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Exhibitions with Edouard Malingue Gallery 

2018
Broken Grid, West Bund Art Fair, Edouard Malingue Gallery, 
Shanghai, China

Artissima Fair Edouard Malingue Gallery , 
Milan Italy

Proposal for A Defective Monument, Edouard Malingue Gallery, 
Shanghai, China

Casi el azar: Óscar Domínguez, la decalcomanía y sus derives, TEA 
Tenerife Espacio de las Artes, Spain

Condo New York, New York, USA  

2017
One Second Ago, Edouard Malingue Gallery, Hong Kong 

2016
Floy, Edouard Malingue Gallery, Hong Kong
Art Basel Hong Kong, Hong Kong

2015
Invisible Light, Edouard Malingue Gallery, Hong Kong
Residency Lamma Island/ Ap Lei Chau

2014
No Exit, Edouard Malingue Gallery, Hong Kong

2013
Sneakerotics, Edouard Malingue Gallery, Hong Kong



A weathered surface akin to a textured unreflective mirror; a lightly floating piece of silk soiled by traces of oil paint; 
crystalline formations that only so slightly betray their origins as texts – these are but glimmers into the evanescent 
yet highly charged poetics of New York and Paris-based artist, Jeremy Everett (b. 1979, USA). Each work exists as 
the fragment of a sentence, a lyrical exposé, released into the world with precise abandon; the visual confrontation 
of a new world that exists within yet beyond our own. With an initial degree in Landscape Architecture, Everett 
traversed into the art of making – or making of art – by subsequently completing an MFA at the University of Toronto. 
A Colorado native, Everett was exposed for the formative parts of his early years to raw space, the pulsating yet 
contemplative existence elicited by bare earth. Citing inspirations such as Land Art masters Robert Smithson and 
Michael Heizer, Everett’s work stems from a centre of intuition and subtly evolves beyond process and creation; 
neither never fully created nor complete, its significance is in its evolving state between beauty and decay.

Incomplete or unachieved landscapes are at the inspirational heart of Everett’s practice. As an initial standing point, 
his practice demands an experience rather than a ritualistic formalist observation; Everett’s work is direct and in its 
deconstructive essence rejects anything formal beyond the primitive. Face to face with you it is vulnerable in its 
unstable evolutionary state, and so from you does it also demand honest transparency. Standing before ‘Film Still’ 
(2013), for example, the viewer shifts to being a victim of circumstance, of a surface that seemingly reflects and 
thereby lures you in only to then reject your ordinary sight and force upon you the question of ‘what else do you 
see?’ Probing and destabilising, Everett creates new landscapes, which simultaneously prompt exploration as well 
as provoke you to take a look at yourself and reflect upon how you process your surroundings. What is before you 
Everett has dissected only to recompose – so too does his practice demand your un-resisted vulnerability.

Beyond their impact on the self, Everett’s works capture you in that there is a scientific yet released abandon vis a vis 
their process of creation. When conceiving or developing a work, the focus is on the experiential practise rather than 
the clear and net ‘result’. Indeed, in itself, this finality is never fully achieved; it is neither sought nor is it the purpose. 
Everett’s Film Still works, for example, were created using the techniques of exposure and black room development 
as in photography, yet, without the single use of a camera. The medium of photography was purposely released from 
the shackles of mechanics whilst its core creative methods, that of spreading emulsion and revelation to light, were 
teasingly brought over into the realm of abstract painting; Everett breaks the codes, defies Greenberg[1] and pushes 
the conceived limits of artistic formation. Consider as a further example Everett’s Decay Drawings: texts, which 
he buried into the earth upon visiting a certain place, which he then excavated upon return to that place. Whilst a 
tarnished and earth-ridden sculpture seems to stand before you, the process behind it also borders on performance 
or even conceptualism as the object extracted is of this world but seems to have come from a previous one.

Everett’s work, as fragments of a sentence, is raw and ringing with sardonic humour. Citing Samuel Beckett as an 
inspirational man of script[2], one grasps that Everett’s practice is struck with marks of idiosyncrasies and he does 
not shy from inserting bitter elements of sheer wit. One may turn, for example, to consider ‘Death Valley Vacuum’ 
(2010) where he proposed to quite literally vacuum the sandy earth of Death Valley in Western USA. Shot as a film of 
4:49 mins, and exposed also as C-prints, one watches Everett’s reckless and endless task of painstakingly collecting 
the infinite granules. The work abounds with futility, hope and acrimonious hilarity; he doesn’t betray his task or his 
determination but you as a viewer know that he will not finish, not now not never, just like Vladimir and Estragon will 
continue ‘Waiting for Godot’ (1953) [3]. Yet, you keep looking, entranced by Everett’s fervour; perhaps this is not our 
world, it is another where it is possible, or, it does not matter what the result is because as this work stands before 
you his efforts are a failure, and you come to see there is a beauty in that failure.

Everett’s work is hypnotic, transcendental and disturbing whilst simultaneously pervading a mesmerising quality. 
Subtle yet direct, it does not spell out for you what you should see but rather opens your mind to numerous 
transformative possibilities. It is twisted yet brings you clarity and straddles the line between disorder and decay, 
order and beauty. Indeed, it is the perfection of the defected. And presented before you, mid process, mid existence, 
it is wondrous and reduces you to the core of your being, unmasked by something before you that accepts your 
vulnerability, for it also is in this with you.

Jeremy Everett is a highly celebrated emerging artist who has held solo exhibitions in Los Angeles, New York, San 
Francisco, Paris and Hong Kong, amongst other locations. Everett recently participated in a group show at Espacio 
Tenerife de las Artes and has been exhibited at the Museum of Contemporary Art, Chicago. Everett’s practice has 
been extensively featured in publications and critical reviews including Centerfold Magazine, Phaidon, l’Officiel de 
l’Art, Muse Magazine, The New York Times, The Smithsonian Magazine, Flash Art, Modern Painters and ArtReview, 
amongst others.

[1] Clement Greenberg, ‘Modernist Painting’, In J. O’Brian (Ed.) Clement Greenberg: The Collected Essays and Criticism, 
Chicago: University of Chicago Press, (1993), p. 85-93
[2] Caroline Berner, ‘Interview with Jeremy Everett’, Intermission Magazine, Fall 2012
[3]Samuel Beckett, (1953), Waiting for Godot
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Broken Grid, West Bund Art Fair, Edouard Malingue Gallery, 
Shanghai, China



Installation view West Bund Art Fair 2018, 
Edouard Malingue Gallery , Shanghai, China



Broken Grid #13

2018

Paint on canvas

212 x 152 cm



2018
Artissima Fair Edouard Malingue Gallery , 
Milan Italy



Untitled

2015

Smoke pigment on canvas

177.8 x 127 cm each
Diptych
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Proposal for A Defective Monument

  
Solo Exhibition

Edouard Malingue Gallery, Shanghai, China

08.09.2018 - 21.10.2018

2018
Proposal for A Defective Monument, Edouard Malingue Gallery, 
Shanghai, China



A slab of marble, a material associated with beauty, opulence, civilisations, tumults down a quarry, the simplicity 
of the gesture expressing at once a sense of suspension and a certain degree of inevitable fatality. ‘Proposal for 
a Defective Monument’ (2018), the new film by LA and Paris-based artist Jeremy Everett (b. 1979, USA), equally 
lends itself to the title of the exhibition, Everett’s first solo show in Mainland China at Edouard Malingue Gallery, 
Shanghai. Permeating the space is a sense of his highly charged poetics, how each work exists as the fragment of a 
sentence, a lyrical exposé, released into the world with precise abandon: the visual confrontation of a new world that 
exists within yet beyond our own. Stemming from a centre of intuition, Everett’s visual lure lies in the works’ subtle 
evolution beyond process and creation; neither never fully created nor complete, its significance is in its evolving 
state, combining beauty and presence.

With an initial degree in Landscape Architecture, Everett traversed into the art of making – or making of art – 
by subsequently completing an MFA at the University of Toronto. A Colorado native, Everett was exposed for the 
formative parts of his early years to raw space, the pulsating yet contemplative existence elicited by bare earth. 
Citing inspirations such as Land Art masters Robert Smithson and Michael Heizer, Everett considers places as 
landscapes, their constant fluctuating existence at the inspirational heart of his practice. As an initial standing point, 
his practice demands an experience rather than a ritualistic formalist observation: Everett’s work is direct and in its 
deconstructive essence rejects anything formal beyond the primitive. Face to face with you it is vulnerable in its 
unstable evolutionary state, and so from you does it also demand honest transparency.

The exhibition presents a series of works through which Everett explores the act and processes of painting: plays 
with pigment, light, surfaces, texture. In particular, a collection of paint and light-sensitive emulsion on blanket 
works permeate the room, harking in their varying tonalities the ad hoc veins and filaments of the marble in his 
film. Hanging delicately on each wall they too engulf the viewer, creating a sort of visual cocoon, a sensation that is 
heightened by their title series ‘Padded Painting’ and knowledge of the works’ materiality that hints to shelter. The 
hues, ranging from cyan blue to burnt magenta violet have an earthy variance to them as if referencing bodies of 
water or rocky iron oxide clifftops. Centrally-placed amidst this scene is an installation, which ultimately ties them all 
back to the film and exhibition title: a slab of marble rests on a piano letting out the lone drum of a single note – this 

sculpture, in this room, acts as a reflective hum in response to the catalytic dramatisation otherwise experienced.

In the centre of the gallery is a constructed dark room, the sounds of slow, distant and increasingly proximate 
collisions reverberating in the space. Upon entrance there is an immersion: the four-channel film ‘Proposal for a 
Defective Monument’ (2018) is projected floor to ceiling across the walls of the cube, each proposing a differing 
scene. The site is the marble quarries in Jeremy’s hometown. The viewer stands, surrounded, by slabs of plummeting 
rock, distinct for its white or blue-grey tones, a scene that unravels the monumentality of a process that in itself 
leads to the creation of marvels. Despite the material’s identifiability there is the sense of stepping into a place of 
sacrosanct living heritage site, one that is captured, in suspended movement, as if hovering in a shifted gravitational 
zone. The result is one of revealing rawness behind what we luxuriate while creating, whilst also being a separate 
universe to contemplate the simplicity of origin.

Ultimately, Everett awakens a panoply of senses, impressions, reflections – an experience akin to being where nature 
reigns and one recognises our minutiae. He points to how we create and how what one builds, of whatever scale, 
has its origins in our surroundings and this influences its continued existence. Indeed, Everett provides a view on the 
monumental, whether architectural treasures or the history of painting, that turns it on its core creational existence – 
a reflective take that can apply to wider considerations of our being.





Proposal for a Defective Monument (Film Still) 15 
15

2018

Digital c-print

Unframed 122 x 183 cm



Installation view



Installation view

Untitled (Scree) 

2018

Electric organ, marble

135 (H) x 109 x 72 cm



Installation view



Installation view



Installation view



Installation view

Padded Painting 5 
5

2018

Paint and light-sensitive emulsion on blanket

200 x 355 cm



Installation view

Padded Painting 6
6

2018

Paint and light-sensitive emulsion on blanket

200 x 355 cm



Installation view
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(Detail) Padded Painting 3
( ) 3

2018

Paint and light-sensitive emulsion on blanket

200 x 180 cm



Installation view

Padded Painting 3
3

2018

Paint and light-sensitive emulsion on blanket

200 x 180 cm



Padded Painting 2
2

2018

Paint and light-sensitive emulsion on blanket

200 x 180 cm



(Detail



Padded Painting 2
2

2018

Paint and light-sensitive emulsion on blanket

200 x 180 cm



Burn Out 

2018

Light-sensitive emulsion over lightbox

188 x 128.5 x 10 cm



Installation view



Installation view
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Proposal for A Defective Monument

2018

Single channel HD video, colour, sound  

8 min



Proposal for a Defective Monument (Film Still) 

2018

Digital c-print

Unframed 183 x 122 cm



Proposal for a Defective Monument (Film Still) 8
8

2018

Digital c-print

Unframed 183 x 122 cm

Proposal for a Defective Monument (Film Still) 5
5

2018

Digital c-print

Unframed 183 x 122 cm



Proposal for a Defective Monument (Film Still) 7 
7

2018

C-print

Unframed 183 x 122 cm

Proposal for a Defective Monument (Film Still) 12
12

2018

Digital c-print

Unframed 183 x 122 cm

Proposal for a Defective Monument (Film Still) 

2018

Digital c-print

Unframed 183 x 122 cm



Proposal for a Defective Monument (Film Still) 14
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2018

Digital c-print

Unframed 183 x 122 cm

Proposal for a Defective Monument (Film Still) 

2018

Digital c-print

Unframed 183 x 122 cm



Proposal for a Defective Monument (Film Still) 15 
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2018

C-print

Unframed 122 x 183 cm

Proposal for a Defective Monument (Film Still) 

2018

Digital c-print

Unframed 183 x 122 cm

Proposal for a Defective Monument (Film Still) 

2018

Digital c-print

Unframed 183 x 122 cm
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Casi el azar: Óscar Domínguez, la decalcomanía y sus derives, TEA 
Tenerife Espacio de las Artes, Spain





The technique of decalcomania, invented, as André Breton and Paul Éluard emphasise in the Dictionnaire 
Abrégé du Surréalisme (1938), by the painter Óscar Domínguez (Tenerife, 1906 – Paris, 1957), results in a 
simple, naive way like a workable game. Being executed with rudimentary supplies, it is suitable to any 
person that wants to distract himself experimenting with brushes and colors. The author’s intervention 
consists on spreading black ink on a surface and covering it with another surfacing layer and applying 
light pressure on it. Just like throwing a dice, and taking out the outer layer, there lies an indescribable 
landscape, the bottom of the ocean, a gestation matter about to surface that comes from shapeless forms 
to plausible ones. The first surrealist canvases that Domínguez executed were filled with an amusing 
dreamy atmosphere, and then the decalcomania technique takes us to the next level where the dream 
itself is formed by a haze-like fog where a sleeper wakes up and doesn’t have any recollection of the 
dream that just happened. There are several artists that widely used this technique (Yves Tanguy, Georges 
Hugnet, Max Ernst, Enrico Donatti, among others). All of them chased visionary realities following a 
creative process where randomness is in its purest state. Little by little, Domínguez will keep exploring 
the possibilities of the technique and working alongside with Marcel Jean incorporating elements that 
give the piece a new  air. In doing so, stencils are used along a free intervention and a funny randomness 
with intention and desire, exemplified by lion shapes and a window included in the Grisou series. The 
chosen elements serve as marked surrealist guidelines: a lion symbolizing insatiable wishes of the 
imagination and of creative impulses –all this facing a window– a world that might be rediscovered and 
that is about to be seen.

This exhibition includes a number of works from the TEA Collection by Óscar Domínguez as a starting 
point to reflecting on automatisms and processes of gestural painting which are aimed at exploring 
and broadening the possibilities of this technique, so that Casi el azar presents the work of several 
international artists who have used the technique of decalcomania in their experimentation on pictorial 
gestural automatism.

- Curator, Isidro Hernández Gutiérrez.

Isidro Hernández Gutiérrez



Installation view

Image courtesy of the artist
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Flare Painting #1
2018

Smoke pigment on canvas

213.4 x 152.4 cm

Image courtesy of the artist

Flare Painting #4
2018

Smoke pigment on canvas

213.4 x 152.4 cm

Image courtesy of the artist



Flare Painting #2
2018

Smoke pigment on canvas

213.4 x 152.4 cm

Image courtesy of the artist



Flare Painting #3
2018

Smoke pigment on canva
s

213.4 x 152.4 cm

Image courtesy of the artist



Buried Sunset  (#14, 21, 25, 26)
(#14, 21, 25, 26)

2009-2015

Digital c-print

150 x 220 cm

Image courtesy of the artist



Buried Sunset  #25
#25

2009-2015

Digital c-print

150 x 220 cm

Image courtesy of the artist



Buried Sunset  #21
#21

2009-2015

Digital c-print

150 x 220 cm

Image courtesy of the artist



Flare Painting #3
2018

Smoke pigment on canvas
213.4 x 152.4 cm

Image courtesy of the artist

Flare Painting #4
2018

Smoke pigment on canvas
213.4 x 152.4 cm

Image courtesy of the artist

Buried Sunset  #28
#28

2009-2015

Digital c-print

150 x 220 cm

Image courtesy of the artist



Buried Sunset  #14
#14

2009-2015

Digital c-print

150 x 220 cm

Image courtesy of the artist



Installation view

Image courtesy of the artist
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Condo New York, New York, USA







In situ #8 
#8

2013

Digital c-print

193 x 150 cm



2017
One Second Ago, Edouard Malingue Gallery, Hong Kong



If but for a moment the inevitable fate of a point in time, or our perception of a thing, was seen, held. ‘one 
second ago’, a group exhibition at Edouard Malingue Gallery, Hong Kong, evokes that tittering sense of 
balance regards a state of existence or actuality, whether represented by assemblages of the quotidian 
or elements from nature. Such fine lines or instances are addressed by the works of He Yida (b. 1980, 
China), Handiwirman Saputra (b. 1975, Indonesia), Jeremy Everett (b. 1979, USA), Tao Hui (b. 1987, China) 
and Phillip Lai (b. 1969, Malaysia / UK), which beyond responding to a sense of spatial and temporal 
oscillation, demonstrate that a sense of passing, as well as assignation of value to the negligible, is a 
universal phenomenon, extending beyond borders and conditions.

Employing everyday materials, He Yida challenges what we look at twice or indeed contemplate as 
beautiful, worth our gaze, engagement. Seemingly bearing the influence of Arte Povera, He creates 
sculptural arrangements that appear effortless, ad hoc, but equally open – to interpretation, possibilities. 
Initial impressions are replaced by further observations, permitting a serial wave of consciousness, no 
one thought being the same as a prior. Exploring spatial planes, He carves through literal space whilst 
creating zones for contemplations of order, societal and aesthetic. Indeed, He probes at human sensibility 
and emancipation, extending beyond Walter Benjamin’s notion of ‘aura’ as defining something that is 
highly valued yet deceptive and out of reach.

Moving towards the use of more visceral materials whilst equally engaging with a sense of precipice, 
Handiwirman Saputra creates composition from items such as thread to lumps of hair, which border 
the realm of two and three dimensions. Paintings that are extensions of a surface rather than points of 
finality, Saputra’s works appear rid of artistic pretension; there is an objective humility to their presence, 
which act as epistemological portals to probe our way of seeing, of perception, the relationships we 
create between things, the values we consequently assign and stories we weave. Combining a careful 
selection of items with technical rigour, Saputra prompts a search for beauty amidst the mundane, for 
visual and conceptual harmony amidst the seemingly anti-aesthetic.

Building on a notion of variance, Jeremy Everett’s works explore the poetic balance between beauty and 
vulnerability. A raw unframed canvas, finely layered by traces of molecular paint pigment – a delicate 
shard, the subtle outlines standing as vestigial marks of the process of creation. There is a sense of the 
bodily and self, as one recognises the inevitability of gravity, finding beauty at each stage and in every 
instant. Akin to an open sentence, Everett creates a form of visual poetry that hovers amid initiation 
and completion, pointing that finality is but momentary, belonging to that instant not the next. Circling 
conformation, Everett unshackles materials of their societal purpose, broadening their perception and 
use, whether cyanotype in the course of pigmentation or gesso as paint – a lesson in alternative viewings.

Creating a dialogue with this running notion of poetic material alteration is the work of Philip Lai, who 
develops a sense of itinerancy through estranging familiar objects to the point of abstraction. Emphasising 
spatial experience, Lai weaves situations, encounters, which compel a sense of contemplations regards 
what we believe to know, recognise and understand. Moving between different planes of sight as well 
as notions of weight, Lai’s works elicit those rare moments of pluralistic self-awareness where one is 
attuned to jumping thought as well as the details in one’s surroundings, from the floor that roots us to 
that object which may be out of the corner of our eye, or the indistinct point ahead. The reformulated 
quotidian becomes engulfing yet isolated and humble, each work acting as a treasured point of focus.

Extending deeper into considerations of the self, Tao Hui calls to question surrounding culture and 
identity. Using various mediums including video, objects, and installation, Tao creates bizarre and 
exaggerated scenes that test our realities, what we see and what we believe. Presented is a kinetic 
installation composed of wind cups, mirrors and metal chains, the rapid circular movement acting as 
a frenetic metaphor for the tenets of urbanisation and hegemonic thinking. Elements of what we see 
around us are flashed back to us by the mirrors only to disappear again, a reminder of what comes, is 
glimpsed, and goes. Subtle yet provocative, Tao’s work is imbued with a sharp emotional power, its pulse 
being one of visual staccato.

As such, the viewer is invited to discover poetry through slight gestures, playful compositions and 
unexpected materials. ‘one second ago’ is a call to that fragile state of balance, that short albeit precious 
moment when one stops to see and look at what is around us, until time flows again and carries everything 
away – a flicker in that temporal stream.





Installation view

Auto Exposure #2 (Ap Lei Chau)
#2 ( )

2015

Cyanotype on canvas

196 x 166 cm 



Auto Exposure #1 (Ap Lei Chau)
#1 ( )

2015

Cyanotype on canvas

196 x 166 cm 



Installation view



Installation view

Untitled

2014

Gesso on wood

30x28 cm
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Floy, Edouard Malingue Gallery, Hong Kong



Canvases finely layered by traces of molecular paint pigment; flashing sequential imagery of an overturned 
milk truck, the unctuous fluid spreading across an indistinct American highway; a hanging metallic shard, 
an imposing vestige of Everett’s performative sculpture. These are but elements of the recent works by 
emerging artist Jeremy Everett (b. 1979), which explore as part of his solo exhibition Floy at Edouard 
Malingue Gallery, the poetic balance between beauty, adventitiousness and vulnerability.

Spanning the entry gallery walls is a selection of “Untitled” smoke pigment works, the canvases appearing 
delicately draped in light pink to subtle grey hues. Reflecting Everett’s ongoing investigation with painting 
and its making, these works were created by igniting a pump through which a dispersion of gas permits 
smoke pigment to adhere to the canvas. Capturing the fabrics’ folds and delineating the works’ hidden 
supporting frameworks, the paintings convey a titillating sense of sensitivity and vulnerability, whilst 
conveying a notion of tonal abstraction.

Moving through the gallery space, the viewers are presented with a collection of recent works that extend 
from painting to photography and sculpture, without obliging to their exact medium categorisation. The 
works from the “Untitled (lightbox exposure)” series, for example, were created by applying emulsion to 
a mylar blanket stretched across a lightbox, which was then exposed in a dark room, thereby developing 
tones as well as slight wear. The shine seeps through the minute cracks, extending the pseudo painting 
or photograph into the physical realm of sculpture. Similarly, a small painting made of gesso applied to 
a slab of wood, at once alludes to painting yet has a sculptural quality through the creamy substance’s 
solidification in ad hoc three-dimensional waves.

Further on, one reaches a curiously hanging metallic shard. Despite its weight and presence, a sense of 
vulnerability is conveyed through its delicate display, an impression that is justified by its relationship 
with the double-channel video ‘Floy’ (2015), presented at the back of the gallery, streaming off the 
walls and onto the floor. Shown is an industry-size truck that has been dramatically overturned onto an 
American highway, the gushing milk fatally encircling the toppled vehicle, dissections now hanging in the 
space. Purposely filled, driven, pushed and filmed by helicopter, the video stands as dramatic evidence 
of a monumental, staged yet haphazard, performance turned sculpture. A landmark interference, Everett 
says of the work, “the greatest American monument is the highway; to wreck a truck full of milk is a very 
specific and important gesture that was absolutely necessary to me.”

Ultimately, Everett’s exhibition investigates the aesthetic parameters of happenstance; how ad hoc 
interventions, whether in physical space or around the traditions of creation, translate into visually 
impacting formulations. Such impact though, crucially stems from a subtle reformulation of the ordinary: 
it is quiet, delicate and measured. Herein then lies Everett’s poetic power: a distinct ability for presenting 
beauty alongside vulnerability without the superfluous addition of dramatic affect.
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Copy 

2015

Smoke pigment on canvas

150 x 212 cm x 2; 150 x 192 cm x 4; 150 x 93 cm x 2



Installation view



Installation view

Untitled (Fountain)

2015

Plastic bag, pepto-bismol, water pump

Dimensions variable



Untitled

2015

Smoke pigment on canvas

213.3 x 152.4 x 10 cm



(Detail



Installation viewInstallation view



Untitled

2015

Smoke pigment on canvas

213.3 x 152.4 x 10 cm 

Untitled

2015

Smoke pigment on canvas

213.3 x 152.4 x 10 cm



Installation view



Installation view

Untitled

2015

Digital c-print

152.4 x 182.2 cm



Installation view



Untitled (Porn Magazine)
2016

Crystallized porn magazine
31.5 x 29 x 30 cm



Untitled (Porn Magazine)
2016

Crystallized porn magazine
31.5 x 29 x 30 cm



(Detail



Installation view



Untitled (Fountain)

2015

Plastic bag, pepto-bismol, water pump

Dimensions variable

Floy

2015

Double channel video

4 min 45 sec
4 45

     Watch preview 

https://vimeo.com/161268705
https://vimeo.com/161268705
https://vimeo.com/161268705


Copy 

2015

Smoke pigment on canvas

150 x 212 cm x 2; 150 x 192 cm x 4; 150 x 93 cm x 2

(Detail



(Detail



Floy

2015

Double channel video

4 min 45 sec
4 45

           
 Watch preview 

https://vimeo.com/161268705
https://vimeo.com/161268705
https://vimeo.com/161268705
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Double channel video

4 min 45 sec
4 45

      Watch preview 

https://vimeo.com/161268705
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Floy

2015

Double channel video

4 min 45 sec
4 45

      Watch preview 

https://vimeo.com/161268705
https://vimeo.com/161268705
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Floy

2015

Double channel video

4 min 45 sec
4 45

      Watch preview 

https://vimeo.com/161268705
https://vimeo.com/161268705
https://vimeo.com/161268705


Floy

2015

Double channel video

4 min 45 sec
4 45

            Watch video
Password: EMGJE123

Floy

2015

Double channel video

4 min 45 sec
4 45

      Watch preview 

https://vimeo.com/161279851
https://vimeo.com/161279851
https://vimeo.com/161279851
https://vimeo.com/161268705
https://vimeo.com/161268705
https://vimeo.com/161268705




Untitled

2015

Smoke pigment on canvas

213.3 x 152.4 x 10 cm



Untitled

2015

C-Print

152.4 x 182.2 cm



2016
Art Basel Hong Kong, Hong Kong



wedge (pink) 
2016

Paint on foam wedged into existing architecture
Dimensions variable



(Detail



Broken Grid #8
#8

2015

Paint on canvas

213.3 x 152.4 cm



Broken Grid 

2015

Paint on canvas

177.8 x 127 cm



(Detail



(Detail



(Detail



81 x 60
2014

Inkjet on canvas
205.7 x 152.4 cm

Installation view



Broken Grid #2
#2

2015

Paint on canvas

213.3 x 152.4 cm



Broken Grid #10
#10

2017

Paint on canvas

144 x 206 cm



(Detail



2015
Invisible Light, Edouard Malingue Gallery, Hong Kong





architecture exposed as a photograph
2013 
photographic emulsion 
on wall 



architecture exposed as a photograph
2013 
photographic emulsion 
on wall 



process 



Burn Out 

2018

Light-sensitive emulsion over lightbox

188 x 128.5 x 10 cm



Untitled (lightbox exposure)

2017

Light-sensitive emulsion over lightbox
 

183 x 127 cm



Lightbox 1 
1

2018

Light-sensitive emulsion on mylar, lightbox

183 x 127 x 10 cm



Lightbox exposure/ rose 

2018

Paint, mylar, lightbox 

183 x 127 x 10 cm



Untitled (lightbox exposure)

2015

Photo sensitive emulsion on mylar
182.9 x 127 cm



Untitled (lightbox exposure)

2015

Photo sensitive emulsion on mylar
182.9 x 127 cm



proposal
2013
c-print



2015
Residency Lamma Island/ Ap Lei Chau



Flare Paintings (process )
2015



Flare Paintings (process )
2015



Smoke pigment on canvas



Untitled 

2015

Smoke pigment on canvas

177 x 153 cm

Untitled 

2015

Smoke pigment on canvas

174 x 153 cm



In situ (Hong Kong)
2016

C-print

Flare Painting 
2015

Smoke pigment on canvas







2014
No Exit, Edouard Malingue Gallery, Hong Kong



Edouard Malingue Gallery is pleased to present ‘No Exit’, a solo exhibition of New York-based American 
artist Jeremy Everett that presents a lyrical exposé of his work, which neither ever fully created nor 
complete, is distinct for its perpetually evolving state between beauty and decay. 

Central to the exhibition is a new body of work, which carries the title of the show, ‘No Exit’. Conceived 
or developed by applying mixed media on a mylar blanket, the faintly tainted yet evanescent surfaces 
are charged with a particular gravitas. Draped or lightly extended, their surfaces and stilted movements 
evoke a subtly charged poetic: face-to-face before you they are grounded yet vulnerable, honest in their 
transparency yet enigmatic in their textured appearance. A focus as such is urged not only on the series’ 
formal aspects but also its experiential practice. Indeed, there is scientific yet released abandon vis a vis 
their process of creation: each work has been exposed beyond the studio walls, whether in the desert 
or the dry plains of his native Colorado; a process that borders on the realm of performance and adds to 
their final lyricism as much as their initial captivation.

At the heart of Everett’s work is the essence that finality is never fully achieved; it is neither sought nor 
is it the purpose. Before Everett’s Film Still works, for example, you stand as a victim of circumstance, 
face-to-face with a surface that seemingly reflects and thereby lures you in only to then reject your 
ordinary sight and force upon you the open-ended question of ‘what else do you see?’ Beyond this initial 
impact there is also the continuously unfolding story of their making, how they were created using the 
techniques of exposure and black room development as in photography, yet, without the single use of 
a camera. In these works, as well as others, the medium of photography was purposely released from 
the shackles of mechanics whilst its core creative methods, that of spreading emulsion and revelation 
to light, were teasingly brought over into the realm of abstract painting. Everett breaks the codes, defies 
Greenberg and pushes the conceived limits of artistic formation to create visual fragments of a sentence, 
which perpetually exists and evolves.

Such emphasis on the making and breaking of is evinced in his Autoexposure works. Created using oil 
paint, cyanotype and canvas, they stand apart from Everett’s other pieces on show in that your gaze 
is swallowed by their dark blue surface, sucked into an earthen terrain that revels in an abundance of 
details. Captivatingly raw, they stand before you seemingly tarnished and akin to a shard that has been 
uncovered from another world. Faced with these works you are called to be vulnerable, to be nothing 
more than who or what you are. For, as with those formations of land that have been achieved by the 
trampling of natural disasters, the emphasis in Everett’s works is not on perfection but rather engaging 
with the beauty that can be uncovered in ‘failure’.

Overall, ‘No Exit’ reveals through various series’ of work how Everett’s oeuvre is hypnotic, transcendental 
and disturbing whilst simultaneously pervading a mesmerising quality. Subtle yet direct, it does not spell 
out for you what you should see but rather opens your mind to numerous transformative possibilities. It 
is twisted yet brings you clarity and straddles the line between disorder and decay, order and beauty. 
Indeed, it is the perfection of the defected. And presented before you, mid process, mid existence, it is 
wondrous and reduces you to the core of your being, unmasked by something before you that accepts 
your vulnerability, for it also is in this with you.



(Film Still)

(Film Still)



Flare Painting 
2014

Smoke pigment on canvas



Flare Painting 
2014

Smoke pigment on canvas



proof paintings 
2014



Proof - Yellow 
2014

Oil and watercolor on silks
210 x 190 cm



Recto / Verso #2
2014

Ink on silk

208 x 166 cm



Installation view



Installation view



process 



Proof
2013

Ink, paint on silk

177 x 125.5 cm



Painting a room with milk
2014

Video, with sound

20 min 
     

 Watch preview 

https://vimeo.com/102396189
https://vimeo.com/102396189


Painting a room with milk
2014

Video, with sound

20 min 
     
      Watch preview 

https://vimeo.com/102396189
https://vimeo.com/102396189


proof painting
2014





Auto Exposure #2
#2

2013

Oil paint, cyanotype on canvas

217 x 81 cm each
Installation view



Auto Exposure #1
#1

2013

Oil paint, cyanotype on canvas

217 x 160 cm each



Auto Exposure #3
#3

2013

Oil paint, cyanotype on canvas

215.5 x 150 cm

Exposure 

2018

Light sensitive emulsion to expose the surface on canvas

84 X 60 in



Exposure 

2018

Light sensitive emulsion to expose the surface on canvas

188 x 142 cm

Exposure 

2018

Light sensitive emulsion to expose the surface on canvas

193 x 147 cm



no exit 
2012



(Detail



No Exit #3
2013

Mixed media on mylar blanket

205 x 132 cm

No Exit #2
2013

Mixed media on mylar blanket

200 x 140 cm



No Exit #5
2013

Cyanotype and oil paint on mylar

196 x 131 cm

No Exit 
2013

Cyanotype and oil paint on mylar

196 x 131 cm



(Detail



Installation view



2013
Sneakerotics, Edouard Malingue Gallery, Hong Kong



Modern Hong Kong nightlife began with the California Restaurant in 1983. It then expanded to fill the 
neighbourhood surrounding the California Tower. The karaoke scene was dominated by California Red 
until it was finally acquired by a competitor in 2010. The soundtrack to Wong Kar Wai’s Chungking 
Express famously includes “California Dreaming”. Suburban gated community Palm Springs (California 
Garden in Chinese) is oriented around the main thoroughfare of Santa Monica Avenue. California Beach 
Club offers sunless tanning. California Fitness is a subsidiary of 24 Hour Fitness, itself headquartered in 
San Ramon, California.

A recent analysis of “Missed Connections”* data suggested that 24 Hour Fitness is the most common 
location for such tragicomic classifieds in the state of California. Back in Hong Kong, the major BBS HK-
Golden includes a sub-forum dedicated to how-to guides posted on picking up women—namely the 
underemployed and, needless to say, highly coveted mistresses of powerful businessmen kept in luxury 
apartments—in the gyms of a certain residential complex that, incidentally, happens to be at the centre 
of the city’s under-construction cultural district.

The exhibition “Sneakerotics” proposes a position with regard to the parallel life of the California dream 
in Hong Kong: fitness, as an aesthetic category, becomes a site of investigation for the circulation of 
imagery and desire. California is, in Asia, best represented not by the freeways, canyons, surf breaks, 
palm trees, and Hollywood signs that define it in the American imagination, but rather by specific visual 
cultures like the gym and the parking lot. Both are runways for the display of bodies, perhaps not unlike 
the gallery space of Central Hong Kong. Projects in this exhibition often touch on the connection between 
fitness and sexuality, and on how this culturally specific relationship might be warped and reconfigured 
through artistic practice.

While earlier corporate visions of Hong Kong’s California were tied to marketing initiatives, it is now the 
internet that has become the cultural sphere in which we can imagine the most interaction between 
these two categories of places. Net culture allows for a space in which imagery from, say, Los Angeles 
and Hong Kong could mix without anyone really knowing or caring where it comes from—even if there 
is a reductive geographic specificity to the generic imaginary that moves back and forth between these 
two poles. Here the global spread and transformation of an imagined “California lifestyle” is about yoga, 
spandex, smoothies, sneakers, spinning, and aerobics; this is a distributed imagination of a centre without 
a centre.

As an exhibition, this proposal derives in part from the theoretical treatise “Preliminary Materials for 
a Theory of the Young-Girl” authoured by the radical French collective Tiqqun. Although this text was 
originally intended to function as something of an analytical manifesto of the subjectification of the 
post-postmodern consumer, in reality it is perhaps most useful as a series of poetic statements that 
romanticise the position of the young-girl as much as they critique it: “The young-girl resembles her 
photo.” “The tomboy is indispensable as a kind of modernity.” “Youth and Femininity, hypostatised, 
abstract, and recoded into youthitude and feminitude, are then elevated to the rank of ideal regulators of 
empire-citizen integration, and the figure of the Young-Girl thus realises an immediate, spontaneous, and 
perfectly desirable unity between those two variables.” If nothing else, Los Angeles and Hong Kong are 
perhaps the two hemispheric poles of this culture, and the gyms are their temples.

Specific projects in the exhibition approach the digital mapping of the body, Skechers, stock imagery, 
neon, life after Hollywood, best practices in cosmetics before and after the workout, exhaustion and 
materiality, slang, youth and femininity in the consumerist matrix of late capitalism, hydration strategies, 
exercise soundtracks, Usain Bolt, and heavy lifting. With contributions from Body by Body, Petra Cortright, 
Sterling Crispin, Lauren Elder, Jeremy Everett, Gentleman Scholar, Niko Karamyan and Tierney Finster, 
Spencer Longo, Nguzunguzu, Anna Rosen, Maha Saab, Vincent Szarek, Tiqqun, and Clarissa Tossin.

///

Curator: Robin Peckham

Robin Peckham is an independent curator, editor, and art advisor currently based in Hong Kong. His 
writing and translation is published in Artforum, Yishu, LEAP, and the Journal of Visual Art Practice, while 
recent publications include books on video art pioneer Zhang Peili and architectural interventionists 
MAP Office. Current research interests lie in post-internet object cultures, casualist abstraction, and 
accelerationism.



1983 (California Restaurant)
OK (California Red) 2010

(California Dreaming)

24 (24 Hour Fitness) Missed Connections
24

Tiqqun “Preliminary Materials for a Theory of the 
Young-Girl” 

 (Tomboy) 

 (Hydration strategies)
Petra 

Cortright, Sterling Crispin, Lauren Elder, Jeremy Everett, Gentleman Scholar, Niko Karamyan and Tierney 
Finster, Spencer Longo, Nguzunguzu, Anna Rosen, Maha Saab, Vincent Szarek, Tiqqun, and Clarissa 
Tossin

 (Robin Peckham)

Artforum, Yishu, LEAP Journal of Visual Art Practice
architectural interventionists MAP Office (post-internet)

(casualist abstraction) (accelerationism)
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Installation view

Centerfold
2013

 
Crystallised porn magazine 

42 (L) x 13.5 (W) x 22 (H) cm



Installation view
Hustlers 

Crystallised porn magazine 



Installation view
Hustler

Crystallised porn magazine 



Installation view
process 



Installation view

Centerfold
2016

 
Crystallised porn magazine 

27 x 16 x 18 cm



Death Valley Vaccum
2010

 
C-Print

51 x 76 cm

 Watch video
9 min

Password: EMGJE123

Centerfold
2016
 
Crystallised porn magazine 
31.5 x 29 x 30 cm

https://vimeo.com/147713415
https://vimeo.com/147713415
https://vimeo.com/147713415


Centerfold
2013
 
Crystallised porn magazine 
42 (L) x 13.5 (W) x 22 (H) cm

Centerfold
2016
 
Crystallised porn magazine 
31 x 14 x 26 cm



Hustler
2013

 
Crystallised porn magazine 
29.5 (L) x 20 (W) x 5 (H) cm

Centerfold
2016
 
Crystallised porn magazine 
39 x 7 x 15 cm



(Detail



Death Valley Vaccum
2010
 
C-Print



Jeremy Everett

Born in Colorado, USA, 1979. Based in Los Angeles and Paris.

Education 

2005 MA, Visual Studies, Bruce Mau Institute, Toronto, Canada
2003 BA, Landscape Architecture, Colorado State University

Solo Exhibitions

2018 
Proposal for A Defective Monument, Edouard Malingue Gallery, Shanghai, China
The Good Part, Wilding Cran Gallery, Los Angeles, USA
Another Show, OFR Galerie, Paris, France

2017 
Rebel State, OFR Galerie, Paris, France 

2016
Floy, Edouard Malingue Gallery, Hong Kong

2015 
Double Pour, Wilding Cran Gallery, Los Angeles, USA
Hooper Projects, Los Angeles, USA

2014
No Exit, Edouard Malingue Gallery, Hong Kong

2012
Buried Sky, Andrew Edlin Gallery, New York, USA
Flood, OFR Galerie Paris, France

2011
One Night Stand, Asia Song Society, New York, USA

2009
Opium Feast, Roberts and Tilton, Los Angeles, USA

CV

Group Exhibitions

2018
Casi el azar: Óscar Domínguez, la decalcomanía y sus derives, TEA Tenerife Espacio de las Artes, Spain
Condo New York, New York, USA

2017
one second ago, Edouard Malingue Gallery, Hong Kong

2016
UNTITLED, Wilding Cran Gallery, Miami Beach, USA
No Not Never None, Kristin Hjellegjerde Gallery, London, UK
Granpalazzo, Rome, Italy
Art Basel Hong Kong, Hong Kong
Be Inspired in Central, Landmark, Hong Kong

2015
S|2 x SF, Sotheby’s S|2, San Francisco, USA
Invisible Light, Edouard Malingue Gallery, Hong Kong
Sunset Inc. Hooper Projects, Los Angeles, USA
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Sneakerotics, Edouard Malingue Gallery, Hong Kong
Soft Off, ltd., Los Angeles, USA
Most of My Fiction, Olga Korper Gallery, Toronto, Canada
Fall on Your (s)Word, Sem Art, Monaco

2011
Take Out, Andrew Edlin Gallery, New York, USA 

2010
End of the Affair, Fireplace Project, East Hampton, New York, USA
Held Up by Columns, Renwick Gallery, New York , USA
Swell, Friedrich Petzel Gallery, New York , USA
Available Works, HBC Gallery, Berlin, Germany

2009
Comfortably Numb, Pacific Design Center, Los Angeles, USA
Surface Sounding, Seeline Gallery, Santa Monica, USA



2008
Macrocosm, Roberts and Tilton, Los Angeles, USA
There is No There There, Rivington Arms, New York, USA

2007
Bliss, Roberts and Tilton, Los Angeles, USA
Massive Change, Vancouver Art Gallery, Museum of Contemporary Art Chicago (catalogue, Phaidon)

Photography Editorial

2018 
Document Journal s/s
Another magazine s/s
M Le Monde

2017 
Pop Magazine 37 
Self Service Magazine f/w
Purple Magazine 
Pop Magazine 36
New York Times T Magazine
Re-edition 7

2016
Arena Homme 44
Pop 34

2015
Purple Magazine
System Magazine

Publications

2017 
Alternating Rose And Gold, Jeremy Everett, Gaia Repossi, 184 pages, published by IDEA. 2017

2014
9.25 x 7.25, 192 pages, Xue Tan; David Rimanelli, Edouard Malingue Gallery, 2014

2013
Rimanelli, David L’Officiel Art, Spring 2013
Inch, Rachael, Muse Magazine, Spring 2013

2012
Herman, Jane, New York Times T Magazine, September 2012
Scevola, Nicola, L’officiel Homme Italie, September 2012
Weber, Bruce, Smithsonian Magazine, March 2012
Berner, Caroline, Intermission Magazine Spring / Summer 2012
Balestine, Juliana, Purple Magazine feature Spring / Summer 2012

2011
Cotter, Holland, Review New York Times, August 2010
Piccininni, Amalia, “Flash Studio Visit”, Flast Art.com July 2010

2009
Paterson, Carrie, “Flash Review: Opium Feast”, Flast Art June 2009

2008
Onnen, Serge, Drawings on Writing, Atlanta: J&L Books, 2008
Latimer, Quinn, “New York Reveiws: There is No There There”, Modern Painters, October 2008: 116
Ward, Rachel K., “Retro-Glorified: History Today in New York”, 
Artreview.com July 9, 2008
Alfredo, Daniel, “L.A. Man: Jeremy Everett”, Mixte Sping-Summer 2008
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