
Finding One's Place.

When entering the large gallery at Circa, one sees three varying structures of relatively

substantial size and curious shape. If one is familiar with Francine Lalonde’s work, one clearly

has the feeling of being in well-known territory. Her work continues to be concerned with

architectural issues but instead of sculptural elements spreading out into the space, the forms

now are located next to the gallery walls, giving the impression of leaning against them..

Nevertheless, this new work marks a move away from the exploration of space that she has

carried out up until now.

What does this new way of occupying space relate to? Clearly the artist is not trying to

create critical commentary about the exhibition space as a white box, cutting the work off from

the outside world, this would only be a reworking of modernism and formalism. Rather, she

wants to suggest that the structures maintain a strong physical relationship to the surroundings.

But here as well, one must not be misled. This is not strictly speaking a site-specific work, seeing

that it does not try to emphasize the particularities of the place or to physically transform it, any

more than it is an attempt to renew formalism, even if one readily recognizes the pleasure of

playing with direct sensory and physical perceptions. What is it about then? To understand this

new project, one must be aware of two key elements.

For a start, one must be attentive to the work as a whole, an indispensable condition to

grasp the significant role given to light in this presentation. Playing with a combination of artificial

light and natural light from the windows, the artist accentuates, for the visitor’s eyes, slight

perceptual changes caused by this lighting device. Far from giving us a distancing experience of

the space, the work tries to make us aware of a sensation that is usually not mentioned. Then,

one must explore the sculptural elements themselves. Unlike the work that the artist presented

in the small gallery a few years ago, these forms no longer protrude from the walls but seem to

crack away from them to produce interstice into which the visitor is invited to enter. In one case,

the work incites the viewer to bend over and slip underneath or to surreptitiously edge in behind

it. In another piece, the space inside the structure is left unoccupied so that one can enter into it.

And finally, in the third work, the piece is pliable and retractable, looking like a cocoon but also

an observation post.



Thus, to take into account the play of light sources with the physical experience of the sculptural

pieces, the visitor must move throughout the gallery space. This directed movement encourages

a complex reading of place, a kind of visual moving back and forth between the original space

and what has been added. This reading, which attempts to recreate a place for individual

subjectivity, also reintroduces the world of affects into the work’s reception through the transition

from motion to emotion, which is just one aspect of this sculptural project’s success.
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