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Necromantic — Jan Tumlir

Ruins exert a powerful inuence on ‘men in dark times,’ to quote the title of 
a book by Hannah Arendt. When structures built for purposes of dwelling, 
storing and preserving begin to disintegrate, or else are actively demolished, 
something once hidden inside them is revealed. The ruination of what we 
had lled with ourselves, our things, our past, announces the inevitable 
approach of total memory-loss. Broken architecture becomes an emblem 
of negative history, its historical aura paradoxically concentrated in the 
course of its eclipse. These are archives that have surrendered their contents 
to the elements; all that once comprised their interior now devolves into 
mulch, grist for the mill of Romantic speculation on the futility of our most 
idealistic aspirations. In the long run, no sign of our earthly occupation will 
remain; every human footprint will eventually be erased – this is what the 
ruin promises, even as it continues to hold our place, here and there, for the 
time being.

The ruin is a place-holder, no longer place-keeper. In holding our 
place for just a while longer, it is a reminder of what was once held by us 
and had – that is to say, the extent of an ownership once thought inalienable 
– while at the same time releasing it all from our grasp. The force of its 
attraction originates from this halfway point between possession and 
repossession, which is where the artist tends to be already, since here as 
well what is made ‘for self’ is not made to be kept. The threat of loss is 
inscribed into the genetic code of the work of art no less than the promise 
of preservation. If art is essentially a form of externalized interiority, where 
the isolated experience of individual being opens into the communicative 
commonwealth, then it only endures as a record of experience collectively 
shared.

According to Baudelaire, the artwork is a ‘mnemotechnology,’ a means 
of memory storage and recall, designed to communicate across time how 
we lived at one time. No matter how up to date, or even ahead of the curve, 
art may appear, as ‘mnemotechnology’ it lives on historical time, a time that 
will outlast us, while always running out. From the rst moment, then, the 
artwork is a ruin; this much is true across the board, but especially in the 
case of John Divola and Cyprien Gaillard. The pairing of these two artists is 
fortuitous, since both make works that are of and about ruination. Moreover, 
they do so from the opposed poles of the ‘Old World’ and the ‘New,’ to meet 
somewhere between memory overload and amnesia. The Romantic currents 
that drive their individual practices join within the space of this exhibition 
into a circuit of eternal recurrence where ‘everything that’s old is new again,’ 
and vice-versa.

 Staking out the limit points of American expansionism, the ex-urban 
hinterlands of Southern California, Divola observes the attenuation of the 
frontier spirit in an architecture undergoing a process of rapid aging. That 
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he has remained in this place – Divola is that rare example of an LA local, 
born and bred – gains a certain emphasis in the light of Gaillard’s relentless 
mobilization. The rst principle of the latter’s production is to ‘only 
connect,’ as E. M. Forster famously put it, which is what Gaillard does across 
great distances. In its global outreach the work underscores what appears as 
Divola’s deliberate regionalism. Likewise Divola’s enduring commitment to 
photography and to the reexive logic of medium specicity in general, these 
being precisely what Gaillard’s post-medium practice refutes. Here instead 
it is the image as informational currency freely circulating through a range 
of frameworks – still and moving, analog and digital, virtual and objective 
– that is the basis of all connection making. As such, the image tends to 
pre-exist the artwork, which only provides it with another form of housing, 
no less provisional than that in which it was found. Conversely, Divola’s 
images are wholly made by him, and one must always consider his peripheral 
presence within them. The photographer was actually there; whatever the 
image shows us, we see through his eyes.

Here we may think of the relation of place-keeping to place-holding. For 
the one who stands in the place that he photographs, the result will last 
as a record of being there. The print keeps his place on the ground where 
he stood for only an instant by outlasting that instant as a frozen chemical 
pattern. In the time that it takes for the camera’s shutter to open and 
close, perception is drained of its peripatetic and eeting aspects; a view is 
registered, and with it, the position of the viewer. In Divola’s pictures, that 
instant is always openly acknowledged as past. The lag between the time 
of their taking and the time of their viewing is the source of a pervasive 
melancholia that is perhaps the most characteristic affect of his work overall. 
Aside from the fact that a photograph is implicitly a fragment, a partial 
view of a world that exceeds its borders ad innitum, it is this quality of 
irreversible distancing that lends it a ruinous aspect. Emphasizing the 
grain of the image, which sometimes begins to subsume its contents, 
Divola reiterates the understanding of the frame as a broken edge within 
its referential substance. This is especially evident in The Four Landscapes 
suite from 1992, where a succession of isolated, faraway subjects – houses, 
boats, cars and hikers – are observed ickering on the threshold of 
disappearance into the vast, indifferent landscapes that enfold them. Caught 
in the crosshairs of the lens, at the dead center of each composition, these 
various signs of human occupation are granted pride of place in the pictorial 
scheme of things, and their place is kept there. By dint of repetition we know 
that these are our focal points, but their focus is blurring, their contours 
breaking apart, and their mass dissolving into loose clusters of grain that we 
can already imagine swirling down the funnel of perspectival vanishing.

The pictures featured in this exhibition are among the earliest of 
Divola’s career, started while still in graduate school and then continued 
through the mid- to late-seventies, and although they are all relatively sharp, 
a specter of corruption intrudes nevertheless. During this time, the artist 
completed three bodies of work, the black and white Vandalism and LAX 
NAZ Forced Entries series and the breakthrough color Zuma series. All 
involve an assault on domestic architecture, the rst perpetrated largely 
by the artist himself, the second by anonymous vandals, and the third in 
a kind of deferred collaboration between them. All three evolved out of 

an indecisive period of pendulum swinging between the sort of freeform 
Pop-Surrealist collage championed at the time by Robert Rauschenberg 
and a relatively straight documentary take on the suburban landscape of 
the San Fernando Valley that Divola called home. As the artist tells it, 
he gained a rst glimpse of his future course while reproducing a still 
somewhat arbitrarily chosen object, some silver propane tanks, onto a 
gelatin silver ground. It is signicant that the formal rhyme between 
the thing photographed and the photograph itself was only noted once 
the photographer had left the site. Like the interior of the camera, only 
more so, the darkroom is a space where the world reappears as an image 
seemingly detached from its source, yet here the two became photogenically 
reconnected. The silver nexus, not so much a hue as a tonality that can span 
the spectrum from dark to bright depending on how it is angled to the light, 
was perfectly suited to black and white printing. Divola went off in search of 
other silver things, and then began to paint things silver himself.

It is obvious from the Vandalism photographs that the mark-making 
tool is an aerosol spray can, which straightaway links Divola’s aesthetic 
activity to an illicit underworld. The series title spells it out in no uncertain 
terms: artistic production is aligned with the destruction of the built 
landscape and its privileged emblem of well-grounded normalcy, the single-
family home. Grafti and tagging are a means of claiming space by those 
who are, or feel, dispossessed. What cannot be kept can at least be held for 
a moment by way of the mark that tags it with a new identity. On the one 
hand, such gestures speak to the fantasy of ownership, whereas on the other 
they negate it, as if foretelling a time when nothing can any longer be owned 
by anyone. Such utopian currents run through Divola’s works as well, and 
without at any point obscuring their causal disaster.

To attribute all this to a latently anti-social eschatology would miss the 
point, however, for here as well all aggressive action undergoes a measured 
delay that tempers its violence. One thinks rst of the logic that brought the 
artist into this space in order to fuse those elements of ction and fact, the 
made-up and the already-made, previously opposed in his work. Moreover, 
one thinks of the house not only as a home, but as a worldly stand-in for the 
darkroom, and by extension the camera itself, and this now is a black box 
in which the appearance of the image can no longer be put down to a pre-
programmed function. In charge of both the gestural event and its forensic 
recording, Divola gets his hand into the workings of an apparatus that is 
more generally assumed to be hands-off.

It is certainly an obscure message that Divola inscribes on the 
deteriorating walls of the house, if it is a message at all. When language is 
employed, as in the overlain statements ‘I’m here / It’s here / I’m not here / 
It’s not here,’ it is not to reinforce the ownership relation of subject to object, 
but to further undermine it. Elsewhere, he challenges the status of language 
itself as a common property by reducing it to an utterly inscrutable code. 
More generally, though, Divola’s marks are applied so straightforwardly 
as to decline the question of meaning altogether in favor of a more strictly 
phenomenal experience. In his formal repertoire of straight and curved 
lines, squiggles and dots, our reading is limited to ‘just the facts’: the velocity 
of the artist’s gesture, the can’s distance from or proximity to the surface, 
the duration of the application, and so on. As the evidentiary tracings 
of actions always already performed, these ‘facts’ disclose an inherently 
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photographic aspect, which Divola goes on to heighten in the play between 
their composition in actual space and in the frame of the camera. In corners 
where lines of perspective converge, for instance, clusters of paint dots 
appears to pull away from the shadows as if clinging to the surface of the 
print. This is of course a simple illusion caused by inverting the pictorial law 
of recession, enlarging the marks and spacing them farther apart where they 
should instead be coming together and shrinking.    

Drawn back and forth between depth and atness, Divola shows us 
how easily the factual contents of the real world are compromised in the 
process of their photographic reproduction, and yet they remain there for all 
to see. In the real world no less than the print, the spray-painted mark on 
the wall is a sign of plunging property values, and when there is nobody left 
inside to paint it over, then we have clearly hit bottom. The tone of economic 
malaise is steadily exacerbated as we move from the Vandalism series to 
the LAX NAZ Forced Entries, in which Divola pulls back again to assume 
a more objective stance on a social process already well underway. Here 
we are presented with a wider range of destructive actions that seem to be 
aimed against architecture as such. Moving back and forth between clinical 
details of doors kicked in and smashed windows, and a more picturesque 
overview of the ruined home, the artist again forges an uneasy alliance 
between matters of sociological interest and self-circling aestheticism. In 
the piecemeal dismantling of sheltering structure, any former dialectic of 
inside and outside begins to incline toward phenomenological synthesis, 
but one that remains psychologically fraught. That Divola here limits his 
role to that of a stand-by witness does not necessarily diminish the extent of 
his implication; by documenting these scenes of crime for purposes other 
than crime ghting, he sanctions them aesthetically. Ultimately, then, this 
is a formal enterprise, and one might go further to claim that what these 
works propose to us is a certain kind of beauty that can be reduced neither 
to the ‘facts on the ground,’ the decomposition of built structure, nor to 
its pictorial re-composition. Again, Divola occupies a literally intermediate 
point between these two events, both of them equally arbitrary and thereby 
also open to improvisation.

This bottom-line architecture that has been raised under the LAX 
airport ight-path as a hedge against noise – NAZ standing for Noise 
Abatement Zone – seems to invite its destruction from the rst moment. 
Like Robert Smithson’s ‘ruins in reverse,’ this is precisely the source 
of its photogenic appeal. In this place where the inner and outer worlds 
momentarily intersect, the black box apparatus of photography again 
locates a real-world analog, but one that is dysfunctional, ooded with light. 
The sinister obscurity of the Vandalism pictures accordingly gives way to 
ethereal overexposure. Occasionally, an almost beatic quality is imparted 
to these forlorn spaces opened up to the sun, their every corner illuminated. 
In the course of ruination, the private home becomes publicly available, no 
longer a fortress of solitude, but rather a monument, however degraded, to 
the collective. This point is clinched in the Zuma series where a beachfront 
property undergoes a series of aesthetic / destructive permutations, all of 
which are recorded in dramatic ash-enhanced color. Although the pictures 
are made to stand alone, together they may also be seen as a sequential 
narrative of sorts, with the camera consistently pulled back to take in 
the totality of the building’s eroding interior. The entire formal lexicon 
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that Divola devised in the Vandalism pictures is here redeployed in a 
spontaneous play of call and response with the more impulsive aggression 
of others. Partying teenagers, homeless drifters, disgruntled neighbors – we 
will never know who these are, but working in blind concert with the artist, 
we may assume that they are many, not one.

In what might be considered Zuma’s climactic scene, silver spray paint is 
applied to charred walls, just barely standing around a postcard window 
view onto the unchanging Pacic. The inuence of Walker Evans’ picture-
within-picture conceit is undeniable here, but one thinks not only of art 
photography, or what Jeff Wall has termed ‘the art concept of photography,’ 
for this work already bears incipient signs of photography as art. In Cyprien 
Gaillard’s work, this second order of reference to the more prosaic use of the 
photo-document in the practices of Post-Minimalism and Conceptual Art 
is rendered explicit. Ed Ruscha’s snapshot take on underdeveloped urban 
vernaculars, Dan Graham’s Homes for America, Robert Smithson’s Hotel 
Palenque, the evidentiary remains of Gordon Matta-Clarke’s forays into  
an-architecture – all of these models and more are openly cited. Above all,  
it is that archetypal genre of seventies art, the travelogue, that returns – I 
want to say, with a vengeance – at the start of the next century.

Gaillard may have already covered more ground than any of his 
precursors, thereby fullling the promise of a New World Order of whole-
sale global interconnection only just emerging in the sixties and seventies. 
However, as is by now obvious to everyone, we have come no closer to 
constituting an authentic family of man in the wake of the collapsing nation-
state. All across borders eroded by the ceaseless circulation of capital, goods, 
services and information, ethnic tensions have only been exacerbated, and 
this too is explicitly acknowledged here. Gaillard shares Divola’s fascination 
for the ruin as a ashpoint of civil unrest as well as utopian promise, only 
now the stakes have been raised exponentially as to which side will gain the 
advantage.

From the single-family homes of Los Angeles and its environs, we 
move to the tower block, raised from the rubble of postwar Europe in 
answer to what was once called the ‘housing problem,’ only to become a 
problem in its own right. These literally massive structures that were built 
in the normative image of an uprooted urban-industrial public dominate 
Gaillard’s work, having already endured their period of decline and now 
rapidly approaching extinction. We are not yet there, but rather caught 
in an unstable penultimate stage, and this certainly fuels the propulsive 
mood-swings of the lm Desniansky Raion, 2007, which vacillates freely 
between over-agitation and exhaustion. The Belgrade high-rise that lls 
its opening frame instantly recalls the latter-day Piranesian nightmares 
conjured up by lms like A Clockwork Orange, with its pessimistic equation 
of welfare-state well-meaning and rampant, anarchic sadism. The ‘bummer 
ending’ of the late-modern program is by now encoded into the structure 
of such buildings, and it is therefore all the more striking that this one was 
constructed in the post-modern period of the eighties.

That the appeal of this architecture presently derives as much 
from its ties to a progressive ideal of equity as to the history of civil strife 
that subtends it is conrmed in the following segment which cuts to an 
epic confrontation on the grounds of another apartment complex in Saint 

John Divola, Zuma #90, 1977



John Divola, LAX NAZ, Forced Entry, Site X (Exterior View X), 1975





Petersburg. This now is shaky, hand-footage, shot from high above the 
action and zooming excitedly in and out of it, as two rival groups of young 
men charge each other across a stretch of worn lawn. The ensuing melee is 
brutal, to be sure, yet here as well a certain ambivalence sets in over time. 
Just barely distinguishable by their mode of dress – red shirts versus white 
gloves – these ostensible enemies appear to be just as eager for human 
contact as to pound each other to a pulp.

In so much of Gaillard’s work, one gets the impression that it is the 
stasis of architecture itself – and he is drawn to some of its most bottom-
heavy and grounded forms – that stirs the Brownian motions of those who 
gather outside. From the Russian ght club, his lm cuts abruptly to yet 
another housing block, this one on the outskirts of Paris, just moments 
before its demolition. Here instead one imagines the inhabitants coming 
together in rapt stillness as searchlights, reworks and computer projections 
transgure their building’s façade, rendering it ghost-like, unreal, as if to 
soften the blow of the sequenced explosions that proceed to lay it out at.

Mostly comprised of found footage, Desniansky Raion speaks to a 
democracy of imaging that nevertheless carries unmistakable intimations 
of fascism. All revolutionary action breeds a counter-revolutionary reaction 
to leave us, nally, turning in place. Appropriately, then, the lm’s closing 
segment is shot by Gaillard himself from a helicopter slowly circling a 
circular building complex in the district of Kiev, much as Smithson had 
done while documenting his Spiral Jetty. The conjunction of Land Art 
and new media was clinched at that point where the spiraling form of an 
earthwork was captured by a camera itself spiraling above it, to be repeatedly 
unwound and rewound as lm passed through a projector that gradually 
wears away every image. A closely related logic of dysmorphic, because 
entropic, mirroring informs Gaillard’s Geographical Analogies series, 2006–
2010.  Here as well we are shown a variety of architectonic structures, shot 
on Polaroid by the artist in his ceaseless nomadic drift between all parts of 
the world, and then arranged into diamond-shaped grids of nine. Typically 
these structures are undergoing a process of destruction, but sometimes 
also construction, reconstruction or restoration. Often it is impossible to tell 
the one from the other, and that is obviously the point, for now, as always, 
they are caught somewhere in-between.

Although their titles inform of the time and the place of their taking, 
the pictures themselves remain resolutely obscure on both counts. Whether 
we are in Giza or Las Vegas, on this or that date, standing before an original 
pyramid or its themed-hotel remake, the organizing principle of this work 
inherently undermines its documentary status. Whatever distinctions 
one might want to draw between a temple and an ofce-tower, or a crypt 
and a cave, are quickly dismissed when the emphasis is instead placed on 
similitude. The ‘Geographic’ part of the series’ title refers to the wide-
ranging paths that Gaillard has traveled in search of his ‘Analogies,’ which 
mark their points of convergence. The pictures that comprise Geographical 
Analogies are all taken by the artist, but in a way that is at once off-handed 
and clinical, to serve more transparently as a means of information gathering 
and deferred scrutiny. Whatever interest each individual unit accrues is 
determined by what it is of, its subject matter, as well as its placement  
within a larger ensemble.

Gaillard indulges a distanced formal mode of association that is 

implicitly corroborated by his chosen medium, which likewise attends only 
to the external appearance of things as opposed to their inner substance, 
their history or present-day purpose. And if this holds true for photography 
overall, then all the more so for Polaroid, which remains to this day perhaps 
its attest, most standardizing and indifferent iteration. It is telling that 
work on this series began just three years before the company would cease 
manufacture, for no doubt some sense of its impending obsolescence could 
already be felt. The current recirculation of this emblematically amateur 
brand within a somewhat more elite and highly discerning secondary market 
is worth noting, but only insofar as it explains how its most highly prized 
asset is now its transience. No less than the structures it holds in its raised 
frame, the picture itself is a readymade ruin, prone to degrading the instant 
it exits the camera and appears to the light. The entropic law is born out 
in substance and form: things will only become more and more the same. 
However, for Gaillard, even more than for Smithson, this is not a smooth 
process, and as we approach the at-line, the more turbulent it grows.

The mounting hostility of people, places and things brought too 
close together by the information technology of the world-wide web, multi-
national capital and global tourism gains an appropriately vexed form in 
Gaillard’s collage works on found paintings. These are for the most part 
European landscape studies from the eighteenth and nineteenth centuries, 
executed in an already academic Romantic style, upon which the artist has 
silk-screened the famously insensitive Cleveland Indians baseball team logo. 
This merger – because, after all, it amounts to a kind of corporate takeover 
and re-branding - makes iconographical sense: the gure of the ‘noble 
savage’ is reintroduced onto a familiar ground of unspoiled nature.  
However, in this case, both are represented by their most dismal clichés, 
utterly anodyne for the landscape and offensive for the hovering gure.

The wide grin of the Indian is caught somewhere between 
embarrassment and frenzied enthusiasm, an ‘appetite for destruction.’  
‘I just can’t help myself,’ is what it is meant to communicate to anyone  
on the opposite side, ‘you’re going down!’ rst introduced in the lm  
Cities of Gold and Mirrors (2009) where the motif was own by plane  
over a beach in Cancun, Mexico, overrun by young Americans determined 
to party themselves into oblivion, it gains a curious power. As though 
circulated through the culture of the oppressor to emerge, at the other 
end, with redoubled force, some degree of embattled autonomy is restored 
to it. Obviously, we are no longer dealing with a clear-cut opposition here, 
for both in the lm and the paintings, the Indian reappears as an already 
corrupted image on a scene that is no less corrupted. The overdeveloped 
beaches of Cancun are in this sense the present-day equivalent of the 
already stylized vistas depicted on canvas: complex accretions of memory 
and imagination projected outward as objective works at once stunted and, 
for that very reason, endlessly recombinant. The superimposed cartoon face 
of the Indian enacts the defacement of the polite, wan realism of its painterly 
ground. Both what lies above and below has already been coded and recoded 
with meanings, mostly forgotten yet still distantly available in the uncanny 
aura generated between them. Here, the ruin no longer requires any 
authenticating historical foundation, as it inheres rather to the process of 
ideological degradation that deforms the things that we see, even when  
these are delivered to us brand-new.
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What we see in the collection of Victorian postcards that comprise 
Gaillard’s series New Picturesque is not innocent nature, but a particular 
concept of it that has taken shape under the negative sign of an encroaching 
urban-industrial culture only just thrown into hyper-drive. For us, then, 
these are steam-punk dream-images from the outset, and Gaillard once 
more cinches the point by defacing its archival record with another 
supremely a-historical logo, the Cambodian Angkor Beer bottle label. No 
doubt, some trace of national origin is retained in its design, its colors and 
fonts, as well as in the schematic rendering of the ancient architecture of 
Angkor Wat, its crowning ruin. The ruinous character of the gradually 
fading postcard is highlighted by the short, sharp assault of the ‘ruin in 
reverse’ that defaces it, so that the spatio-temporal distance between them 
narrows to a faint line. But even, or especially, as we near the point of perfect 
reection and symmetry, this remains a line of division, bristling with 
psychic tensions and prone to erupting between periods of détente. For the 
time being, at least, it is precisely in those things that come closest to the 
condition crystalline stasis that we recover our momentum.

What all of this work suggests is that our desire for ecstatic experience 
is often underestimated. The more it is stied by design decisions 
that only seek to maintain and reinforce the status quo as if this were 
somehow inherent in the nature of our environment, the more it becomes 
agitated and given to explosive release. From their respective global and 
local perspectives, both Cyprien Gaillard and John Divola scan the built 
landscape for signs of trouble: the rst cracks in a newly raised edice and 
then the rubble left behind once it has fallen. Between the ramp-up and 
the aftermath, the crisis is on, and every piece in this exhibition points to 
this delirious event, not only as witness, but also participant, an aesthetic 
enabler. For both of these artists, that is, the aesthetic moment cannot be 
aligned with those Classical ideals of balance and harmony, as it is not about 
setting right the existing order of things, so much surrendering to its always 
ongoing dissipation.

To put it all down to nihilism, however, would be to miss this essential 
distinction between what is taken from us in life and what is returned to us 
by art. Of course, the two are related, and here the relation is made explicit 
by way of works that do not impose upon, but rather yield to what is already 
there in the world, and in the process enhance it.

In the way they are approached by Gaillard, for instance, the themed 
hotels erected on the shores of Cancun and the Nevada desert remain 
monuments to a violent history, however docile they might at rst seem. 
And this violence is not just symbolic; it is ceaselessly reenacted by those 
who gather in and around them. On this point, the artist notes the drinking 
rituals that attend the completion of such building projects. When a new 
structure is christened in this way by its builders, it is delivered into the 
world, into its function, but the term also implies a sacricial dysfunction. 
Workers smash bottles of alcohol against walls as if to infuse them with the 
same volatile spirit that has already entered their bodies. Between the built 
structure and its builders, something archaic and turbulent is passed that 
exceeds every economic calculation that brought them together, and that will 
not be quelled when they come apart.

Cyprien Gaillard, New Picturesque (Angkor Series), 2009–10



When the workers leave their construction and are replaced on this 
site by paying customers, Gaillard suggests, some share of this violence 
will in turn be passed on to them. As to its origin, we can only guess, while 
following those vague indications that occasionally appear to us in the 
present. The beer bottle motif of Angkor Wat foregrounding an upward 
ight of bubbles would have to be one such sign, and when the stylized 
ruin disappears behind a downpour of foam, its revelatory potential is 
greatly augmented. The architect Hans Poelzig’s metaphorical designation 
of a yeast-like agency within architecture – that which drives its ongoing 
development, or as he puts it ‘fermentation’ – gains a somewhat more 
literal dimension in this exchange between logo and product. Yet here it no 
longer serves to only endow our static works with a vital life force, but also 
a death-drive. Drinking helps, however paradoxically, to sharpen our sense 
of this embedded antagonist to the ‘will to form.’ With the consumption of 
alcohol, as with any toxic substance, one also consumes a part of oneself, 
purposefully impairing the integrity of body and mind, which may in turn 
compel a greater sympathy on our parts for what else remains unintegrated 
within our environment. To fully appreciate what the ruin has to offer, that 
is, one might prepare by slightly ruining oneself.

Returning a ‘third world’ motif to the ‘rst,’ as Gaillard tends to do, 
would be to simply reiterate a standard colonial practice, were it not for the 
fact that these spoils are already spoiled and in danger of spoiling whatever 
they touch. In his deliberately cavalier application of an utterly disposable 
beer bottle label to a postcard that has been saved as an artifact from an 
earlier age, there is some lingering trace of the great avant-garde paradox 
of the ‘assisted ready-made.’ Here, as well, an industrial copy is rendered 
unique by way of a vandalizing gesture, and thereby displaced into the 
context of art, while also placing that context in question. That said, it no 
longer a generic question that this artist wants us to consider, but a specic 
one, as the bounding edges of a once insular art-world have already been 
broached, to leave the consensual space of every ‘white cube’ susceptible to 
the contentious inuence of the culture at large. From the holistic One is 
derived an increasingly fragmented system of parts, a dispersed collection of 
galleries that are nally no less ruined than the works shown within them. 
The very idea of their mutually reinforced autonomy is revealed as a toxic 
delusion in the harsh light of ‘the morning after.’

The liquor served up at art gallery openings might now be seen in this 
light as well, as a means of historical commemoration and forgetting at once. 
Whatever destructive currents pass between ourselves and our architecture 
cannot be reduced to alcohol, however; the drink only serves as a catalyst. 
In the works of John Divola, where the gure tends to go missing, these 
chaotic forces will be assigned to the natural landscape, which appears to be 
inherently hostile to our desire for permanent occupation. This precarious 
condition is felt all the more acutely in LA, the artist suggests, where the 
whole infrastructure rests too lightly on earth ‘like a crust that you have no 
expectation of lasting.’ But this is not necessarily to sanction the troubling 
Romantic cliché of an art that takes up the side of nature against the culture 
of man, as nature is seen from the outset as a cultural construction, and not 
in itself the source of a ‘will to deform.’ Here again, a distinction is drawn 
between the virtual picture and its actual referent, which, though not exactly 
transformed by the artist, is never carried over ‘as is.’ Between the endlessly 
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mutable imagination and the hard facts on the ground, an apparatus 
intrudes. Divola employs his camera as a sort of guide through the world, 
subordinating his own view to that of the view-nder.

That the requirements of the picture do not exactly conform to either 
those of the depicting subject or the object depicted becomes increasingly 
evident from one body of work to the next. In the series Dogs Chasing My 
Car in the Desert (1995–98), for instance, Divola’s intrusive impact on the 
environment is straightforwardly expressed in the bared fang aggression of 
the chasing animal. Clearly, it is the artist who is the cause of this turmoil, 
and the resulting print thereby stands to prove that he does not belong in the 
place that he photographs. But there is also another way to approach it where 
the photographer becomes secondary to his apparatus, which registers the 
dog not as a threatening other, but rather a likeness of itself. Caught, like 
Muybridge’s horses, with all four paws extended, this animal is literally 
suspended in air, just like the camera at which it stares. This, then, is a 
record of that moment when nature turns cultural (rather than the other  
way around), and insinuates itself into the pictorial order.

The Romantic pleasure that would be derived from observing the 
process of natural reclamation is undermined already in the particular 
choice of this emblematically domesticated creature. Even when glimpsed 
outside, it is that part of the natural world that we have let into our homes, 
and here as well the photographic analogy would seem to hold, as it is also 
a means of domestication. By selecting, framing, cropping, etc., we reduce 
the visual eld in its expansive totality to a more manageable scale, and 
this is certainly an aspect of the medium that Divola accounts for, even 
if it is not his primary focus. In this general equation of mastery, that is, 
the dog operates as a variable; somewhat like Gaillard’s spirits, it is what 
also escapes enclosure, to bubble over and evaporate. In that moment of 
sheer reciprocity when the eye of the animal meets the lens, both of them 
passing through the landscape at equal speed, the ground in the image 
and the ground of the image are fused in grainy blur. This comes close to 
describing, in explicitly aesthetic terms, what cannot be seen or shown, 
had or held, but is nevertheless treasured – that is to say, the experience of 
ecstatic loss.

In a time of economic crisis, when the uncertainties of ownership are felt 
across the board, albeit in a dispersed, subliminal way, they are more likely 
to gain explicit articulation in the work of art. The anxious thought of 
losing one’s income, and by extension one’s property – that which literally 
holds one’s place in society, which is thereby surrendered as well – is at 
worst intermittent for most. In art this condition would come closer to a 
constant. The anxious, ungrounded condition that is experienced by society 
at large lends a greater relevance to the experience of the artist. A point of 
convergence nally appears between these two orders of experience that are 
more typically isolated.

When times of economic crisis are compounded by war the resulting sense 
of un-grounding is even more acute. Here, the threatened consciousness 
of the artist becomes status quo. The work of art, like the artist who makes 
it, has always shuttled freely between contexts – economic, social, political, 
national, historical, and so on. In the existing world, the artist is always at 
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least partly homeless and seeking her / his homeland. The destination is 
never reached, but along the way our attention is redirected to whatever 
is left for the taking. In ‘dark times,’ the question of what one really has is 
shared by those who feel ‘at a loss.’ If it is not these things, then the house; 
if not the house, then the land; if not the land, then the country; if not the 
country, then the world. At every step in the questioning process, the grip of 
ownership is further loosened on the particulars of place-holding property, 
until one is left grasping at air. What could be more remote from our 
hold than the world in its entirety? When it can longer be subdivided into 
regions of occupation, whatever sense of having remains is due to a dawning 
awareness that it is rather the world that holds us. 

Published on the occasion of  

PALMS WON’T GROW HERE 
AND OTHER MYTHS
John Divola | Cyprien Gaillard

at LAURA BARTLETT GALLERY
10 December 2010 – 5 February, 2011

Essay: Jan Tumlir
Design: Arnoud Verhaeghe
Editor: Laura Bartlett
Print: Aldgate Press
Published by Laura Bartlett Gallery,
London
All images courtesy the artists
ISBN 978 0 9557540 4 3

Installation view: Palms Won’t Grow Here and Other Myths, John Divola, Cyprien Gaillard



1949	 Born, Los Angeles
	 Lives and works in Los Angeles, USA

	 Education

1974	 M.F.A. University of California, Los Angeles
1973	 M.A. University of California, Los Angeles
1971	 B.A. California State University, Northridge

	 Solo Exhibitions (selected)

2010	 The Green of this Notebook, LAXART, Los Angeles
2009	 Gallery Luisotti, Santa Monica, CA
2006	 Charles Cowles Gallery, NY, NY  

Patricia Faure Gallery, Los Angeles, CA
2005	 Arles Recontres De La Photographie, Espace Van Gogh, 

Arles, France
2004	 Charles Cowles Gallery, NY, NY
2003	 Patricia Faure Gallery, Los Angeles, CA
2001	 Marella Arte Contemporanea, Milan, Italy  

Janet Borden Gallery, NY, New York. Palm Springs  
Museum of Art, Jorgensen Gallery, Palm Springs, CA

2000	 Patricia Faure Gallery, Los Angeles, CA
1999	 G. Gibson Gallery, Seattle, Washington  

Blue Sky Gallery, Portland Oregon
1998	 Patricia Faure Gallery, Los Angeles, CA
1997	 Wooster Gardens, New York, NY  

Jessica Fredericks Gallery, NY, NY
1992	 Rewdex Contemporary Art Gallery, Koyoto, Japan
1987	 Seibu Gallery, Tokyo, Japan  

Gallery Min, Tokyo, Japan (catalog)
1986	 Jayne Baum Gallery, New York, NY
1985	 John Divola, Selected Work, 1974–85, Los Angeles 

Municipal Art Gallery, Barnsdall Park, Los Angeles, 
California

1983	 The Center for Creative Photography, University of 
Arizona, Tucson, Arizona

1982	 University of New Mexico Art Museum, Albuquerque,  
New Mexico

1981	 Gallerie Del Cavallino, Venice, Italy
1981	 The Photographers Gallery, Melbourne, Australia
1979	 Henry Gallery, University of Washington, Seattle, 

Washington  
Camera Obscura, Stockholm, Sweden  
Print Galleri, Copenhagen, Denmark

1978	 Los Angeles Institute of Contemporary Art, Los Angeles, 
California  
Image Gallery, Aarhus, Denmark

1976	 The Center for Creative Photography, University of 
Arizona, Tucson AZ

1975	 Visual Studies Workshop, Rochester, New York

	 Group Shows (selected)

2010	 Palms Won’t Grow Here and Other Myths: John Divola / 
Cyprien Gaillard, Laura Bartlett Gallery, London

	 The Artist Museum, Museum of Contemporary Art, Los 
Angeles, CA

	 Inscription...text...image...action..., Cerritos College Art 
Gallery, Norwalk, CA

	 The Fleeting Glimpse: Selections in Modern and 
Contemporary Photography from the Virginia 
Museum of Fine Arts, Richmond, VA

	 Swagger, Drag, Fit Together, Wallspace Gallery, NY, NY
	 Sunless (works from the American west: 1938–1985), 

Thomas Dane Gallery, London, UK, Curated by 
Walead Beshty

	 The Fleeting Glimpse: Selections in Modern and 
Contemporary Photography from the Virginia Museum 
of Fine Arts, Eleanor D. Wilson Museum at Hollins 
University, Roanoke Virginia (traveling)

John Divola 2010	 Starburst: Color Photography in America 1970 –1980,	
Cincinnati Art Museum

	 Masterworks of American Photography: Popular Culture,  
Amon Carter Museum, Fort Worth, Texas

	 Spectral, Galician Center for Contemporary Art,  
Santiago, Spain

	 View From Here, San Francisco Museum of Modern Art

2009	 The Conspiracy, Kunsthalle Bern. Bern, Switzerland
	 Into the Sunset: Photography’s Image of the West,  

The Museum Of Modern Art, NY, NY

2008	 This Side of Paradise: Body and Landscape in L.A. 
Photographs. Boone Gallery , The Huntington,  
San Marino, CA June 14 – September 15, 2008, 
Exhibition travels: Musée de l’Elysée, Lausanne, 
Switzerland, January 30 – April 19, 2009, & Musée 
Nicéphore Niépce, Chalon-sur-Saône, France

2007	 Mixed Emotions, Domus Artium 2002 (DA2),  
Salamanca, Spain

2006	 Where We Live: Photographs of American from the 
Berman Collection, Getty Museum, Los Angeles

	 Los Angeles 1955–85, Centre Pompidou, Paris, France 
(catalog)

2004	 Esperando Unha Chamada (Awaiting a Call), The Centro 
Galago de Arte Contemporanea, Galicia, Spain

2002	 Imago 2002, Museo de Salamanca, Salamanca, Spain 
(catalog)

	 New Acquisitions / New Work / New Directions 3: 
Contemporary Selections, Los Angeles County 
Museum of Art, Los Angeles, California

	 Friends of the West, Santa Barbara Museum of Art, Santa 
Barbara, California

2001	 Capturing Light: Masterpieces of California Photography 
1950 to the Present, Oakland Museum of California, 
Oakland, CA (catalog)

	 Blind Date, Three Person Exhibition, Brent Sikkema 
Gallery, New York, NY

	 Modern Times III / Something Happened, Hasselblad 
Center, Goteborg Sweden

2000	 Photography: Process, Preservation, and Conservation, 
The Metropolitian Museum of Art, New York, NY

	 Architecture Hot and Cold, The Museum of Modern Art, 
New York, NY

	 Made in California: Art, Image, and Identity 1900–2000, 
Los Angeles County Museum of Art, LA, CA, 
(catalog)

	 Beyond Boundaries: Contemporary Photography in 
California, Santa Barbara Contemporary Art Forum, 
California State University, Long Beach, The Friends 
of Photography, San Francisco, CA, (catalog)

	 COLA Exhibition, Hammer / UCLA Museum,  
Los Angeles, CA (Catalog)

1999	 William Eggleston and the Color Tradition,  
Getty Museum, Los Angeles, CA

	 Innovation / Imagination: 50 Years of Polaroid 
Photography, Friends of Photography, Ansel Adams 
Center, San Francisco, CA (catalog)

1998	 Desapercibidos, (Wim Winders and John Divola),  
Museo de Arte Carrillo Gil, Mexico City, Mexico

	 Ghost Story, Kunstlerhaus, Vienna, Austria

1997	 Scene of The Crime, Hammer / UCLA Art Museum,  
Los Angeles, California (catalog)

1996	 Crossing the Frontier: Photographs of the Developing West,     
1849 to the Present, San Francisco Museum of Modern 
Art, San Francisco, CA (catalog)

	 Perpetual Mirage: The Desert in American Photographic 
Books and Prints, Whitney Museum of American Art, 
New York, NY (catalog)

1995	 Photo Biennale, Enschede (Obsessions. From 
Wunderkammer to Cyberspace), Rijksmuseum 
Twenthe, Enchede, Netherlands (catalog)

	 The Photographic Condition, San Francisco Museum of 
Modern Art, San Francisco, Calif.

	 PLAN: Photography L.A. Now, Los Angeles County 
Museum of Art, L.A. California

1994	 After Art: Rethinking 150 Years of Photography, Henry 
Gallery, Seattle, Washington (catalog)

1993	 Multiple Images; Photographs since 1965 from the 
Collection, The Museum of Modern Art, New York

1992	 Proof: Los Angeles Art and Photography, 1960–80,  
Laguna Art Museum, Traveling to, De Cordova 
Museum, Lincoln, Mass.; Friends of Photography, 
Ansel Adams Center, San Francisco; Montgomery 
(Ala.) Museum of Fine Arts; Tampa (Fla.) Museum  
of Art; and Des Moines (Iowa) Art Center (catalog)

	 More Than One Photography: Work Since 1980, From the 
Collection, The Museum of Modern Art, New York

1991	 Individual Realities in the California Art Scene, Sezon 
Museum of Art, Tokyo, Japan (traveling) (catalog)

1989	 California Photography: Remaking Make Believe, curated 
by Susan Kismaric, Museum of Modern Art, New 
York, traveling: Aspen Art Museum, Aspen, CO; 
University Art Gallery, University of New Hampshire, 
Durham, NH; Grand Rapids Art Museum, Grand 
Rapids, MI; Virginia Beach Center for the Arts, 
Virginia Beach, VA (catalog)

	 Das Konstruierte Bild, (Constructed Realities),  
curated by Michael Kohler, Kunstrverein, Munchen, 
Germany, traveling: Kunsthalle Nurnburg; Forum 
Bottcherstrabe, Bremen, Baldischer Kunstverein 
Karlsruhe (catalog)

1987 	 Photography and Art: Interactions Since 1946,  
Los Angeles County Museum of Art Los Angeles, 
CA, traveling: Museum of Art, Fort Lauderdale, Fl.; 
Queens Museum, Flushing, NY; Des Moines Art 
Center, Des Moines, Iowa (catalog)

1986	 Photographic Fictions, Whitney Museum of American Art, 
Stamford, CT

	 LACE Annual, Los Angeles Contemporary Exhibitions, 
Los Angeles, California

	 Contemporary American Photography, Gallery Min,  
Tokyo, Japan (catalog)

	 Artist Response to Architecture, Nave Museum, Victoria, 
Texas (catalog)

	 Southern California Focus, Los Angeles County  
Museum of Art, Los Angeles, California

	 Contemporary Constructs, Otis Parsons, Los Angeles, 
California (traveling)

1985	 Eileen Cowin & John Divola: New Work (traveling) 
(catalog) La Jolla Museum of Contemporary Art,  
La Jolla, Ca. Aug– Oct 1985, Arvada Center for the 
Arts and Humanities, Arvada, Co. June – July 1986 
Madison Art Center, Madison, Wisconsin Oct – Dec 
1986 Halle Sud,Geneva, Switzerland Jan – Feb 1987 

1984	 California Photography: 1945–1980, San Francisco 
Museum of Modern Art, San Francisco, California 
(traveling) (catalog)

1981	 1981 Biennial Exhibition, Whitney Museum of  
American Art, New York (catalog)

1979	 Mirrors and Windows, The Museum of Modern Art,  
New York (traveling) (catalog)

	 Bibliography

2009	 Divola, John, The Green of this Notebook, Nazraeli Press, 
42 pages

2007	 Divola, John, 7 Dogs, Nazraeli Press One Picture Book 
#45, Seven Image Original Artwork, 20 pages

2006	 Divola, John, Three Acts, book of original artwork,  
essay by David Campany, interview by Jan Tumlir,  
144 pages, Aperture, NY

1998	 Divola, John, Continuity, book published by RAM 
Publications and Smart Art Press

1987	 Divola, John, John Divola, book of original artwork with 
essay by Mark Johnstone, 89 pages, Gallery Min, 
Tokyo, Japan

89

87

Cyprien Gaillard

1980	 Born, Paris.  
Lives and works in Berlin, Germany

2005	 L’Ecole Cantonale d’Art de Lausanne (ECAL)
2010	 Winner of the Marcel Duchamp Prize

	 Solo Exhibitions (selected)

2010	 Cyprien Gaillard, Museum für Moderne Kunst, Frankfurt 
am Main, Germany

	 The Fight Against Vegetation, Malta Contemporary Art, 
Valletta, Malta

	 The Berlin Archive 2009–10, 032c Workshop, Berlin, 
Germany

	 Obstacles to Renewal, Kunsthalle Basel, Basel,  
Switzerland

	 Cyprien Gaillard, Disquieting Landscapes, Wexner Center 
for the Arts, Columbus, Ohio, USA

2009	 Cyprien Gaillard, Sprüth Magers, Berlin, Germany
	 Performa 09, Biennial of Performing Arts, New York, USA
	 Sedimented Landscapes, Laboratorio 987, MUSAC,  

Museo de Arte Contemporáneo de Castilla y León, 
León, Spain

	 Cyprien Gaillard and Koudlam, Live at Tate Modern, 
Turbine Hall, London, England

	 Cyprien Gaillard, FRAC Champagne Ardenne, Reims, 
France

	 Pruitt-Igoe Falls, Museum Fridericianum, Kassel, 
Germany

	 Beton Belvedere, Stroom Den Haag, The Hague, The 
Netherlands, Curated by Zoë Gray

2008	 Cyprien Gaillard, SMS Contemporanea, Siena, Italy
	 Glasgow 2014, The Hayward Gallery Project Space, 

London, England, Curated by Tom Morton
	 Le Canard de Beaugrenelle, CAC, Centre d’art 

Contemporain de Brétigny, Brétigny sur Orge, France
	 Real Remnants of Fictive Wars I, Centre d’art Les Eglises, 

Chelles, France

2007	 Homes & Graves & Gardens, Centre d’art et du Paysage 
de l’Ile de Vassivière, Vassivière, France, Curated by 
Chiara Parisi

	 Pentagone, L’Atelier du Musee du Jeu de Paume, Paris, 
France

	 Desniansky Raion, Cosmic Gallery, Paris, France

2006	 The Lake Arches, Laura Bartlett Gallery, London,  
England

	 Group Exhibitions (selected)

2011	 The Original Copy: Photography of Sculpture from 1839  
to the Present, Kunsthalle Zurich, Curated by  
Roxana Marcoci

2010	 Palms Won’t Grow Here and Other Myths, John Divola / 
Cyprien Gaillard, Laura Bartlett Gallery, London

	 Cyprien Gaillard, Mario Garcia Torres, Hirshhorn 
Museum and Sculpture Garden, Washingon DC

	 The Original Copy: Photography of Sculpture from 1839  
to the Present, MoMA, New York, curated by  
Roxana Marcoci

	 Art and Cities, Aichi Trienniale, Aichi Art center and  
Aichi Arts Museum, Japan, curated by Akira Tatehata

	 10,000 Lives, Eighth Gwangju Biennale, South Korea, 
curated by Massimiliano Gioni

	 Post Monument, XIV International Sculpture Biennale of 
Carrara, Carrara, Italy, Curated by Fabio Cavallucci

	 One Fine Morning in May, GAK, Bremen, Germany
	 Perpetual Battles, Baibakov Art Projects, Moscow
	 Crash, Gagosian Gallery, London, England

2010	 MORALITY: Act III, group exhibition, Witte de With, 
Center for Contemporary Art, Rotterdam,  
The Netherlands

2009	 Warsaw Under Construction, Museum of Modern Art, 
Warsaw, Poland

	 Projections, Group exhibition, Le Carré d’Art, Musée d’art 
contemporain de Nîmes, Nîmes, France. Curated by 
Françoise Cohen

	 Platform 2009, KIMUSA, Seoul, South Korea
	 Actual Fears 2, CAN, Centre d’art Neuchâtel, Neuchâtel, 

France
	 Modernism as a Ruin, An Archaeology of the Present, 

Generali Foundation, Vienna, Austria. Curated by 
Sabine Folie

	 Summertime; or, Close-ups on Places We’ve (Never)  
Been – an Exhibition of Film and Video Works,  
San Francisco Art Institute, San Francisco, USA

	 Desiring Necessities, John Hansard Gallery, Southampton, 
England, Curated by Ilaria Gianni

	 The Generational: Younger Than Jesus, New Museum, 
New York, USA

	 Sounds and Visions, Art Film and Video from Europe,  
Tel Aviv Museum of Art, Tel Aviv, Israel. Commissioned  
by the European Parliament, curated by Angelo Gioé 
and Maria Rosa Sossai

	 27 November – 21 January, Dependance / Catherine 
Bastide, Brussels, Belgium

	 Cronostasi 2, Modern Art Gallery – GAM, Turin, Italy, 
Curated by Elena Volpato

2008	 Sudden White, Royal Academy, London, England,  
Curated by Mark Beasley

	 Modern(c)ité, Le Grand Café Centre d’Art Contemporain, 
Saint-Nazaire, France

	 second_nature, Parc Heintz, Dexia BIL, Luxembourg 
(traveling to Centre Artistique et Culturel, 
Chamarande, France)

	 After October, Elizabeth Dee, New York, USA
	 La consistence du visible, Prix Fondation d’Entreprise 

Ricard, Fondation Ricard, Paris, France. Curated by 
Nicolas Bourriaud

	 Re-construction, Biennial of Young Artists, Bucharest, 
Romania

	 I desired what you were, I need what you are, Maze, Turin, 
curated by Ilaria Gianni

	 Art Focus 2008, International Biennale of Contemporary 
Art, Jerusalem. Curated by Ami Barak and Bernard 
Blistène

	 Expenditure, Busan Biennale, Busan Museum of Modern 
Art, Busan, South Korea

	 Can Art Do More, Art Focus 5, Pavillion, Jerusalem, 
organisée par /curated by Ami Barak and Bernard 
Blistène

	 The Sublime is Now, Galleria Civica di Modena, Modena, 
curated by Marco de Michelis

	 Degrees of Remove: Landscape and Affect, Sculpture 
Center, New York

	 Josef Hannibal, Now, Blancpain Art Contemporain, 
Genève, curated by 1m3

	 Greenwashing. Environment: Perils, Promises and 
Perplexities, Palazzo Ducale di Laurino, Parco 
Nazionale del Cilento, Salerno, Curated by Ilaria 
Bonacossa and Latitudes

	 Modern Ruin, Queensland Art Gallery, Gallery of Modern 
Art, Brisbane

	 Arcadia, Château d’Oiron, Oiron, Curated by Dominique 
Pineau and Paul Hervé Parsy

	 Untamed Paradises, CAAC, Centro Andaluz de Arte 
Contemporáneo, curated by Virginia Torrente

	 My Brain’s a Cliff and My Heart’s a Bitter Buffalo,  
Castillo /Corrales, presented at Jonathan Viner /
Fortescue Avenue, London

	 L’art contemporain en Europe (Experience Pommery #5), 
Domaine de Pommery, Reims, curated by Fabrice 
Bousteau and Barbara Soyer

	 Les mondes disparus – Une archéologie du futur,  
Centre d’art Bastille, Grenoble

	 Landscope, Galerie Thaddaeus Ropac, Paris, curated by 
Matthieu Poirier

	 second_nature, Park Heintz, Dexia Building, Luxembourg 
(traveling to Centre artistique et culturale du domaine 
de Chamarande, Chamarande)

	 1st Exhibition from the FRAC, Fondo Regional Arte 
Contemporanea Regione Piemonte, ARCA, Vercelli

	 Fragile Democracy, Northern Gallery for Contemporary 
Art, Sunderland, UK, curated by Alistair Robinson

2008	 BB5, Fifth Berlin Biennale, Berlin, curated by Elena 
Filipovic and Adam Szymczyk

	 Building, Dwelling, Thinking, Laura Bartlett Gallery, 
London, curated by John Slyce

	 A Stake in the Mud, A Hole in the Reel, Museo Tamayo, 
México City; touring to MARCO, Museo de Arte 
Contemporánea de Vigo, Vigo, Stadtkino, Kunsthalle 
Basel, Basel, CAAC, Centro Andaluz

	 Arte Contemporáneo, Sevilla, (Fundació Suñol, Barcelona, 
Barn Hongersdijk Farmstead, Wilhelminapolder, 
Zeeland, The Netherlands, curated by Mariana 
Canepa Luna and Max Andrews

	 Painting the Glass House: Artists Revisit Modern 
Architecture, The Aldrich Contemporary Art 
Museum, Ridgefield, (traveling to Yale Museum, 
Connecticut; Mills College of Art Museum). Curated 
by Jessica Hough and Monica Ramirez Montagut.

	 Untamed Paradises, MARCO, Museum of Contemporary 
Art Vigo, curated by Virginia Torrente

	 Greenwashing. Environment: Perils, Promises and 
Perplexities, Fondazione Sandretto Rebaudengo, 
Turin, curated by Ilaria Bonacossa and Latitudes

	 Paraísos Indómitos /Untamed Paradises, MARCO, 
Museum of Contemporary Art, Vigo; traveling to 
CAAC, Centro Andaluz de Arte Contemporáneo, 
Sevilla, organisée par /curated by Virginia Torente

	 Estratos, PAC, Proyecto Arte Contemporánea, Murcia, 
organisée par / curated by Nicolas Bourriaud

	 Cyprien Gaillard: Prospectif Cinéma, Centre Georges 
Pompidou, Paris

	 Fusion / Confusion, Museum Folwang Essen, Germany

2007	 Beyond the Country – Perspectives of the Land in Historic 
and Contemporary Art, Lewis Glucksman Gallery, 
Cork, curated by René Zechlin

	 Série Noire, Villa Bernasconi, Geneva, curated by Frédéric 
Latherrade

	 The Collection One, Museum Boijmans Van Beuningen, 
Rotterdam

	 Voices of the Moon – A Triibute to Federico Fellini, GCAC, 
Galleria d’arte moderna di Monfalcone, Monfalcone, 
curated by Andrea Bruciati

	 Lyon Biennale 2007, The 00s – The History Of A Decade 
That Has Not Yet Been Named, Lyon, curated by 
Stéphanie Moisdon and Hans-Ulrich Obrist

	 ReMAp KM, Destroy Athens, 1st Athens Biennial, Open 
Air Screening Room, Athens

	 Are We There Yet, Elizabeth Foundation, New York, 
Curated by Marco Antonini

	 Tbilisi IV: Everyday is Saturday, Cumberto / Space, 
Tbilisi, curated by Daniel Bauman

	 Real Remnants of Fictive Wars V, Musée des Beaux-Arts 
et d’Archéologie de Besançon, Besançon

	 The Landsc Apes, Music & Performance, Stadtkino Basel, 
Basel, Organized by Kunsthalle Basel

	 Enlarge Your Practice, La Friche de la Belle de Mai, 
Marseille

	 Unknown Pleasures, Stadtgalerie, Bern, curated by 
Angelique Campens

	 Exit, Maison des arts de Créteil, Créteil, France
	 Dazed and Confused Versus Warhol, Baltic C.C.A, 

Newcastle, UK
	 Black & White, IBID Projects, London
	 Salon Nouveau, Engholm Engelhorn Galerie, Vienna, 

curated by Jasper Sharp
	 Architectures / Exploring Concrete, Maison de 

l’architecture et de la ville, Lille, France

2006	 L’Usage du Monde, Musée d’art Moderne et 
Contemporain, Rijeka, Croatia

	 Getting Along, Island 6 Art Center, Shanghai
	 Black Flag, Galerie de Multiples, Paris
	 Tunnel Vision, FotoMuseum, Antwerp
	 Super, Programmation vidéo dans le cadre du festival Exit, 

Maison des arts, Créteil, curated by Eric Dalbin
	 Bring The War Home, Elizabeth Dee Gallery, New York
	 Bring The War Home, QED Gallery, Los Angeles
	 Speech Box, Two Scenes in Three Acts, Stockholm,  

curated by Veronica Wiman
	 Super, Le Festival Eist, Maison des Arts de Creteil, France
	 Abstraction / Surface, Bureau des Videos, Pompidou 

Centre, Paris

2005	 ECAL, Galerie de Multiples, Paris
	 L’ELAC, Espace Lausannois d’Art Contemporain, 

Lausanne, Switzerland
	 The Elated Pedestrian, Champion Fine Arts, Los Angeles



John Divola, Zuma #72, 1977



LAURA BARTLETT GALLERY


