneously. It is a description or an invocation (making
things appears though language) of what is happening outside
the exhibition space.

MICH EL REIN PARIS/BRUSSELS

Inspiré d'un passage du roman Respiracién artificial de Ricardo
Piglia (1980), ce spectacle a été présenté pour la premiere fois
en 2016 a I''VAM de Valence, et s'inspire d'ceuvres antérieures
telles que Instant Narrative et, plus clairement, Rezos. Le
protocole d'exécution est le suivant :

1.Construction du texte : divers collaborateurs choisissent col-
lectivement un certain nombre de points qui les intéressent au-
tour de la ville, en l'occurrence Madrid, et se dirigent vers eux.
Une fois sur place, ils décrivent tout ce qu'ils voient et entendent
a cet endroit et a ce moment précis. Cette description, récitée
sans pause comme une priere, est enregistrée individuelle-
ment par chaque interprete dans un fichier audio d'une heure.
Une fois les enregistrements audio terminés, ils sont transcrits
sous forme de texte. Le texte transcrit est divisé en scenes qui
peuvent étre comprises comme les plans d'un story-board ou
les cadres d'une bande dessinée. Ces paragraphes sont «mé-
langés» comme des cartes pour «atomiser» la description, et le
texte produit ainsi des sensations multiples, comme si plusieurs
scenes paralleles se déroulaient et que I'on pouvait passer de
I'une a l'autre. Le texte construit est compilé dans un cahier de
notes avec un paragraphe numéroté sur chague page.

2.Le spectacle pour deux personnes, I'une jouant pour l'autre et
vice versa. Il a lieu qu'il y ait ou non un public, puisqu'ils ne jouent
pas pour un public mais pour l'autre. Chaque interprete a une
copie du cahier avec les différents paragraphes numérotés, et ils
lisent a tour de réle d'autres paragraphes. Les interpretes sont
également placés sur deux niveaux différents séparés par des
escaliers ou une porte, de sorte qu'il est possible d'entendre le
texte récité sans nécessairement voir les interprétes. Le résultat
est comme une litanie continue ou une priere prononcée par
deux voix, semblant évoquer ou conjurer la réalité du tissu urbain
ou des milliers d'événements se déroulent simultanément. C'est
une description ou une invocation (faire apparaitre les choses
a travers le langage) de ce qui se passe en dehors de l'espace
d'exposition.
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Respiracion Artificial, Performance, 2016
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DORA GARCIA

Performance

2016 - 2017

Written theater script, presented in 6 copies, activated by 5
actors and a narrator.

Performance is a collaborative work by Spanish artist Dora
Garcia and Basque Country based writer Peio Aguirre. The
script by Aguirre is based on conversations that he and
Garcia have been having on performance, acting, actors,
representation, characters and fiction since 2009. The text
written for five characters and a narrator is based on the
characters in the British film «Performance» (1968), starring
James Fox, Anita Pallenberg, Mick Jagger and Michele
Breton. The performance takes the form of a staged reading
their parts in the script.

MICH EL REIN PARIS/BRUSSELS

Scénario de théatre écrit, présenté en 6 exemplaires, activé
par 5 acteurs et un narrateur.

Performance est une collaboration entre |'artiste espagnole
Dora Garcia et I'écrivain Peio Aguirre du Pays Basque. Le
scénario d’Aguirre est basé sur des conversations gqu'il a eu
avec Garcia sur la performance, le théatre, les acteurs, la
représentation, les personnages et la fiction depuis 2009. Le
texte, écrit pour cing personnages et un narrateur, est inspiré
des protagonistes du film britannique «Performance» (1968),
avec James Fox, Anita Pallenberg, Mick Jagger et Michele
Breton. Le spectacle prend la forme d’'une mise en scene a
travers la lecture de leurs parties dans le scénario.
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Performance, 2016-2017
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DORA GARCIA

The Artist Without
Works

Performance
2009

The Artist Without Works is a monologue written by Garcia in
20009. Its starting point was her reading of Jean-Yves Jouannais'
n-book Artistes sans oeuvres: | would prefer not to (1997),
where an answer is sought to an impossible question: How
to perform the radical artistic act par excellence, producing
nothing, and remain at the same time within artistic practice? «
Nada » (Nothing is precisely the hundredth impossible artwork
in the 100 Impossible Artworks project. It is impossible because
« nothing » is always something, but this does not mean it
should not be attempted, as Keith Arnatt said, « Art as act of
omission. »

The Artist Without Works is subtitled « A guided Tour
Around Nothing. » The monologue is structured as a guided
tour of nonexitent artworks, with five « discourses » (or «
stations ») and four breaks. The last « station » is the same
as the first. The monologue is sometimes performed by two
people in two different languages. The tone is clearly one of
interpellation of the audience, an allusion to Peter Handke's
play Publikumsbeschimpfung (Offending the Audience, 1986).

MICH EL REIN PARIS/BRUSSELS

The Artist Without Works est un monologue écrit par Dora
Garcia en 2009. Son point de départ est la lecture du n-book
de Jean-Yves Jouannais Artistes sans oeuvres : Je préférerais ne
pas le faire (1997), ou I'on cherche une réponse a une question
impossible : Comment exécuter l'acte artistique radical par
excellence en ne produisant rien, tout en restanten méme temps
dans la pratique artistique ? « Nada » (Rien est précisément
la centieme ceuvre impossible dans le projet 100 Impossible
Artworks. Impossible parce que « rien » est toujours quelque
chose, mais cela ne veut pas dire qu'il ne faut pas essayer, car

comme l'a dit Keith Arnatt : « I'art comme acte d'omission ».

The Artist Without Works est sous-titré « A guided Tour Around
Nothing ». Le monologue est structuré comme une visite guidée
d'ceuvres non-existantes, avec cing « discours » (ou « stations
») et quatre pauses. La derniére « station » est la méme que la
premiere. Le monologue est parfois exécuté par deux personnes
dans deux langues différentes. Le ton est clairement celui d'une
interpellation du public, une allusion a la piece de Peter Handke
Publikumsbeschimpfung (Offending the Audience, 1986).
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The Artist Without Works, Performance, 2009
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Prayers A performance of indeterminate duration consisting of a  Cette performance d'une durée indéterminée est composée
Museum version (one) performer describing in a continuous, monotonous  d'un(e) interpréte décrivant en un chuchotement continu et
Performance whisper, often whispering in the ears of the audience, each  monotone, souvent a l'oreille du public, chacun des visiteurs
2017 and everyone of the visitors of a museum / artfair/ artevent/  d'un musée, d'une foire d'art, d'un événement artistique ou

art gathering, one after the other, sometimes as individuals, d'un rassemblement artistique, I'un apres l'autre, parfois en
sometimes as a group. tant qu'individus, parfois en tant que groupe.
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Prayers, museum version, Performane, 2017
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Dora Garcia - Second Time Around - Which is in fact the first
edition: Museo Nacional Centro de Arte Reina Sofia, 2018
format: 15,5 x 23,5 cm
Pages: 172
Language: English
ISBN: 9788480265690
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Segunda Vez que siempre es la primera
edition: Museo Nacional Centro de Arte Reina Sofia, 2018 Pages: 161
pages
format: 15,5 x 23,5 cm
Langage: Castilian
ISBN: 9788480265690
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Segunda Vez que siempre es la primera
edition: Museo Nacional Centro de Arte Reina Sofia, 2018 Pages: 161
pages
format: 15,5 x 23,5 cm
Langage: Castilian
ISBN: 9788480265690
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| See Words, | Hear Voices - Mad Marginal - Cahier #4
Sternberg Press, 2015

format: 15 x 21 cm

Pages: 400

Language: French, English Editing: Chantal Pontbriand
Design: Alex Gifreu

ISBN: 978-3-956791-57-4
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Steal this book

Paraguay press, 2010

format: 18 x 11 cm

Pages: 131

Language: French, English, German
Design: Alex Gifreu

ISBN: 978-2-918252-04-7
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Dora Garcia - All the Stories

Book Works, 2011

format: 21,5 x 14 cm

Pages: 526

Design: James Langdon assisted by Robin Kirkham
Language: English

ISBN: 978-1906012-36-6
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The Beggar'’s - Book, Diary, Evenings
Verlag Konig, Koln, 2008

format: 13 x 29,8 cm

Pages: 566

Language: English, German

ISBN: 978-3-86560-323-4

MICH EL REIN PARIS/BRUSSELS
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CCL - Dora Garcia / Cellule Cité Lénine
Frac Bourgogne, 2006

format: 19,5 x 213 cm

Pages: 160

Language: French
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The Prophets
Proxecto-Edicion, 2006
format: 29,5 x 21 cm
Language: English
ISBN: 978-84-453-4345-6
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Dora Garcia

Generalitat Valenciana, 2001
format: 25 x 175 cm

Pages: 233

Language: Spanish

ISBN: 84-482-2945-2
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Dora Garcia - si/yes/oui/no/no/non
Frac Bourgogne, 2005

format: 17 x 24 cm

Pages: 240

Language: French, Spanish, English ISBN: 978-84-934541-2-8
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DORA GARCIA

» BIOGRAPHY
» CV

Dora Garcia uses the exhibition space as platform to investigate the
relationship between the visitor, the artwork, and place.

Working from text, archives, and audio files, she narrates both
real and fictional stories to question and shake up society. Across
a multifaceted body of work (video, writing, performance and
installation), she challenges the traditional relationships between
artworks and spectators within the exhibition space. Her scenarios
combine fiction and reality to the point of confusion, thus create
unique situations that are both intellectual and playful, which rely on
an active, and sometimes obligatory, participation of the public in the
creation, activation or destruction of the work.

Dora Garcia's works have been exhibited at the 54th, 55th, 56th Venice
Biennale ; (d)OCUMENTA 13 ; 2nd Athens Biennale ; Lyon Biennale ;
29th Sdo Paulo Biennial ; Reina Sofia (Madrid) ; Fondation d'Entreprise
Hermes (Brussels) ; Power Plant Contemporary Art Gallery (Toronto)
; Fonderie Darling (Montreal) ; Punkt @ (Moss) ; Rose Art Museum ;
Brandreis University ; Waltham (USA) ; FRAC lle-de-France (Paris) ;
MuHKA (Belgium) ; Tate Modern (London) ; Centre Pompidou (Paris)
; MUDAM (Luxembourg) ; SMAK (Gent) ; MUSAC (Ledn) ; MACBA
(Barcelona) ; Bonniers Konsthall (Stockholm) ; Index Contemporary
Art Foundation (Stokholm) ; Fundacié La Caixa (Barcelona) ; Centro
de Arte Dos de Mayo (Madrid) ; Tel Aviv Museum (Israel) ; MAC's
(Bossu) ; MOCAK (Krakow) ; Fondation d'entreprise Ricard (Paris) ;
Villa Arson (Nice) ; Henry art Foundation (Seattle)...

Her work is part of prestigious collections as Reina Sofia (Madrid)
; San Francisco MoMA ; Centro Andaluz de Arte Contemporaneo
(Sevilla) ; Coca-Cola Foundation Collection (Madrid) ; CNAP (Paris)
; La Caixa Contemporary Art Collection (Barcelona) ; Fundacién
ARCO (Spain) ; De Bruyn Collection (Rétterdam) ; Flannan Browne
Collection (UK) ; FRAC (Bourgogne, Franche-Comté, lle-de-France,
Languedoc-Rousillon, Lorraine) ; Henry Art Foundation (Seattle) ;
Kadist Foundation (Paris, San Francisco) ; MACBA (Barcelona)...

MICH EL REIN PARIS/BRUSSELS

Dora Garcia utilise I'espace d'exposition comme plateforme pour
étudier la relation entre le visiteur, I'ocuvre d'art et le lieu.

Travaillant a partir de textes, d'archives et de fichiers audio, elle
raconte des histoires réelles et fictives pour questionner et secouer
la société. A travers un ensemble de travaux aux multiples facettes
(vidéo, écriture, performance et installation), elle remet en question
les relations traditionnelles entre les ceuvres d'art et les spectateurs
dans l'espace d'exposition. Ses scénarios combinent fiction et réalité
jusqu'a la confusion, créant ainsi des situations uniques, a la fois
intellectuelles et ludiques, qui reposent sur une participation active, et
parfois obligatoire, du public a la création, I'activation ou la destruction
de I'ceuvre.

Les ceuvres de Dora Garcia ont été exposées aux 54e, 55e, 56e
Biennale de Venise ; (d)OCUMENTA 13 ; 2e Biennale d'Athénes
; Biennale de Lyon ; 29e Biennale de S&o Paulo ; Reina Sofia
(Madrid) ; Fondation d'Entreprise Hermes (Bruxelles) ; Power Plant
Contemporary Art Gallery (Toronto) ; Fonderie Darling (Montréal) ;
Punkt @ (Moss) ; Rose Art Museum, Brandreis University, Waltham
(USA) ; Bonniers Konsthall (Stockholm) ; FRAC lle-de-France (Paris) ;
MuHKA (Belgique) ; Tate Modern (Londres) ; Centre Pompidou (Paris)
; MUDAM (Luxembourg) ; SMAK (Gand) ; MUSAC (Leén) ; MACBA
(Barcelone) ; Index Contemporary Art Foundation (Stokholm);
Fundacié La Caixa (Barcelone) ; Centro de Arte Dos de Mayo (Madrid)
; Tel Aviv Museum (Israél) ; MAC's (Bossu) ; MOCAK (Cracovie) ;
Fondation d'entreprise Ricard (Paris) ; Villa Arson (Nice) ; Henry art
Foundation (Seattle)...

Son travail fait partie de collections prestigieuses comme le Reina
Sofia (Madrid) ; MoMA (San Francisco), Centro Andaluz de Arte
Contemporadneo (Séville) ; collection de la Fondation Coca-Cola
(Madrid) ; CNAP (Paris) ; collection d'art contemporain de La Caixa
(Barcelone) ; Fundacién ARCO (Espagne) ; Collection De Bruyn
(Rétterdam) ; Flannan Browne Collection (UK) ; FRAC (Bourgogne,
Franche-Comté, lIle-de-France, Languedoc-Rousillon, Lorraine)
; Henry Art Foundation (Seattle) ; Kadist Foundation (Paris, San
Francisco) ; MACBA (Barcelone)...
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