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fidelity to the deflationary truths of embodied being, just as her work, 
like Sillman’s, seeks to maximize painting’s distinct capacity to channel 
complex elation. The show’s title synthesizes such issues well. “Wet 
talk” can be slang for speaking nonsense or trading insults—offering 
apt associations with absurdity and vulgarity—and the on-the-ear 
effect of the phrase is sensual. But it might work, too, as a crude, unsat-
isfactory description of painting itself: liquid expression. As such, it 
would undercut lofty aesthetic aspirations, thus typifying Murphy’s 
knowing awkwardness, even as her work itself revels in the medium’s 
flexible and fulfilling relationship with sensory stimulation.

—Declan Long

PARIS

Allora & Calzadilla
GALERIE CHANTAL CROUSEL

During the fifteenth-century age of exploration, European sailors 
believed in a mythic island called “Antillia,” rumored to be somewhere 
in the Atlantic, just beyond the edge of existing maps. Conjuring this 
terra incognita, Jennifer Allora and Guillermo Calzadilla’s exhibition 
“Antille” examined the transatlantic ties that inspired French Surreal-
ists. The installation Graft, 2021, blanketed the gallery floor with 
thousands of handpainted flowers, cast from recycled polyvinyl and 
modeled after the blooms of roble trees. Their pale crepuscular pink 
struck a sharp contrast to the high-noon yellow the duo adopted for an 
earlier iteration of the work at the Menil Collection in Houston. This 
shift in palette drew the work toward transformative states: nightfall, 
dawn, and shadow. There’s a fine line between abundance and excess, 

and the artists were careful to leave pathways through the hyperreal-
istic blossoms, which were exquisitely rendered in various states of 
florescence and decay. Between painterly sweeps of material and a 
disorienting odor of petrochemicals, the installation slowed visitors’ 
movement through the space. In fact, the artists here pointed to the act 
of walking itself, evoking a series of very specific hikes through the 
Martinique forest.  

In 1941, a cargo ship carrying André Breton and an impressive 
roster of Surrealists—all refugees from Nazi-occupied France—arrived 
on Martinican shores, docking in Fort-de-France, a port that, as capital 
of the French colony, had just fallen under Vichy control. This troupe 
of intellectuals (among them Helena Benitez, Wifredo Lam, and Claude 
Lévi-Strauss) expanded its ranks when Breton, out to buy ribbons for 
his young daughter, came across Aimé and Suzanne Césaire’s journal 
Tropiques in a local shop. Breton immediately set out to track down 
the radical anticolonialist poets. When he found them, the Césaires 
invited the French artist and his companions for a series of walks under 
the lush rain-forest canopy of the Absalon Valley. Landscape was key 
to the Césaires’ thinking; the couple fully embraced the notion of walk-
ing in search of the marvelous, as the artists might have done that day.

Those walks inspired Allora & Calzadilla’s Penumbra, 2020, a 
sound and video installation that cast four fluttering silhouettes of foli-
age across the gallery’s walls and floor to mimic the effect of sunlight 
filtering through the Martinican rain forests. The position of the light 
was synced to that of the sun above the gallery. Collapsing the two 
geographies even further, the simulation was animated by the observed 
air currents of dominant easterly trade winds, as if transatlantic sea 
breezes were rustling the leaves, whose contours were created through 
a careful cataloguing of island flora. The work’s score, composed with 
longtime collaborator David Lang, relied upon shadow tones, the musi-
cal equivalent of an astral penumbra. The resulting sound is haunting, 
like birdsong just before the dawn. 

Apart from the projectors that run Penumbra, there was no artificial 
light in the gallery. Inside, pupils widened as the artists orchestrated a 
return to the sensory through a careful layering of histories and geog-
raphies. By transporting the Césaires’ landscape to France, Allora & 
Calzadilla sought to evoke the spirit of Caribbean anticolonialism, 
opening up the space for silence, light, and movement. 

—Lillian Davies

Jacqueline de Jong 
GALERIE ALLEN

In the late 1970s, still in her thirties but having made a name for herself 
as editor of the Situationist Times (1962–67) and as a Cobra-adjacent 
painter of suicides and car crashes, Jacqueline de Jong turned her atten-
tion to a rather Pop subject: billiards. Created in Amsterdam, the eight 
paintings on view here—part of a series comprising more than twenty 
“Billiards” paintings, 1976–79—featured different permutations of 
felted tables, glossy balls, wooden cues, cubed chalk, and male players 
depicted from odd angles and intimate proximities.

The particular game featured in these paintings is carom billiards 
(or French billiards), played with three balls on a pocketless table. The 
artist’s interest in this sport was at least partly semantic: Cheeky titles 
in a mix of French, English, and Dutch underscored the auto- and 
homoerotic undertones of men playing with sticks and balls. The puns 
work best in French, as in the 1978 painting Tirer le diable par le queue, 
which translates literally as “Pull the devil by the tail,” but whose 
meaning is similar to the English expression “Live hand to mouth.” 
There is also a double entendre in French, as queue, the word for both 

View of “Allora & 
Calzadilla,” 2022. 

Photo: Martin 
Argyroglo.
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elevation of a base industrial material for which the artist was famously lambasted
by Benjamin Buchloh.43 While Allora and Calzadilla have stated their basic agree-
ment with Buchloh’s critique, they have also expressed their intention to revisit
and revise Beuys’ approach to materiality. “Rather than a one-to-one correspon-
dence with some transcendental meaning or spiritual substance, we are interested
in the unstable and polysemic quality of materials.” Among these materials is felt, 

a compressed material with a certain familiar texture, as well as the verb
“to feel”; both in the sense of an active process of handling a specific
object or material as well as the passive sense of being affected by a force
that comes from outside oneself—in the way one might feel the death of
a loved one, or, in the case of Vieques the blast of a carpet-bombing raid. 

Thus, through a conceptually dense re-marking of this sculptural material
Allora and Calzadilla draw a remarkable link between aesthetic practice and the
affective conditions for what Apter calls a “community of feeling” around transna-
tional ecological crisis-conditions. Apter frames the “aesthetics of critical habitat” in
terms of a resistance to what she calls, drawing on Gayatri Spivak, “a green globalism
that would consign a politics of class to the shadows.” Such a concern with the
uneven allocation of ecological vulnerability across the globe is crucial to Allora and
Calzadilla’s Land Mark in general and to their relation to Beuys in particular. For
while the artists are avowedly interested in a tentative rapprochement with certain
dimensions of Beuys’ legacy, they deliberately distance themselves from the artist’s
self-presentation as a “shamanic healer” of the rift between “man” and “nature.”
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43. Benjamin H. D. Buchloh, “Joseph Beuys: Twilight of an Idol” (1980), in Neo-Avantgarde and
Culture Industry (Cambridge, Mass.: MIT Press, 2000), pp. 41–64. For Allora and Calzadilla's discussion
of Beuys, see Mansoor and McKee, “The Sediments of History,” pp. 47–48.

“Detail of the Greensward Plan 
# 5. Photograph of area of park

before construction, 1858.”
Reproduced by Robert Smithson in

“Frederick Law Olmsted and the
Dialectical Landscape,”

Artforum (February 1973).
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