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Invernomuto & Jim C. Nedd plus 
contributions from Axis Arkestra, 
Don Alirio, Dairo Barriosnuevo,  
Larisa Kingston Mann a.k.a. 
DJ Ripley, Rabz Lansiquot, 
Edna Martinez, Black Obsidian 
Sound System, Christelle Oyiri, 
Authentically Plastic, Deborah 
Pacini Hernandez, Jeanpi 
Perreo, Sidney Reyes Reyes and 
Shannen SP

PICO is a new programme 
of sonic inquiry led by artists 
Invernomuto & Jim C. Nedd. In 
this exhibition, the documentary 
film PICO: Un parlante de 
África en América (60 minutes, 
HD film, 2017) examines the 
rich and flamboyant tradition 
of picos: vivid, technicolour, 
wooden structures housing 
powerful sound systems, which 
turbocharge street parties, 
bars and restaurants across the 
Afro-Colombian port cities of 
Barranquilla and Cartagena.

The film brings together the 
various actors involved in the 
production and dissemination 
of pico culture, who together 
track its legacy across the cities 
that were once key points in 
the transatlantic slave routes. 
It is here, along Colombia’s 
Atlantic coast, that the Afro-
Colombian context was formed 
as overlapping peoples produced 
new aesthetic and sonic styles 
to represent an emerging Afro-
diasporic identity.

These port cities continued to be 
key entry points to the continent 
throughout the 20th century, 
granting access to emergent 
technologies and cultural 
products as well as vinyls from 
across West Africa. From the 
1960s, local producers began 
using these new systems for the 
circulation and dissemination 
of music outside of mainstream 
radio and record production, 
bringing an explosion of African 
sound to the streets. This was 
dominated by the newborn 
genre called Champeta, which 
brought together Salsa, Latin and 
Caribbean music. As sampling 
technologies developed, an 
updated version of Champeta 
emerged, and later the adjacent 
genre Guarapo. These new Afro-
Colombian sounds, reverberating 
from the culture of pico, came to 
represent acts of freedom in a 
national context divided along 
the lines of race and class.

The pico has become the loud 
and animated public vehicle 
through which this diasporic 
vernacular of rhythm and 
language is articulated, in which 
a diverse subjectivity is united 
through the empowering acts of 
dance and music. The film 
explores how these physical 
contexts enable communities 
to come together and re-define 
social relationships against the 
backdrop of racial capitalist 
subjugation, and how sound 
system culture as an attitude 
towards production enables 
producers and audiences to 
celebrate multifaceted and 
kaleidoscopic cultural histories.

For this project at Auto Italia, 
this investigation will situate pico 
culture within a global discussion 
on the role and potential of sound 
system cultures as sites of sonic 
resistance. This will be explored 
through a digital programme of 
text, mix and image commissions 
led by an international 
community of producers, DJs 
and artists for whom sonic 
practices are communal devices 
to explore the global resonances 
of African diasporic sound within 
music production. This will focus 
on the ways in which uprising 
and protest are explored through 
music, and highlight how the 
formal communalities and shared 
concerns resonate between 
networked physical and digital 
sound system cultures across the 
globe.

This investigation will also 
include a newly commissioned 
public work by Jim C. Nedd, 
installed on the facade of 
Auto Italia’s project space. 
This will draw from the lens of 
documentary film and explore 
the political potential of music 
in public environments of 
celebration and dissent.

Simone Bertuzzi (b. 1983, 
Piacenza, Italy) and Simone 
Trabucchi (b. 1982, Piacenza, 
Italy) live and work in Milan, Italy. 
They have been collaborating 
as Invernomuto since 2003, 
focusing primarily on moving 
image and sound, while 
often integrating sculpture, 
performance and publishing 
into their practice. Invernomuto 
won the Museion Prize 1 (2017) 
and were finalists for the MAXXI 
Bvlgari Prize (2018). Recent 
exhibitions include 58th Venice 
Biennale, Italy (2019); Manifesta 
12, Italy (2018); and Nuit Blanche 
2017, France (2017). 

Jim C. Nedd (b. 1991, Verona, 
Italy) lives and works in Milan, 
Italy. Nedd is an Afro-Colombian 
interdisciplinary storyteller, 
involved in sonic environments 
and visual arts. Founder of the 
experimental band Primitive Art 
alongside Matteo Pit, Nedd also 
operates as a photographer in 
both advertising and editorial 
projects, as well as part of the 
Toiletpaper collective assisting 
Pierpaolo Ferrari.

Public programme:

Digital Commissions
25 September – 13 December 
2020

Weekly digital commissions 
including texts, mixes and 
images will be published on Auto 
Italia’s website and social media 
channels. Featuring Authentically 
Plastic, Axis Arkestra, Don 
Alirio, Dairo Barriosnuevo, Rabz 
Lansiquot, Edna Martinez, 
Christelle Oyiri, Deborah Pacini 
Hernandez, Jeanpi Perreo, Sidney 
Reyes Reyes, Shannen SP and 
more TBA. All commissions are 
free to access and download. 

In Conversation: Larisa Kingston 
Mann a.k.a. DJ 
Ripley, Invernomuto and Jim C. 
Nedd
Wednesday 14 October 2020, 
7pm BST
Free to attend on Zoom

Discussion between musician, 
DJ and scholar Larisa Kingston 
Mann, Assistant Professor at 
the Klein College of Media and 
Communication at Temple 
University in Philadelphia, and 
exhibiting artists Invernomuto 
& Jim C. Nedd exploring issues 
raised through the genealogies of 
pico culture.

Technology workshops for 
young people
26 – 28 October 2020
Art and technology workshops 
for young people (ages 14-18) 
living and studying in Tower 
Hamlets. Participants will 
produce artworks in response to 
the film PICO: Un parlante de 
África en América. 

Reservations for families and 
pupils can be made at info@
autoitaliasoutheast.org 

Support:
This exhibition has been made 
possible with the support of 
Istituto Italiano di Cultura di 
Londra.

Engagement and learning 
opportunities have been made 
possible with the support of The 
National Lottery Community 
Fund, Tower Hamlets Art and 
Music Education Services and 
Tower Hamlets Council through 
the Local Community Fund 
2019-23.

Auto Italia is supported by Arts 
Council England through the 
National Portfolio Organisation 
fund and through a partnership 

Auto Italia in conversation with 
Invernomuto & Jim C. Nedd

Auto Italia’s Associate Director 
Deborah Joyce Holman and 
Programme Manager Poppy 
Moroney join Invernomuto’s 
Simone Bertuzzi and Simone 
Trabucchi and Jim C. Nedd to 
discuss the background to their 
documentary film exhibited in 
the project space, the wider 
context of pico culture and the 
role of collaboaration in their 
wider practices.

AI: Presented in this exhibition, 
your film PICO: Un parlante de 
África en América highlights the 
importance of music and 
sound system cultures as both 
an outcome and facilitator of 
cultures of resistance. Can you 
speak a bit about this in relation 
to PICO –  why is music so 
important in this context? Does 
it facilitate agency? What does it 
mean to reflect on this now?

IM: Histories related to sound 
systems always implicate a 
culture of resistance, be it picos 
in Colombia, the Jamaican 
tradition and its diaspora in the 
UK and across many countries, 
baile sonideros in Mexico City or 
tecno brega’s massive robots in 
the north of Brazil. 

Across cultures, the emission 
of low (Kingston) or mid 
(Barranquilla) frequencies 
by huge systems is an act of 
both manifesting identities 
and escaping reality. In this 
sense, music is a vehicle that 
truly facilitates agency and 
creates community. Since the 
emergence of the internet 
things are maybe changing, and 
now the real question is: what 
happens when this public space 
is transferred into a more porous 
and unrooted meeting spot? 
What forms of resistance might 
emerge?

JCN: Unlike human beings and 
public spaces where verbenas 
[street parties centered around 
picos] happen, sound systems 
are able to resist through time, 
performing on the run, collecting 
and delivering stories through 
music and spoken languages. 
They cross eras, bringing a 
specific statement of resistance 
with them that feed their own 
community self-consciousness. 
The pico is indeed an important 
vehicle for information because it 
constantly reminds us (Afro-
Colombians) how we came and 
who we are, especially because 
the institutional information 
lacks enthusiasm in doing so. 
In this very context I’d say that 
Afro-Caribbean music and oral 
traditions are the board diary 
of the story that keeps being 
omitted or deleted.

AI: Guarapo grew out of a mix of 
African and local music, creating 
a new genre in the 2000s. It 
still is the most present in the 
Caribbean-Colombian cities 
that have a higher population of 
Afro descendants. What were 
some of the political or social 
shifts that paralleled the turn 
to African music? How does its 
history and its origins connect to 
contemporary pico culture?

SB: According to Deborah Pacini 
Hernandez in her 1996 text 
‘Sound Systems, World Beat and 
Diasporan Identity in Cartagena, 
Colombia’, “the transnational 
term ‘música africana’ suggests 
that Black Cartageneros tacitly 
acknowledged the existence 
of and their participation in an 
African diasporic community, 
whose boundaries transcended 
national borders”. This is 
probably the main reason why 
African music became very 
important in northern Colombia 
from the 1970s onward. From 
a wider perspective, it’s also 
interesting to note that costeños 
in Colombia were listening to 
African music way before even a 
vague idea of ‘world music’ was 
introduced in the Western music 
industry.
 
JCN: Guarapo is a derivative 
genre of Champeta, which is the 
Colombian version of afrobeat, a 
genre that became popular in the 
1980s. Champeta was founded 
by the community of San Basilio 
de Palenque, then spread across 
the coast of Colombia. The arrival 
of West African records in the 
country is part of a process that 
started with the recollection of 
memories and mimics of African 
music whose traces were gone.

AI: All of you work with music in 
different forms, which transpires 
throughout the film in the 
layering of image and sound, the 
background noises, the visibility 
of a recording device held by 
one of the self-identified “loyal 
followers and lovers of pico 
culture”. Could you speak 
about your approach to these 
constituents?

IM: We always consider image 
and sound on the same level 
– even in this film, which 
is probably the closest to a 
documentary, in linguistic terms, 
that we’ve ever made. We are 
glad you’re mentioning the 
recording device: it happened 
almost by chance in [our 
previous project] Negus and 
we decided to replicate this 
technique in PICO. It’s a very 
simple gesture but it connects 
us – and spectators – with the 
speaker in a magical and intimate 
way. We love to create complex 
relations between image and 
sound, questioning which one 
is more evident, and why, and 
challenging these relations.
 
JCN: We realised that the Afro-
Colombian identity and sound 
needed to be expressed in 
their own complexities. There 
were things that had to be told 
verbally, not just visually, the 
choral need of telling a story was 
very present, so we went with 
that. As both a photographer 
and a vocal performer, PICO was 
the perfect platform to invest 
my feelings into. I can especially 
recognise myself in the look 
and the sexuality of the young 
crowds in Barranquilla during the 
Guarapo verbenas. On the other 
hand, I can also see myself on 
stage, doing vocals over a track. 
Both are complementary states 
of shared psychedelia, making 
it into an experience that never 
adapted to Western “progress”. 
I always feel that verbenas are 
magic rituals that treat pico as 
a living character but also as 
a place to meet in a different 
dimension.

AI: PICO was a collaborative 
project made in 2017, which 
expanded into a range of 
outputs/formats such as the 
Guarapo compilation published 
by Honest Jon’s. How have 
the collaborations initiated 
through the project continued 
or developed? Are there any new 
projects or collaborations that 
have been borne from the film 
since then?

JCN: Indeed the Guarapo 
compilation is a derivative 
research from the work of 
PICO in every sense. We came 
across this music while we were 
shooting the film in 2015. On a 
very personal level it was also 
the beginning of a very intimate 
collaboration with Harold 
Montes, with whom I also kept 
working for commissioned OSTs 
in my own work as a musician.

AI: Several of your projects 
focus on localised yet globally 
interwoven phenomena in 
music as sociocultural practices. 
International collaboration 
seems to be the core approach 
to these projects. This also 
comes through in the online 
programme for this exhibition, 
which facilitated collaborations 
with other practitioners in a 
moment of renewed potential 
for convening networks through 
online gathering. While hosted 
online, the theme of ritual 
also threads itself through the 
practices of some of the 
contributing practitioners. Can 
you speak on this approach to 
collaboration, of meeting in a 
different dimension through the 
central figure of the pico, and 
maybe through music production 
of the global African diaspora, in 
the extended sense? What might 
these possibilities mean for you 
moving forward?

JCN: On the occasion of Auto 
Italia’s online programme the 
active involvement of local 
figures has been crucial. Sidney 
Reyes Reyes, for example, has 
been a source of inspiration 
through this whole period 
of time, as for many Afro-
Colombians. This is also true for 
the work we’re going to show at 
the Liverpool Biennial in 2021, for 
which we are collaborating with 
historians, artists and musicians 
from Barranquilla and San Basilio 
de Palenque in order to maintain 
a constellation of information 
that keeps the Afro-Colombian 
identity intact, even if processed 
by our point of view and imagery.

IM: Collaboration has always 
been an important aspect of 
our practice, both offline and on 
line. In the last two years we’ve 
been working on a project on the 
Mediterranean called Black Med, 
assembling a sonic archive that 
considers a multiplicity of voices 
and spirits from many different 
geographies across the 
protean area of the 
Mediterranean and beyond. At 
the same time we are very aware 
that certain types of rituals need 
specific conditions in order 
to happen (the soundsystem, 
communities, social gathering, 
etc) so online rituals can 
sometimes be scarce.

Most of the time we experiment 
with formats. In the case of Auto 
Italia’s public programme – as 
you say – the pico is the totem 
around which all the contents 
take shape. Each contribution 
feeds, or feeds back, the 
preconditions of the project.

You can listen to the digital 
commissions on Auto Italia’s 
website by visiting the project 
page for PICO: Un parlante de 
África en América.


