Newspaper Jan Mot
Verschijnt vijfimaal per jaar in
januari — maart — mei —
augustus — oktober

No. 76, maart 2011
Erkenningsnummer P309573

105

Afgiftekantoor 1000 Brussel 1
VU, Jan Mot

Antoine Dansaertstraat 190
1000 Brussel

Jaargang 15 No.76

. SR - . s - . r@ijﬂE
« - i 1 -
O U ) Prv e o arcnm e —vaneann
° I 11 —~ YTl 1 1
Outside the frame. | |
David Lamelas talks with ;
. 1 >
Fay Nicolson 1
i g ¢ f
1 R
1 3
i i
1 1
£ 1
\ 1
C >
1 t
t ,
;"“’““’“ e = Bl — b = “‘./
..
: s ; 4 : ’ Opening Exhibition
« David Lamelas, Signalling of Three Objects, 1966 (installation view in Hyde Park, London, 1968) 2/4,14-19h 2/4-14/5

LONDON, JUL. 2009

The following interview with David Lamelas
is reprinted here on the occasion of the art-
ist’s show at the gallery, opening on the 2nd
of April. Among the works in the gallery is
Limit of a projection II, an installation that
hasn't been shown since it was part of the
legendary exhibition ‘Beyond Geometry’in
the Instituto Torcuato di Tella (Buenos Aires)
in 1967.

Fay Nicolson: In reading about your work
in articles and reviews it seems that many
people struggle to place your practice. In
his article for the September/October edi-
tion of Frieze in 1997, Stuart Morgan said
‘Lamelas’ art must be considered as that of
a permanent outsider because he falls be-

tween structures, movements and national-
ity’. Do you agree with this statement?
David Lamelas: No, I don’t agree with
the idea of the outside because when you are
outside you are inside of that outside. But I
do like the idea of playing with the ‘inside’
and the ‘outside’, maybe it is to do with
the fact that I have always lived in different
countries. I have always felt like an outsider
even as a little child, but it’s not because I
am in England, Italy or Argentina, I felt like
an outsider even in Argentina, I have always
been out of the norm (let’s put it that way).
For example; as a very young kid most of
the kids played football and I didn’t, I loved
to go to museums or concerts, so I was al-
ways outside of my group, it’s part of who I
am.
(continues on page 2)
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FN: I suppose that could be what led you to
being an artist in the first place.

DL.: Yes, probably. It was my only rescue.
And then I learnt that being outside is not so
bad because from the outside you can look
inside.

FN: I would like to talk about your piece
called Office of Information about the
Vietnham War at Three Levels: The Visual
Image, Text and Audio that was shown at
the Venice Biennale when you represented
Argentina in 1968. This office installation
received information about the war from the
Ttalian news agency ANSA throughout the
biennale. This choice of work could be seen
as artistically and politically radical. How
did people respond to it at the time?

DL: People responded in very different
ways. The Argentineans involved in the bi-
ennale hated the piece. I shared a pavilion
with a painter and for them that was art.
The curator didn’t do much to assist me and
the Argentinean Embassy was supposed to
help me financially but didn’t. Luckily, I
managed to find sponsorship. I approached
ANSA who paid for the line connection
from Rome to my office, Olivetti gave me
the office furniture and telex machine, and
so the Argentinean Embassy only had to
pay for the construction of the office. After
the biennale they kept forwarding the bills
to me in England, I was furious! I wrote to
the consulate and said that I was represent-
ing Argentina and that they should pay. So I
had to go through that pressure as they had
no idea what my work was. But I was very
lucky that a few people were interested.

My office space was separated from the
art world behind glass; there was a desk, a
telex machine, a tape recorder and an as-
sistant. She picked up the newspapers that
came from the telex machine, stuck them on
the wall and read them to the visitors of the
exhibition through telephone systems. So,
it was a whole system of communication.
One day I was cleaning the glass and this
man came to me and asked ‘who made this
work?’, I told him it was me and he said ‘I
find it very interesting, my name is Marcel
Broodthaers’. We talked for about fifteen
minutes and then he left and returned with
three friends; Anny De Decker, the dealer of
the Wide White Space Gallery, which was
(without me knowing) probably the only
conceptual art gallery in Europe, Bernd
Lohaus, the German sculptor, and Isi Fisz-
man, a Belgian collector. After discussing
my work amongst themselves Anny came to
me and said she was curating a show at the
Kiinsthalle Diisseldorf and that she would
like me to take part in it. So that piece was
a connection between me and the European
art world. So I didn’t start like a student in

St Martins, I started like a professional art-
ist and that propelled me faster into the art
world.

FN: Yes, and at that time you were still
only twenty-one! In the catalogue ‘David
Lamelas: A New Refutation of Time’ pub-
lished in 1997 you said ‘T was interested in
using information relevant to everyone but
not connected with art. I did not make a
statement about the Vietnam War but about
the way people receive information’. Al-
though the content of this information, the
war itself, was in one way irrelevant. Do you
think it gave the piece a particular potency
by offering a dramatic antithesis to the event
of the biennale?

DL: Yes, and that is exactly why the piece
was ignored by so many people, they were
afraid of the title! In fact, the Argentineans
and Italians altered the title; well they both
used the sub title. So the piece according to
the Venice Biennale official catalogue was
Newsroom at Three Levels of Information
without using the words ‘war’ or “Vietnam’,
and I only realized that a month later when
the catalogue was printed.

FN: That piece and others, such as Analy-
sis of the Elements by Which the Massive
Consumption of Information Takes Place
made in 1968 deconstruct the phenomenon
of absorbing information. Why at that par-
ticular time were you interested in analysing
the ways information is disseminated and
consumed?

DL: Because it is always something that
has interested me. As a child I remember my
father would arrive at lunch with a news-
paper and when he took a nap after lunch I
would read it. One of the things that always
impressed me was that this printed matter,
which consisted of text and photographs,
provided information that could have been
the subject of fighting between members
of the family; someone would take one
political point of view and someone else
would take a different point of view, another
person was interested in the cinema listings,
another was interested in the fashions, and
my mother was interested in the recipes. So
it was interesting that people were picking
up different segments of that printed mat-
ter. But all it was was text and photography,
and I realized it was something I wanted to
analyse because it was such a simple thing
that created such a phenomenon. I was in-
terested in this from a young age, and very
early I became interested in art magazines.
My favourite part of the newspaper was the
Sunday edition because it had a page about
art. Many of the exhibitions featured were
far away from Argentina so I really learned
about art through printed matter, I never saw

the originals. Art has always been a phenom-
enon of information for me.

FN: Yes, I understand. At the moment I am
living in a small village and experiencing art
through other mediums such as magazines.

DL: Yes, but when you are away from the
centre of everything you have the privilege
of looking at things from far away so you
can analyse them more; less involvement
and more thinking, I guess.

FN: Originally your practice was three-
dimensional...

DL: No, originally it was not, it was a
piece of charcoal. I had a very traditional art
education; I started drawing classes when
T was seven. We began with black charcoal
on white paper, and then moved onto pas-
tels, then watercolours, then oil, and then we
moved to sculpture. When I was thirteen/
fourteen we worked with materials such as
plaster and wood.

FN: So when do you think you found your
practice and began making the work you
wanted to make?

DL: Never, until now I am still trying to
figure it out! T have never found the answer,
that’s why I keep doing it. At the school of
fine art we had sculpture on one day, paint-
ing on another, etching on another and then
on one day we had theory and art history.
I liked them all but the most interesting to
me was history and theory. I had a great art
history teacher who used to show us a lot of
movies about art. And then I realized that
these different types of art taught by dif-
ferent professionals who were all stuck up
in their own practice, were all the same. So
immediately T wanted to get away from the
idea of artists as just sculptors, or painters
or draughtsmen/women. So art is about the
thinking process, and that came very early
in 1964/5. And when I made a work called
Connection of Three Spaces that was the
ultimate result of all the thinking I had done
before; of how to get rid of the traditional
phenomena of consuming art.

FN: Your piece Signalling of Three Objects
1966 is work that still seems quite contem-
porary.

DL: Well, in order to talk about that piece
T have to return to what came before it. I got
rid of the object, an example of this was
Cone of Light; Limit of a projection. This
was just a spotlight in a dark room, and usu-
ally spotlights are used in museums or shops
to show a precious object. I got rid of the
precious object and showed the medium; the
light, and how this projects through space.
That was for me the ultimate where I made
a piece without volume, something you
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couldn’t touch or take away, you just switch
it off! And so finally I made a piece that
didn’t exist!

FN: And no storage!

DL: Yes, no storage. Ever since I was lit-
tle I wanted to travel, so I was always trying
to make work that was easy to move with.
Then I found out that ideas are the best
way because they don’t weigh down your
suitcase! One year after Limit of a projec-
tion 1 made Connection of Three Spaces,
the actual work happens in three rooms.
One of the things that worried me about
traditional art, or even contemporary works
(which at the time were Rauschenberg or
George Segal), you still had an object and
your connection with that work was all at
one moment, in one vision you got it (or you
didn’t). My idea was to have a piece that was
only constructed in your memory and was
separated between three different rooms so
that you didn’t see the work all at once. You
saw part one, part two and then part three,
made a mental construction and then in your
mind you had the full piece. I always liked
the relationship between art and the context
in which it was shown, then I realized I was
working with the room. In fact, many people
standing inside the work itself said “Where
is the piece?” so it was like camouflage as
architecture. Because of that came the idea
for Signalling of Three Objects; the idea that
you can point out three objects in everyday
life that can become art objects. When ar-
chitects want to determine space they make
a dotted line (which is space graphically
speaking). I constructed flat pieces of metal
that were symbols, they were not sculptures.
They were the opposite of a Carl Andre or
Richard Serra sculpture, (which is about the
object, the weight, the relationship between
the metal and the floor). This was nothing
like that. It was just a way to mark out and
show what was inside the area. I never kept
any of these pieces together, had I kept them
they would have become ‘sculpture’. After
each show they were abandoned because it
was not about the parts it was about the con-
cept.

FN: Was Time as Activity your first film?
DL: Yes, and that was the piece of work

I made for the show curated by Anny De

Decker at the Kunsthalle Diisseldorf.

FN: I have seen Time as Activity (Diis-
seldorf). It consists of three four minute
sequences, each showing a static, unedited
shot of the city. I know you have repeated
Time as Activity in different cities...

DL: Later on, twenty years later.

(continues on page 4)

Tino Sehgal commissioned
for Tate Modern’s Turbine
Hall in 2012

« Tate Modern’s Turbine Hall. © Tate Photography

LONDON, 3 MAR.

Tate announced that Tino Sehgal will
undertake the annual commission for Tate
Modern’s Turbine Hall in 2012. To be
unveiled on 17 July that year, Sehgal’s new
work will be the thirteenth to be commis-

sioned in The Unilever Series, and after
Dominique Gonzalez-Foerster it will be the
second commissioned project by an artist
represented by the gallery. The exhibition
will be curated by Jessica Morgan and will
be part of the London 2012 Festival, the
finale of the Cultural Olympiad.
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FN: What were you trying to achieve in this
project?

DL: Well, with the Newsroom about
the Vietnam war, what really interested me
was the space that news travels through to
get to us. You have an event that happened
in Vietnam, that information had to travel
to the main office (let’s say Reuters in Lon-
don), and then from this centre of informa-
tion it was transmitted to TV stations, radio
stations, newspapers, and then sent to your
house. So there were different steps that this
information moves through before it gets to
you. For me this was sculpture because it
was about space and volume. Time as Activ-
ity (Diisseldorf) was the same but through
film, I wanted to represent the activity of the
city in three different segments of space, and
the space would be represented by film, like
a space capsule. This film showed three dif-
ferent moments of the working day between
8 am to 5 pm, capturing the city’s activity
and freezing the space.

FN: Do you see the recordings as pure docu-
ments of time?

DL: No, not as pure documents, it’s about
space, it is not a documentary. It was about
capturing that moment, the volume of that
frame. It was like a cube of space transport-
ed.

FN: Many of your films are self-reflexively
aware of the limitations and conventions of
film. For example, 7o Pour Milk into a Glass
focuses on the relationship between a con-
tainer (a glass) and its contents (milk) and
is a metaphor for the way the frame of the
camera attempts to contain a subject. It con-
cludes with spilt milk and a shattered glass,
which implies the failure of the frame as a
device. Why are you drawn to filmic or pho-
tographic mediums despite their inherent
failure to represent ‘truth’?

DL: Even though it was imperfect it was
the best medium I had found. I am a visual
artist and within the visual arts cinema is
the most practical medium to communicate
ideas. I did not want to make cinema then, |
wanted to make cinema later on, but at that
time it was the best way to communicate
my ideas.

FN: So we are going back to the notion that
the idea is the art.

DL: The idea is the art and the film is the
representation of that idea.

FN: T am interested in your methodologi-
cal approach to undertaking some works.
For example in A Study of the Relationships
between Inner and Outer Space (made at
the Camden Arts Centre in 1969) you adopt

an almost scientific approach to making
this work; the film is divided into sections
in which you collect different types of evi-
dence regarding the architectural, infra-
structural and geographical formation of the
building and the surrounding environment.
Why did you adopt this rigorous, methodi-
cal approach?

DL: Well, at the time I was thinking about
things in a methodological way and I wanted
my work to be completely void of imagina-
tion, of my artistic tendencies. I wanted
my work to be something that I wasn’t, in-
dependent of my own aesthetics. I had to
do something that was rigid so it wouldn’t
have my own aesthetics. I always wanted
my work to be made by another person so
it wouldn’t have my own personal choices. I
still feel that way. I usually like to work with
people that have their own ideas and let them
be. I just provide the concept.

FN: It like a move towards trying to be
objective.
DL: Or being neutral.

FN: How does this relate to the aesthet-
ics and methods of other conceptual artists
operating at that time; such as Hanne Dar-
boven or Sol LeWitt?

DL: At the time I was making these
works I didn’t know about those artists. [
found out about their practice in 1968-70.
At that time my own dogma had already
been made, from my own innocence, in a
way. I suppose we are all connected in one
world. In 1968 or 2009 we may be think-
ing in one way, but in Africa, Argentina or
Canada there may be another person think-
ing the same thing, because the phenomena
of thought are not exclusive to one person.
There are things connected throughout the
world, we are just capturing the concepts, we
are just receptors, like radios or computers,
we are not inventors, really.

FN: I am interested in your installation at the
Instituto Torcuato Di Tella.

DL: Yes, the Instituto Di Tella was an
avant-garde art institution that you could
compare to what the ICA is, or was at one
time.

FN: In your piece Situation of Time (made
in 1967) you used seventeen identical televi-
sion sets donated by Di Tella Electronics.
DL: Yes, I borrowed seventeen TV sets
from Di Tella Industries (the company that
funded the institution), I displayed them as
art in the large space and the TV sets were
tuned to what I called ‘a non-existent chan-
nel” so there was no reception. The TVs
were working but they were not a provider

of information they were only a provider of
light coming from space. So it was an ab-
stract phenomenon, you could compare that
in art, traditionally in painting, as a reference
to Malevich.

FN: In relation to this piece Benjamin
Buchloh has said ‘Lamelas ingeniously
collapsed the corporate sponsor’s techno-
logical contribution into a critical reflec-
tion on the structural changes of the public
sphere... (and) anticipated... the era of cor-
porate sponsorship and control’. (‘Structure,
Sign and Reference in the Work of David
Lamelas’, 1997). Was it your intention to
critique the way institution functioned and
was funded?

DL: Obviously. It’s intrinsic in the work
itself.

FN: How did the Di Tella Institute react to
this?

DL: Well, those kinds of works at that
time were like Chinese; a lot of people speak
Chinese now but in the mid 1960 not a lot
of westerners spoke Chinese, so it was like
showing Chinese. They accepted it but they
didn’t get it. They still don’t get it. It was like
showing something that they had no con-
nection with and most of the other artists in
the show didn’t appreciate it, the people who
understood it were very few. I would say the
curator of the show did, and a few others, but
it was very much like my Office of Informa-
tion about the Vietnam War, it was not main
stream, it was a tiny stream!

FN: It’s interesting, you were illuminating
the structures that were in place; for ex-
ample how information is disseminated or
transported.

DL: And I was making work that was out
of code, out of the system. Even within the
most avant-garde systems of the time, I was
kind of outside. That’s why when I moved to
London I felt rewarded because for the first
time I felt that T was communicating with
people who were really getting me; not only
my work but me as a person.

FN: 1 found that as well, I think it’s because
many people come from other places to be
here.

DL: It’s totally international. You don’t
have to be one way. But in Argentina you
had to be one way to be accepted. If you are
not one way they don’t know how to place
you. In a metropolis, such as London or
New York (well, not necessarily New York,
as it has a structured way of being which
is dictated by the art market) but London
at that time was more underground, more
about ideas, you could be black, white,
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« David Lamelas, Analysis of the Elements By Which the Massive Consumption of Information takes
Place, 1968, Installation view at Wide White Space, 1968

whatever and be regarded as something of
interest. That’s the phenomenon that this city
still has. More than Paris, or Buenos Aires,
in which you have to be one way, or New
York, in which you have to be part of the
art market or else you are nothing! Now
it’s slightly different as we are into the art
market and arts economy here. Maybe now
with the credit crunch we can be free of that
again! Perhaps the monetary crisis is a bless-
ing in disguise!

FN: I am interested in your relationship to
written fiction, as a lot of your work address
notions of fiction.

DL: That came later in life, for example
you asked why my piece at the Camden
Arts Centre has this scientific structure;
it’s almost like a medical report, but even
though it is very non-fictional, I realized that
through the phenomena of cinema even that
becomes fiction in the end. I realized that in
the system of perception there are crosso-
vers and that’s when I became interested
in the notion of fiction, because it’s another
phenomenon of consuming information.

FN: I think one of your pieces, Film Script
(Manipulation of Meaning) made in 1972,
really explores this idea.

DL: Film Script is the first time that I
used fiction as the subject of my work, I did
this because fiction is another way to read
reality. In a way, it was quite early on, be-
cause now in 2009 there is almost no divide
between reality and fiction. If you look at
what has happened in the last few days with
Michael Jackson; the reality is that this man
passed away but suddenly fiction took over,
it’s a new person we are creating. When he
was alive the media loved to criticise him
and suddenly the same person is looked at as
a god. Politicians use the phenomena of fic-
tion as reality, as you would have seen very
recently in politics.

FN: Yes, and in entertainment we have re-
ality TV shows, and then shows that spoof
reality TV shows...

DL: Leaving London was a very strange
move for me, I moved from cosy London to
a very unfriendly Los Angeles, and one of
the reasons I did it was because I wanted to
be confronted with Fiction on a large scale.

It was a huge shock for me, from which I
am still trying to recover, but I immediately
started to make art videos using the same
structures as commercial American televi-
sion.

FN: You have made two pieces of work that
appropriate or reference texts by Argen-
tinean writers; the first in 1970, Reading of
an extract from Labyrinths by JL. Borges
and the second in 2000, The Invention of
Dr Morel which relates to a story by Adolfo
Bioy Casares...

DL: Borges and Bioy Casares have a lot
in common, first of all, they came from the
same generation, they were extremely good
friends, they wrote books and screenplays
together. Even though they were independ-
ent from each other they shared similar con-
cepts and ideas. What both of them have in
common with me, and why I was interested
in using their ideas, is that they are both in-
terested in manipulating the abstract; time,
space and reality. It’s funny, I never read
Borges in Argentina, I read him in London.
I became interested in him here because I
had distance. Yet again returning to this idea
of distance. In Argentina he was too close
to me, part of the culture that was too much
around me. From here I could look at him
like a foreigner, from far away. It’s like look-
ing in a mirror, from close up you can only
see the pores, but you don’t want to see the
pores, you have to move away to see the per-
son, the two of them provided me with that
experience. The Invention of Doctor Morel
is in reality very close to the idea of Film
Script.

FN: What are you working on now?

DL: Tomorrow I am going to Vienna to
redo a piece from 1967, and two weeks ago
I finished a new video in Los Angeles. And
there is another work — In 1969 in London I
made a piece called Rock Star, it was about
photography, how documentary crosses so
fast into fiction and the phenomenon of star-
dom and media manipulation. It was very
simple; a black cloth, light directed to the
camera, me on top of a table with a guitar
and a photographer taking pictures. That
particular series was just sleeping in a suit-
case in London for about twenty-five years.
Then the photographs were revived about
ten years ago and two years ago they were
bought by the Metropolitan Museum of Art.
That was great for me because that was the
end of it.

FN: You could say goodbye to them.

DL: But then I realized that I didn’t want
to say goodbye, I wanted the work to contin-
ue. So recently I photographed myself as an
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aging rock star, following the phenomenon =~ Prrndéhnnen? nbarrnmsnabinend Tl Fnve Ay JEnaw s s Toniss s dnenn Ao ceesnnt
of pop stars of today that keep changing and
reconstructing themselves as time goes by:
Madonna, David Bowie, Annie Lennox. All
these people who may be 50, 60 or over and
they still create these images of themselves
as marketable for the younger generation, for
teenagers who really buy this music. (People
of my generation don’t buy it any more). So
my character is going through the same phe-
nomena as an ageless pop star. And the great
thing about this is I was invited in LA to do
a project where artists use billboards. I pro-
posed to the curator that my work would be
one of these images of myself as a Rock Star
on a huge billboard. That’s the ultimate way
to represent the work, but I was in conflict
with the idea because it’s not an ego trip, or
about myself; I wanted the work to have a
function. Usually billboards are for selling,
but what are we selling here? Nothing! So
then I wanted to sell a positive message. So
it is going to be my photograph (that looks
nothing like me due to the phenomenon of
photography and the fiction it creates), this
guy is selling the idea, in big bold letters,
‘THINK OF GOOD?’, so hopefully people
will drive through the Sunset Strip and think
of good. Let’s see if it works.
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Spectres: New film by
Augustinen premieres in May

« Jacques Brassinne during the shooting of Sven Augustijnen’s Spectres in December 2009 on the

location in Katanga where Patrice Lumumba was killed. Photo: Sven Augustijnen.

BRUSSELS, 12 MAR.

Fifty years after his assassination, Patrice
Lumumba, Prime Minister of the newly
independent Congo, is back to haunt Bel-
gium. Through commemorations, lectures
and a return visit, a top-ranking Belgian civil
servant who was in Elisabethville on that
bloody day of 17 January 1961 attempts to
exorcise the ghosts of the past. To the sound
of St. John Passion by J.S. Bach, Spectres
plunges us into one of the darkest days of the
Belgian Congo’s decolonisation. An exami-
nation of the bio-political body as much as
an historical inquiry, this feature-length film
by Sven Augustijnen exposes the fine line
separating legitimation and historiography.
In dialogue with this incisive audiovisual
essay, an exhibition will be held at Wiels in-
cluding photographs, objects and documents
collected by Augustijnen during the project’s
genesis.

Premiere at
Kunstenfestivaldesarts, KVS-BOL
7/5,20h

Film and debate: 8/5—15h and 17h

Exhibition at WIELS
Opening 8/5—11h, until 31/7

Screenings at Cinema RITS
Rue Antoine Dansaertstraat 70
14/5:19h, 22/5: 15h, 26/5: 19h

Presentation:
Kunstenfestivaldesarts—KVS, RITS, WIELS

Production:
Auguste Orts (Brussels)

Co-production:
Projections (Brussels), Jan Mot (Brussels),

Cobra Films (Brussels)

Supported by:

Vlaams Audiovisueel Fonds, Vlaamse
Gemeenschapscommissie, CERA  Part-

ners in Art, Kunstenfestivaldesarts (Brus-
sels), Wiels (Brussels), KVS (Brussels),
Mu.zee (Ostend), de Appel (Amsterdam),
Marres (Maastricht), K9000 (Sankt Gallen),
Kunsthalle Bern, FRAC Bourgogne (Dijon),
Buda Kunstencentrum (Kortrijk), FLACC
(Genk), Le Fresnoy (Tourcoing)

In Brief

The Museum of Modern Art in New York
acquired two works by Manon de Boer:
Two Times 4°33” (2008) and Dissonant
(2010).

SMAK in Ghent acquired Following The
Right Hand of Doris Day In ‘Young Man
With a Horn’, (2008) by Pierre Bismuth
and To navigate, in a genuine way, in the
unknown necessitates an attitude of dar-
ing, but not one of recklessness (movements
generated from the magical passes of Carlos
Castaneda) (2009) by Joachim Koester.

Dia Art Foundation (NY) invited Ian
Wilson for a series of Discussions to
start this year in September. Visitors to
Dia:Beacon will be able to book an indi-
vidual discussion with Wilson starting in
August. Curated by Yasmil Raymond. For
more information visit www.diaart.org

The gallery will participate for the 6th time
in the section of Art Galleries in Art Basel,
taking place this year from June 15 till June
19. Deimantas Narkevi¢ius will present his
last film Ausgetrdumt (2010) in the section
of Art Unlimited.
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Sven Augustijnen

Spectres, Belgian premiere, Kunstenfes-
tivaldesarts, KVS-BOL 7/5 (screening);
Sven Augustijnen: Spectres, Wiels, Brussels,
8/5-31/7 (solo); Spectres, RITS, Brussels,
14/5,22/5, 26/5 (screening)

Pierre Bismuth

Bild fiir Bild — Film und zeitgendssische
Kunst, aus der Sammlung des Centre Pom-
pidou, Museum am Ostwall, Dortmund
(DE), 18/12-25/4; Graphology, Chapter
I, M HKA, Antwerp (BE), 17/2—27/3; The
Gong Show, Galerie Micky Schubert, Ber-
lin, 25/2—16/4; The End of Money, Witte de
With, Rotterdam (NL), 22/5-7/8

Manon de Boer

Manon de Boer: Between Perception and
Sensation, Contemporary Art Museum of
St. Louis (US), 21/1-1/5 (solo); Les para-
doxes du temps, MUDAM, Luxemburg,
17/2-22/5; Blockbuster, Museo de Arte de
Sinaola (MX), 25/2—5/6; Chambres Sour-
des, Parc culturel de Rentilly, Buss-Saint-
Martin (FR), 26/2—1/5; Ambulante Film
Festival, Mexico City, 11/3-17/3 (screen-
ing); Manon de Boer, Index, Stockholm,
6/4—4/6 (solo); Think about Wood, Think
about Metal, LOOP Festival, La Pedrera,
Caixa Catalunya Foundation, Barcelona, 2/5
(screening)

Rineke Dijkstra

Pictures by Women: A History of Modern
Photography, MoMA Museum of Modern
Art, New York, 7/5-21/3; Angry, Ned-
erlands Fotomuseum, Rotterdam (NL),
22/1-13/6; I Promise to Love You, Caldic
Collection, Kunsthal Rotterdam (NL),
6/2—15/5; Eye Wonder: Photography from
the Bank of America Collection, National
Museum of Women in the Arts and Bank
of America, Washington (US), 18/2-22/5;
Heroines, Museum Thyssen-Bornemisza,
Madrid, 8/3—5/6; Series of Portraits, A Cen-
tury of Photographs, Museum fiir Kunst und
Gewerbe, Hamburg (DE), 1/4—26/6; Rineke
Dijkstra: Annemiek, Wexner Center for the
Arts, Columbus (US), 20/4—19/8 (solo);
Rineke Dijkstra/Claude Lorrain, Teylers
Museum, Haarlem (NL), 22/4—18/9 (solo)

Mario Garcia Torres

Directions: Cyprien Gaillard and Mario
Garcia Torres, Hirschhorn Museum, Wash-
ington, 10/11-27/3 (solo); Anti-Photogra-
phy, Focal Point Gallery and Beecroft Art
Gallery, Southend-on-Sea (UK), 17/1-2/4;

The Anxiety of Photography, Aspen Art
Museum, Aspen (US), 12/5-17/7; What
Happened to the Other Dollar?, Proyectos
Monclova, 5/4—-28/5

Dominique Gonzalez-Foerster
T.1912, Guggenheim Museum, New York,
14/4 (performance)

Douglas Gordon

Figura cuncta videntis (the all-seeing
eye)/Homage to Christoph Schlingensief,
Thyssen-Bornemisza Art Contemporary,
Vienna, 16/11-16/4; Je croix aux miracles.
Dix ans de la Collection Lambert, Collec-
tion Lambert, Avignon (FR), 11/12-8/5;
Douglas Gordon, Gagosian Gallery, Lon-
don, 12/2-26/3 (solo); Portraits, Galerie
Gerhardsen Gerner, Berlin, 25/2—15/4;
Animal Kingdom, Schinkel Pavilion, Berlin,
5/3-3/4; Douglas Gordon, Yvon Lambert
Gallery, Paris, 15/4-3/6 (solo); Le temps
retrouvé, Collection Lambert, Avignon (FR),
12/6-2/10

Joachim Koester

Dance with Camera, SMoCA Scottsdale
Museum of Contemporary Art, Scottsdale
(US), 15/1-1/5; I myself am only a receiv-
ing apparatus, Jan Mot, Brussels, 29/1-12/3
(solo); Eins plus Eins, Arthur Boskamp Stif-
tung, Hohenlockstedt (DE), 3/4—22/5; Sec-
ond Lives: Jeux masqués et autres Je, Casino
Luxemburg, Luxemburg, 15/5—11/9; Secret
Societies, Schirn Kunsthalle, Frankfurt
(DE), 23/6-25/9

David Lamelas

Je croix aux miracles. Dix ans de la Col-
lection Lambert, Collection Lambert, Avi-
gnon (FR), 11/12—8/5; The Talent Show,
MoMA PS1, New York, 12/12—4/4; Les
paradoxes du temps, MUDAM, Luxemburg,
17/2—22/5; Limit of a Projection II, Jan Mot,
Brussels, 2/4—14/5 (solo)

Sharon Lockhart

Dance with Camera, SMoCA Scottsdale
Museum of Contemporary Art, Scottsdale
(US), 15/1-1/5; Sharon Lockhart: Lunch
Break, Gio Marconi, Milan (IT), 2/2-26/3
(solo); Afier Images, Jewish Museum,
Brussels, 28/4-28/8

Deimantas Narkevicius

History in Art, Museum of Contemporary
Art in Krakow, Krakow, from 13/5; Art
Unlimited, Art 42 Basel, Basel (CH),
15/6—-19/6

Tino Sehgal

CCA Wattis Institute, San Francisco (US)
(permanent installation); Botanical Garden,
Culiacan (MX) (permanent installation);

Move - Kunst und Tanz Seit den 60ern, Haus
der Kunst, Munich (DE), 11/2-8/4; The
Other Tradition, Wiels, Brussels, 26/2—1/5;
Felix Gonzales-Torres, Specific Objects
without Specific Form, MMK Museum
fir Moderne Kunst, Frankfurt a.M. (DE),
18/3—-25/4 (curated by Tino Sehgal); Tino
Sehgal, Transmission Gallery, Glasgow,
23/4—4/6 (solo)

Tris Vonna-Michell

British Art Show 7, Hayward Gallery, Lon-
don, 16/2—17/4; The Other Tradition, Wiels,
Brussels, 26/2—1/5; Tris Vonna-Michell,
Loughborough University, Leicestershire
(UK), 7/5 (performance)

Ian Wilson

Geste serpentine et autres prophéties, FRAC
Lorraine, Metz (FR), 15/1-1/5; The Pas-
senger, Galerie Paul Andriesse, Amsterdam,
5/2—-19/3
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