
Final version of his recordings 
in mono, as did Phil Spector. 
He did this for several rea-

Sons; one of which was that 
he felt that mono mastering 
provided more sonic control 
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In spite of the availability of 
complex multitrack record-
ing, Wilson always mixed the 

Deimantas Narkevicius, Ausgeträumt,            
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Love, in addition to Dennis Wilson and Al 
Jardine, was taken aback by Brian’s new 
sound (and Asher’s lyrics) when they re-
turned from touring in Asia to record their 
vocals. Love in particular was nonplussed 
by Brian’s complete abandonment of the 
“fast cars, cute girls, and sunny beaches” 
formula that had marked the group’s hit-
making career up to that point.
Love’s main influence on “I Know There’s 
an Answer” is reputed to have consisted of 
his strenuous opposition to the song’s origi-
nal title, “Hang On to Your Ego”, and his 
insistence that it be partially rewritten and 
retitled. The original lyrics created quite a 
stir within the group. ”I was aware that Brian 
was beginning to experiment with LSD and 
other psychedelics,” explained Love. “The 
prevailing drug jargon at the time had it 
that doses of LSD would shatter your ego, 
as if that were a positive thing... I wasn’t in-
terested in taking acid or getting rid of my 
ego.” Jardine recalled that the decision to 
change the lyrics was ultimately Wilson’s. 
“Brian was very concerned. He wanted to 
know what we thought about it. To be hon-
est, I don’t think we even knew what an ego 
was... Finally Brian decided, ‘Forget it. I’m 
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by
Deimantas Narkevicius

VILNIUS, MAY 2

The German word ‘Ausgeträumt’ has no 
literal translation in English, but means a 
state between dream and reality at the point 
of waking up.

The very first creative attempts by an art-
ist are usually very positive, unaffected by 
criticism, even naive activities. I understand 
‘naiveté’ as an initial state of being creative 
for any beginner in any field of art. Without 
‘naiveté’ any young person, would prob-
ably not choose to be an artist, as this would 
mean being condemned for very possible 
failure. Here I would like to refer to myself. 
I had to be absolutely naive to choose to be 
a visual artist, in the late 1980’s when in the 
Soviet Union, everything was falling apart. 
That was what my parents were telling to 
me. There was no precedent of success, or 
an example to follow in the country which 
was still isolated. 25 years later, I can admit 
that thanks to many lucky coincidences, I 
have in a way succeeded. At least I am ex-

hibiting internationally and having a visual 
art practice is my profession. I can probably 
accept being called an artist.
 With this film I am re-approaching the 
state of ‘naiveté’ which I find quite beautiful 
and already lost.  I have filmed young boys 
performing their very first song as an indie 
band. I find it really naive to start a band 
with any ambition in Lithuania. Pop music 
was not developed here as an original form 
of self expression at any period, with a few 
exceptions that were known, but only local-
ly. To date, no musician from here has ‘made 
it’ internationally. 
 I have offered to this bunch of idealists 
to produce a music video of their first single. 
As a LUX and Independent Cinema com-
mission, the piece was made on 35mm film 
and recently toured cinemas in England. So 
their first song went on a virtual tour around 
England — a country with a strong tradition 
of rock music.

Ausgeträumt by Deimantas Narkevicius 
will be presented at Art Unlimited in Basel 
(14/6 –19/6) in collaboration with gb agency 
(Paris) and Barbara Weiss (Berlin). 
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Ausgeträumt 
in Basel

Love, in addition to Dennis Wilson and Al 
With this film I am re-approaching the state 
of ‘naiveté’ which I find quite beautiful 
and already lost.  I have filmed young boys 
performing their very first song as an indie 
band. I find it really naive to start a band 
with any ambition in Lithuania. Pop music 
was not developed here as an original form 
of self expression at any period, with a few 
exceptions that were known, but only local-
ly. To date, no musician from here has ‘made 
it’ internationally. 
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Broodthaers’ abovementioned Un Coup de 
dés jamais n’abolira le hasard (1969) and 
a painting by Ed Ruscha. The Broodthaers’ 
work consist of a facsimile reproduction of 
Mallarmé’s eponymous masterpiece, here 
presented in a vitrine along the length of a 
wall. However, in Broodthaers’ rendition, 
all of the words have been barred out by a 
black line, as if indiscriminately censored. 
This work underlines Mallarmé’s spatiali-
zation of language, using a method as sim-
ple as suppression to disclose its optical 
heft, and as such, the 19th century poet’s 
plastic relationship with words. Contrasted 
against a small, unusual Ed Ruscha paint-
ing Trouble Your Way IF YOU Insist on 
Ratting (1997), which features a series of 
white lines on raw linen suggestive of sup-
pressed or censored language, Broodthaers’ 
rendition has a way of linguistically ani-
mating Ruscha’s painting, while Ruscha’s 
work inevitably brings to mind Mallarmé’s 
white silence. Symbolically sandwiched 
together, the two works would seem to can-
cel each other out. And yet, in both cases, 
language irrepressibly asserted itself with 

its insistence to be if not heard, then seen 
despite its absence. 
Here language, or rather its lacuna served 
more as a prop to frame a montage of cor-
poreal citations. For this video, the artist 
culled a series of poses of people reading 
from such films as Godard’s La Chinoise 
(1967) and Truffaut’s Fahrenheit 451 
(1966) and strung them together in the 
form of an actress reading a blank, thor-
oughly symbolic book. Curiously, as if in 
contrast to the white, unstained pages, the 
poses register as a catalogue of readerly 
attitudes, inscribing themselves in a kind 
of language stitched together from these 
cinematic vestiges of reading. A similar 
dissolution and would-be reconstitution 
occurred elsewhere in a sound piece by 
Manon de Boer. Entitled Switch (1998), 
this work features the English pop star 
Alison Goldfrapp attempting to reproduce 
fragments of languages she doesn’t speak 
(Dutch, French and Spanish) as faithfully 
as possible. It is impossible not to stand 
there and struggle to identify and decipher 
her earnest attempts not to produce gibber-

ish. So does this work playfully testify to 
language’s Lazarus-like refusal to give up 
the ghost. Elsewhere Tris Vonna-Michell’s 
Leipzig Calendar Works (2009) provision-
ally drew language back from the precipice 
of dissolution while continuing to cava-
lierly dangle it over the maw of unmeaning. 
Building upon his on-going Finding Cho-
pin (begun in 2005), Vonna-Michell draws 
upon his own personal history, history it-
self, and splendidly improbable anecdote to 
weave together an ever-evolving narrative 
of his picaresque adventures in locating 
his own origins with the help of the French 
poet Henri Chopin (1922-2008). Aided by 
props and images projected on slides, the 
artist recounts his farrago in a dazzling 
bravura at breakneck speeds (here recorded 
and listened to on headphones).  
To the sheer velocity of Vonna-Michell’s 
profusion of words can be starkly con-
trasted the exacting sculptural installations 
of Josef Strau. And yet Strau’s works hardly 
arrest the destabilized flow of language, but 
suspends it rather in a distinctly liminal 
space. His seemingly ad hoc conjunctions 

ˇ

ˇ

ˇ

(advertisement)



3 Newspaper Jan Mot Conversation 106   – 110

by
Ronald Van de Sompel

BRUSSELS 

Sven Augustijnen’s new film, Spectres, fo-
cuses on the decolonization of the Belgian 
Congo, especially the circumstances sur-
rounding the murder of Patrice Lumumba, 
its prime minister, on January 17, 1961, six 
months after the country declared independ-
ence in 1960. The artist’s project includes 
controversial viewpoints on an episode in 
history that has never been fully unravelled. 
The result is a dark work that tracks the 
specters of history into their most hidden 
retreats. Ronald Van de Sompel talked about 
this with the artist.

Ronald Van de Sompel In the course of your 
artistic practice, this episode of history al-
ready came up in Panorama, an art supple-
ment with the Flemish newspaper De Tijd, 
in which you look at this episode within 

the context of contemporary Brussels, with 
its European institutions. For A Prior, you 
subsequently realized a contribution with 
articles and covers of Pourquoi Pas? — a 
sixties magazine that covered the postcolo-
nial independence of Congo. Finally, in Jan 
Mot gallery, you opened an exhibition Les 
Demoiselles de Bruxelles, an installation in 
which the lives of Leopold II and Karl Marx 
are linked with those of African prostitutes 
who are presently active at Avenue Louise in 
Brussels. Why this particular interest in the 
Belgian colonial and postcolonial history 
and where is the movie Spectres situated in 
this context?

Sven Augustijnen My work originates from 
very concrete observations. For example, 
I walk past the statue of Leopold II on the 
Place du Trône daily where former colo-
nialists have commemorations, or I walk 
through Matonge, the Congolese quarter of 
Brussels, where I meet Congolese girls. The 
house where Karl Marx wrote the Commu-

What a day 
for a daydream

nist Manifest is situated a couple of streets 
further on, close to Avenue Louise. That’s 
how Les Demoiselles de Bruxelles came into 
being, where my interests in public space 
and the bio-political body were connected 
with historical research. This is where the 
title of the movie arose. The first sentence 
of the Communist Manifest namely runs: 
“A spectre is haunting Europe — the spectre 
of communism”. If the original scenario em-
bodied the ghosts of Marx, Leopold II and 
Lumumba, then the emphasis has shifted 
towards Lumumba in the course of produc-
tion.

RVDS The protagonist who gives us ac-
cess to this episode of history is Jacques 
Brassinne de la Buissière, at the time of the 
facts a young diplomat in Congo. In 1991, 
he wrote a doctoral thesis on the murder of 
Lumumba, in which he defends the position 
of the monarchy. Which were his personal 
motives to participate in this movie?

SA I first met Brassinne in the restaurant 
Le Cap d’Argent, situated across the Palais 
des Beaux Arts in Brussels in 2006. Though 
the conversation was very exploratory, his 
reaction on my proposal spoke volumes: 
“Ludo De Witte is my ghost!” By way of 
explanation, Ludo De Witte is a sociolo-
gist and author of many books on Congo 

Sven Augustijnen, Spectres,   
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that whipped the floor with the doctoral 
thesis of Brassinne, and stated on the basis 
of those same documents that the Belgians 
really were responsible for the murder on 
Lumumba. This gave way to the formation 
of a parliamentary commission of inquiry 
that investigated the possible involvement 
of Belgium regarding the murder of Lu-
mumba. By releasing his doctoral thesis, 
Brassinne himself set the ghost free. To him, 
the movie is in a certain way a means to re-
capture the ghost by showing that it was a 
“Bantu affair” and that at present historians 
cannot grasp the spirit of that age. 

RVDS How did you manage to convince 
the other persons involved to participate in 
this movie? I’m referring for example to the 
scene at the cemetery with Marie Tshombe. 
Or the birthday party of the eighty-year old 
Brassinne, where a band is playing What A 
Day For A Daydream and a baron refers to 
their repatriation at that time. Did Brassinne 
act in the capacity of negotiator here?

SA I think I finally convinced Brassinne 
by making proposals that where conceived 
from his point of view, such as the visit to 
the son of Harold d’Aspremont-Lynden, 
former Minister of African Affairs. He 
namely wrote a reply in the Walloon paper 
Le Soir to a carte blanche of the Collec-
tive Mémoires Coloniales, in which the 
telex with the demand for the “definitive 
elimination of Lumumba” of the aforemen-
tioned minister, who De Witte advances 
as evidence for the Belgian involvement 
in the murder on Lumumba, was dragged 
up again. On top of that, both the son of 
d’Aspremont and Brassinne were motivated 
to refute the thesis of De Witte on camera. 
By way of the Cher Pourquoi Pas? project, I 
also knew Tshombe’s grave in Etterbeek and 
when I suggested going there on the fortieth 
anniversary of the separatist province Ka-
tanga’s leader’s death, he called his daughter, 
Marie Tshombe. In a way, it has become a 
family movie, with the close relatives of the 
deceased and the last survivors in it. That’s 
why I inserted the birthday scene, where a 
certain baron Nothomb unfolds the anecdote 
about how he took Brassinne with him in an 
airplane to Katanga in 1960, where he was 
“to fulfil a mysterious mission”.

RVDS As of the opening scene, the Passion 
of Johannes by J.S. Bach serves as an im-
portant guideline. By doing so, you seem 
to have an analogy presumed between the 
suffering and death of Lumumba and that 
of Christ. Why did you choose that music?

SA The code through which two Belgians 
communicated on January 14, 1961 to get 

Tshombe’s permission to send Lumumba to 
Katanga ran: “Demande accord du Juif de 
recevoir Satan” (Transl.: “Ask the Jew for 
permission to receive Satan.”). Conceptu-
ally, I found an association with the most 
anti-Semitic passion, namely the passion of 
Johannes, for which the Jews were held re-
sponsible after the death of Christ.

RVDS The spoken and the written word play 
an important role in the movie. Through 
successive interviews, time and time again, 
a corner of the veil is lifted. Which did 
you want to emphasize when choosing the 
scenes in which you let your characters 
speak: the content of the statements, the 
stage setting through which you bring about 
a dramatic effect or a combination of both?

SA It’s a combined play. The content would 
not be able to communicate without emo-
tion and musical rhythm. Hence my choice 
to add the written word, which offers the 
possibility to import more factual, historical 
information, by means of which a friction is 
created. In the end, what does historiography 
stand for? What is the value of a testimony, 
of the memory of the past and what is the 
value of the written word, of the document? 
We can perhaps even state that the parts are 
being reversed in this movie: Brassinne gets 
the part of word painter while the part of the 
historian is assigned to me?

RVDS Sometimes history is told through 
images only. For example the mass in the 
Notre-Dame de Laeken on the occasion of 
the sixteenth anniversary of the death of 
King Baudouin, and in the garden of the 
National Museum in Kinshasa, the camera 
silently slides past the statues of Leopold II 
and Stanley.

SA Though there are sometimes light-heart-
ed goings-on, it’s a dark movie. Brassinne 
visits the graves and the place of execution 
of the leading figures. The mass is a long 
prologue in which we see catholic Belgium 
appear and go to Communion, to subse-
quently go down the crypt where Baudouin 
is buried, next to Leopold II. The visit to the 
crypt makes it clear that their ghost is alive. 
In Kinshasa, Brassinne visits the bronze 
statues that have been hauled from their ped-
estals, a concrete metaphor of the colonial 
project — the brainchild of Leopold II, and 
parted with by Baudouin — that haunts from 
the mountain the former capital Léopol-
dville, and its vast country, 80 times the size 
of Belgium, 50 years after its independence, 
not yet recovering from the disastrous de-
colonisation and the wounds of colonisation.

RVDS The scene in which Brassinne meets 

Lumumba’s family is a remarkable one, 
especially in the knowledge that on Janu-
ary 17, 2011, his sons François, Roland and 
Guy will institute legal proceedings against 
eleven Belgians, among which Brassinne 
himself. How did this meeting come about? 
Was Pauline Opanga Onosamba, the widow 
of Lumumba, familiar with the individual 
and the history of Brassinne?

SA I organized this meeting myself. Since 
Jacques assumed that he was conducting 
an objective research, he couldn’t possibly 
refuse this meeting. I don’t think that the 
widow knew Brassinne, but the daughter 
Juliana and the sons certainly did. However, 
that scene was shot in November 2009 and 
it wasn’t until June 2010 that the family de-
cided to file a complaint. 

RVDS At the end of Spectres, when we visit 
the place in the savannah where Lumumba 
was murdered, the atmosphere becomes 
grim. His notes in hand, Brassinne accurate-
ly indicates the locations where the prisoners 
were lined up and executed. He also touches 
a tree so as to work out whether there are 
bullet holes or not. Subsequently, you pay 
a second visit at night, which produces a 
strong dramatic effect. What motivated you 
to visit the crime scene and to go there again 
at night?

SA In the first scene of the movie, during 
the aperitif at the castle of d’Aspremont-
Lynden, Brassinne already announces that 
we would be going to the place of execu-
tion. He happens to be the person who in 
1989, while preparing his doctorate, found 
the place, and we immediately agreed to go 
and look for it again and to film it. Brassinne 
himself wanted to go back at night because 
the facts had occurred at night. It’s interest-
ing to work with the way in which characters 
picture a movie and to consequently play 
along with it.

RVDS Spectres is a continuation of your for-
mer productions, in the way that as a source 
of inspiration, the city of Brussels once 
again constitutes the starting point for story 
lines that now lead us outside of Europe, 
to Africa. This time, reality is also created 
through fiction. And although you use the 
directness of the cinéma vérité, your ap-
proach is once again very personal. How do 
you yourself situate Spectres in comparison 
with your former productions?

SA I think this movie is more about how that 
one character, Brassinne, constructs history 
through his own discourse. By means of my 
personal approach, we reach the conclusion 
that a movie, even if it is cinéma vérité, is 
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always a construction, and this consequently 
also goes for historiography. I think we can 
also state that the movie is in a certain sense 
a reflection or a shadow of the ghost that 
haunts us, or from another angle, that the 
movie was a process that was meant to exor-
cize the ghost. However, it’s in the nature of 
the ghost — un spectre, un revenant — that it 
keeps coming back.

This interview was previously published in 
Mousse Magazine, 27, February-March 
2011.

Exhibition at WIELS, Brussels: until 31/7. 
Screenings at Cinema RITS: 22/5 – 14h and 
14, 27/5 – 19h

On May 21, an on invitation only seminar 
on Sven Augustijnen’s Spectres will be or-
ganized at Wiels within the framework of 
the research project In and Out of Brussels: 
Aesthetics / Histories / Politics Between  
Europe and Africa (2010 – 2012), directed 
by T.J. Demos (University College Lon-
don) and Hilde Van Gelder (K.U. Leuven). 
The project intends to parse the political, 
historical and aesthetic implications of four 
recent films by Herman Asselberghs, Sven  
Augustijnen, Renzo Martens and Els Op-
som er. 

For more information: 
www.kfda.be/projects/spectres-seminar

BRUSSELS, MAY 3
 
The gallery’s presentation at Art Basel, 
which takes place from the 15th till the 
19th of June, focuses this year on works 
that generate light. Among them are Limit 
of a Projection II (1967) by David Lamelas, 
Cover Letter (2010) by Mario Garcia Torres 
and I Myself am only a Receiving Apparatus 
(2010) by Joachim Koester.  Another work 
is Retroprojection (2008 – 2011) by Pierre 
Bismuth. In this piece footage from the last 
hours of the US presidential elections aired 
on the American news channel MSNBC on 
the 4th of November 2008 is transferred to 
16mm film. The work is based on an ap-
parently anachronistic principle and works 
against the tide of the digital archiving of 
film by reaching back to the analogue sup-
port — a technique that is doomed to disap-
pear. The procedure is all the more irrational 
since it necessitates a complex engineering 
that goes from flashing on negative film 
stock through the transfer and development 
on a positive film stock which finally results 
in a usable copy which is then played on a 
film projector equipped with a sophisticated 
loop device. Paradoxically this inappropri-
ate transfer protects the visual material from 
disappearance. The film support confers 
some dignity to the image and dramatizes 
the visual content which in its original state 
as electronic image resembles millions of 

other hours of television footage. The news 
is regularly interrupted by trivial commer-
cials and covers only the few hours before 
the announcement of the final results thus 
denying us the satisfaction of the outcome. 
Nevertheless the transfer of the cathodic sig-
nal and its registration on the noble medium 
of film historicizes the transitory moments 
of history and brings back the televised 
event to the tradition of cinema alluding to 
its obvious fictional character. 

• Pierre Bismuth, Retroprojection (American Presidential Elections), 2008 – 2011

Retroprojection
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With this film I am re-approaching the state 
of ‘naiveté’ which I find quite beautiful 
and already lost.  I have filmed young boys 
performing their very first song as an indie 
band. I find it really naive to start a band 
with any ambition in Lithuania. Pop music 
was not developed here as an original form 
of self expression at any period, with a few 
exceptions that were known, but only local-
ly. To date, no musician from here has ‘made 
it’ internationally. 
 I have offered to this bunch of idealists 
to produce a music video of their first single. 
As a LUX and Independent Cinema com-
mission, the piece was made on 35mm film 
and recently toured cinemas in England. So 
their first song went on a virtual tour around 
England — a country with a strong tradition 
of rock music.
Jardine, was taken aback by Brian’s new 
sound (and Asher’s lyrics) when they re-
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all-original songs and, more importantly, all 
good ones, none of them filler. Inspired, he 
rushed to his wife and proclaimed, “Mari-
lyn, I’m gonna make the greatest album! 
The greatest rock album ever made!”.[11] 
In early January 1966 Wilson contacted 
Tony Asher, a young lyricist and copywrit-
erwho together with Daniel van der Velden 
conceived the lay-out of the gallery’s an-
nouncements in the form of a mini news-
paper, participates in the exhibition at the 
Dutch pavilion during the upcoming Venice 
Biennale (1/6 – 27/11). The collaborative 
project is entitled Opera Aperta / Loose 
Work and is curated by Guus Beumer. 

 who had been working on advertising jin-
gles, and whom Wilson had met in a Hol-
lywood recording studio months earlier. 
Within ten days they were writing together. 
Wilson played him some of the music he 
had been recording, and gave him a cassette 
of the finished backing track for a piece 

with the working title “In My Childhood”; 
it had lyrics, but Wilson refused to show 
them to Asher, who took the music away 
and wrote new lyrics. The result was even-
tually retitled “You Still Believe in Me” and 
the success of the piece convinced Wilson 
that Tony Asher was the collaborator he was 
looking for. So I put some minor changes 
in there, and it stretched out the possibili-
ties from a vocal point of view. Anyway, 
I played it, walked away from the piano 
and we went back to work. The very next 
day, I got a phone call to come down to the 
studio. Brian played the song for me, and I 
was blown away. The idea stage to the com-
pleted track took less than 24 hours. 
proclaimed, “Marilyn, I’m gonna make the 
greatest album! The greatest rock album 
ever made!”.[11] In early January 1966 
Wilson contacted Tony Asher, a young lyri-
cist and copywriterwho together with Dan-
iel van der Velden conceived the lay-out of 
the gallery’s announcements in the form 

of a mini newspaper, participates in the 
exhibition at the Dutch pavilion during the 
upcoming Venice Biennale (1/6 – 27/11). 
The collaborative project is entitled Opera 
Aperta / Loose Work and is curated by Guus 
Beumer. 

 who had been working on advertising ji-
gles, and whom Wilson had met in a Hol-
lywood recording studio months earlier. 
Within ten days they were writing together. 
Wilson played him some of the music he 
had been recording, and gave him a cassette 
of the finished backing track for a piece 
with the working title “In My Childhood”; 
it had lyrics, but Wilson refused to show 
them to Asher, who took the music away 
and wrote new lyrics. The result was even-
tually retitled “You Still Believe in Me” and 
the success of the piece convinced Wilson 
that Tony Asher was the collaborator he was 
looking for. So I put some minor changes 
in there, and it stretched out the possibili-

by 
Heidi Ballet

BRUSSELS, MAY 2

When I was six I walked with my mother 
along a shopping street in my hometown in 
Belgium. Typically on these trips she would 
always hand me some money whenever a 
musician was playing in the street to hand 
it to him or her. That particular day my 
mother must have been in a generous mood. 
As I threw money into the hat of a happy 
musician playing a guitar, and we slowly 
walk past, the music suddenly stopped and 
the guy came running after me and stopped 
me. I had no clue what was happening, and 
shook nervously, thinking I had done some-
thing wrong and was going to be punished 
for it publicly. The musician smiled and 
gratefully handed me a small red coin. I was 
baffled as he walked back to his guitar and 
I tried to put myself back in motion again 
after the spectacular event. From that day 
on, the small red coin became my special 
object. I put the coin in my jewelry box and 
every once in a while I would check to see 
if it was still there. It became the most pre-
cious object of my childhood since I didn’t 
know how much it was worth. I imagined, of 
course that it was worth a fortune and it be-
came the symbol of a bright future; I hoped 
that one day I would travel to the mysterious 
country the coin came from and use it. I for-

got about the coin after other things started 
occupying my mind, but then there was a 
beautiful moment three years ago when I 
looked at the change I got back after buy-
ing my first bagel in New York. I was in the 
country! 

I think the moment of completion for me 
came from the fact that I could finally, un-
derstand the context of the coin, understand 
the excitement that the musician must have 
felt traveling to Europe just like I was ex-
cited to travel to America now, being of ap-
proximately the same age that he had had 
been. It felt like understanding someone that 
I never really knew, but that was connected 
to my own history through the pennies in 
my hand.

The idea of an encounter and the inspira-
tion it brings is the driving force behind a 
lot of things we do in life. Levinas says that 
the encounter with the other carries in it-
self the experience of transcendence, since 
it’s the face of the other that reminds us of 
the responsibility towards others and adds 
meaning to our life. Reading this there’s 
also a realization that a true encounter is a 
privilege that happens only rarely, since it 
requires a moment of recognition in which 
you see something of yourself in the other. 
Since everyone is different, and since people 
don’t always show their true self, maybe a 
large part of what we think is an encounter is 

actually projection. How much of a person 
can you really understand even if you know 
them very well? 

My fascination with the encounter lies not 
only in the possibility of a true exchange, but 
also in the fact that unpredictable encounters 
rely on chance, on things coming together 
at a certain place and time. Reflecting on 
meeting the most important people in my 
life, I realize that some small coincidence 
or a different choice at a specific moment 
in time could have had a major impact on 
my life since the encounter would not have 
taken place. Thinking this in reverse, there 
are a large number of people that I haven’t 
met for exactly the same reason. And that’s 
why the space around the encounter is the 
most exciting one — we’re in a constant state 
of potential encounter.

During the month of August a group exhi-
bition titled The Encounter will be taking 
place at the gallery. By keeping the gallery 
open in August, there will be an opportunity 
for an encounter with a work of art or a per-
son at a time when most galleries are closed. 
Also, the gallery’s opening hours will be ex-
tended during the exhibition: from August 6 
till September 3 Jan Mot will be open from 
Tuesday to Saturday, 2 pm till 8 pm. There 
will be no opening but a closing reception 
which will take place on September 3 from 
7 pm till 10 pm.

The Encounter
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On June 17 (4PM) Pierre Bismuth, Ami 
Barak and Simon Lamunière will discuss 
at Art Basel the project The Neon Paral-
lax, a series of 10 commissioned luminous 
artworks for a public square in Geneva. 
Pierre Bismuth and Dominique Gonzalez-
Foerster are two of the artists selected for 
this permanent exhibition.

Maureen Mooren, who together with 
Daniël van der Velden conceived the lay-
out of the gallery’s announcements in the 
form of a mini newspaper, participates in 
the exhibition at the Dutch pavilion during 
the upcoming Venice Biennale (1/6 – 27/11). 
The collaborative project is entitled Opera 
Aperta / Loose Work and is curated by Guus 
Beumer. 

The gallery will be closed for summer 
holidays from the 11th of July till the 1st of 
August. 

In Brief

• David Shrigley, Untitled, 2011. Following his year long contribution to the gallery newspaper, 
Shrigley now presents a series of 8 recent drawings at the gallery (21/5-9/7) 110

The 
encounTer

curaTed 
By 

heidi BaLLeT

Jan Mot
Rue Antoine Dansaertstraat 190

BE-1000 Brussel Bruxelles

Exhibition
6/8-3/9

Closing reception
3/9, 19-22h

With this film I am re-approaching the state 
of ‘naiveté’ which I find quite beautiful 
and already lost.  I have filmed young boys 
performing their very first song as an indie 
band. I find it really naive to start a band 
with any ambition in Lithuania. Pop music 

all-original songs and, more 
importantly, all good ones, 
none of them filler. In-
spired, he rushed to his wife 
and proclaimed, “Marilyn, 
I’m gonna make the great-
est album! The greatest 
rock album ever made!”.
[11] In early January 1966 
Wilson contacted Tony 
Asher, a young lyricist and 
copywriterwho together 
with Daniel van der Velden 
conceived the lay-out of the 
gallery’s announcements in 
the form of a mini newspa-
per, participates in the exhi-
bition at the Dutch pavilion 
during the upcoming Ven-
ice Biennale (1/6 – 27/11). 
The collaborative project 
is entitled Opera Aperta / 
Loose Work and is curated 
by Guus Beumer. who had 
been working on adver-

tising jingles, and whom 
Wilson had met in a Hol-
lywood recording studio 
months earlier. Within ten 
days they were writing to-
gether. Wilson played him 
some of the music he had 
been recording, and gave 
him a cassette of the fin-
ished backing track for a 
piece with the working title 
“In My Childhood”; it had 
lyrics, but Wilson refused 
to show them to Asher, who 
took the music away and 
wrote new lyrics. The re-
sult was eventually retitled 
“You Still Believe in Me” 
and the success of the piece 
convinced Wilson that Tony 
Asher was the collaborator 
he was looking for. So I 
put some minor changes in 
there, and it stretched out 
the possibilities from a vo-

cal point of view. Anyway, 
I played it, walked away 
from the piano and we went 
back to work. The very next 
day, I got a phone call to 
come down to the studio. 
Brian played the song for 
me, and I was blown away. 
The idea stage to the com-
pleted track took less than 
24 hours. 
proclaimed, “Marilyn, I’m 
gonna make the greatest 
album! The greatest rock 
album ever made!”.[11] In 
early January 1966 Wilson 
contacted Tony Asher, a 
young lyricist and copy-
writerwho together with 
Daniel van der Velden con-
ceived the lay-out of the 
gallery’s announcements in 
the form of a mini newspa-
per, participates in the exhi-
bition at the Dutch pavilion 

(advertisement)
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Jan MoT

Rue Antoine Dansaertstraat 190
BE-1000 Brussel Bruxelles

tel: +32 2 514 10 10
fax: +32 2 514 14 46
office@janmot.com
www.janmot.com

donderdag-vrijdag-zaterdag 14 –18.30u
jeudi-vendredi–samedi 14 –18.30h
en op afspraak / et sur rendez-vous

(advertisement)

Sven Augustijnen
Spectres, Kunstenfestivaldesarts, KVS, Brus-
sels, 07/05 (screening); Spectres, Kunstenfes-
tivaldesarts, KVS, Brussels, 08/05 (screening 
and debate); Sven Augustijnen: Spectres, 
Wiels, Brussels, 08/05 – 31/07 (solo); Spec-
tres, Kunstenfestivaldesarts, RITS, Brussels, 
14/05, 22/05, 27/05 (screening)

Pierre Bismuth
Fluiten in het donker, de Appel, Amsterdam, 
20/05 – 26/06; The End of Money, Witte de 
With, Rotterdam (NL), 22/05 – 07/08; Pay-
sages et objets absents, Fri Art, Centre d’art 
de Fribourg (CH), 28/05 – 21/08; Jan Mot, 
Art 42 Basel, Basel (CH), 15/06 – 19/06; 
The Neon Parallax, Basel Art Salon, 17/06 
(discussion); Contour, 5th Biennial of Mov-
ing Image, Mechelen (BE), 28/08 – 10/10; 
Melanchotopia, Witte de With, Rotterdam 
(NL), 03/09 – 27/11; Une terrible beauté 
est née, 11th Lyon Biennial, Lyon (FR), 
15/09 – 31/12

Manon de Boer
Les paradoxes du temps, MUDAM, Luxem-
burg, 17/02 – 22/05; Blockbuster, Museo de 
Arte de Sinaola (MX), 25/02 – 05/06; Manon 
de Boer, Index, Stockholm, 06/04 – 04/06 
(solo); Time Again, SculptureCenter, New 
York, 09/05 – 25/07; People and Time, Jan 
Mot, Brussels, 21/05 – 09/07; Blockbuster, 
MARCO, Monterrey (MX), 23/6 – 25/9; 
Dépues del silencio, La Casa Encendida, 
Madrid, 28/06 – 11/09; Animismus, Generali 
Foundation, Vienna, 16/09 – 29/01

Rineke Dijkstra
Angry, Nederlands Fotomuseum, Rotter-
dam (NL), 22/01 – 13/06; I Promise to Love 
You, Caldic Collectie, Kunsthal Rotterdam 
(NL), 06/02 – 15/05; Eye Wonder: Photo-
graphy from the Bank of America Collection, 
National Museum of Women in the Arts 
and Bank of America, Washington (US), 
18/02 – 22/05; Heroines, Museum Thyssen-
Bornemisza, Madrid, 08/03 – 05/06; I See 
A Woman Crying, Bonniers Konsthall, 
Stockholm, 16/03 – 19/06 (solo); Series of 
Portraits, A Century of Photographs, Mu-
seum für Kunst und Gewerbe, Hamburg 
(DE), 01/04 – 26/06; Rineke Dijkstra/Claude 
Lorrain, Teylers Museum, Haarlem (NL), 
22/04 – 18/09 (solo)

Mario Garcia Torres
The Anxiety of Photography, Aspen Art  
Museum, Aspen (US), 12/05 – 17/07; What 
happened to the other dollar?, Proyectos 

Monclova, Mexico City, 05/04 – 28/05; Pay-
sages et objets absents, Fri Art, Centre d’art 
de Fribourg (CH), 28/05 – 21/08; Jan Mot, 
Art 42 Basel, Basel (CH), 15/06 – 19/06; 
Material Witness, Mario Garcia Torres, 
Konradt Wendt, Belkin Art Gallery, Vancou-
ver (CA), 24/06 – 21/08 (solo)  

Dominique Gonzalez-Foerster
Big Picture (Orte/Projektionen), K21 Kunst-
sammlung Nordrhein-Westphalen im Stän-
dehaus (DE), 19/03 – 14/08

Douglas Gordon
Glimmer, Jumex Foundation, Mexico City, 
08/04 – 30/10; Douglas Gordon, Yvon 
Lambert Gallery, 15/04 – 03/06 (solo); Le 
pratique est absolument nécessaire et elle 
pose désormais le problème non plus de 
son esthétique mais de sa stratégie!, Institut 
d’art contemporain Villeurbanne, Rhône-
Alpes (FR), 06/05 – 04/09; Rebel, James 
Franco in collaboration with Douglas Gor-
don, Harmony Korine, Paul McCarthy, Ed 
Ruscha, Aaron Young, 54th Venice Bien-
nial, Venice (IT), 04/06 – 06/11; Le temps 
retrouvé, Collection Lambert, Avignon (FR), 
12/06 – 02/10

Joachim Koester
Eins plus Eins, Arthur Boskamp Stiftung, 
Hohenlockstedt (DE), 03/04 – 22/05; Second 
Lives: Jeux masqués et autres Je, Casino 
Luxembourg, Luxembourg, 15/05 – 11/09; 
Joachim Koester, If One Thing Moves Ev-
erything Moves, Galería Elba Benítez, 
Madrid, 07/06 – 30/07 (solo); Jan Mot, Art 
42 Basel, Basel (CH), 15/06  – 19/06; Se-
cret Societies, Schirn Kunsthalle, Frank-
furt (DE), 23/06 – 25/09; Our Magic Hour, 
Yokahama Triennial 2011, Yokohama (JP), 
06/08 – 06/11; Contour, 5th Biennial of Mov-
ing Image, Mechelen (BE), 27/08 – 30/10; 
Animismus, Generali Foundation, Vienna, 
16/09 – 29/01

David Lamelas
Les paradoxes du temps, MUDAM, Lux-
embourg, 17/02 – 22/05; Limit of a Projec-
tion II, Jan Mot, Brussels, 02/04 – 14/05 
(solo); People and Time, Jan Mot, Brus-
sels, 21/05 – 09/07; Jan Mot, Art 42 Basel, 
Basel (CH), 15/06 – 19/06; David Lamelas, 
Bloomberg Space, London, 26/05 – 02/07 
(solo); I Am a Cliché  –  Ecos da Estética 
Punk, Centro Cultural Banco do Brasil, Rio 
de Janeiro (BR), 11/07 – 02/10

Sharon Lockhart
After Images, The Belgian Jewish Mu-
seum, Brussels, 28/04 – 28/08; Measuring 
the World, Universalmuseum Joanneum, 
Graz (AT), 11/06 – 04/09; More American 
Photographs, CCA Wattis Institute for 

Contem porary Arts, San Francisco (US), 
29/09 – 10/12

Deimantas Narkevicius
Space. About a Dream, Kunsthalle Wien, 
Vienna, 01/04 – 15/08; Artists Cinema 2011: 
Projected Images, Film Series, Walker Art 
Center, Minneapolis (US), 05/05 – 02/06; 
Staging Documentary, Lothringer13 Halle, 
Munich (DE), 13/05 – 26/06; History in Art, 
Museum of Contemporary Art in Krakow, 
Krakow (PL), 20/05 – 25/09; Art Unlimited, 
Art 42 Basel, Basel (CH), 14/06 – 19/06;  
We Will Live, We Will See, Zabludowicz Col-
lection, London, 7/7 – 14/8; Ostalgia, New  
Museum, New York, 14/07 – 25/09

Tino Sehgal
CCA Wattis Institute, San Francisco (US) 
(permanent installation); Botanical Garden, 
Culiacan (MX) (permanent installation); 
Tino Sehgal, Transmission Gallery, Glasgow 
(UK), 23/04 – 04/06 (solo); The Encounter, 
Jan Mot, Brussels, 06/08 – 03/09

Tris Vonna-Michell
Tris Vonna-Michell, Loughborough Uni-
versity, Leicestershire (UK), 07/05 (perfor-
mance); Tris Vonna-Michell, CCA Glasgow, 
Glasgow (UK), 16/07 (performance); The 
Eye is a Lonely Hunter: Images of Human-
kind, 4. Fotofestival Mannheim  –  Ludwigs-
hafen  –  Heidelberg, Ludwigshafen (DE), 
10/09 – 06/11; Tris Vonna-Michell, Metro 
Pictures, New York, 15/09 – 22/10 (solo)

Ian Wilson
People and Time, Jan Mot, Brussels, 
21/05 – 09/07; Ian Wilson: The Pure Aware-
ness of the Absolute, Dia:Beacon, Beacon 
(NY), 03/09, 01/10 (discussions)  

Colophon
Publisher Jan Mot, Brussels
Concept Design Maureen Mooren & 
Daniël van der Velden
Printing Cultura, Wetteren
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