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Production et diffusion d’art contemporain 
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Press release
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Exhibition : 09.26.2014 - 11.29.2014
Opening : 09.25.2014, 8:00 pm

For immediate release

Oscar Murillo’s work consists of paintings, sculptures, videos and performances, but it also 
takes the shape of installations that the public has to experience. For his solo show at 
40mcube, Oscar Murillo presents a new series of paintings, sculptures, videos and organizes 
a continuous performance during the exhibition.

Curated by 40mcube
This exhibition is part of Les Ateliers de Rennes – Biennial of contemporary art

An average work rate with a failed goal
Oscar Murillo

Murillo’s works are autonomous pieces that can be comprehended individually, but their full 
sense appears more clearly when they are seen together. In a single exhibition, Murillo often 
uses the whole range of mediums that he works with. His installations also gather works made 
using different production systems (handmade/industrial, individual/collective). He realizes both 
paintings in a traditional way and a serial production of concrete spherical sculptures, and he also 
works with construction materials. He uses different economic systems and production networks, 
and sometimes hires people or asks companies to take part to the production of his works.

Murillo often uses the exhibition space as a studio. He creates some of his works there and even 
sometimes presents them unfinished. His paintings can lie on the floor as if the artist was still 
working on it. For Murillo, the studio is not only a production space, but also a place to live, 
to party or to fulfill leisure activities. He indeed introduces in his work daily activities such as 
yoga, dance, cooking, cleaning, playing bingo, etc., all of which are influenced by the artist both 
colombian and english culture.
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Partners

Opening times : Tuesday to Saturday from 2 pm to 6 pm. Free entry. Closed on bank holidays.
Guided and group tours available (must be booked in advance).
Press relations : Cyrille Guitard (contact@40mcube.org - +33 (0)2 90 09 64 11).
High resolution images available for editorial coverage.

40mcube
48, avenue Sergent Maginot
F-35000 Rennes

www.40mcube.org
contact@40mcube.org
+33 (0)2 90 09 64 11

Les Ateliers de Rennes - Biennial of contemporary art - www.lesateliersderennes.fr

Halle de la Courrouze - Rennes museum of fine arts - Frac Bretagne
PLAY TIME
Curated by Zoë Gray
From September 27 to November 30, 2014
Opening : Friday, September 26, 2014

40mcube - La Criée - Le Cabinet du livre d’artiste - Phakt Centre culturel Colombier
From September 26 to November 29, 2014
Opening night : Thursday, September 25, 2014 :
5 pm - Le Cabinet du livre d’artiste, Fucking Good Art
6 pm - La Criée, centre d’art contemporain, Gareth Moore
7 pm - Phakt Centre culturel Colombier, Priscila Fernandes
8 pm - 40mcube, Oscar Murillo

Murillo constantly places his productions within activities related to work or leisure and organizes 
moments of everyday life that are performed in the exhibition space or that are video-recorded 
and then projected in the exhibition. His practice is a continual comings and goings between the 
action and its representation, and Murillo rephrases it in each of his exhibition.

Considering the exhibition space as a studio and the studio as a living place, Oscar Murillo’s pro-
jects are experiences that the public has to live. The performances that Murillo organizes gather 
people of different origins and can either be seen as parties, yoga sessions, lottery draws or works 
of art, depending on the people who attend it or who take part in it.

Oscar Murillo was born in 1986 in La Paila (Colombia), before moving to London with his family 
aged 10. He graduated from Westminster University and obtained an MFA from the Royal College 
of Art (London). He currently lives and works in London.

Oscar Murillo is represented by David Zwirner (New York, London), Carlos/Ishikawa (London) and 
Isabella Bortolozzi (Berlin).
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Oscar Murillo

Born in 1986 in La Paila (CO).
Lives and works in London (GB).
Oscar Murillo is represented by David Zwirner (New York, London), Carlos/Ishikawa (London) and 
Isabella Bortolozzi (Berlin).

EDUCATION / SCHOLARSHIP

2012 MFA – Royal College of Art, Londron (GB).
2007 BFA – University of Westminster, London (GB).

SOLO SHOWS (selection)

2014 Aucune chance – 40mcube, Rennes (FR).
 A Mercantil Novel – David Zwirner, New York (US).
 We Don’t Work Sundays – Marian Goodman, Paris (FR).
 Distribution Center – The Mistake Room, Los Angeles (US).
2013 If I was to draw a line, this journey started approximately 400km north of the 

equator – South London Gallery, London (GB).
 Art Unlimited/Art Basel Ramon how was trade today ? Have a break... Sit! Enjoy the 

food, but you’re not welcomed at the table – Isabella Bortolozzi, Berlin (DE).
 Dinner at the members club? Yes! I’ll have a black americano first pls – Carlos/

Ishikawa, London (GB).
 Ossie’s Bingo Boutique – MAMA Showroom, Rotterdam (NL).
2012 Work – Rubell Family Collection, Miami (US).
 The Cleaner’s Late Summer Party with Comme des Garçons – Park Nights, Serpentine 

Gallery, London (GB).
2011 Animals die from eating too much - bingo! – Carlos/Ishikiwa, London (GB).
 Animals die from eating too much - yoga – Hotel, London (GB).
 Arepas y Tamales – Cole Contemporary, London (GB).

GROUP SHOWS (selection)

2014 The Hawker – Dépendance chez Carlos/Ishikawa, London (GB).
 The International Biennal of Contemporary Art of Cartagena de Indias – Cartagena de 

Indias (CO).
 RE : Painted/‘Painting’ from the collection – S.M.A.K., Ghent (BE).
 Futebol, The beautiful Game – LACMA, Los Angeles (US).
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2014 Pangea : New Art from Africa and Latin America – Saatchi Gallery, London (GB). 
Don’t You Know Who I Am? – Art after Identity Politics, Musée Van Hedengaagse Kunst 
Antwerpen, Antwerp (BE).

2013 Folk Devil – David Zwirner, New York (US).
 GROUNDFRAGE (FUNDAMENTAL QUESTION) – CRAC Alsace, Altkirch (FR).
2012 Alone Together – Rubell Family Collection, Miami (US).
 Oscar Murillo & Andre Sousa – Fundaçao Manuel Antonio da Mota, Porto (PT).
 The Moon Via The Beach – LUMA Fondation, Arles (FR). 

Glaze – Galerie chez Valentin, Paris (FR). 
Movement in Tree Parts – Nicole Klagsburn, New York (US). 
Into the Surface – Brand New Gallery, New York (US).

2011 Jessica Dickinson, Oscar Murillo, Cammie Staros and Phil Wagner – Nihai Nicodim 
Gallery, Los Angeles (US).

 Insurgencies – Angus Hughes Gallery, London (GB).
 Boomerang – Crisp Gallery, London (GB).
 Interim Show – Royal College of Art, London (GB). 

Responsive Eye – London Gallery Est (University of Wesminster), London (GB).
2010 Next/Episodes – Kingsgate Gallery, London (GB). 

Ratios – Shade School of Fine Art Research Centre, London (GB). 
Nothing Gold Can Stay part II – Galerie Meinblau, Berlin (DE). 
Nothing Gold Can Stay – 3YE Project Space, London (GB).

2009 Mono-ha – Jonathan Vyner/Fortescue Avenue, London (GB). 
RAW – Soup Gallery, London (GB).

2008 A Gothic Story – Shoreditch Town Hall, London (GB).
 Zéro de Conduite – Elevator Gallery, London (GB).

COLLECTION

2012 Work – Rubell Family Collection, Miami (US).

PRESS

Carol Vogel, « Art World Places Its Bet. Oscar Murillo Keeps His Eyes on the Canvas », in New York Times, 
march 16, 2014.
Cesar Garcia, « Oscar Murillo : Au Septième Jour », in L’Officiel Art, march 2014, pp. 94 to 105. 
Laurence Lowe, « Oscar Murillo is The Art World’s Next Big Star”, in Details, april 2014, pp. 114 to 117.
Agnieska Gratza, « Oscar Murillo », in Frieze, june-august, 2013 (online).
Legacy Russel, « Oscar Murillo », in BOMB, winter 2013 (online).
Felipe Restrepo, « Soy Deconocido en Colombia », in Semana, november 11, 2013, pp. 78 to 79.
Breatix Ruf, « Working to Work », in Flash Art, october, 2013, pp. 64 to 69. 
Louisa Buck, « Where life meets art: Oscar Murillo at the South London Gallery”, in The Daily Telegraph, 
october 11, 2013 (online).
Julie Solovyeva, “500 words: Oscar Murillo”, in Artforum.com, october 8, 2013 (online).
Catherine Wood, « Dirty Painting », dans Mousse, no35, october-november 2012, pp. 106 to 113.

CATALOGS

Oscar Murillo : Material Archive, OMO Crates, London, Netherlands : Lecturius, Ed. of 500, 2013. 
Viernes Social, paperback catalog Pub. One Star Press, 2012. 
Oscar Murillo : work, Rubell Family Collection, Miami, FLCA, 2012. 
Journal: Agua’e Lulo, Art Basel Miami, FL, 2012.
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Images

Oscar Murillo, If I was to draw a line, this journey started approximately 400 km north 
of the equator, 2013. Installation view at the South London Gallery.
Photo : Mark Blower. Courtesy of the artist and David Zwirner (New York, London).

Oscar Murillo, Social Anomalies From a Candy Factory, 2013, concrete, copper, pulped 
drawings, studio debris, variable dimensions. Photo : DR.

Oscar Murillo, Untitled, 2012, oil, oil stick and dirt on canvas, 216 × 280 cm. 
Photo : DR.

Oscar Murillo, Dinner at the members club? Yes! i’ll have a black americano first pls, 
2013, installation view. Courtesy Carlos/Ishikawa. Photo : DR.

Oscar Murillo, Animals die from eating too much ! yoga, 2011, performance at The 
Hotel (Londres). Photo : DR.

Oscar Murillo, Fry Up (Stack paintings), 2012, oil, oil stick, graphite, spray paint and 
dirt on canvas, 245 × 455 cm. Photo : DR.
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Oscar Murillo
An interview with Oscar Murillo by Cesar Garcia, curator, director of Mistake Room (LA).
In L’Officiel Art, no9, March 2014.

Cesar Garcia: Let’s jump right in. We’re here in 
Los Angeles and you’re getting ready for your first 
institutional solo exhibition in the United States at 
The Mistake Room This follows on from your first 
major solo show in the UK at the South London 
Gallery last fall. Why don’t you tell me about your 
show at the South London Gallery? And about some 
of the ideas you had going into that project and 
how they are extending into the projects you’re 
working on now, if at all?
Oscar Murillo: There’s a line full of frequencies. The 
show at the South London Gallery, I feel like I’m still 
digesting and I think I’ll be digesting for a long time. 
This exhibition was an opportunity to bring together 
various ideas my practice has been concerned with for 
some time, and also distinct material manifestations 
that until then I had been developing or harvesting. 
Going forward, speaking of LA, there’s a perfect 
opportunity in  the context of the city and, more 
specifically, the place where the show will be and its 
immediate locality, to expand on some of the ideas 
that informed a lot of the work in the South London 
Gallery show.

Which are?
Production - thinking about my practice in 
relationship to broader notions of production; and 
making - and I’m totally not thinking about art when 
I say that, rather the various meanings of making - 
making in relation to any product or object. Those are 
some ideas going to be expanding on form my show in 
LA. 

There has been so much focus on your paintings in 
recent months, and you’ve been talked and written 
about as a painter, but your practice is much more 
expansive. In fact, the show at the South London 
Gallery included only one finished painting? Do 
you have a defined set of concerns that you are 
exploring through your work more broadly? If 
so, what are those? How do the investigations in 
the studio manifest, beyond the paintings, in the 
installation, video and sculptural works?
I think it’s difficult to separate or break down the 
ideas that drive my practice and the various ways 
these ideas manifest. On a superficial level level 
it can be easy to segregate them - labor, cultural 
displacement, class interactions, and the relationships 
between different social strata. These ideas are all 
interwoven however and the practice reflects that. 
There are paintings of course but they exist along 
with my video works, the installations, the sculptural 
elements, and the events or performances. The way I 
treat material and my approach to making connects 
these various stands of objects and occurrences and 
those processes of production are very much informed 
by the broader ideas that my practice is grounded in, 
so it is always a conversation amongst these ideas and 
their material presence or articulation.

How important is painting to your practice?
Painting is fundamental for many reasons. It has, of 
course, deep historical importance as a medium; for 
thousands of years it was one if the pillars of art. 
This is why I think that - at least when it comes to 
my practice, I’m not going to talk about anybody 
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else - when there’s painting involved, it is very easy 
for people to simply conclude that the practice is 
fundamentally painting? I think that is partially 
because as a medium it is endowed with a particular 
historical gravitas. Within my own thinking, painting 
is important because it anchors the practice; it 
anchors the work.

How so? When you say it anchors the practice and 
the work, do you mean conceptually? Materially? 
I ask because I vividly remember coming to your 
studio for the first time and seeing the canvases 
lying on the floor, stacked in bundles, some painted 
and some not, some visibly weathered and deeply 
permeated and others freshly cut from the roll. I 
knew then that painting was happening here in a 
way that was very different from most encounters 
I’ve had with painterly practices. So tell me, how 
does painting operate within your practice, both 
conceptually and materially? Also, and more 
importantly, how is painting defined in relationship 
to your broader interests and concerns? If it is an 
the anchor in your work, as you say, I want to know 
more about how you think about and approach 
painting.
Well, this has to be answered in various layers. To 
begin with, from a perspective of painting and the 
idea of aiming for a purist conversation within this 
medium and this medium alone, I have always, and 
still more than painting, been interested in drawing - 
more accurately, an immediate delivery of a thought 
process to a permanent material. In my case, that 
has been canvas, approached with no preparation 
just delivery. This can perhaps be described as an 
intuitive, mind-to-hand, automatic mark-making 
process by which formal aesthetic decisions are taken, 
considering textures, forms, color, line, etc. This I see 
as an indulgence, a non-satiable appetite to process 
material.

Secondly, the inevitable commodity status of painting 
now and historically should not be frowned upon. 
Such status has secured profound knowledge and 
understanding of humanity through millennia. On can 
argue that in most cases this is due to the economic 
structure through which a given artist’s practice is 
filtered. But what if this notion is flipped on its head 
and the odds of painting’s commodity status is used to 
infiltrate non-attainable social strata? These are ideas 
that in my opinion are more thoughtful than mere 
aesthetics. Rather than document a performance or a 
time-based situation through photography or video, I 
resort to a conservative medium, in this case painting, 
and extract - displacing, re-contextualizing word, a 
material that has been registering movement, traces 
and dirt on my studio floor.

Painting in the context of my practice allows me to 
be both responsive to the aesthetic responsibilities of 
painting itself and to have a conduit through which 
ideas can be proposed and explored. 

It’s interesting to hear you talk about the canvases 
in relationship to movement and ongoing change 
through accumulation. They seem to go trough 
stages, or I guess you could say different life 
phases. This shifts my attention toward time and 
how time operates in you process of painting, 
As these canvases weather and become more 
permeated, how do you determine when they are 
ready to be used in painting happens? Is this 
process completely intuitive?
It’s about balancing actions; countering actions. 
There is an initial intuitive endeavor. I guess you 
could say, attacking canvas intuitively. To counteract 
that intuitive impulse, there needs to be a formal 
thought process that pushes back. When there is 
enough of that back and forth, there exists a moment 
of completion that is dealt with trough aesthetic 
judgment and then at that stage, I dare to say the 
cork is finished. You may say, Well there’s a formula. 
But it’s not formulaic. The decision is intuitive in 
itself because I approach each work individually, so 
it’s best to see it as a balancing act between intuitive 
beginnings and formal decision-making. That’s how 
the work comes to a complete state.

Moving beyond the paintings, let’s talk about how 
you approach working with materials. It seems 
that more recently a wider range of materials has 
entered the language of your work-wood, steel and 
others metals, copper, and even corn as we saw 
in the South London Gallery show. How are these 
materials selected and how do they enter your 
studio? Is this something that happens just as 
experimentation or do you more consciously select 
materials you want to begin working with?
For me, it is very important for the work and the 
practice to have a consistency. This consistency 
is being able to keep a sense of experimentation 
alive, but not experimentation for the sake of 
experimentation. Things have to be very precise. 
Let’s use the show at Carlos/Ishikawa as an example, 
particularly the use of copper in that show. The copper 
in the context of that show, and more generally in my 
practice, is brought in and reduced to simply exploring 
ways of mark-making. I was interested in translating 
this idea of harvesting matter and the multiple 
contacts with materials that occur in my studio, 
without translating my studio processes into the 
space of the gallery, but rather isolating this process 
through a material. So, copper sheets were employed. 
I wanted the traffic or movement of the show and the 
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space to be tracked.

Copper is a reactive material; it is sensitive to 
scratching, to light, to liquids; it is very sensitive 
metal so the experimentation there was still very 
precise in terms of my selection of the material. The 
copper sheets were used to cover the entire square 
footage of the space including office, kitchen and 
bathroom. The way the copper was installed entailed 
not fixing it rigidly but rather layering the sheets on 
top of each other. From the moment of installation, 
I was thinking about painting, thinking about how 
my paintings are stitched together in a type of 
patchwork. The copper sheets were functioning in an 
interestingly parallel way: some of the sheets were 
covered completely, obscured from light; the texture 
of the layering began affecting the way matter was 
permeating the sheets, some becoming denser than 
others. Since that use of copper, the material has 
entered the language of my work, like the canvases 
and paintings. The copper too bears its history. So 
there is thoughtful way to experiment.

There’s a history of artists using sensitive materials 
as a way to track, capture, index and visualize 
movement or activity. Were you thinking about 
these strategies? Is this a central concern in your 
practice? This concern of utilizing not just copper 
but other materials as indexing mechanisms for 
activities, movements, exchange?
Yes I think some of these ideas also relate the 
paintings. In the show at Carlos/Ishikawa, the copper 
somehow functioned like the canvas, but the canvas in 
transition, in a limbo of becoming. There were finished 
paintings in that show, but I was also interested in 
having materials that existed in the condition of not-
being, not quite fully complete, in the same way much 
of the canvas exists in my studio as it goes through 
its process to then become one of my paintings, so 
you can see a relationship in terms of how various 
materials have these functions or these periods of 
saturation.

It’s interesting that you see a relationship between 
how the copper is used and how your paintings 
come into being. In fact, you’ve used canvases as 
raw materials in certain installations, placing them 
on the floor, stacking them on surfaces almost like 
sculptural objects. Can you tell me about that ? 
How do the paintings function when used as raw 
materials themselves in larger installations?
I wrestle with the idea of painting, the idea of being 
labeled a painter or labeling myself a painter. It is 
not a reactionary response or sentiment, more a need 
that my practice has, a need to explore paintings as 
more than just a finished work on a wall. I experiment 
with the possibilities of painting each exhibition, and 

these uses are some of the ways paintings exists in 
my practice. I think of it as assembling a dictionary 
or an index of manifestions in which painting exists, 
and these manifestations become a language in my 
practice.

Why do you struggle with painting?
I’ve felt as if I don’t have licence to paint, as if it 
is an overindulgent thing to be doing. I’ve had to 
find my own ways of thinking about how to approach 
painting. My life itself has been about labor and 
physicality and manipulating materials in a physical 
way. I don’t want to be romantic about it, but those 
experiences definitely inform my relationship to 
painting. The idea of simply putting up a canvas 
and attacking it in whatever way you see fit wasn’t 
fulfilling for me as an endeavor. It didn’t show promise 
and it didn’t manifest failure. Therefore, there seemed 
to be no need to continue. Having those sentiments 
gave way to a sense of restlessness. Over time, ways 
of dealing with that began to exist and I’m not 
talking about deconstructing the canvas but rather, 
like writing, it was about making the practice mine. 
Creating a set of tools that were mine.

Thank you for sharing that. Let’s talk about 
how some of these aspects of your practice are 
manifesting in projects. In addition to your 
upcoming exhibition at The Mistake Room, you 
are working on a project for the first Cartagena 
Biennial in Colombia, and your first institutional 
engagement in Colombia. Can you tell me about 
your relationship to Colombia and this project in 
particular? How is this project going to unfold in 
that context?
I haven’t done anything in Colombia, so this upcoming 
opportunity will be my first project there. Colombia 
has always been a place of source material for me. It 
is a place where a lot of my ideas get generated so 
this is going to be really interesting for me. Colombia 
has always been the place where I ground myself 
as a person. The Biennial is in Cartagena, which is 
a city that has a very rich history, but it is also a 
tourist destination. I myself am from a small village 
that is separated in many ways, so my relationship 
to Cartagena is more closely associated with the 
indigenous people of Cartagena and that is something 
that I think is going to be explored in this project. I’m 
still thinking about how I’m going to respond to such 
a loaded context.

You’re from Colombia but your family migrated 
to the UK when you were about 10 years old and 
there has been a lot of mention of this immigrant 
experience in relation to your work. How important 
are those ideas of migration in your practice?
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I think it’s lazy to focus on this label of immigrant. 
I am part of this context, sure, but we live in a 
world where immigrant is commonplace. People 
migrate and move constantly, and I’m a byproduct of 
that, but I don’t think I’m part of the chosen few. I 
think the idea of the migrant experience has to be 
broadened because it is much more common than we 
acknowledge.

The movement of people and moments of cultural 
contact that emerge from it have also been 
explored in your practice. Social gatherings where 
people from different backgrounds are brought 
together have been part of previous projects. Tell 
me about your interest in the social, specifically 
your interest in social encounters as sites to 
produce work.
It comes primarily from a personal interest. Regardless 
of the idea of segregated societies, via economic 
status or social class, we are segregated individuals 
by default. I think a lot about this, and about how art 
fits into this; it becomes a personal crusade of sorts 
that attempts to bring people together. I think this 
is done by everybody. It can be done by politician, 
by anybody really, so I don’t think it’s specific to art 
or that it is art, but obviously I am an artist and I 
am very mindful about my own relationship to this. 
Any opportunity of artistic achievements comes with 
an opportunity to infiltrate a social class that is 
closely linked to art - art making, art appreciating, 
etc. I personally entered foreign territory with these 
opportunities. Since then I’ve wanted other individuals 
to be part of this experience and I’m not talking just 
about myself and my family and friends but also those 
involved in these more exclusive social spheres. I feel 
that when I design these experiences for people, I 
become a mediator or a safety net that allows these 
individuals to actually partake in the socializing. These 
experiences reveal a lot about how social relationships 
are tied to much broader histories cultures and 
customs. For example, a project I’m developing now, 
titled We Don’t Work Sundays, started when I was in 
Colombia a few months ago and I encountered a group 
of Afro-Colombian individuals who were not exactly 
musicians but who had made these basic instruments 
with which they produced music together as a leisure 
activity. This encounter got me thinking about leisure 
and ideas of leisure in different places and cultures. 
There is the idea of brunch on Sundays or jogging or 
reading the newspaper. I’ve been exploring these ideas 
in different ways and they will manifest in different 
components when the project is presented in Paris. 
So this is an example of how these social situations 

inform my work and my projects.

Are you working on this project constantly?  Are 
you exploring some of these ideas here in Los 
Angeles?
Yes, of course. I’m here in LA with my uncle who 
sometimes works with me in the studio and we are 
staying in this quite grand and fact house in Bel Air. 
For the next four days we are the great occupiers of 
this home, and I did a photo shoot with my uncle in 
this house and that will become part of this project 
as well. The home we are staying at belongs to 
someone who also owns an apartment in Paris where 
I previously staged a fictitious birthday party. This 
project will connect these experiences. Most of the 
social engagements I organize enter my work in this 
way. They are brought together through different 
projects.

How constructed are these social gathering or 
situations? Do you have particular expectations or 
desired outcomes when you are thinking about how 
you are going to bring these various social groups 
together? Or are these experiences more loosely 
structured and free-flowing?
I see myself as a moderator. That is why I have 
problems with these gatherings being called 
performances. A performance for me is something 
that is incredibly orchestrated and choreographed, an 
action that is repeated and mastered to a degree. 

So how do you define these engagements? What is 
a more accurate word to define these situations if 
they are not performances?
I think they are events. They are events in the context 
of the art world. They are definitely not performances 
as defined in art-speak. Of course there is a degree of 
planning involved but there’s also planning involved 
in a birthday party.
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40mcube
Founded in 2001, 40mcube is an exhibition space, an office of organization for contemporary art projects and a studio 
for the fabrication of works of art, based in Rennes (France). 40mcube’s principal activity is art production, where 
there exists a close interaction with the artist through all aspects of the process including its feasibility, technique, 
fabrication, up until the presentation and public mediation.

This process of production, from expositions to mediation, is made through a reflection on contemporary art, which is 
further shown through 40mcube’s published editions. Edited through a collaboration with partners of editing houses 
and distributors, these publications are available in bookstores.

40mcube occupies an industrial building that includes an exhibition space of 170m², an office, a documentation room, 
a studio for artists in residence, which all exists on a plot of 1100m² divided into three sections: a courtyard, a patio, 
and a garden. Considered a public place, this exterior site will be used to house artistic projects with the same statute 
as the exhibitions as well as works of a more permanent nature, which will eventually lead to the creation of an urban 
sculpture park.

Artistic programming from 2001 to 2014 (selection)
- Arcane Vanilla, Alan Fertil & Damien Teixidor – 40mcube
- Quand les formes sont attitudes, Jimmie Durham, Emmanuelle Lainé, Steven Parrino, Lili Reynaud Dewar, We Are The Painters – 40mcube
- Archeologia, Lara Almarcegui, Wilfrid Almendra, Bruno Botella, Carol Bove, Étienne Chambaud, Pascal Convert, Piero Gilardi, 
Ann Guillaume, João Maria Gusmão & Pedro Paiva, Louise Hervé & Chloé Maillet, Laurent Le Deunff, Beat Lippert, Benoît Maire, 
Mathurin Méheut & Yvonne Jean Haffen, Benoît-Marie Moriceau, Armand Morin, Daphné Navarre, Christophe Sarlin, Lucy Skaer, 
Virginie Yassef – 40mcube, Frac Bretagne, Rennes Museum of Fine Art, Museum of Geology of the University of Rennes 1.
- Night Sound, Hippolyte Hentgen – 40mcube
- Avec une bonne prise de conscience des divers segments du corps, votre geste sera plus précis dans l’eau, Loïc Raguénès – 40mcube
- AGGER, Marion Verboom – 40mcube / Ateliers de Rennes – Biennial of contemporary art
- Gisement et Extraction, Naïs Calmettes & Rémi Dupeyrat – 40mcube
- Analnathrach, Antoine Dorotte – 40mcube
- RN 137, Antoine Dorotte, Angélique Lecaille, Briac Leprêtre, Bevis Martin & Charlie Youle, Benoît-Marie Moriceau, Armand Morin, 
Samir Mougas, Julien Nédélec, Blaise Parmentier, Ernesto Sartori, Yann Sérandour, Mélanie Vincent – 40mcube and l’Atelier (Nantes)
- Stranger by Green, Yann Gerstberger – 40mcube
- « We can never go back to Manderley », Sarah Fauguet & David Cousinard – 40mcube
- Like It Is, Briac Leprêtre – Parker’s Box (New York)
- Smears, Ida Tursic & Wilfried Mille – 40mcube
- Use Once and Destroy, Stéphanie Cherpin – 40mcube
- INGENIUM, Emmanuelle Lainé – 40mcube / Ateliers de Rennes – Biennial of contemporary art 
- Espèces d’hybrides, Guillaume Constantin, Vincent Ganivet, Laurent Perbos, Guillaume Poulain, Aurore Valade – 40mcube
- L’enclos, Lina Jabbour – 40mcube
- Trout Farm, Samir Mougas – 40mcube
- Abstract Lady Guardian, Florian & Michaël Quistrebert – 40mcube
- Anachronismes et autres manipulations spatio-temporelles #2 : Universalisme, Renaud Auguste-Dormeuil, Dionis Escorsa, Michel 
Guillet, Amala Hély & Guillaume Robert, Nicolas Milhé – 40mcube
- Anachronismes et autres manipulations spatio-temporelles #1 : Particularismes, Virginie Barré, Joost Conijn, Dora Garcia, Briac 
Leprêtre, Damien Mazières, Nicolas Milhé, Yann Sérandour, Joana Vasconcelos – 40mcube
- Optrium, Patrice Gaillard & Claude – 40mcube
- Chantier public #3, Sylvie Reno – 40mcube
- Les Biches, Nathalie Djurberg, Rodolphe Huguet, Steven Le Priol, Edouard Levé – 40mcube
- TERMINATOR, Hubert Duprat, Jon Mikel Euba, Rodolphe Huguet, Angélique Lecaille, Delphine Lecamp, NG – 40mcube
- L’Ambassade des possibles, Virginie Barré, Julien Celdran, Philippe Parreno, Sébastien Vonier – 40mcube
- Colloque « Comment faire tenir une forme colorée dans l’espace?* », Luc Deleu, Simona Denicolai & Ivo Provoost, Benoît Goetz, 
Eva Gonzales-Sancho, Odile Lemée, Christophe Le Gac – Maison du Champs de Mars (Rennes)
- Classic & Smart, Briac Leprêtre – 40mcube
- Chantier public #2, atelier mobile, Daniel Dewar & Grégory Gicquel, Le Gentil Garçon, Benoît-Marie Moriceau, Bénédicte Olivier 
– 40mcube, Centre d’Information sur l’Urbanisme, Le Coin, Centre Culturel Colombier, Orangerie du Thabor (Rennes).
- Chronique d’une oeuvre annoncée, Stéfanie Bourne - Castel coucou (Forbach), Ecole d’art de Metz, Tramway (Glasgow)
- EXTRA, Patrice Gaillard et Claude – 40mcube
- Au tableau, Cécile Desvignes – 40mcube
- Chantier public #1, Matthieu Appriou, Patrice Goasduff – 40mcube, Centre d’information sur l’urbanisme, LENDROIT (Rennes)
- Projets de projets, Jean-Philippe Lemée et Yves Trémorin – 40mcube and Galerie Art et Essai (Rennes)
- L’inconnu des grands horizons, Abraham Poincheval & Laurent Tixador – 40mcube, Frac Basse-Normandie (Caen), Metz School of art
- Total symbiose, Abraham Poincheval & Laurent Tixador – 40mcube
- Action - performance - video, Triangle France (Marseille)
- Alma Skateshop, Daniel Dewar et Grégory Gicquel – 40mcube
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Works produced by 40mcube 2001 - 2013 (selection)

Marion Verboom, Mondmilchs, 2012, mortar, 6 elements, 
280 × 26 × 15 cm, variable dimensions.
Produced by 40mcube. Photo : Aurélien Mole.

Emmanuelle Lainé, Doline, 2010, rope casted plaster and concrete canvas. 
Produced by 40mcube. Courtesy galerie Triple V. Photo : André Morin.

Antoine Dorotte, Bloom from Shop of Horrors, 2012, anthracite zinc, fountain 
mechanism, copper sulphate, Ø 250 cm. Produced by 40mcube. Courtesy galerie 
ACDC. Photo : Patrice Goasduff.

Lang/Baumann, Street Painting #7, 2013, road painting, 59 x 3,7 m. Produced by 40mcube and 
PHAKT, with the support of Signature, Identic, the City of Rennes and Pro Helvetia, Swiss founda-
tion for culture. Photo : L/B.

Works in the public space

- Vincent Mauger, Présence Stratégique, 2014, Les Champs Libres (Rennes)
- Lara Almarcegui, Matériaux de construction Campus de Beaulieu, Rennes, 2014. This work is part of the New Patrons 
Programm supported by the Fondation de France.
- Lang & Baumann, Street Painting #7, 2013 (Rennes)
- Antoine Dorotte, Here’s the Spheres ;p, 2013, Les Champs Libres (Rennes)
- Nicolas Milhé, Meurtrière, 2012 – Jardin des Tuileries, FIAC hors les murs (Paris)
- Nicolas Milhé, Sans titre, 2012 – 40mcube, Biennale de Belleville (Paris)
- Julien Berthier, Monstre, 2010 –  Biennale de Belleville (Paris)
- Parc de sculptures urbain, Julien Berthier, Maxime Bondu, Naïs Calmettes & Rémi Dupeyrat, Stéphanie Cherpin, Brice 
Lauvergeon, Laurent Le Deunff, Briac Leprêtre, Erwan Mével, Nicolas Milhé – 40mcube
- Benoît-Marie Moriceau, Psycho, 2007 – 40mcube
- Simona Denicolai & Ivo Provoost, Comment faire tenir une forme colorée dans l’espace ?*, 2005, Chantier public #2 (Rennes)
- Nicolas Milhé, Sans titre, 2005, Chantier public #2 (Rennes)
- Lara Almarcegui, Chantier ouvert au public, 2003, Chantier public #1 (Rennes)
- Stalker, Microtransformations urbaines, 2003, Chantier public #1 (Rennes)
- Yves Gendreau, Chantiers diverses cité #368, ordre et chaos, 2003, Chantier public #1 (Rennes)
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Benoît-Marie Moriceau, Psycho, 2007, mate acrylic paint. Produced by 40mcube.
Photo : Laurent Grivet.

Nicolas Milhé, Sans titre, 2005, concrete, 600 × 300 × 250 cm. Deposit from the 
Centre national des arts plastiques - Ministère de la Culture et de la Communication. 
Inv. FNAC : 09-281. Producted by 40mcube. View of the sculpture from the place du 

Colonel Fabien in Paris during the Biennial of Belleville. Photo : Patrice Goasduff.
Courtesy galerie Samy Abraham.

Daniel Dewar & Grégory Gicquel, Aruba 49cc, 2005. Produced by 40mcube. 
Inv. FNAC : 07-311. Photo : Cyrille Guitard.

Samir Mougas, Un chaînon manquant, 2009, polystyrene, fiberglass, polye-
poxyde, paint, metal, 400 × 200 × 150 cm. Produced by 40mcube. Courtesy 
galerie ACDC. Photo : Patrice Goasduff.

Florian & Michaël Quistrebert, view of the exhibition Abstract Lady Guardian, 
2008. Produced by 40mcube. Courtesy galerie Crêvecœur. Photo : Jean De-
pagne.

Patrice Gaillard & Claude, view of the exhibition Optrium, 2007.
Produced by 40mcube. Courtesy galerie Lœvenbruck. Photo : Patrice Goasduff.
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PLAY TIME
Curated by Zoë Gray

Les Ateliers de Rennes - Biennale d’art contemporain
4th edition

From september 27 to november 30, 2014
Opening : friday september 26, 2014

Organized by Art Norac
Production / communication / mediation : le troisième pôle

The fourth edition of the Ateliers de Rennes, contemporary art biennale, is a sequence of three 
international group exhibitions that questions our way of working and playing together. Titled 
PLAY TIME, these exhibitions present emerging and renowned artists, existing works and new 
productions. They will take place in established arts venues in the city of Rennes (Museum of 
Fine Arts of Rennes, Frac Bretagne) and in a former artillery warehouse in an area currently 
undergoing extensive transformation, the Halle de la Courrouze.

The biennale additionally brings together a network of arts venues and partners in Rennes and 
across Brittany:  40mcube; le Cabinet du livre d’artiste; La Criée centre d’art contemporain; 
Phakt Centre Culturel Colombier (all in Rennes); Passerelle Centre d’art contemporain in Brest 
and Le Quartier Centre d’art contemporain in Quimper. Each of these venues will present solo 
exhibitions of artists who also feature in the group shows of PLAY TIME. 

Appropriating the title of Jacques Tati’s most famous commercial flop, the critically revered film 
Play Time (1967), the exhibition takes a Hulotesque stroll through the field of contemporary 
artistic practice. The biennale PLAY TIME treats the exhibition as simultaneously a playground 
and a space of work.

A programme of events, gatherings, discussions, and performances will animate the duration 
of the biennale, making it an important moment for contemporary art in Brittany this autumn.
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Practical informations
An average work rate with a failed goal
Oscar Murillo
Curated by 40mcube
This exhibition is part of Les Ateliers de 
Rennes - Biennial of contemporary art
www.lesateliersderennes.fr

Exhibition : September 26 to November 29, 2014

Partners

TRAIN
STATION

Opening : Thursday, September 25, 2014 at 8 pm

Open from Tuesday to Saturday from 2 pm to 6 pm
Closed on bank holidays
Free entrance. Group tour by appointment

Press relations : Cyrille Guitard - +33 (0)2 90 09 64 11

40mcube
48, avenue Sergent-Maginot - f-35000 Rennes
Tél. : +33 (0)2 90 09 64 11
contact@40mcube.org
www.40mcube.org
Underground :  République
Bus : lignes 4 and 6, stop Pont de Châteaudun

Les Ateliers de Rennes - Biennial of contemporary art
Halle de la Courrouze - Rennes museum of fine arts - Frac Bretagne
PLAY TIME
Curated by Zoë Gray
From September 27 to November 30, 2014
Opening : Friday, September 26, 2014

40mcube - La Criée - Le Cabinet du livre d’artiste - Phakt Centre culturel Colombier
From September 26 to November 29, 2014
Opening night : Thursday, September 25, 2014 :
5 pm - Le Cabinet du livre d’artiste, Fucking Good Art
6 pm - La Criée, centre d’art contemporain, Gareth Moore
7 pm - Phakt Centre culturel Colombier, Priscila Fernandes
8 pm - 40mcube, Oscar Murillo

Centre d’art contemporain Passerelle (Brest) - Koki Tanaka
From September 27 to January 3, 2015
Opening : Saturday, September 27, 2014 at 6 pm

Centre d’art contemporain Le Quartier (Quimper) - Ane Hjort Guttu
From October 4, 2014 to January 4, 2015
Opening : October 3, 2014


