
the basis of paintings and collages that rely on 
a vocabulary of geometric shapes and blocks of 
tropical-colored house paint. Guerrier then folds 
these papers into squares. They are exhibited 
unfolded and mounted on board, imprinted with a 
grid of creases, or occasionally folded into small 
parcels, yet to be opened. Reminiscent of maps, 
these objects operate like personal diagrams, 
expressions of presence overlaid on the landscape.

Several of the works in this exhibition are mounted 
on a painted, patterned wall—a device the artist 
has deployed in the past. The palette for this 
particular intervention is from a line of Benjamin 
Moore paints that seems to be drawn from tropical 
sites, a combination of natural colors and manmade 
imitations of them that are often used to paint houses 
in Miami and other sundrenched cities. These 
colors—with names like “mixed fruit,” “seafoam 
green,” and “lemon meringue”—are presented in 
stripes and bars that delineate space and create 
a precise framework for different works. Guerrier’s 
engagement with the physical space of the gallery is 
also related to the small sculptures included in this 
exhibition, which reveal the artist’s continued interest 
in architecture—the discipline in which he was initially 
trained. The sculptures’ simple, box-like forms can 
be read in multiple ways: as an architectural model, a 
Minimalist object, a modernist building, or a lopsided 
stool, among other interpretations. 

The final component of this exhibition is the archival 
imagery related to Southern California, black life, 
and gardening that Guerrier employs. These images 
appear in two works: a series of small drawings 
entitled From the archive of blck cultivation (2018) 
that use the images as their substrate, and a 
slideshow-like video piece, Untitled (Devoted to 
the cause and improvement) (2018), that employs 
found and original imagery and text. Guerrier’s work 
is often based in critical sites and moments of black 
political history within a global context, and for this 
project he is particularly attuned to this history within 
Los Angeles, ranging from the lesser-known role 
of Marcus Garvey’s United Negro Improvement 
Association in the early 1920s to the Watts Uprisings 
of 1965—all of which form an understated, but 
necessary, backdrop for this project. By including 
reproductions of archival images drawn from these 

moments, as well as more poetic language and 
images from gardening magazines, journals, and 
bulletins, Guerrier establishes the context for his 
explorations of Los Angeles, touching on black 
political, social, and domestic life and the nuances 
and lyrical nature of gardening and flowers.

For this exhibition, Guerrier uses a linguistic phrasing 
of his own devising—blck—in the title. This language 
appeared most notably in the artist’s Untitled  
(BLCK-We wear the mask) (2007–08), a multimedia 
work that revolved around a fictionalized radical group 
based in Miami in the 1960s. A decade later, Guerrier 
has returned to this project, including images from 
it in his video work and revisiting its unique use of 
language. blck destabilizes the way we might read 
and think about the term “black” as an identity marker, 
concept, color, and collective definition. Guerrier 
suggests the critical role that imaginaries—shared 
visions of possibility—have in giving shape to the 
space of liberation and self-determination. blck is 
emblematic of the artist’s relationship to the poetics 
and openness of language, and it resonates with a 
notion of selfhood that is similarly open, in formation, 
and subjective. In this spirit, Guerrier’s romantic 
works of contemporary landscape offer glimpses 
of a black utopia that is ephemeral, personal, and 
grounded in lived experience.

1  My thinking on these sites is indebted to EJ Hill, who wrote of the 
possibility of his own Los Angeles neighborhood as a place where a 
“rectangular patch of grass lassoed by a wooden fence does not feel 
like a container but rather a sanctuary. A place ripe with curiosity and 
wonder and imaginative possibility… A place where survival is magic 
and resilience is the native tongue.” EJ Hill, “A letter from home,” X-TRA, 
May 3, 2017, http://x-traonline.org/online/ej-hill-a-letter-from-home/. 
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around this exhibition.  
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For more than a decade, Guerrier has engaged 
with the concept of the flâneur, a figure that 
emerged in nineteenth-century Parisian literature 
and thought. The flâneur is a cosmopolitan explorer 
who walks through and visually consumes the city 
and its crowds. Guerrier has undertaken numerous 
photographic projects in which he embodies this 
character, offering a compelling transposition of 
identity, temporality, and geography. Conditions and 
Forms for blck Longevity continues to build 
upon this methodology of flânerie by creating a 
subjective map of place.  
 
In Guerrier’s recent works, the presence of the 
artist and the camera are often strongly implied. 
This is conveyed in images that suggest a distinctly 
flâneur-like understanding of the city—images that 
represent what might be seen on foot, such as Untitled 
(In the shadow of Watts Tower) and Untitled (ixora on 
MB), or from the window of a car, such as Untitled 
(Marshall) and Untitled (After Evans) (all works 
2017). This suggestion of bodily movement becomes 
especially evident when Guerrier’s photographs are 
shown in groupings, as they are in this exhibition, 
which intermingles images of Los Angeles and Miami 
in an indistinct and meandering way. The works can 
appear like film stills, alluding to the passing of time 
and the possibility of narrative. Guerrier also uses 
peculiar perspectives to emphasize the photographs’ 
relationship to the human body and the individual 
act of looking. As we see in the series Roses for 
the Home (2017), the camera is often positioned 
looking down onto, next to, or embedded within flora; 
or the ostensible focus of an image is visible only at 
a distance and through layers of vegetation, as in 
Untitled (Toussaint L’Ouverture), 2017. In this way, 
the viewer is not positioned to survey the landscape 
as her dominion, but rather is integrated within it, 
almost becoming a part of the subject itself.

The prints on view here, two of which are drawn 
from the series We will join Malcolm (2017), extend 
the artist’s interest in site as related to political 
thought. Guerrier combines drawings and images of 
flowers and small pieces of collage, metallic paint, 
and gestural lines with text excerpted from a 1964 
public talk given by Malcolm X, in which he discusses 
his desire to change the “miserable condition that 
exists on this earth” and “join with anyone” to do so. 
Such a sentiment would seem to demand a grand 
gesture of protest, yet Guerrier’s prints use a different 
strategy, instead linking Malcolm X’s words to the 
quieter transcendence of natural beauty. In so doing, 
the artist suggests that these things—revolution, 
solidarity, and intimacy—might go hand in hand.  

Untitled (Towards blck Longevity; We must cultivate 
our garden) (2017) is one of several monochromatic, 

black-on-black signs that Guerrier has created since 
2007. They are willfully subtle in their composition, 
employing blackness as a gesture of concealment; 
yet the form of the protest sign—an object meant 
for public communication—insists on an idea of 
overt public discourse. Guerrier often plays with and 
reuses original and found language in these signs, 
as evidenced in the amalgamated text of this work. 
The desire for black “longevity,” a notion borrowed 
from Martin Luther King Jr., recurs throughout this 
exhibition and suggests a demand for the assurance 
of black life, paralleling the sentiment embodied by 

 
Black Lives Matter. The language of longevity is 
paired with a moral drawn from Voltaire’s Candide 
to “cultivate our gardens”: if we tend to and care 
for ourselves and our own, the world will follow. 
Guerrier’s text becomes a metaphor for attending to 
the private and personal, attesting to the significance 
of the individual even as we speak of the collective. 

Guerrier’s folded works operate under a similar rubric 
of exposure and withholding as that of the protest 
signs. These large mixed-media pieces begin with the 
artist’s original photographs, which he has digitally 
modified, marking them with erasures, flowing lines, 
and simple patterns. The altered images are then 
printed in black and white on paper and form

Adler Guerrier’s exhibition Conditions and Forms  
for blck Longevity continues his ongoing investigation 
of the relationship between history and landscape. 
In previous works, he has addressed the public 
space of the street as a site for civil discourse and 
disobedience; here, the artist pictures what he has 
described as the “limited utopias” enacted within  
the private realms of domestic gardens, outdoor 
spaces, and yards.1 

This exhibition is largely comprised of quiet, 
subjective observations of Los Angeles and Miami, 
Guerrier’s hometown. He is interested in these cities’ 
parallel histories—both developed during similar 
periods of the twentieth century, and both occupy 
critical spaces in the international imagination. Los 
Angeles and Miami likewise resonate with their early 
promises of sunshine, space, and self-determination, 
particularly within the context of African American 
history, but both remain subject to unfulfilled historical 
demands for prosperity, justice, and civil rights. They 
are cities marked by a deeply uneven distribution 
of wealth and, since the 1960s, periodic uprisings. 
Guerrier’s subtle cinematic photographs focus on 
peripheral details, revealing the landscape as a 
setting for the conflagrations of history as well as 
a verdant respite within everyday life. His prints, 
drawings, and videos take these photographic 
images of place as a basis for works that combine 
geometric abstraction with text tied to black radical 
thought and rhetoric. Capturing the lush sweetness 
of Los Angeles and Miami, Guerrier’s objects and 
images begin to propose, as the exhibition’s title 

suggests, intimate conditions and forms for black 
life and longevity. They allow us to reconsider 
the sites where we understand community to be 
formed and politics lived. 
 
Guerrier’s photographs, which form the cornerstone 
of this exhibition, reveal landscapes as deeply 
personal settings and as sets for unfolding 
narratives. Formally, these works suggest a 
counterpoint to more traditional ways of addressing 
landscape within Western art, in which a sublime 
vista—often seen unfolding below the vantage point 
of the viewer—implies majesty and dominance and 
establishes a visual language for the colonization 
of the Americas and westward expansion. 
Guerrier’s works instead relay the quotidian, but 
evocative, details of place through seemingly simple 
snapshots. His use of photography relies on the 
interrelationship between his images, suggesting a 
fluid rather than monumental temporality. Moreover, the  
snapshot style and deadpan tenor of his photographs 
bears a distinct relationship to both the 1970s 
landscape photography associated with the New 
Topographics—photographers who were interested 
in depicting the banality of the manmade and 
natural landscape—and the use of documentation 
prevalent in conceptual art of the 1960s and 
1970s—images that attempted to record without 
overt concern for aesthetics or composition. The 
details that punctuate Guerrier’s works also relate 
to the idiosyncrasies of vernacular photography, the 
commonplace images of our everyday lives.  
 

Untitled (After Evans), 2017. Archival pigment print, 14 x 21 in. Courtesy the artist and David Castillo Gallery, Miami

Untitled (From the series From the archive of blck cultivation) ii, 2018. Print  
on paper, 12 x 18 in. Courtesy the artist and David Castillo Gallery, Miami


