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As Paris goes about frenetically restori
erasing any traces of wear and t

considers the city as a privileged site for the expression of chaos, where humanity

struggles against the elements through vast and regular renovation campaigns.
narratives of new possible relationships with the living, and explores the limits
of our desires for order and permanence.

HUMPTY \ DUMPTY is an exhibition in two chapters, presented simultaneously in

Paris at the Palais de Tokyo and at Lafayette Anticipations. The title refers to the

INTRODUCTION NOST—

nursery rhyme character who has fallen off a wall and, despite many attempts
o rebuild him, will never return to his original state.

At the Palais de Tokyo, HUMPTY, the first chapter of the exhibition, brings
together a selection of Cyprien Gaillard’s new works or pieces that are being
presented for the first time in France, as well as a number of works by guest artists
(Giorgio de Chirico, Kiithe Kollwitz, Robert Smithson and Daniel Turner) that
constitute a form of study of entropy. It is through the relationship between

the body and architecture, abandoned territories, and so-called invasive species
that Gaillard draws a portrait of our relation to collapse and reconstruction.

He speaks to our obsession with the conservation of tRINgs, (o the temptation

{o maintain or return to a particular order, and to our undeniable vulnerability
in the face of time and i
a recurrent motif that recalls the shell of a nautilus, a VOrtex, o a representation
of cyclical time.

Yor the second chapter at Lafayette Anticipations, DUMPTY, the artist has given new
Jife to @ work that has been slowly left in oblivion since 2003, Jacques Monestier’s
automaton Le Défenseur du Temps: a monumental clock installed since 1979 in
the heart of Paris in the Horloge district. A one-of-a-kind sculpture, it consists of

a man perched on a rock carrying a sword and shield who regularly fights against
creatures representing the elements. This automaton has been abandoned for
over twenty years to the effects of time, against which it was trying t protect us
Cyprien Gaillard makes its restoration an act of creation and tros it into the main
actor in an opera in the heart of the Foundation before it i reinstalled in s original
Jocation at the end of the project. The rebirth of the Le Défensewr du Temps is
sctive with the impossible return of a loved one, Gadl Foucher,

0, 10 whom

g its most prestigious monuments and
d of the Olympic Games, Cyprien Gaillard

ar ahe

s effects. The exhibition itself unfolds as a spiral,

placed in perspe
known as “El Magnifico,” a friend who disappeared a few years a
Cyprien Gaillard has dedicated this exhibition




Rebecca Lamarche Vadel: In e HUMPT exhibition
hich ided into two cha fe Tokyo and Lafayett
icipations, you have roamed incessantly across the city of Paris. You captured
any images around the Eiffel Tower and the Place de la Concorde, as we
as all those historical monuments currently being renovate he 2024

Olympic Ga
Cyprien Gaillard: [ like the idea that we are at a time when Paris is conductir

Its own entropic examination. The city is trying to preserve certain buildings, but
its public policy of restoration is inevitably exclusive: it cannot include the entir
built environme

A hierarchy is therefore already in place that identifies the

buildings and monuments to be restored as a priority. These are precise
limits that | am interested in exploring,

I have always been fascinated by fault lines. I remember playing marbles when
you had to push the agate into a hole~for me, cracks in the ground were alway
spaces to aim for, to occupy. This motif of the interstice often comes up in my work
think that every artist is looking for an entry point into the world around them,
a gap for the light to pass through, and I feel that with our increasingly rationalized
an environment, there is less and less free space into which

standardized url
you can project yourself, where you can experience something other than

yourself...

Restoring Le Défenseur du Temps (The Defender of Time), the work by Jacques

Monestier installed in 1979 and abandoned since 2003, was an obvious respons:

to your invitation. I have always had this idea of breathing new life into someon:
Ise's work, because [ was particularly touched by the fa . 3

CONVERSATION ‘

mity. Le Défenseur du Temps 2022
n and then

artworks, especially those that sink into a form of anon

Is even more symbolic of this idea of a new life as it was in motic

sreat sense of

stopped. I remember seeing it operate as a child and feeling a

iite understand or

strangeness. It was an enigma in a neighbourhood [ could not ¢
identify. It wasn't central because it was “on the way” to the Centre Pompidou, but

in the eyes of a child, it was much more interesting than the museum. [ remembe
passing through this interstitial space, the Horloge district, many times-it is a

pedestrian space that lends itself o drifting. The automaton is located betweer

the Centre Pompidou and the Musée des Arts et Métiers, but it doesn’t belong in

cither of these locations. It exists in a “counter-space”, as Foucault said of his
heterotapias.

The Horloge district s also seen as a bit of an urban fiasco in the collective
Parisian consciousness, in the same way as Les Halles. These two sites were part
of the same ZAC (urban development zone) project at the time. True o post
modern ideas and their taste for historical reappropriation, the H distric

takes up the concept of the medieval island. It is also a neighbourhood fu

stories. Gordon Matta-Clark's Conical Intersect was created on rue Bea

1975 in a building that was being demolished to make wa

I'Horloge, just a few years before the inauguration of Le Defenseur du s
1979. There was also this nightclub, Le Saxo, an after-hours club that was q

amous in the 1990s-there were often police raids, then the place would close

for months before secretly reapening to the great dismay of local residents

Around the corner, a young man is said to have overdosed in a fountain, just past

Cyprion Gal O Max Ernsts “owl”. The latter seems to be signalling to us:
The Lake Archel Wedged between the Leroy Merlin home improvement shop and

exhibition yiew 8 restaurant chain, it seems to be a landmark indicating the end of the Centre

he Flunch

he Palais e Toky Pompidou’s sphere of influence
(Humpry, 2022




The idea of restoring Le Défenseur du Temps was also a response to the architecture
of Lafayette Anticipations, designed by Rem Koolhaas. The Foundation is a
manifesto, and it seems to me that it will always feel more like visiting a building
than an exhibition. It's quite “technological”, transparent, and open about its
capacity for movement, with these mobile platforms in the centre, these visible
cylinders painted in a specific colour. There is also the grating—metal is every

where. It is a museum for the twenty-first century: performative, modular.
RLV: Yes, it is very much inspired by Cedric Price’s Fun Palace project, 1o

imagineg
a flexible museum, with programmable spaces, at the service

of its users,
He believed that new technologies would contribute to the liber;

ation of humapjy,
He also said that the Fun Palace was to be “the university of the

Street.” 1t was a king
a mausoleum, unmoving yng
frozen, obsessed with conservation and removed from the world. This building

by Rem Koolhaas, echoing Price, celebrates met

antidote to the fact that the museum had become

amorphosis, transformation, anq
even disarientation

Horloge distict
s, France,
Decerber 1

on, but I nee

d a soldier,

nfidence. So, I wrote a letter to Jacques Monestier,

he Sel ‘emps, 10 propose the idea of breathing new life into
his at hinking of restoration as an act of creation. It was a
propos; s h hin had no answer to the Foundation’s
me s of his automaton were numbered.
W know r hundred kilos of pigeon droppings inside
he hat it w of collapse
k T Défenseur was also quite central for a certain community, like a kind
f beating heart that, every hour, brought together curious people of all kinds,
m neighbourhood residents to tourists from all around the world.
sians don’t know him, but he wa ral 1o a few others: the

inhabitants of the district who used ¢ the Bistrot de I'Horloge to see him
fight his three adversaries at noon, 6 p.m., and 10 p.m. The Defenseur fights against
the elements: the crab re;

resents water, the bird represents air; and the aragon
fepresents fire. In truth, I'have known him mostly @ be broken down. In the 2000s,
Tremember that there was a sign up asking for funds for restoration. | wonde red
how much it would cost and | was quite touched by this gesture, like a thrown

together distress call. | always kept the D
years to find the right opportunity 1o bring

nseur in mind, but sometimes it takes

an idea about

RLV: I remember that reviving the Défenseur at the Foundation was a foregone

conclusion for you,

Ve plan B.  liked the idea of decontextualising this

115 Scope of action so that it would no longer be attached o

d start working again a few blocks away in ke m Koolhaas's

Mv;x”:xur: ]~ i important, in contrast to the indiffere,
wanted to combi

CG: Yes, and I didn't haye
automaton, to increase
its wall, 50 that it woul
buildin

which every
encountered by the

nce
this automaton with the

10

puilding, giving the Défensen o
reconsidered. There are mechanica Wfenseur
with these pneumatic cylinders that g c
But | wanted it to be able to make r th st sin
hence the ne Jf movemen b ds of the master
mave backwards, freeing it from quart tim

RI e Difense

tecided to e plt

T, pr 110 se

CG: It's a form of self-sabotage. There are three key dates: in 1979,
inaugurated; in 2003, it was switched off; and in 2022, it was ¢
It was important to me that the work display evidence of anim

should keep certain traces of its o

However, for Jacques Monestier, it hiy problematic o embrac

of time, to leave the patina and the pigeon droppings. After a

came to a compromise which consisted in retaining the traces of w

the central figure and restoring the rest of the object. [ conceived th

as a piece of fiction, and I wanted this automaton to play a cent
This role is not the one that Monestier had initially attributed to it a
is not the one he had written for it; with this work, I am trying

of its second life, between its death in 2003 and its rebirth in 2022

rethink a choreography for the occasion, to reprograr
RLV: Le Défenseur d
the exhibition. You embr

twenty-first century woul

creating an immaterial w

in the
CG: Yes, there will be nothing left in my name
RLV: You put this rebirt
years ago, a dear friend

d disappea

CG: Indeed, he will not be able to come back to life. These questions
and cultural conservation are only interesting 1o me when v
our instinet (o preserve beings, © preserve ourselves. v is

10 look after itself and maintain objects so that they survive us. The

najor abstacles to this project of regenerating the city of Paris: one

lead—and the other a mineral-asbestos. Lead is mainly f
certain layers of the Eiffel Tower; asbestos is found in the Grand Pl
Palais de la découverte, among other locations. These monuments

of construction sites which | have been able to visit: they are extre

An ashestas removal project is highly risky. Loften think of the pec

an the front line of this war against ruin, who risk their lives o pre

ais and th
are the subject
mely toxi
ple who ar

serve these




_ I

‘monuments, Whi
memory,in the form of printed postcart

mobile screen savers.

el s in the collective
existing only in two dimension:
oot e posc i envos and

ds, or virtually on soCi

||

Jationship with architecture: a ruin L{\x@«\!m;?%ylu‘\‘:
comparable fo the state in which one can find oneselfata B ‘H:":‘:{:wi{uiu
ST AT TR, T e o s
vironment s not only around us, but also inside us. A9
T o e vl b st h xbfon 1t cokes
{he instinct for selfpreservation. | wanted to pay tribute to Ty friend Gal Fouch :
who died in 2013 and who was very fond of Le Défenseur du Temps. 1 imagine that
o 2w i this abandoned work the ntact soulofthe outsider on the fringe of the
institution that the Centre Pompidou represents.

s possible to project oneself nto public artworks: one can make them one's

own for the duration of an evening of drifting, unlike works in a museum, which
always have a very clear context, an imposed temporality, an access limited by

 have an emotional rel

opening hours, a ticket purchase, etc

When 1 passed this automaton a few days after receiving your invitation to do this
exhibition, 1 looked at it again. | saw in it a character connected to the everyday
much as to the supernatural, capable of embodying a person other than the one

imagined by its author.
RLV: In the HUMPTY \ DUMPTY exhibition, the human often appears in a complex
relationship to the built environment and to history. This can be seen in the
works presented: de Chirico's figures digesting layers of architecture,
or Smithson’s drawings of an inner crisis, where elements of the city, language,
and myths emerge. In Kathe Kollwitz's work, the human figure becomes
monstrous in its attempt to protect childhood against the force of time and the
barbarity of war. What is the place of the human in your work?

CG: The human being appears very litle in it. These appearances and disappear-

ances are more related to questions of representation of a space. In my films,

@ subject traditionally treated in the foreground, such as a figure, becomes a back-

ground, and vice verse: a landscape can also become a central element, which can

sometimes be a source of collision, as in my film The Lake Arches.

anonymous

At the time, | was constantly filming: | had a small Sony Handycam with me all
the time. | initially wanted to show an idyllic scene~two friends looking at their
reflection in the water before going for a swim—starting with a very tight shot o
the water, and then slowly zooming out to reveal
background. It wasn't a very good scenario per se.

I started filming without knowing that they were going to dive. One of them dived
a bit deeper, com

ng out of the water with a bloodied nose, while the other one

e camera kept rolling

was unharmed

in fact, at one point it seems to me that

Glorgio de Chirico,
Oreste o Pilade, 1928

my childhood friend Nicolas looks directly at the camera and s

this is now an important document. 1t's a film [ made

ms to say that

early on, representing

the idea of a confrontation between man and architecture, but also the

ntanglement
s me of the work of Hajo Rose
who, in his twenties, made his self portrait by superimpos

between our bodies and our environment. It remin

g his face on the

facade of the Bauhaus school in Dessau

In Bofill's buildings, and in the Arcades du Lac in particular, one sometimes has
the impression of being in a de Chirico painting, with those
world, the piazzas. The Lake Arches refers more directly to de Chirico’s gouache
painting presented at the Palais de Tokyo, Orestes and Pylades, two faceless beings,
with the swallowed architecture stil

ches, the pedestrian

isible in their stomachs. This painting also
evokes for me the difficulty of assimilating all of our Western culture, the burden

of heritage exemplified by those indigestible ancient fragments lodg
intestines, our second brain.

d in the

Ricardo Bofill's
Les Arcades du Lac
Le Viadue on the cover

brams/ Acaremy
Publishers/Papadakis,
1992

RLY: It is a form of indigestion that is reminiscent of Flaubert's Bouvard and
Pécuchet, who want to know everything about the world, to assimilate everything,

but who do not succeed, of course. The character in The
experiences a painful episode: he breaks his nose in a space that was imagin:

ake Arches, Nicolas, also

for human pleasure and leisure. It deals with the difficulty of domesiicating

and controlling the world.
CG: The difficulty of knowing everything, of making sense of our fragmented
culture, Its interesting, that Bofill is now enjoying a resurgence online. Many
people are looking at his building in Noisy-le-Grand, the Palacio d'Abraxas, as a
destination in which 10 take pictures of themselves for their Instagram accounts.
Terry Gilliam also used it for Brazil. In a sense, The Lake Arches punctures these
flat representations. This facade, initially in the background, becomes central
when Nicolas hits the bottom of the lake. Paradoxically, this accident also restores
the image we have of Bofill's architecture. It brings it back into a tangible world,
restoring it 0 the foreground, far from its role as a backdrop on social networks
and other fictions.

le

RLY: These questior
notably in the title HUMPTY \ DUMPTY.
CG: HUMPTY\ DUMPTY refers o a character and his story is that of his
fragmentation, as told in Lewis Carroll's book Through the LookingGlass, a work
conceived as a sequel to Alice’s Adventures in Wonderland. This character had
previously appeared in an eighteenth-century nursery rhyme. ln Carroll’s book,
Humpty Dumpty is shaped like an anthropomorphic egs, but the nursery thyme
tells us nothing of the sort, 1t is about a fictional character who stands on a shaky
Dbrick wall, falls off and breaks, followed by the collective effort to restore him o
i original state. 1t is then explained that it is tmpossible (o rewrn ( that state.
Even though, put back together, he will never be the same agai; itis the idea of

of fragmentation, fract

and decomposition are central,




ﬁ

the spiral that performs the same movement as the loop, but never returns (o its
starting point. This title seemed particularly appropriate

restoration campaign of the center of Paris in prej

in relation to this great
paration for the Olympic Games,
and to evoke the preservation issues which are involved
RLV: The obsession with heritage conservation is inde
developed throughout the twentieth century in
permanence of these objects. Today there are

ed increasingly proge
aconcern for the pregery
121 million items o be
in the collections of French museums, but this obsession fe
that requires works to be completely cut off from the

Iy

ation gy

Dreseryeg

adS 104 Strange gy,

world, to achieve a permapy,.

of climate, to be remove from all expressions of time, from seasons, th day,
the night, light—to reduce all variation to nothing,

ession that, in fact, goes against the general

ation of the world, because keeping the temperature of a museum or a

warehouse between 18 and 21 degrees at all times necess:

for the outside world. Again, these

CG: Yes, these are recent ideas. An obs
presery

arily has consequences
desires to preserve works of art are exercised
at the expense of the preservation of the Earth and of living beings. It is this
intertwining of desires that interests me. One s alw
of the other. But if there is no one left, who are the
Palais de Tokyo, its difficult-to-c ontrol climate
as Giorgio de Chirico’s gouache, but

ays preserved at the expense
works for? Returning to the
led me to show fragile pieces such
also to think of a device in which this work
could be shown without being damaged. The idea was to show itin a context other
um, to emphasize its fragility.
ainting becomes a sculpture the moment
This idea of care and consideration for the other is
reflected in the very subject of this work w here the hand of one
rests on the shoulder of the other, with this hydromet

than that of a traditional, standardized muse
This device alters the work visually: a p

itis placed under a cloche

of the friends
tric control system at their
feet, like an artificial breathing apparatus,
RLV: The fact that the conservation of some leads to the deterioration of others
is reflected in the work Love Locks, at the entrance to the exhibition at the
Palais de Tokyo. These are huge bags from the city public services in which we
discover thousands of “love locks™ hung by passers by on the bridges of Paris
which threatened to sink them. How did you come up with this idea?

CG: By walking through the city. | was aware of them, but one day | reconsidered
These padlocks are not left by Parisians, but by tourist couples who come from
the United States, Asia, and elsewhere, leaving this trace that symbolizes the
permanence of their love sealed by these padiocks once the key is thrown into
the Seine

These padlocks not only pose an ethical problem because they symbolize
alove linked (o possession, but also a structural problem, as in the case of the
Pont des Arts where their weight caused part of the railings to collapse. In 2018,
all these padlocks were removed and the bridge’s railings replaced with glass
panels. It's like Oscar Wilde’s tomb in Pére-Lachaise, sculpted by that English
vorticist Jacob Epstein, whom I love very much, which is now under glass so as
not to be damaged, especially by the traces of lipstick left by the kisses of his

tered by these glass panels. A par merges in
these examples: preservation destroys. This is the irony of these conservation effort
they abstruct our access to the work in the present moment, but at the same time
ensure its continuity for future generations. I really conceived

large bags salvaged from the warehouses of th

as ready-mades. 1t's a highly ironic object, isn't it? Wanting this p n

expression of love, when the padlock really represents confinement, as well as

waste that is difficult to remove from the public space
RLV: Yes, they speak of a certain contemporary form and understanding of love.
The exhibition is very much about love, dignity, and the attention we give to things
and beings. These padlocks represent a conditioned love that is expressed through
this object; public cultural policies designate which works, which monuments,
which buildings are worthy of love and therefore of

ation. Le Défenseur du
Temps is reborn after being “unloved” anc

tten. All this evokes the question

of restoration: material rest

ration seems to procee

restoration
CG: Yes, the padiocks evoke generic love and indeed

leal with normalized love
For Le Défenseur du Temps, it was also a question of making a work that does not
add to the long list of objects that weigh down our world, such as these padiocks,
The gesture of r
liked works of
around you

nimating the Défenseur is profoundly immaterial. | have alway

rt that have an economy of means. You have to work with what

RLV: That is also the position of Tino Sehgal, with whom [ collaborated on

“carte blanche” at the Palais de Tokyo in 2016. He considers that an artwork can be
embodied in an encounter, that it is possible to produce only im al objec
and turn them into an exhibition. It is not fanciful to think that what makes a
work of art will change profoundly in the next few vears and and that
the cult of the object and the ritual of the exhibition will evolve, or even possibl
disappear. They speak of our culture and our relationship with the living, whi

are undergoing profound changes. T

created with Le Défenseur du Temps f permanenc

the author; it s rather a question of
of changing our affects towa

in the project, espec

lly through sound and music, which are func
your work
CG: For Le Défenseur du Temps | have made a soundtrack for a sculpture for the

first time. I usually think of sound in relation to my films, and my musical choices
are conceptual considerations in relation to the subject. [ try to take myself out
of the equation and think about what sound this fossil, tree, or firework would
like to hear-just as you have to ask the brick what it wants to become before you

build a building, as Louis Kahn used to say

In Ocean Il Ocean, | quickly arrived at the steel drum. In Trinidad and Tobags
there were several refineries in the 1940s. Large oil barrels were readily available
and Ellie Mannette was the first to tune this empty fossil fuel
of this instrur

ontainer. The sound
ent is often associated with calypso, a style of carnival d.




mausic. | associate it more with an industrial sound related to offshore drilling
with those reverberating notes emanating from a metal casing. That's why I see TR g e
- the empty oil barrel as a prophetic sound. Nearly a century later, its resonance perpiid bl : o H‘Hh
=] seems 10 be coming closer and closer to us, like an echo played in reverse. frectly trom 1 Aot (o Ah8 GxbubIT e et
The carnival is over. ur different remixes of various hi 03 and arly 2000 1 mad
For Le Défenseur du Temps, 1 tried to allude to the beginning of my project: a date, together with Joe Williams, | al. i Tiolis Nack i
2003, the year the automaton was stopped. How can one evoke this recent past the soundrack in the exhibition space-—he is a big collector of silent recordin
for an audience? It made sense to me to use songs that were most popular at the Who understands the importance of space between the notes. We had the idea
time. So, | started sampling the hits from that year of augmenting the automaton by installing a sound system within it. During it
restoration, we also grafted on four transducers and some microswitches o
amplify the sound of its movements
RLV: The theme of spillover and I ntrol appears in the exhibition at
several points: Le Defenseur du Temps and its slow decay, Smithson’s drawing
and the expression of an inner implosion, and the spillover into public spac
with the parakeets considered to be e, which ar 1 the video we
Formation. The idea of vomiting is also central, as a counterpoint to the mot
of swallowing asbestos and the music that contaminates the mind

CG: Nothing is set in stone. If there are examples of fa

el gyt
in Paris, then there can also be instances of a facade “vomiting”. One
these, which are quite rare. This s the case

old Reims Cathed

which are presented at the Palais de Tokyo. In 1914, after

there was a fire that was fuelled, not without irony, by
scaffolding surrounding
caught fir
In

he north tower of the church. The cathedral’s frame then
melting the lead roof which slowly poured out of the

sense, it is an authorless object that bears both the traces of a first intention

the restoration of the cathedral by Viollet-le-Duc at the end of the nineteenth century
with the creation of these gargoyles-and the traces of the First World War, material
ized by this leaden flow. The intertwining

f these

opposing intentions—to restor
and to destroy—, expressed in the same object, is visually extremely powerful,

RLV: These songs are like asbestos, aren’t they? They contaminate, they get into
have an have in my films. The soundtrack oscillates K,

RLV: The “Heal” composition is a piece of spiritual music driven by the search for T
His music has had a new lease of life in recent years—even though he was already Reims, 2022
b e s “";‘””“{"“"‘”‘“{‘j“;\“, et My idea is to show these fragments anew and t take them out of  contet th
. this kind of music lets the sounds of the outside world i siren Is only historical. I want to restore their sculptural potential by giving th

e 2 . space, with a new hanging system which | have designed to allow our gaze t focus
3 ”H‘,wm'w‘w s ”‘"H " ~ _‘ “ “" “‘ ““"' inclusive music on this disgorgement that is both frozen in time and levitating in space
kit med he common good, The idea was not to dissociate them from their origina ntext, but rather t

From the lae 1970s onwards, Laraai played in Washing i imagine, for the duration of an exhibition, an alternative © the off ¢
ew York park. His music is embedded in the city Jike g musical field, a substratum

History. History is a malleable material with which one can experiment-it is a
that is barely discernible at first, but then slowly

f like an apparition
on 125th Street in Harlem
again at the top of Marcus Gar

\ case of the pastin the present. A century later, this regurgitation of heri
We met by chance in a public space last wi

be telling s something else: perhaps it is also inviting us o pra
Two days later, we met

We didn't talk healing, like the vomiting that is needed at the begi
much about music and

g 0f & peyote ceremony
1, but mostly

of transcending binary worldviews
old and new, nature and culture

think about the world in

about psychedelic experiences, the possilil

I can also see his psychedelic journey in Robert Smithson's early drawings
and eroding some perceived barriers e
at home and abroad, e

aholistic way. A month

ween
as a great ability 1

ater we were in the recording




where language be
where language becomes a motif of this hallucination, where

: words repeat
themselves and seem unable to de: I

3 2 scribe certain visions.
see Smithson's legacy primarily as that of a “post-studio” artist, For me.
the interior space of the .

studio has always been a source of anxiety. In twenty

i asingle idea in a closed space, it's not a place
ation. I think that for Smithson, too, this idea of le:
space is central: it is by aligning himself with the flow of the cty, of common

space, of the landscape that he found a form of transcendence of this anxiet
as evidenced by these early dr.

Yyears of making art, I've never had
conducive to crea

aving the studio

RLV: In a letter to his gallery owner G
“Pain has overwhelmed my

; seems to drive him to s
CG: In fact, among the selection of drawings presented, there |
little later than the

eorge Lester in Rome in 1961
entire nervous system.”? It s hi
ek out what lives elsewhere,
one work that is a

others and seems to represent a path emerging from a ch

i 4 sm.
e e ——— T R
s aquarry, is an unrealized project. Smithson
wanted to erect a temple there. Here we find his considerations for the sediment,
the sedimentation of bodies, a geological temporality, the fossilization of the world.
and the exhaustion of our Western society. In another drawing, Disease, a drunken
scene appears. It looks like a pagan Oktoberfest, with clowns, decadence, the word
“cancer” in the centre. These drawings don’t it the idea we have of Smithson.
Some of them have never been exhibited and are being taken out of the archives
for the first time. None of them had been framed, by the way.
So, I thought of a display case in which to include them, and as I designed it,
it occurred to me that 1 could incorporate a new element specific to our time,
a “non-site” rooted in the twenty-first century.
Between each drawing I placed a fragment of vitrified asbestos, also known as
“inert asbestos”. This is the end of a cycle for this mineral, which was first extracted
from the earth, added into a large number of construction materials, which were in
turn introduced into the built environment, and finally removed during asbestos
removal work. The current trajectory of this fibrous crystal is a return to the earth
in asbestos waste disposal centres. France currently has a dozen such centres.
How can we intervene in this loop? How can we modify the path of this ¢
give it a new destiny, a new life and reintegrate it into a cycle close to the spiral
moti, so central to Smithson?
1 found this possibility of  rebirth at Inertam, a factory in the Landes region of
France that is unique in Europe. Using plasma torches capable of heating to
1,600 degrees, it transforms asbestos waste into a pitch black glass, like obsidian,
which the company calls Cofalit. These are the fragments of vitrified asbestos that

e wroge:
s inner disordor g,
the outside space ]

ystal to

are used as paperweights for these entropic drawings in the showcase.
2 Robert Smithson o George B. Lester, 1 May 1961, Letters from Smithson to George B. Lester
3 Archives of American Art, Smithsonian Institution, Washington D.C

RLV: William Blake said that the role of the artstis to open the doors T:::l\,e xeiel

With the video work Formation, you literally open a door (0 2 I,’: |s:l i
previously beyond our reach. You change our way :numwlm-,lu\;, )u:“‘y noi
parakeets, which are seen as invasive. Did you not agree ¥ \.: ::.rn var oL
making, and representing the world of birds, and particularly tha

ted to refocus my gaze on something small in the city

CG: A few years ago, I war ecial place to see

| started to develop an interest in birds in New York I\\apl:l:} ,p; i 2 06
: entral Park o break their journey
i as they stop in Central Park o
them during migration, as t : o
 Jooking at these birds through my binoculars, like this community of profes-
A ate intangible collections of the birds

r er watchers who cre:
sional and amateur birder S et

seen. For them, seeing is enough to create a collection. . momoy
as a place of € ollection seems very accurate. However, their way of und JAV,".‘"M!“ g
;)II‘:1~ is academic and always directly linked to their identification (mal ,‘ o, ”““
oy or no, etc.). They often do this with the help of applications tha
juvenile, MITAAT B o even imitate their calls o get them to come closer
o i other on the phone. In Central Park one can

they have

recognise the sound o
They have one eye on the bird and the

also find starlings, a non-native bird introduced by Eugene Schieffelin-a Shakespeare
fan who wanted to surround himself with the birds from Hamlet-which is now all
over the park. Bird watchers are interested in ecological issues and often consider
these animals introduced by man as a nuisance. This hierarchy in nature,

imposed by man, interested me

One of the species that has been introduced-one that is increasingly common

in Europe-is the Indian ringneck parakeet native to southern India. It can be seen

in many European parks, such as Kew Gardens in London, in front of the Prado in

Madrid, in the Luxembourg Gardens in Paris, or in Diisseldorf, where Formation

was filmed. This bird has a dual identity: it is considered a nuisance by some,

because it disrupts an existing ecosystem, but it is also admired by others because

itillustrates a form of regained freedom as it comes from a line of domesticated

birds. Their origins and the way in which they escaped their cages are often

mysterious or the stuff of urban legend
RLV: London legend has it that Jimi Hendrix released a pair of parakeets in
the middle of Carnaby Street. Other stories tell of parakeets escaping during the
filming of The African Queen (John Huston, 1951). These theories explainin
the reason for their arrival are very much linked o our representation o
“wild” and the uncontrolled or anarchic gestur

CG: Yes, 1 know that myth of Jimi Hendrix on acid freeing his parakeets from

their cage. These swarms of psychedelic birds play their part in a form of overflow

from the world of fiction into the real world, escaped from a film or a book-like

those starlings in Central Park. The first reports of parakeets in Diisseldorf date

back o 1982. At that time, they were said to have escaped from an exotic bird farm

This species of parakeet has no place in European bird shops today: it is now

considered oo comman due to the progress of crossbreeding since the 19805

he

isorder.

As the Indian ringneck parakeet is a troj
it remains on the streets a

ical bird with no migratory instinct
d in the parks of Diisseldort, finding no legitimac
in freedom or in captivity. The intes
m

titial space of the Kinigsallee—the Ruhr area’s
in shopping street lined with plane trees-is therefore also their *biocorridor
the parakeets flock there all year round as the daylight fades.

Isee an admirable re:

ilience in these beings. In wildlife documentaries, however
these birds only appear in their original habitat, a pristine, untouched nature.

In Dilsseldorf, they have uncharted ground to occupy, a new interstice, | therefore
thought of filming them with the same conventions as in animal documentaries-
with a telephoto lens in slow motion—and, above all, to film their flight from below
o admire their plumage without backlighting,

When it rains, as it does in my film, they fly quite high, past the buildings of

the Kinigsallee, some pre-war and some more recent, such as Daniel Libeskind's
Ki-Bogen, which reminds me of the Rheinmetall headquarters, also located in

Diisseldort. Rheinmetall is one of ¢
b

Jermany’s largest weapons producers and has
operating in the region since the late nineteenth century. Historically, the
Ruhr was the centre of the arms industry and it was also for this reason that
Diisseldorf was severely devastated during the Second World War: The flight of
these Indian parakeets over the Konigsallee at dusk immediately made me think

-
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ually gaining the ascendancy on the

f reverse colonialism

RL: You talk about the liberation of these birds, which leads to the quesion
f the domestication of the wild. The subject of liberation is also cvoked by

Kathe Kollwitz's bronze Mutter mit zwei Kindern, which faces Formation, and

you wanted to take out of its presentation context at the Kiithe Kollwitz Muse
n Berlin,

d between the museum’s

windows, with a pile of seamless

wall from which Humpty Dumpty falls

his context, to free it from its
itin this situation in Berlin. I had
8lass 1oof of the Palais de Tokyo
¥ith my film Formation in the
as the central figure,
and died in 1945 before the end of the
ymbol of reunification,

ot idea o the fate of history and rebirth also takes shape in YU
stlltion /.

8¢ du foyer (Vierte Fussung). This hologram, a ghostly form i
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like a sculptu & #yidao; buting
[ cene, shot in a public foilet in
first an abstract image resembl hole app N a z00m
the toilet bowl. Beyond evoking the idea of cycli e
film to be freed from the lin e ematc i proje
a loop, without and u out spl und
where the sub p that sails back and forth in
Atlantic Ocean and th cean from whic e fos n
me of that practical prima sercise, where a pupil i sk
a thousandsheet roll of toilet full to repr o the class the e
geological time, only to point ou he appearance of humans on
somewhere in the last centimetr e sheet. Returnir
and its evocation of different timescales, I think of Daniel Turne
which he produced using the now defunct cable e first
His sculpture, made in search of an ultis fu sor
elements to dust, perfectly illustrates a metaphor that appeared in
Mark Twain in 1903. More than a cent parates these two A
who cast their gaze on the Eiffel Tower. One se at
i its entirety, one (o evoke the present, the oth sent the ag
Such is the history of it. M




HUMPTY

Palais de Tokyo, Paris

Cyprien Gaillard, Love Locks

2022

Bags, locks taken from the Pont des Arts and

the Pont de I'Archevéché, Paris

Work produced thanks to a donation from the City of Paris
Courtesy the artist

At the entrance to the exhibition we are greeted by five

Jarge bags filled with padlocks. Not so long ago, they hung
from the railings of the Pont des Arts and the Pont de
J'Archevéché. One after the other, however, they repeated
the same ritual. After buying a padlock for a few euros from
a street vendor, they write a declaration of love on it, usually
made up of a few syllables: “Jack + Sheila 2018”, “R.G. ¥ E.E.”,
“Iris & Sean forever”. They then lock the padlock to the
bridge railings and throw the key into the waters of the
Seine, as if to seal a certain state of the world and of their
relationship.

Over time, these “acts of love” accumulate like so many
excrescences, gradually modifying the bridges’ morphology
which they parasitize with all their weight, at the risk of
breaking them, as was the case with the railings of the Pont
des Arts, which almost collapsed in 2014. In order to preserve
their structural integrity, the City of Paris carries out
occasional removal operations, from which the metal debris
that makes up this work is drawn. These pieces bear witness
{o the way our romantic lives are interwoven into architecture,
and the friction that can result from their encounter.
Supposed to represent eternal love, the padlocks have been
unable to resist the passage of time. They are found in the
exhibition, torn from the urban landscape and rusted by the
rain; an agglomeration of dislocated desire.

Cyprien Gaillard, Overrunner

(Sjoguden / Kungstridgdrden / East River Park)

2019

Diptych, double exposure polaroid, mat,

aluminium and plexi frame

Courtesy the artist, Spriith Magers, and Gladstone Gallery

This diptych juxtaposes a public toilet in New York’s

East River Park with Carl Milles's sculpture Sjoguden,

a work located across the Atlantic on a quay in Stockholm.
Gaillard’s work depicts the sea god with a Kungstradgarden
metro platform running through it, seemingly bursting

out of its gaping jaws.
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Cyprien Gaillard, The Lake Arches (Restored version)

2007-2022

Video 1'39”, rear projection on glass screen

Courtesy the artist, Spriith Magers, and Gladstone Gallery

Two friends exchange a few words in front of an artificial
lake. The next moment, they launch themselves and dive
into the water. One of them emerges in pain with a bloody
face. His dive was cut short by the surprisingly shallow
bottom of the pool, which he hit with force.
Ihe camera zooms out to reveal the Arcades du Lac in the
background, an architectural ensemble by Ricardo Bofill.
Its piazzas lined with arches are reminiscent of the meta-
physical landscapes painted by Giorgio de Chirico. Conceived
»eople’s Versailles”, the postmodern style imbued with
lassicism of this monumental project could be described
as “facade architecture”, like the watery mirror that serves as
a lake. This discrepancy between form and function is

sometimes a source of misunderstanding, or even of accidents,
revealing the ambiguous—and sometimes painful-nature of
our relationship to the built environment.

Giorgio de Chirico, Oreste e Pilade
1028

Gouache, charcoal, black chalk
Courtesy The Mayor Gallery
Adagp, Paris, 2022

In Greek mythology, the figures of Orestes and py

ade

known for their unfailing friendship and the stre Ngth of

the love between them. Here, they occupy the centre .

o tf
drawing, side by side. Their featureless faces give they,
appearance of mannequins or ancient statues that hay, |,
eroded by time. From their stomachs emerge fragmeny. .
columns, scrolls, and a few sparsely decorated building,

The architecture is inside their bodies just as they 4r
it, the neo-classical frame around the painting separa,

their world. They face the video piece, The Lake Arches

like them, offers a vision of the entanglement of bodies 4,4
architecture

De Chirico’s drawing is presented in a display case thar
contains a number of devices that regulate the air circuyjag
and the humidity level in order to avoid exposing the
painting to excessive climatic variations that could damage
The preservation of the painting requires that it be placed
at a distance from the outside world and placed, as it were
“on life support”.




Gargoyles spewing lead

1873-1014

Hanging display by Cyprien Gaillard, 2022

Gargovles originating from Reims Cathedral removed

after the fire of 1914, lead, stone from Courville

© Centre des monuments nationaux, Palais du Tau (Reims)
(lassified as historical monuments by decree of

1 January 1862

Stone creatures float in the Palais de Tokyo. These gargoyles,
survivors of the Notre-Dame de Reims cathedral, are like
mineral ghosts. Thick lead flows from their mouths, a kind
of reflux spewing forth from the architecture.

These gargoyles were created between 1861 and 1873 during
the restoration work undertaken by Eugene Viollet-le-Duc

10 restore the cathedral to its twelfth-century appearance.
They were severely damaged on 19 September 1914 when
German shelling caused a fire to the wooden scaffolding of
the restoration site. The building's lead frame liquefied in
the heat of the fire, leaking into the gutters and through

the gargoyles’ mouths.

By exhibiting them alongside prehistoric fossils and
contemporary works, Cyprien Gaillard makes their tempo-
rality even more complex. Both embodiments of a nineteenth-
century architect’s fantasy of the Middle Ages and collateral
victims of the First World War, they are now freed from their
historical context and their initial function as drains.

By presenting them in a state of suspended weightlessness,
Cyprien Gaillard offers a new reading, tinged with strangeness
and surrealism.
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Cyprien Gaillard, Overturden
Overburden (3)

2020

Aluminium honeye omb, sediment,
stainless steel inlay

(1), Overburden 2),

ary rock,

Courtesy the artist, Spriith Magers, and Gladstone Gallery
This series, which echoes the video work Ocean I Ocean,
takes its title from the verh overburden. In the mining
industry, this term refers to the layers of material that

need to be removed before the targeted resource can he
reached.

This series of sculptures is a genuine marble and steel inlay,
scattered with fossils. The New Jersey Transit Corporation
logo appears in steel on the surface of the marble as do inlaid
screws identical in every way to those found on the windows
of New York subway cars. Each of the slabs was refined with
an industrial wet sander and a water jet cutting machine
used to cut out the edges of the work and the space for the
logo inlay. This process of reduction by water is reminiscent
of the sedimentation process which occurs on the seabed,
condensing the passage of time into an extremely dense
mineral form. At the same time, the marble slabs are also a
primitive form of recording, like prehistoric photograms
preserving the imprint of a distant past.




Stain made from dissolved parts of the western elevator
< he Eiffel Tower

his work benefits from the generous support of the

Société d'exploitation de la Tour Eiffel, Paris
\ sy the artist and Galerie Allen
aniel Turner works primarily in sculpture involving the
sformation of materials, objects, and environments into
actile or atmospheric forms. His works are often character-

' a specific response o a site, under a controlled set

nechanical and chemical processes

nt renovations of the Eiffel Tower include the
1val and replacement of the very cables used for its

he residue of these historic cables serve as the

rial for the work. The artist diverts them from their
I function, which consisted of fighting against gravity by

avy loads on a vertical axis, to create an expression
ghtness deployed horizontally. The Eiffel Tower, which
is the subject of regular restorations, is one example of the

exten:

tof the resources required for heritage conservation and

s made to preserve architecture outside the confines

1e. The cables extracted from the Eiffel Tower have been
ted into a cylindrical solid form before being milled into

steel filaments through a digital machining process
NC).The reduced iron strands are bound together to form
a kind of steel wool, which he burnishes against large

The result is a dark stain that spreads out
the corner of a room like a shadow without an object.
Working with the Parisian monument, Daniel Turner

attention on the inexorable metamorphosis of

vorld, where even the most prominent towers
re eventually reduced to dust

Cyprien
2020
Double exposure polaroid, mat,

illard, Everything but Spirits

aluminium and plexiglass frame
Courtesy the artist, Spriith Magers, and Gladstone (

Beer fridges, typical of American convenience stores, are
invaded by mineral-looking plants whose sc ulptural form:

evoke an underwater landscape of algae and coral. Thanks
to the technique of double exposure, these ¢ ompositions
juxtapose several photographs like layers of sediment that
the artist conglomerates into a single image. title of th:
series of photographs plays on the polysemous nature of
the term spirit, referring both to the spiritual and to sl
alcohol.
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Gaillard, Sober City
le eXPOSUTE polaroid, mat,

\uminium and plexiglass frame
sy the artist, Spriith Magers, and Gladstone Gallery
s novel The Crystal Worid (1966), ). G. Ballard tells the

saotic story of @ physicist who makes his way through a

Cyprien Gaillard, Ocean Il Ocean

2019

HD video with soundtrack composed by Moritz von Oswald
and Cyprien Gaillard, 10'56°

Courtesy the artist, Spriith Magers, and Gladstone Galler

At the bottom of the Atlantic Ocean, marine creatures venture

that transfol
« flora and fauna into a multitude of crystals. These crystals

ungle plagued by a mysterious

1d up completely swallowing up the jungle, pulling all its
o5 and things outside of time and into an intermediate

istence
Situated in New York, Sober City presents a similar vision.

sidoor shots are superimposed on photographs of an

methyst geode from the collection of the American Museum
ural History, which emerges in the shadows of the city

i disappears in its light. These double exposures are the

result of repeated displacements between the urban space
1d the geode, which is both the geographical and conceptual
point of departure.

tal healing, amethysts have

\ccording to the practice of cry
purifying properties that can, among other things, h

irug, alcohol, and tobacco addictions. They are therefore
as in the embrace between

rt of the healing proce
Pee Wee Reese and Jackie Robinson—the first black player in
the American Major League Baseball—depicted on one of the

aroids. This gesture of friendship has come to symbolise

he breaking down of the racial divide that still affects society
today. Cyprien Gaillard points to the possibility of repair.

into an subway car to the sound of steel drums,
Caribbean percussion instruments made from empty oil
drums. A logo indicates that the carriage belongs to the MTA
the authority responsible for public transport in the New York

metropolitan area, which took the decision to sink thousands

of subway cars off the East Coast of the United States to create
artificial reefs. Criticised by some environmental groups,
supported by others, the project has resulted in a strange
sea

cape punctuated by, among other things, the stainless
steel carcasses of old Brightlin the iconic silver railcars
that have marked the New York cityscape since they were
introduced in the 1960s.

A point of light then appears on the surface of clear water,

like a distant star swept up in a vortex that turns out to be
the flush of a New York public toilet.

On the other side, an underground train threads its way
between the platforms of a station dating from the Soviet era
Then follows a succession of shots filmed in the metro

iev, Moscow, Saint Petersburg, Thilisi, Bucharest,

stations of
and Berlin. Their walls and floors are covered with marble
from the mountains of the Urals, Crimea, the Caucasus,

and Transylvania. A few fossils of ammonites, nautiloids,

belemnites, and other marine creatures from ancient
geological times are visible on their surface. Some of these,
dating back to the Jurassic period, are evidence of the
presence of extinct oceans, notably the Panthalassa, known
as the “primitive ocean”. In the reflection of the marble
these ancestral footprints are juxtaposed with the subway
cars, echoing their submerged New York counterparts, which,
through the process of sedimentation, will form new fossils
on the bottom of the Atlantic




Cyprien Gaillard, Gates PASSAI(

Y Gladstone Galler
Courtesy the artist, Spriith Magers, and Gladst

The manholes that Tine the road are as many doors leading
o the underground world which unfolds beneath our feet

hey separate the urban space from its waste which travel

s that spread out under the city

like a root system. By exposing their traces, Cyprien Gaillard

ves a new form of visibility to these confidential object
hese marks were obtained through a two-step process, by
bhing graphite chalk on a sheet of paper placed directly
T yanhol¢ < located on either side of the river that
s through the town of Passaic in the state of New Jersey
where Robert Smithson was born. The variations in their

vpography point to the gap in time between them

n 1967, Smithson wrote an article about this New York suburh

Kes us on an excursion presented as a guided tour

of the local monuments. Through the text, we encounter,
mong other “monuments”, a sandbox, concrete pillars

supporting a motorway, and pipes pouring greyish water
nto the adjacent river. Like Robert Smithson before him,

Cyprien Gaillard is interested in the entropic aspect of

these spaces left to their own devices, seemingly outside

of time—somewhere between a bygone past and impending
1in. Towards the end of his article, Smithson asks:

Has Passaic replaced Rome as the Eternal City?"!

Robert Smithson, “The Monuments of Passaic,” Artforum 6, no. 4

PABEATC

Cyprien Gaillard Nautilus Dub (First Half)

2022

Nautilus shell, Ortofon Concorde cartri

Courtesy the artist, Spriith Magers, and Gladstone (5

A half-shell of a nautilus embedded in a wall is surroun

by two mirrors in which it is reflected endlessly. Fror

centre emerges an Ortofon Concorde cartridge, a mode

popular with DJs around the world whose slender shape

reminiscent of the eponymous aircraft. The title of the oy

refers to dub,

2 musical genre born from the practice of

remixing originating in Jamaica that has had a decisive

influence on the development of electronic music. Ofter

associated with the notion of echo because of its use of
and reverb, dub sometimes gives the impression of a vast

underground space, at the bottom of a cave or of an ocea
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o
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itled:
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ork, 1960, e
i 1060, pencil on paper, 61 x 45.7 cm

il on paper, 43.2 x 45.7 cm

Whort B
1060, pencil on paper, 45.7 x 54.6 cm
1062, ink on paper, 55.60 x 41 cm

106, pencil on paper, 45.7 x 4.5 cm

. :j‘,”m for a Shrine in an Abandoned Quarry in Montclair,

ca. 1060-1963, penc il on paper, 61.3 x 45.7 cm
o, 0., ink and gouache on paper, 31.1 x 29.8 ¢cm
o, 1062, ik on paper, 45.7 x 61.6 cm

<, ca. 1960-1963, penc il on paper, 25.4 x 45.7 ¢cm

Jevil. 1060, pencil on paper, 48.3 x 36.2 cm

haos, 1960, pencil on paper, 61 x 35.6 cm

st, 1961, ink on paper, 61 x 45.7 cm

artesy Holt/Smithson Foundation and

rian Goodman Gallery

Holy'Smithson Foundation/Adagp, Paris, 2022

\

Robert Smithson’s early drawings are populated by ominous
figures, monsters devouring mangled bodies, menacing
mons, and winged creatures tumbling from the sky like
fallen angels. At first glance, these Dantean visions, some-
where between a carnival and hell, seem completely alien to
Smithson’s later Earthworks, environmental works based on
utdoor sites. Yet, in them we can see the emergence of
many of the obsessions that punctuated his entire practice:

sncil and watercolor on paper, 32.1 x 37.8 ¢m

the interweaving of the human, architecture, and the
landscape; cosmological themes; the sedimentation of bodies
the expanse of geological time; and in situ investigations.

as evidenced by a sketch of an unrealized sanctuary project
in an abandoned New Jersey mine.

On either side of the drawings, Gaillard uses pieces of Cofalit
as paperweights to bridge the gap between the different

his vitreous material, sometimes referred to as “end
s the
containing ashestos through a vitrification process that melts
the asbestos fibres to render them harmless. This meta
morphosis is reminiscent of some of Robert Smithson’s work
in which landscapes are transmuted. Although it is rooted
in the material, his practice is not without transcendence,
as evidenced by the themes of his early drawings, which
outline a form of earthly mys
entropy.

esult of research aimed at detoxifying waste

icism marked by chaos and

Robert Smithson,

First Drawing for a Shrine in an
Abandoned Quarry in Montclair, N.J.,
ca. 1960-1963

Fragment of vitrified asbestos used as paperweight
exhibition view at the Palais de Tokyo (HUMPTY),
display by Cyprien Gaillard, 2022




iillard, Nautilus Dub (Second Half)

aatilus shell, Chinese ink

Courtesy the artist, Spriith Magers, and Gladstone Gallery

¢ rt of the diptych, this nautilus half-shell evokes
with its spiral the layout of the HUMPTY exhibition, which

begins ir

spaces, continues in a long, curved gallery, and
ends with a stairwell that winds around itself
In the tradition of shell engraving which dates back to the

seventee ntury, this work is adorned with an engraving

from mother-of-pearl depicting a man banging his

ad against the wall facing him. It is a reproduction of a
jetail from a painting by Pieter Bruegel the Elder, which

Jiterally illustrates the Flemish proverb “banging your head
against a brick wall”, referring to the action of attempting
the impossible

I'he work also refers to the figure of Humpty Dumpty falling
iff a wall, a symbol of the impossibility of reconstituting what,
ike him, has irrevocably been broken. This sculpture, like the
xhibiti

on, aims to ward off this impossibility by creating a

whole from scattered fragments. The device of the work thus
allows the shell to regain its complete form from a simple

t is doubled up in the mirror. As is often the case

n Cyprien Gaillard’s practice, fragmentation is combined

with a desire for unification.

Cyprien Gaillard, formation
2021

Ultra-panoramic video, 1:7.45, 4'1
Produced by VOLTE, funded by Medienboard Be

erung fiir Kultur

Brandenburg and Bundesr ind

rs, and Gladstone (

Courtesy the artist, Spriith Mag

A flock of birds with light green plumage flutters betyeg
the skyscrapers and luxury shops of the Konigsallee, a s
in central Diisseldorf. They are ring-necked parakeet

a species that was introduced to West Germany from Afric
and Asia in the late 1960s. Some of the specimens that

escaped captivity are at the origin of the parakeet colonie

in several urban centres in the Rhine Valley, where th

{emperate climate and lack of predators have favoured
proliferation. Their impact on the local fauna has since be
the subject of debate. Some studies show that the competit
with native birds is only relative, while others are mc
alarming, prompting the city of Diisseldorf to reintroduce
the peregrine falcon, a predator of the ring-necked
parakeet.

At the heart of the ecological issues raised by the preser
these exotic birds in Europe there is an apparent oppositior
between invasive and indigenous species and the commit
for conservation, which seeks to preserve nature as itis
However, as Emanuele Coccia reminds us, “there is no suck
thing as a strictly indigenous life form
the territory is always a result, never a presupposition

The relations

Each ecosystem is a synthesis between a territory and the

forms that settle there while others slip away. The p
of the parakeets of Diisseldorf illustrates this constant
fluctuation of life that engages humans and non-humans
a common world, thus rejecting any form of binary opposi
between nature and culture.

1: Emanuele Coceia, “Toutes les espices sont

changer le monde,” Le Nouveau Maga:
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Jwitz Mutter mit zwei Kindern
Kol i

26 (1984)
posthumous ¢ asting, Fine Art Foundry

1 Noack Berlin

" Kiithe Kollwitz-Museum (Berlin)
sy Ki

houette of & naked woman, hunched over, stands
empty space under the large glass roof. Her hody

{ on the floor, sex ms particularly valnerable o the

Sers of the F ion video behind her, The woman

face against two young children whom she holds

.+ arms. With this powerful embrace, she hecomes

offspring. She becomes a barricade against the

g world, as if to protect them from the immense

ating them, the swarms of birds swooping over
the visitors staring at them. Having long been
{oors in front of the Kathe Kollwitz Museum
his sculpture exposed to the abrasiveness of the
< speaks to a form of resilience and resistance to
s of time
to her daughter-in-law Ottilie, Kithe Kollwitz

it she had added a second child to the group

birth of her granddaughters Jutta and Jordis.
give her a copy, with the caption “Die Mutter -
von der Mutter” (The mother—of the mother—by
With these few words, the artist brings about a
collision that allows the characters to be both

nd mother in the making. At the time when she

ter, Kollwitz had been working on this work

ty vears without ever having exhibited it. It is

ience that she has returned to this work, which

e posthumously in 1984, over and over

. as it deals with the eternal cycle of

aree

o1

Cyprien Gaillard, 1
2010

LED holographic fan

Courtesy the artist

The three versions of Max

Home which Cyprien Gaillard draw
created within weeks of each other in 193

victory of the Spanish nationalist troops of Gene

fainle

Ernst

toe

spriith Mager

with the support of Nazi Germany. |
as a monster, “a sort of ungainly beast that tramples dow
and destroys everything in its path,” as Ernst put it. The

of these three versions—the largest and most detailed

The

A\nge du foyer (Vierte fu

ung)

nd Glad

\ngel
1pon ir

of Hearth and

ascism is here

as the basis for a new iteration conceived by (

prien Gailla

Modelled in 3D, the nightmarish creature takes shape

thanks to a fan with holographic propellers. Invisible at

it suddenly appears when the viewer faces it. (

ticulating

all directions, as if gripped by uncontrollable spasms
monster even plunges within itself, into the black hole of

its torso towards which the entire work conver

s

This is a “monster” in the etymological sense of the term

from the Latin monere, warning, and monstrare, t
showing. It reveals the drive toward death and ¢

which, over the course of History, constantly

no sooner does it seem to have waned, surges forth onc

more.

appears and




Cvprien Gaillard, White Vessel Study
Youble exposure polaroid, mat

luminiu

and plexiglass frame

urtesy t

)l

artist, Spriith Magers, and Gladstone Gallery

a spaceship setting out to discover unexplored galaxies
sinks into fern leaves spiralling in space, like so

v we

ghtless fractals. It seems to point us in a direction
bevond the apparent shape of things, like an invitation

dig beneath their surface in order to explore their inner
and unearth the ghost slurking there. While passing

ugh a forest, it encounters conifers and overgrown

1e images do not reveal what this syringe is injecting—it

Clear it itis poison or an antidote, daydreams or a

ul sedative. Vaccines and syringes have recently been
w social role, and the imaginary they invoke has
n a mixture of hope, fear, relie

, and extreme
By avoiding any form of context, Cyprien Gaillard
tores 1o this pluralistic object its symbolic density.

Cyprien Gaillard, Constat d’état

(HUMPTY, Palais de Tokyo)

2022

HD video, original soundtrack by Laraaji, 1’57
Courtesy the artist and Laraaji

At the bottom of the spiral staircase of the Palais ¢

a monitor shows video footage of Le Défenseur dy
an automaton that has sat above the Horloge disi
3rd arrondissement of Paris since 1979. Since 201
has been stopped and has fallen into disrepair.

this dormant, lethargic state as it presides over the su

rounding neighbourhood. One sequence shows the emy

of Prétre et Fils, a company that specializes in the resto
of monumental clocks, preparing to dismantle it
restoration effort, done at the request of Cyprien Gai
This video is accompanied by a soundtrack by the am
music composer, Laraaji. This video announces the
restoration and renaissance of Le Défenseur du Temps
the centrepieces of the exhibition at Lafayette Antici

62




HD video, original soundt

DUMPTY

Lafayette Antic ipations

prien Gaillard, Constat d’état
Lafayette Anticipations)

JUMPTY,

urtesy the artist and La

s a link between the two exhibition spaces of HUMPTY \

this video closing Palais de Tokyo’s course, is
ented again at the beginning of the stairs leading to
n Gaillard’s project at Lafayette Anticipations.

Cyprien Gaillard, Frise 1

2022

HD video on LED screen, 4'08”
Courtesy the artist

In anticipation of hosting the 2024 Olympic Games, Paris
is going through a period of intensive restoration of its
heritage resulting in a proliferation of scaffolding in the
urban landscape that Cyprien Gaillard captured in his vid
The metal fr
the view of the structures they are helping to restore.
A complex tangle of poles and platforms covers mont
inherited from past centuries, such as the Granc
the Eiffel Tower, the National Assembly, or the obelisk
the Place de la Concorde, for the duration of the work which
aims to breathe new life into them.

mes punctuate the urban fabric, obstructing

lais

The constructions tc
be renovated and therefore preserved have been selected
while others, like Le Défenseur du Temps, have been left
out of public restoration policies

03




Jacques Monestier, Le Défenseur du Temps
1979

Reactivated by Cyprien Gaillard, 2022
Soundtrack composition, Hit by Cyprien Gaillard and

Joe Williams, and Heal by Laraaiji (total length: 60')

Brass, lead, steel, speakers, microswitches, and transducers
Courtesy the artist, Jacques Monestier, Laraaji, Joe Williams
and ASL du Quartier de I'horloge

2022

© Adagp, Paris,

Le Défenseur du Temps, installed at the heart of the Foundation,

is the central element of the Horloge district, a post-modern
housing project built at the end of the 1970s in the area of
the Centre Pompidou, where one of the last slums of Paris was
located. Created in 1979 by Jacques Monestier, this automaton
was shut down in 2003 following the withdrawal of the
budget allocated to its maintenance. In 2022, Cyprien Gaillard
has brought it back to life, installing it at the heart of the
protoype building by Rem Koolhaas. It is activated, at regular
intervals, brandishing his sword to protect the clock above
him from the creatures that surround him. His battered body,
covered in pigeon droppings, bears witness to the long period
of neglect during which he was left to his own devices.

he time he is trying to regain is revealed through the
movement of the clock’s hands, which turn counter-clockwise.
By giving new life to the automaton, C yprien Gaillard is
restoring a peripheral monument, neglected by public policies
of heritage restoration. The renovation of another’s work
becomes an act of creation.

Transposed into the new context of the Lafayette Anticipations
foundation, the automaton emerges from its paralysis to the
sound of hit songs released around 2003, the year it stopped.
These pop hits alternate with soothing atmospheric music
omposed by Laraaji, a multi-instrumentalist of ambient music.
the end of the exhibition, Le Défenseur will return to its
riginal location in the heart of the Horloge district, a few
hundred metres from the Foundation, and will once again

be able to watch over the place where it was born.

Cyprien Gaillard, Palais de la découverte vitrifié
2022

Vitrified asbestos (Cofalit) from the Palais

de la découverte, Paris

Courtesy the artist

This deep black obsidian-like monolith in the centre of the
platform is a block made of Cofalit, a synthetic material
resulting from the transformation of asbestos waste, melt
atvery high temperatures. This process, which is unique
Europe and was developed by the French company [nertam
offers an alternative to burying this carcinogenic materia
This impressive ingot was produced from asbestos debris
collected by the artist in the Palais de la découverte, which
is currently undergoing ambitious renovation work. By
exposing them in this way, these fragments of the mu:
Wwhich houses a collection of minerals, become a geologica

specimen of their own and the testimony of a mate
from a cycle of metamorphosis.
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) Gaillard
Side show and HD video on OLED screen, glass hatch, 10'14”
& rtist
ED screen is placed in an open trapdoor on the floor,
séfenseur du Temps. Cyprien Gaillard opens this
ss 0 the building’s mechanisms to show its operation Cyprien Gaillard, Lirrestaurable (pour Gaél)
hus reveals the invisible devices that breathe life and 1979-2022
nto the architecture of the Foundation. The video  Chromogenic print, pneumatic jack of the dragon’s neck
gs together different sequences. On the screen are shown  jack of Le Défenseur’s right leg, pneumatic dispenser
Is of portraits of Gaél Foucher, a dear friend of Gaillard  of the rooster, pigeon eggshell found in the ruins of
lied tragically in 2013. The artist pays tribute to his friend  Le Défenseur du Temps
h these fragments of memories captured on the fly Courtesy the artist
ed with complicity. They are followed by a video of
)éfe du Temps filmed in 2022 at night in its former This portrait of Gaél Foucher, a close friend of Cyprien
n in the Horloge district, where the camera seems Gaillard who died in 2013 and to whom the exhibition is
e examining traces of time and wear on its surface and dedicated, is presented alongside the pieces of the Défenseur
s crevasses. A last sequence shows a worker from the du Temps that could not be restored. The photograph taker
ssarat company, responsible for restoring the metal by the artist in the metro in Mexico City in 2007, is a tribute
mework of the Grand Palais. The demanding task carried to his dear friend and to a shared time that has now passed.
of the tin the noise and dust reminds us that the restoration The fragments of the mechanical body of the Défenseur du
rial lings is accompanied by human efforts that are Temps in front of the photograph are parts that had to be
melte selves a source of wear and tear. replaced in order to allow the renovation of the work. The
ique in possibility of bringing back the machine and overcoming
\ertam the effects of time appears here, echoing the impossib;
soridl of bringing back a man. A pigeon’s eggshell found in the ruins
bris of the Défenseur du Temps before its restoration evokes
i rebirth and the power of living cycles.
By
useum.
ogica!
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