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ImPulsTanz
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A Gilant X
On ImPulsTanz-

Vienna International Dance
Festival 2016

By Michaela Preiner

VIENNA, AUG. 16 - A giant X was the
logo of a special workshop series held at
the ImPulsTanz Festival in Vienna. This
year, the directors of ImPulsTanz had the
amazing idea to invite an artist to con-
ceive of a giant workshop in which visual
art and dance could flow together. This
artist was Tino Sehgal, who in fact is not
only an artist who influences visual art-
ists around the world, but he also studied
choreography and influences performance
art. One could describe him as the per-
sonification of visual art and dance in one
person.

Together with Louise Hojer, who has
been working with Sehgal for 10 years,
and Rio Rutzinger, the director of the
workshop series, Sehgal curated a series
of 38 workshops involving two teach-
ers per workshop, one who works in the
visual arts as, for example, an artist *,
theorist or museum director, the other a
dancer, choreographer or someone who
works in the field of theatre. Because of
the team’s global network they managed
to attract renowned experts in the field of
art and performance. This guaranteed that
the workshop participants were exposed
to a huge amount of ideas not only from
one specific sphere of art.

One of the workshops, titled Amputa-
tionstanz was remarkable. The artists Julia
Rublow and Wolfgang Ganter had the idea
to cast the legs and arms of the workshop
participants in plaster to create a collec-
tive situation in which everyone involved
could only produce art by helping each
other. The planned presentation at the end
of the workshop, which would have been a
wonderful source for images of the partic-
ipants, all of them with plastered extremi-
ties, did not happen as there was protest
due to the heat on the second day. Instead,
they decided to go to a beautiful beach on
the Danube river to swim and get rid of
the plaster. “But for the first time in my
life T learned to think differently about
art,” Raviel, a dance student from Israel,

explained. This is one of many similar
statements given by the participants.

Other teams like the artist Maria
Hassabi and the gallerist Jan Mot, the
director Tom Stromberg and museum di-
rector Klaus Biesenbach or the performer
Rirkrit Tiravanija and the dramaturg Peter
Stamer, amongst others, pushed all limits.
They gave not only information about
their own work but also a lot of creative
input. Some of the workshops concluded
with short presentations by the partici-
pants. No matter which approach the lead-
ing teams chose, no matter if their goal
was achieved or not — all participants felt
like doors opened for them. Doors which
they did not even know existed. During
the four weeks Vienna was indeed a city
in which the ideas of cross-over and in-
terdisciplinary work in different fields of
art was not only presented but also experi-
enced. A fact which will definitely have an
impact on future art productions.

Looking at the history of perfor-
mance art, which was established in Eu-
rope — especially in Vienna — and in the
United States during the 1960s — with
a tiny glow at the beginning of the 20th
century in the DADA movement as well
as later in the works of Joseph Beuys — it
is evident that performance art was origi-
nally developed by visual artists, with a
few exceptions. And, more significantly,
this art form did not in fact really influ-
ence a great number of dancers or chore-
ographers. Their field was a more or less
a hermetic bubble in which visual artists
only helped from time to time create sce-
nography for the performances. After this
Viennese summer the bubble has defi-
nitely popped.

Michaela Preiner is the editor of
European Cultural News

* Mario Garcia Torres and Joachim
Koester were amongst the artists invited
by Tino Sehgal and his team to give a
workshop at ImPulsTanz. See also text by
Alan Smithee on this page.

By Alan
Smithee

1. At dawn
(Reflections on the visual art x dance
workshop this is how we kill time with
Mario Garcia Torres and Maria Francesca
Scaroni...)

We danced naked the dance of the
dead, or rather we witnessed this flying of
angels over a graveyard of broken prayers,
the souls of our feet aching for forgive-
ness, for release, begging the unknown
path.

To walk into and again another time,
into and again we repeat this and coming
and again standing still and up becom-
ing this other time. Just this one now — at
dawn:

2. This is how we kill time:

What we did...

If you’ve seen the movie My Dinner with
Andre you’ll know what I mean. If you
haven’t, now is the time. Andre’s mono-
logue about dancing naked in a Polish
forest with 40 Jews who play harps and
finally baptise him before burying him
alive pretty much sums it up.

We danced and we stood still, we saw
the sunrise and we walked (and we walked
and we walked and we walked). Then we
slept together in the dark of the day and in
between we performed at the exhibition,
“Alan Smithee, A Retrospective” curated
by choreographer and dancer Maria Fran-
cesca Scaroni and visited by an impres-
sive public of us. The exhibition was pre-
ceded by an intimate private reading of /
am not a Flopper, by Mario Garcia Torres
performed by Alan Smithee himself (if
you don’t know who I am, you absolutely
must look me up).

We discussed the dynamics of own-
ership, power and control between danc-
ers and choreographers, students and
teachers, artists, curators and the market.
How does Art manage to find any free-
dom within The System, without selling
its soul, without losing the artist in the
midst? Is there a way through to the es-
sence of art as an act of creation?

this is how we kill time was a more or
less successful (at least genuine) attempt
to achieve an actual Event: an aesthetic
experience of being for the sake of cre-
ation. It was a wild throwing out of what-
ever we could come up with in order to
do something — anything — to shake it up.
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And although it was not a novel pursuit,
it was at least noble in its assumption
that we obviously did not know what that
something might be. And, finally, it was a
collection of ephemeral moments of Art
for Art’s sake, unadvertised, un-bought
and unsold.

3.And let’s not forget the importance
of the slow quiet moments that
reverberate through time but go
unnoticed in the moment

With Maria and Jan: (another workshop)
For example, there was the Walking Slow-
ly to the Belvedere moment — a moment
stretched in time with 20 artists and Jan
Mot silently following choreographer
Maria Hassabi in a cluster — speeding up,
slowing down and sometimes stopping in
the middle of the street. This was an ex-
ercise in understanding rhythm, pace and
movement in space, but to the casual on-
looker it was a disruption of the disposi-
tive that offered a curious break. Like this
is how we kill time, it became a perfor-
mance existing for its own sake, this time
performed by both walkers and onlookers
together out of mutual interest.

Slowly Sliding Down the Stairs at the
Leopold was a spontaneous unexpected
performance by Alan Smithee in which
we spent half an hour bruising our backs
on the stairs at the Leopold Museum. The
guards asked us if we had permission to
do this and informed us that the stair-
well was a fire escape. We would have to
leave. But our persistence made it clear
to the museum visitors, who seemed to
understand this intuitively, that the event
was actually a performance. None of us
seemed to mind that there was no label on
the wall.

The workshop With Maria and Jan
was discourse, not through spoken con-
versation but in rhythm and the moving
body in time and space and through the
glance and the gaze. For three days we
visited museums moving our discourse
through spaces designed for other things
— for still things — for museum things, for
things that required looking. This is how
the dancers were asked to be in the mu-
seum. We were asked to reflect through
lonely contemplations discovered in the
stillness of our own thoughts and then
to record them in writing. And somehow
this restraint — to write and not to talk, and
not to move — brought about unexpected
logics.

4. Conclusion

What is an unexpected logic? It is one that
is not quite sure what it has to do with
what came before and what comes after,

with the 1960s and 1970s for example,
with My Dinner with Andre, with cell
phones, queer politics, techno music and
the elite brand-name marking of young
dancing bodies — with anything goes. I
haven’t mentioned these yet but they were
all there too — around the edges and fram-
ing the workshops within the context of
the festival. But that analyses will have to
be made by someone a little farther away
from the source than me: someone a little
younger, older, more straight, more queer,
a dancer, a visual artist, a philosopher, a
poet, a critic, a lover. For now I will just
finish this perhaps somewhat lazy conclu-
sion by asking if it might have something

VIENNA, AUG. 5 - Participants of the With Maria and Jan workshop sliding down the stairs of the

to do with a revelesance (don’t bother
looking it up — I made it up, up up — I
hope we are all going up). And it is very
contemporary to just do it and hope some-
thing happens.

Sometimes it does.
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Leopold Museum during a spontaneous, fast-forward transformation of PLASTIC - a live installa-
tion work by Maria Hassabi, exhibited originally at the Hammer Museum, Los Angeles; Stedelijk
Museum, Amsterdam; and most recently in February-March this year at MoMA, New York.
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Francis Alys, YAZD, Iran, 2006, oil and earth on wood, 14 x 19 cm

[Painting landscapes and cityscapes] is easy to do because it doesn't require any imagination. We share the same immediate present. | take posi-
tion in front of a potential scene, at a safe distance yet close enough to feel fully immersed in the scenery. To be exact, what I'm fully immersed in is
the perception of my persona in front of the scene. By myself — how do | feel? And by the others — how am | being perceived by the people who
inhabit the scene | am painting? What is it that they see? Me watching them; the verso of my canvas; and if they go around my shoulder, the scene
they were playing a part in a minute ago. And what do | search for when I look at these paintings later on? The memory of how | was feeling back
then, planted on the recto side of my canvas, and the perception of my self by the others, with this thin painted cardboard separating us.

Francis Alys, Notebook London, UK, November 2007.

Francis Alys, Sven Augustijnen and Manon de Boer are participating in the Taipei Biennial entitled Gestures and Archives of the Present,
Genealogies of the Future (10/09/16-05/02/17).
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By Jacob King pictured. The prison images elicit a com- of a movie theatre; as they look back at

BROOKLYN, AUG 15 - As I sit down to
write this text, New York is at its tortuous
summer extreme — the temperature out-
side is 97 degrees Fahrenheit (36 degrees
Celsius for the international readers),
factoring in the humidity, this makes for
a heat index of 112. There is not a lot do
here in this weather; the subway platforms
turn into saunas, and the lucky ones leave
for the beach or countryside, or stay inside
with a good air conditioner. I’ve spent
the last few days in museums.

In a fortuitous coincidence, this sum-
mer the Whitney, the Metropolitan Mu-
seum, and the Museum of Modern Art
were all presenting major photography
shows. I went to the Whitney first, hav-
ing eagerly anticipated the Danny Lyon
exhibition which opened there in June.
With the exception of “The Destruction
of Lower Manhattan” — his famous se-
ries of photographs documenting the
evacuation and demolition of a swath of
downtown to make way for the World
Trade Center — most of Lyon’s work was
unknown to me, and the Whitney show,
a broad retrospective of Lyon’s photo-
graphs and videos, came as a revelation.
Extremely restless with his subject mat-
ter, within a short period in the 1960s,
Lyon produced an extraordinary series
of images of the American Civil Rights
movement, travelling across the south as a
photographer for the Student Nonviolent
Coordinating Committee; shot a diary
of his life on the road with the Chicago
Outlaws motorcycle gang; photographed
the lives of prisoners in rural West Texas;
recorded the razing of Lower Manhattan
(in 1966-1967); and documented various
charismatic outsiders (including a Tat-
too artist in Houston and a transgender
woman named Pumpkin Renee.) Later
photographs show Mexican immigrants
who Lyon befriended in the 1970s while
living in New Mexico, laborers in China’s
Shanzi province, and, at the end of the
show, Occupy Wall Street protesters. The
timeliness of Lyon’s early work is uncan-
ny — police violence against black peo-
ple, immigration, transgender rights, and
prison reform are among the hottest polit-
ical issues right now in the US — and his
photographs are remarkable for the ways
they convey both the emotional complex-
ity of their subjects, and the (often brutal)
political discord that lies behind what is

bination of erotic desire (beautiful shirt-
less men lifting weights) and despair (will
this man spend the next 40 years locked
in this small cell?), and generate a certain
political message: the photos of black in-
mates working in the cotton fields, with
the prison marshals lording over them on
horses, resemble images of the antebel-
lum South (intimating, of course, a rela-
tionship between slavery and the insanely
high number of black men who are incar-
cerated today in the US.)

Next was a trip uptown to the Met,
which was presenting photographs by
one of the medium’s biggest stars, Dianne
Arbus. But rather than foregrounding
the square photographs from the 1960s
for which she is so famous, this show
presented the “unseen” Arbus: largely, a
trove of 35mm photos shot between 1957
and 1962, which were gifted to the Met in
2007. Hung on small freestanding walls
in the museum’s new Breuer building
(formerly the Whitney), these prints look
nothing like the Arbus work that I would
recognize and expect to see; grainy and
often unremarkable, they are small im-
ages showing things like movie screens,
carnivals, wax figures in a museum, or
people on the street. They were presented
here as premonitions of what was to come
— the show was called Diane Arbus: In
the Beginning — and the experience of
looking was one of constantly trying to
anticipate, retroactively, how Arbus’ “ma-
ture” photographs emerged from these
images (a direct comparison that was
made possible by the installation, in a side
gallery, of Arbus’ famous “Box of 10” —a
group of the large, square photos printed
in 1970.) Looking through the hundred
or so photographs in the show, you could
see her subjects emerging, even if her
methods of photographing them changed
as she switched to a sharper format. There
were snapshots here of a midget at home
sweeping her kitchen, a transgender
woman (called a “female impersonator”),
assorted carnival personalities (a clown,
a fire eater, and Ronald “the human pin-
cushion”), as well an image of a boy in
the park with a toy gun (overheard while
standing in front of this photograph: “He
looks like a future Trump supporter.”)
Also noticeable was a certain way Arbus
has of isolating her subjects — whether
a woman on the sidewalk in a mink stole,
or a teenage usher working in the lobby

her, they seem estranged from their sur-
roundings, momentarily lost; and even
things which in the situation might appear
unremarkable (e.g. the uniformed coat of
the usher, with its big tassels and buttons)
look strange. In her iconic images, it is
sometimes the most “normal” things — a
Christmas tree in the living room of a pre-
fabricated house in Levittown, a suburban
couple sunbathing on the lawn — that ap-
pear the most bizarre.

The third major photography show
of the summer (and the one which seems
to have attracted the most popular atten-
tion) was a large-scale installation of Nan
Goldin’s The Ballad of Sexual Depen-
dency at MoMA, in the galleries just off
the museum’s main atrium. To be candid,
T have never been a huge fan of Goldin’s
photographs, which often seem to me to
lack the technical perfection of, for in-
stance, Peter Hujar or William Eggleston,
while her subjects were nowhere near as
fascinating as Arbus’. And there is some-
thing clichéd about the signs of bohemia
(drugs, sex, tattoos), something which
feeds a certain nostalgia for the 1970s and
80s, to which the current, post-Guiliani,
post-Bloomberg New York seems particu-
larly susceptible. But the presentation
at MoMA was moving. What I had not
realized upon seeing individual photo-
graphs over the years was the scale and
the ambition of Goldin’s project, which is
really an archive: its 700+ images docu-
ment a decade of people, friendships, sex,
parties, places — a scene. The poignancy
(and melancholy) of this archive has only
increased with time, as so many of the
people depicted here — Greer Lankton,
Mark Morrisroe, Peter Hujar, Keith Har-
ing — did not survive the period.

The show at MoMA opened with a
wall of posters — some handwritten, some
printed, some Xeroxed with taped-on
photographs — advertising showings of
“A slideshow by Nan Goldin” at various
venues in the 1980s, including the Col-
lective for Living Cinema, OP Screen,
the Pyramid Club, and at the Institute of
Contemporary Art (the “First London Per-
formances on June 20-24 1989”). What
these materials made clear (and what I
had not previously understood) was that
before it was an “installation” in a muse-
um, the Ballad was a performance, like a
slideshow of a family vacation: you would
come at such-and-such a time, to see Nan
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present her photographs, accompanied by
her soundtrack, each time (I imagine) a
little different. I have heard many people
complain that upon seeing the work this
summer at MoMA they were disappointed
by the generic soundtrack, which ranges
from opera to Motown to 80s punk, with
various songs paired to segments of slides.
But whether euphoric or melancholic, the
music animates the photographs, and I
think some of this frustration must derive
from the fact that something which was
performed live had been fixed and looped
in amuseum. The other reactions I heard
were constant comparisons of Goldin’s
work to Instagram and Snapchat, and to
the ubiquity with which people today post
streams of photographs of themselves and
their friends. (Just today, in fact, The New
York Times ran a story titled “Nan Goldin
wants you to know she didn’t invent Insta-
gram,” for which the author solicited vari-
ous people’s thoughts on the relationship
between Goldin and “the average smart-
phone diarist””) In some sense I think
this comparison is unfair; photographs on
Instagram generally can be reduced to a
simple signification — “I saw this” or “I
ate this” or “I was hanging out with these
people doing this” — whereas the mean-
ings of Goldins photographs (and the
meanings permitted an “art” photograph)
are so much more complex and unyield-
ing. ButI do think that amidst this prolif-
eration of people taking and sharing im-
ages of their lives, something about how
this work signifies has changed.

Visiting the galleries of the Met or
MoMA or Whitney at the height of Au-
gust was a refuge from the heat and sun in
part because the photographs there have
to be displayed in artificially lit and air-
conditioned rooms, so that going to see
them is like entering a kind of cold stor-
age. This disjunction between interior
and exterior only underscored how the
photographs of Goldin, Lyon, and Arbus
exist at a certain distance from the world
around them; they were produced during
a time in which there were things and
people, and then there were photographs
of them — whether framed and exhibited
in a museum or gallery, printed in a book,
reproduced on posters, or projected onto a
screen and accompanied by music. Nowa-
days, any distance between photograph
and world has collapsed. Almost every-
one walks around with a camera in their
pocket, taking and uploading and viewing
photographs, and more and more com-
munication between people happens, in
real-time, through photographic conversa-
tions (in image-sharing applications like
Snapchat.) Another way to think about

this collapse is that with traditional ana-
log photography, there was a separation
between the viewfinder (through which
you could see the world) and the photo-
graph (where the world is represented),
but as LCD screens have become the
support on which we take and view pho-
tographs, these frames have merged. It is
and will be a huge challenge for museums
to respond to these changing technolo-
gies; how to make an exhibition of pho-
tographs whose native format might not
be a framed print but rather a smartphone
application? It is also unclear to me how
the market for photographic prints by art-
ists such as Goldin or Arbus — which is
predicated on a certain uniqueness—will
be affected in this new landscape. The
last major photography auctions in New
York bombed: this past April at Phil-
lips, only 178 of 264 lots found buyers
(a sell through rate of 67%), while Chris-
ties fared even worse (128 of 199 lots
selling, or 64%.) Did this correlate to a
more general slowdown in the art market,
or, I wonder, are these results indicative
of larger changes in how people relate to
photographs at a time when the practice
of photography has expanded into all mo-
ments of our lives?

These are some things to think about
when the weather gets cooler.
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In Brief

Jacob King will write for the gallery’s
newspaper a short series of texts in the
form of ‘reports’ from different locations.
His first contribution is on page 5.

Manon de Boer’s film one, two, many
was acquiered by the CNAP (Centre
national des arts plastiques) in Paris.
This work premiered at dOCUMENTA
(13)in 2012.

During the upcoming season curator and
editor Tom Engels will present a short
series of 4 evenings at the gallery with a
live program. More in the next issue of the
gallery’s newspaper.

The opening of the show with Joachim
Koester’s and Stefan A. Pederson’s
sound pieces takes place during the
Brussels Gallery Weekend. The exhibi-
tion is organised in collaboration with
Maniera who will also present one sound
piece in their gallery, place de la Justice
27-28 in Brussels. Thanks to Maniera
and to Museum Dhondt-Dhaenens in
Deurle (BE) for making it possible to
include the daybeds by Belgian architect
Juliaan Lampens.
http://brusselsgalleryweekend.com
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Art Fair
20/10-23/10

JAN MOT
AT
FIAC

Grand Palais
Grand Nef — Booth C11
Paris

Agenda

Francis Alys

Una historia de negociacion, Museo
Nacional de Bellas Artes, Havana,
08/04 - 12/09 (solo); The Fabiola Proj-
ect, Menil Collection, Houston (US),
21/05 - 28/01 (solo); Embracing the
Contemporary: The Keith L. and Kath-
erine Sachs Collection, Philadelphia
Museum of Art, Philadelphia (US),
28/06 - 05/09; Getting Across, Goethe-
Institut / Max Mueller Bhavan, New
Dehli (IN), 01/09 - 01/12; 32nd Bi-
enal de Sdo Paulo: Incerteza viva/Live
Uncertainty, Ciccillo Matarazzo
Pavilion, Sao Paulo (BR), 10/09 - 11/12;
Gestures and Archives of the Present,
Genealogies of the Future, Taipei Bien-
nal, Tapei Fine Arts Museum of Taiwan,
Taiwan, 10/09 - 05/02; SIART, Bienal
Internacional de Arte, La Paz (BO),
10/10 - 11/11; Francis Aljs, Secession,
Vienna, 18/11 - 22/01 (solo); Una his-
toria de negociacion, Art Gallery of On-
tario, Toronto (CA), 01/12 - 09/04 (solo)

Sven Augustijnen

Cher(e)s Ami(e)s Hommage aux
donateurs  des  collections  contem-
poraines, Centre Pompidou, Paris,

23/03 - 06/02; Réponse, Musée d’art
contemporain des Laurentides, Saint-
Jérome (CA), 31/08 - 06/11; Spec-
tres, Irish Film Institute, Dublin, 06/09
(screening); The Metronome Burst of
Automatic Fire Seep Through the Dawn
Mist Like Muffled Drums and We Know
It for What It Is, Dublin City Gallery
The Hugh Lane, Dublin, 08/09 - 22/01
(solo); Le Réduit, la loge, Brussels,
08/09 - 19/11 (solo); Gestures and Ar-
chives of the Present, Genealogies of the
Future, Taipei Biennal, Tapei Fine Arts
Museum of Taiwan, 10/09 - 05/02; The
Unfinished  Conversation:  Encoding/
Decoding, Museu Colec¢do Berardo,
Lisbon, 21/09 - 01/01; Spectres, Cinema
ZUID, Antwerp (BE), 29/09 (screen-
ing); CRAC Alsace, Altkirch (FR),
16/10 - 15/01; STEP UP! Belgian Dance
and  Performance on Camera 1970-
2000, Argos Centre for Art and Media,
Brussels, 02/11 - 27/11; Spectres, Cin-

ematek, Brussels, 13/11 (screening)
Pierre Bismuth
Timezone,  Christine  Konig  Gal-

erie, Vienna, 09/09 - 15/10; Wall to
Wall. Carpets by Artists, Museum of
Contemporary Art, Cleveland (US),
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23/09 - 08/01; Images et Mots depuis
Magritte, Centre Wallonie-Bruxelles,
Paris, 13/10 - 29/01; Animality, Marian
Goodman Gallery, London, 03/11 - 24/12

Manon de Boer
Indiscipline, Palais de Tokyo, Paris,

03/09 - 04/09; Gestures and Archives of

the Present, Genealogies of the Future,
Taipei Biennal, Tapei Fine Arts Museum
of Taiwan, Taiwan, 10/09 - 05/02; Straub/
Huillet/Weiss. Fremdheit gegeniiber un-
serer engen, vertrauten Welt, Temporary
gallery, Cologne (DE), 10/09 - 18/12; At-
tica, USA 1971. Images et sons d'une
révolte, Le Point du Jour, Cherbourg-
Octeville (FR), 10/09 - 04/12; An
Experiment in Leisure, BFI London
Film Festival, London, 05/10 - 16/10
(screening); An Experiment in Lei-
sure, Docslisboa, Lisbon, 20/10 - 30/10

Rineke Dijkstra

Invisible Adversaries: Marie Hessle Col-
lection, Hessel Museum of Art, Bard
College, Annandale-on-Hudson (US),
25/06 - 18/09; About Time: Photography
in a Moment of Change, San Francisco
Museum of Art, San Francisco (US),
14/05 - 25/09; Energy Flash — The Rave
Movement, M HKA, Antwerp (BE),
16/06 - 25/09; Embracing the Contempo-
rary: The Keith L. and Katherine Sachs
Collection, Philadelphia Museum of Art,
Philadelphia (US), 28/06 - 05/09; Who
Shot Sports: A Photographic History, 1843
to the Present, Brooklyn Museum, New
York City (US), 15/07 - 08/01; The Lives
of Others: Portraits from the Photography
Collection, Milwaukee Art Museum, Mil-
waukee (US), 10/09 - 01/01; Rineke Di-
Jkstra: Rehearsals, Milwaukee Art Muse-
um, Milwaukee (US), 10/09 - 01/01 (solo)

Mario Garcia Torres

Manifesta 11, Zurich (CH), 11/06-
18/09; An Arrival Tale, Thyssen-Bor-
nemisza Art Contemporary (TBA21), Vi-
enna, 17/06 - 20/11 (solo); Gabriel Lester
Unresolved Extravaganza, de Appel arts
centre, Amsterdam, 25/06 - 02/10; Cor-
respondances. Un dialogue des oeu-
vres du Frac et des Musées municipaux
d’Arbois, Musée d’art Hotel Sarret de
Grozon, Musée de la vigne et du vin du
Jura, Arbois (FR), 01/07 - 25/09; Night
in the Museum. An Exhibition from the
Arts  Council Collection curated by
Ryan Gander, Longside Gallery, York-
shire Sculpture Park, Wakefield (GB),
16/07 - 16/10; Das Loch, Kiinstlerhaus
Bremen, Bremen (DE), 20/08 - 06/11

Dominique Gonzalez-Foerster

The Infinite Mix, Southbank Centre, Lon-
don, 08/09 - 04/12; Decor, Fondation
Boghossian - Villa Empain, Brussels,
08/09 - 29/01; Dominique Gonzalez-
Foerster. Pynchon Park, Museum of Art,
Architecture and Technology, Lisbon,
05/10 - 04/12 (solo); Okayama Art Sum-
mit, Okayama (JP), 09/10 - 27/11; Het
Nieuwe Instituut, Sonneveld House,
Rotterdam (NL), 12/11 - 31/12 (solo)

Douglas Gordon

PUNK. Its Traces in Contemporary
Art, MACBA, Barcelona (ES), 13/05-
25/09; Facing the World, National Gal-
lery of Scotland, Edinburgh (GB),
16/07 - 16/10; Last Year in Marien-
bad, Galerie Rudolfinum, Prague,
07/09 - 27/11; Douglas Gordon, Pen-
insula Art Gallery, Plymouth (GB),
23/09-19/11  (solo);  Rebel, Rebel,
MAC's, Hornu (BE), 23/10 - 22/01

Joachim Koester

Illumination, Louisiana Museum of
Modern Art, Humlebaek (DK), 01/03-
11/09; Open Spaces. Secret Places,
Bozar, Brussels, 16/06 - 04/09; The
Morality  Reflex, Contemporary Art
Centre, Vilnius, 02/09 - 19/10; Some-
times when you blink you may see
trees, Jan Mot, Brussels, 09/09 - 08/10

David Lamelas

Under the Same Sun: Art From Latin Amer-
ica Today, South London Gallery, Lon-
don, 10/06 - 04/09; SITElines.2016 Much
Wider Than a Line, SITE Santa Fe (US),
16/07 - 08/01; Intimidad Territorial, Parra
Romero, Madrid, 15/09 - 15/10; Rebel,
Rebel, MAC's, Hornu (BE), 23/10 - 22/01

Sharon Lockhart

The Art of Our Time, Museum of Con-
temporary Art, Los Angeles (US),
15/08 - 12/09; The Historical Exhibition:
Sites Under Construction, Manifesta 11,
Zurich (CH), 11/06 - 18/09; Witness,
MCA, Chicago (US), 02/07 - 19/02

Tino Sehgal

The Still and Turning Point of the World,
City Hall Park, New York City (US),
28/06 - 15/11; Opéra national de Paris,
Paris, 26/09 - 09/10; Tino Sehgal, Pal-
ais de Tokyo, Paris, 17/10 - 18/11 (solo)

Tris Vonna-Michell

Par Tibi, Roma, Nihil (As you Rome,
nothing), Roman Forum and Palatine Hill,
Rome, 24/06 - 18/09; Wasteful lllumina-
tions, Mumok, Vienna, 14/12 (screening)

182-183
Ian Wilson
Grazer Kunstverein, Graz (AT),
permanent (solo)
Also represented by the gallery:
Philippe Thomas
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Publisher Jan Mot, Brussels
Concept Design Maureen Mooren &
Daniél van der Velden

Graphic Design Maureen Mooren,
Amsterdam

Printing Cultura, Wetteren
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JAN MOT

Rue de la Régence /
Regentschapsstraat 67
1000 Brussels, Belgium

tel:+322 5141010
office@janmot.com

Wed-Fri 2 -6.30 pm
Sat 12 -6.30 pm
and by appointment

José Maria Tornel 22
Col. San Miguel Chapultepec
11850 México D.F., México
office@janmot.com

By appointment only

www.janmot.com



