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Gaélle Pigasse (*1991 in Montreal, Canada) 1s a Par-
1s-based artist. After imitially studying photography at the
International Center of Photography in New York, Pigasse
shifted to a fine art practice. Her work draws from an incre-
mentally evolving archive of found objects, which she uses
as conduits for fictions that probe the contemporary condi-
tion. Combining her interests in narration, cities, and pub-
lic space, Pigasse 1solates mundane objects or moments and
renews them with artistic potential, unverling the cultural
history and symbolism embedded 1n their surface.

Roelien van der Sar: Hi Elle, thanks for taking the time to
do this, and even more thanks for presenting this exhibition
with us.

Gaélle Pigasse: Thank you for inviting me.

R:Although the exhibition features only a single work, the
show’s title and the work’s title don’t coincide. In fact, the
prece itself remains untitled. What led to this decision?

G: I don’t see them as interchangeable. The work stays un-
titled because I don’t want to pin it down with language.
Titles can close things too quickly. Pve kept the works in
this series anonymous for that reason. The exhibition title
works differently. It doesn’t just name the object. It includes
the room, the situation, the people who might show up.Wide
Audience 1s a bit 1ronic. The work is quite hermetic. Not
very welcoming at first glance. But the title also acts like an
address. Almost like calling out to someone who may or may
not be there vyet.

R: So the title addresses the exhibition situation rather than

the object itself. 2
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G:Yes. At least that’s how I think about it. Of course people
will read other layers into 1t.

R:You previously presented the work at Leroy’s in Los An-
geles, in a different configuration. The title of that show was
“Closed,” which almost sounds like the opposite of “Wide
Audience?” There seems to be a tension between the two ti-
tles. Could you speak about that, and maybe explain what

“Closed” was?

G: Sure. Closed was a site-specific installation built from
private documents I salvaged from a dumpster outside the
gallery. A small archive someone had clearly meant to dis-
card. From that point on I began working almost exclusively
with this find. I realized that bringing those materials back
from the dead and incorporating them n “Wide Audience”
created a bit of friction. They were meant to disappear. Now
they circulate again. Handling someone else’s paperwork is
strangely intimate. Almost uncomfortable. In the digital age
we talk about data theft like 1t’s an industry.Very abstract.
But when you physically sift through someone’s letters or
prescriptions, it feels different. More... comment dire. ..
visceral. P’m interested in that thin hine. I don’t really see
another way to make this work. In “Wide Audience” one
document 1s installed face down. At first it just looks like a
crumpled sheet of paper. But if you look carefully from the
side, you notice it’s a medical prescription. The patient’s
name 1s there. The doctor. Addresses. Everything. It’s not
vistble 1n the photo documentation, so you can only make
use of the information if you engage with 1t in person, you
need to close the distance. I make sure that the viewer has to
do some work to get to this info. So the ethical question shifts
a little. I feel 1t, but I pass it 30 the viewer. They have to
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decide how far they want to go.Whether 1t’s 0/{;; 10 read 1.

Whether 1t’s okay to invent a story around it. Interpremtzon
becomes an ethical act. Personally I couldn’t resist inventing
stories. The documents triggered them tmmediately. I started
imagining who these people were. The addresses gave them
names and neighborhoods. None of that appears directly in
the works, but they couldn’t have come to be any other way.
I’m basically reframing these papers and trying to commu-
nicate with fictional versions of their owners. This is proba-
bly a long and winding answer...

R: No, please go on. Those are usually the most insightful
ones.

G: During my 2024 residency at Quinn Emanuel in LA

I developed a routine. I took long walks every morning
through the Arts District. Fust wandering around before
things opened. Galleries next to coffee shops, restaurants,
offices, etc. When you look through the windows you notice
something strange. The galleries have paintings on the walls,
of course. But so do the coffee shops. For different reasons,
obviously, but still, sometimes the difference feels small. The
pamnting n the gallery says: “Hey,we’re paintings, so this is
an art gallery”’ And the coffee shops have coffee and paint-
ngs, they say: “Hey, we have coffee, but we have the right
look”’ The coffee shop actually reinforces the perception of
the gallery by murroring it. In both cases, art is performing
“art” to tell you where you are, making the work feel like a
secondary detail to the lifestyle 1t’s selling. Walking around
n the district every day I became aware of my distance and
detachment from the place. I couldn’t afford most of these
spaces anyway. And often I didn’t even care what they were
selling. That includes the galleries. So I became what Ameri-

cans call a window shopper. aweone with very little buying
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power looking at the world through a transparent barrier.

So close but so far. Oddly enough that position felt powerful.
You watch everything from the outside. You judge freely. Of
course 1t’s also a bit cynical. The gentrification was 1mpos-
sible to 1gnore. The political situation at the time didn’t help
either. My residency basically turned into walking in the

morming and resting in the afternoon. Thinking about what
I had seen.

R:That sounds almost like a working method.

G: It is. I like sitting inside the mundane until something
cracks open. Then I bring that crack into the exhibition. At
some point I became obsessed with how artworks appear in
cartoons. It started with Ad Reinhardt’s famous panels, but
then I drifted into animation. I began watching old Warner
Bros. cartoons. I wanted to see if there were episodes set in
museums. And you notice something quickly: art in cartoons
1s rarely meanmingful. It’s just valuable and expensive. The
story assumes that, but it never explains why.

R:Why cartoons?

G: It’s a combination of reasons. First, the look of them. If
you watch cartoons made before the 70s, the aesthetics are
mcredibly modernist or rather a certain kind of abstract
modernism: flat colors, hard shapes and geometric composi-
tions. It’s basically mid-century design in motion. So I start-
ed wondering how this language—geometric abstraction,
modernist design—ended up on children’s television. Fairy
tales used to shape how children tmagined the world. Now
cartoons do that job. I would argue they form a basic gram-
mar for how many people understand culture and art. The
way cartoons treat modern C58 with suspicion while the



cartoons itself borrow heavily from their visuizrls 5%?[3&?)%?}#
Fust look at internet memes which are essentially contem-
porary art for the masses. Half of them come from cartoons.
The tmages are already in our heads. It’s not just nostalgia.
Something deeper 1s going on.We remember entire Sponge-
Bob episodes without trying. In a strange way they’ve re-
placed older cultural epics. They function like the Ihad, but
wmn fragments. So I started asking myself: how much of mod-
ernist visual language slipped into the subconscious that
way? What has this visual component produced in our 1m-
pressionable mind?

R:What did you find?

G:That cartoonists are incredibly efficient. When they need
to show “modern art,”’ they reduce it to the simplest possi-
ble form. A few triangles. A floating rectangle. Maybe a line
cutting through the canvas. It’s exaggerated, almost silly. But
you recognize it instantly. In “The Pink Panther,” which 1
cherish from my childhood, for example, you see these geo-
metric paintings where the shapes spill out of the frame.
Completely over the top, but in a way it’s the most accurate
summary of geometric abstraction I’ve seen. And that’s when
I realized something: cartoonists understood the visual code
of modern art very well. Probably better than many artists.
They didn’t need theory. They just needed the sign. And my
walks 1n the Arts District started to feel similar. Looking
through shop windows. Paintings reduced to rectangles on
walls. At some point everything becomes a rectangle. A can-
vas. A menu board. A sheet of paper. That’s basically where
the red rectangle in untitled [for “Wide Audience] comes
Jfrom.

R: I often think of your ‘workG continuations of one an-

other. Materials return. Installations are disrzlc'zzattlzcr 2;: r'.lel—e
appear elsewhere. “Wide Audience™ almost feels like a sprout
growing out of “Closed.” Maybe not linearly, but there’s a
clear connection. Could you return to how the materials

Junctioned in “Closed™?

G:Yes. That exhibition was very tied to the space. Leroy’s
used to be a Vietnamese restaurant, it’s an amazing space

to exhibit in.You still feel it immediately. There’s a kitch-

en smell. Bamboo wallpaper in the dining room. The whole
place carries its past. The title “Closed” referred quite liter-
ally to the restaurant closing before it got a second life as

an art space. But also to a broader feeling I had while being
there. So many places felt closed. Accessible only to certain
people. Skid Row 1s just around the corner, which adds an-
other layer. Most of the show came straight from the build-
ng’s dumpster. Menus, invoices, emails. Things like that. The
red menu board was there too—the same material you see
m “Wide Audience?” But I didn’t use 1t then. I wanted the
show to embody what I felt like. So in the end I made the
space 1naccessible. I installed documents with the backside
Jacing the street directly onto the storefront windows of the
restaurant... From the outside 1t looked a bit like a shop un-
der renovation. The windows were covered, but not complete-
ly. Small gaps remained, so people could peek inside. The
openming happened right there, on the sidewalk. People on the
street couldn’t really enter the exhibition. They could only
look through the cracks. Meanwhile we were inside making
cocktails in the kitchen and bringing them out to the front.
It was a bit absurd. Ian, who runs the space, had just in-
stalled a bar for the gallery. And for this show I immediately
closed it again. Hahaha. Jessie from Quinn Emanuel actu-
ally pointed out how strange that situation was. From the

street 1t almost looked like a 7rate party happening behind
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boarded windows. If you’re not 1n on it, it must have been

really hard to comprehend what was going on. People pass-
ing by could sense it was an event of sorts, but they weren’t
quite part of it.

R:Which almost inverts the idea of a wide audience.
G:Yes. “Closed” was exclusion staged quite literally.

R:And one of these documents that covered the window be-
came untitled 1n “Wide Audience.”

G: In untitled [for “Wide Audience”] I wanted to focus on
one particular document. This prescription is like a stand-in
Jfor the person And if you happen to recognize the drug, you
can already start guessing things about the person. Their
age, maybe their condition. The fiction begins immediately.
But it’s also a stand-in for their network, doctors, insurance,
drug companzies. So the paper becomes a kind of relay point.
In that sense it already speaks to a “wide audience,” even if
only a few people are meant to read it. The prescription cir-
culates widely, but only within a controlled circuit. Outside
of that circuit they are almost unreadable. Or at least you
feel that you shouldn’t read them. That tension interested
me. The space at Ersatz und 1eile makes this even clearer.

It sits at the very bottom of the staircase in this eight-story
high-rise. It’s basically the start—or the end—of the stairs,
depending on how you look at it. Most people take the ele-
vator. They pass the staircase without thinking about it. And
even if they use the stairs, they rarely end up at that lowest
point. So the exhibition already begins with a kind of filter-
ing. The room itself is also strange. From one angle 1t almost
looks like a perfect white cube.Very clean.Very gallery-like.
But if in totality 1t’s not a ;mgr room at all, more so a left-
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over piece of architecture.You feel that immediately in your

body. The proportions are slightly wrong. The space feels
compressed. And that mirrors the document quite well. Un-
titled [for “Wide Audience™] also looks very neutral at first.
Fust a piece of paper. But behind 1t there’s a whole network
of lives, institutions, and decisions. So both the work and the
space operate a bit like that. Small surfaces that open onto
something much larger.

R: If you follow that logic a bit further, it might even tmpli-
cate the viewer directly. If you happen to be part of the same
msurance system, then—technically speaking—an almost
immeasurably small fraction of your own money may have
gone toward this person’s medication.

G:Yeah, that’s an interesting point. Private and public con-
cerns are tethered to one another. That’s what an audience
15:Just a loose network of private people who happen to 1n-
tersect in the public.

R: Listening to you, what strikes me is that your practice
doesn’t revolve around a fixed concept. The meaning seems
to shift with each context. Even the way you talk about the
work keeps things open.

G: I think art is a strange kind of object. It exists somewhere,
but 1ts function isn’t fixed. Most things come with instruc-
tions. Art doesn’t. Meaning depends on the person looking.
Of course art still performs functions. Even when 1t claims
to be useless. In cartoons an abstract painting simply signals
“this 1s modern art” In a café it might signal taste. So the
cliché that art has no purpose i1sn’t quite right. Its purposes

Just keep changing.
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R: Kant might say beauty has Zweckmdf3igkeit ohne
Zweck—purposiveness without purpose.

G:Yes. That tension 1s very useful.

R: And maybe necessary if you want to speak to a “wide
audience.”’

G: Exactly. Serious ideas need a bit of looseness. Otherwise
nobody stays. I like that balance, the comic and the serious
living next to each other,and intermingling.

R: I think that’s a good note to end on. Thank you for the
conversation.

G:Thank you.

Work:

Gacélle Pigasse, untitled, 2025,
cardboard, private document,
55 x 30 cm
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