
ture [I] critiqued elsewhere. 
This is only one indication 
of how post-modernist art, 

which emerged as a troping 
of modernist categories, is 
now trumped in turn. 
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that what Mr. Hyakutake had seen was an 
unknown comet, one that had probably not 
passed within earth’s view in 10,000 years, 
when Mesolithic people roamed the earth. 
Although the Mesolithic peoples of the 
middle and far east did not become skilled 
astronomers for another 2,000 years after 
the comet’s last appearance, it is possible 
that they noticed the comet—perhaps even 
enjoyed it and talked about it—after a hard 
day of food-gathering and domesticating the 
dog. However, unlike the perceived orbits of 
the sun, the moon and five planets that came 
to symbolize the Mesopotamian calendar 
week, the comet’s brief appearance 10,014 
years ago probably thwarted the likelihood 
of any symbols or names being attributed 
to it. And so, for the time being, unknown 
comet number C/1996B2 is now officially 
known as the Comet Hyakutake.
A lot has happened since then, not least of 
which is our ability to drop what we’re doing 
for a few hours and travel to some darker, 
more remote region in the hopes of catching 
a glimpse of a fleeting asteroid. We seek out 
such phenomena because our daily lives do 
not often provide us with the opportunity to 
experience such sublime, annihilating coin-
cidences. Standing beneath such a rare oc-
currence, visible to the naked eye, the mortal 
anxiety of “Why am I here?” can unwind 
into the more beatific attitude of 

ints and drawings of night skies. Most of 
them have comets streaking across their 
view and all of them are invented. In the 
drawings she begins by making a blank 
charcoal ground and then slowly erasing the 
stars out of it, one by one. The prints happen 
the same way but in reverse, with ink or the 
resistance of ink. Some stars get worked into 
crisp points while others remain nebulous; 
some stars are left faint, far away, and dying 
while others are made larger, closer, brighter. 
	 Unlike the scientific beauty of Renais-
sance drawings, in which the depiction of 
light falling on the surface of an object gives 
it not only form but priority in the natural 
order of things, Celmins’ drawings depict 
nothing but pure, emitted light. This is part 
of what makes starlight so captivating: it’s 
strong enough to reach our retinas but too 
weak to illuminate anything. Consequently, 
unlike the light depicted in a Renaissance 
image, the light in a Celmins night sky ac-
tivates our brains without giving us anything 
to contemplate, save our own stimulated 
nerve endings and their impetus, light years 
away. However recognizabiving us anything 
to contemplate, save our own stimulated 
nerve endings and their impele Celmins’ 
night skies are as images, it is their affect 
rather than their subject matter that compels 
us into them, collapsing time and sp

eek out such phenomena because our daily 
lives do not often provide us with the op-
portunity to experience such sublime, an-
nihilating coincidences. Standing beneath 
such a rare occurrence, visible to the naked 
eye, the mortal anxiety of “Why am I here?” 
can unwind into the more beatific attitude of 
wondering “What difference does it make?” 
When the answer to that question is “none,” 
or even “a little,” what harm can their be in 
continuing to do whatever it is that we do?
	 The work of Vija Celmins proposes that it 
is precisely the flawed, human-scale redun-
dancy of art that allows us to wrap our arms 
around the imponderable and commemorate 
the mundane. By depicting a desk lamp or 
a bowl of matzo ball soup in aggrandizing 
terms (i.e. oil on canvas), or rendering the 
minutiae of a desert floor in graphite on pa-
per, Celmins calmly puts all human endeavor 
in its place, including her own. But Celmins 
is no nihilist. Rather, her fine draftsmanship 
and sharp wit also elevate humanity a little, 
emphasizing the appropriateness of doing 
things to the the best of our ability—not best 
of our ability—not
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Conceptual Art

by Ian Wilson

The difference between conceptual art and poetry, literature, and philosophy is that concep-
tual art takes the principles of visual abstraction, founded in the visual arts, and applies 
them to language. When it does that a nonvisual abstraction occurs.
Nonvisual abstraction is more difficult to grasp than visual abstraction. Although it occurs in 
all forms of language, it is never focused on.
Nonvisual abstraction is difficult to grasp because we continue to look for something. This 
tendency of looking for visual meaning, or trying to use the visual faculty, causes meaning-
lessness to occur.
Nonvisual abstraction is difficult to appreciate because it deals with the most difficult objec-
tive to comprehend. It endeavors to inspire a consciousness of being which is formless.
Nonvisual abstraction is at the heart of conceptual art.
Nonvisual abstraction is formless.
There still is content in visual abstraction, but nonvisual abstraction has no content.
A concept without a content is formless.
True conceptual art does not compromise itself by re-entering the traditional context of the 
visual arts. No matter how nonvisual or abstract a work may be, when it is put on a gallery 
wall language becomes an object to be looked at and not read. Print becomes a visual object to 
the extent it is physically removed from the reader.
Conceptual art presented in a typeface larger than 12 points causes a reference to a place 
other than the consciousness of the reader.
When consciousness is related to place and time it is limited in place and time.
Consciousness withdrawn from external references is beyond space and time.
Conceptual art is beyond space and time.
Space and time have nothing to do with the nature of consciousness. They are superimposed upon it.
True conceptual art shows a reality without dimension, without form.
At the outset it was misunderstood that conceptual art meant any art that was involved in 
ideas, or that had an idea involved in its construction, be it a photograph, painting, or 
sculpture. This is not so.
Conceptual art is not about ideas. It is about the degree of abstraction of ideas.
The idea “car” is not as appropriate as the idea “infinity”. It is not as abstract.
Abstraction is concerned with the present.
The true present is without references of space and time.
The conceptual artist is someone who has been trained rigorously in visual abstraction and 
brings this into the area of language.
The conceptual artist raises the consciousness of abstraction in language.
The conceptual artist points to abstraction as an expression of the evolving consciousness. By 
removing all social and political references this evolving consciousness searches for a means 
to see through an opaque language.
The nature of abstraction is so obscure that it had to be discovered by a primary research 
such as the visual arts. Poetry, literature and philosophy have used abstraction but it was 
never focused on for itself. Once the principles of abstraction were understood, the only way 
they could be further developed was for the artist to move into language.
The artist is forced to go beyond visual abstraction and enter language the better to express 
an evolving ability to grasp a nonvisual world.
Sol LeWitt’s statements about conceptual art are important. They are, however, general enough 
to include physical execution of ideas.
Joseph Kosuth’s writings on conceptual art go further. Although still concerned with the 
visual presentation of ideas, he shows the essential nature of an idea to be removed from its 
physical execution. However, we must move further into a more precise definition of the non-
visual and formless nature of conceptual art.
True conceptual art moves beyond visual and physical execution of idas no matter how abstract, 
beyond figurative and inanimate ideas: true conceptual art is found within the formless ab-
stractions of language.
The development of art is the development of abstraction, and the development of abstraction 
is the movement into a formless language.
Language is the most formless means of expression. Its capacity to describe concepts without 
physical or visual references carries us into an advanced state of abstraction.
Conceptual art is concerned with the internal, intellectual nature of a concept. The more re-
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moved from external references, the stronger the concept.
The nature of concepts is antithetical to sensual reality. Conceptual art, when it is taken 
seriously, separates consciousness from the exterior world.
Concepts are, however, involved in our every day. A person in the street is a concept. We are 
always associating concepts with physical reality. Good conceptual art isolates the concept. 
Everyday thought is composed of both concepts and the relationship of concepts to the external 
world. There is a clear distinction between the two. Conceptual art makes this distinction.
Art that has visual aspects is concerned with references exterior to the concept as well as 
the concept. Good conceptual art is concerned with just the concept.
When a concept is made strong, that is, removed from external references, consciousness is cut 
off from the physical world. The awareness of consciousness removed from external objects is 
an awareness of energy, an awareness of being: the conscious mind aware of itself.
Consciousness of a person or an inanimate object is not the heart of consciousness. The heart 
of consciousness is a state of being which is formless.
That which is neither known nor unknown is without form. What is grasped is an awareness of 
being.
Being is the awareness of consciousness.
Reality is the formless heart of consciousness.
Consciousness focused into the present becomes conscious of itself.
At the moment consciousness becomes aware of itself it withdraws. Withdrawn from the concept, 
consciousness itself is the object.
Visual art presents an exterior point for the viewer to focus on. Good conceptual art leaves 
nothing. The reader is suspended, and it is from this vacuum that true consciousness emerges.
Normally consciousness is related to forms. Abstraction reduces that relationship. Nonvisual 
abstraction reduces it further.
Language is made transparent by abstraction.
The heart of consciousness is shown by a transparent language.
A nonvisual abstraction such as “that which is neither known nor unknown” reduces logical 
thought totally and in this way allows intuitive insight to occur.
Thought without an object of thought is a formless concept.
The nature of the inspired state is shown as a formless concept.
When consciousness becomes aware of itself it becomes inspired.
The inherent potential of a universal concept is a means of expression whose physical exist-
ence does not compete or eclipse the subtle consciousness involved in comprehending a formless 
concept.
The concept of infinity is a very beautiful concept. Although unseen it provokes us to try to 
comprehend it, forcing us to enter the inspired state. The inspired state being that state in 
which reality is understood.
Formless and without content, the structure of a universal concept approaches the structure of 
the inspired state.
Nonvisual abstraction allows an appreciation of the inspired state that figurative art doesn’t. 
It articulates the formless nature of the inspired state.
Nonvisual abstraction shows the inspired state to exist independently of the physical world. 
Physical objects may raise consciousness to the inspired state, but it exists independently of 
these objects.
Good conceptual art realizes the force of its own reality.
True conceptual art is aware of the force of the moment in which it exists. For example: 
Ruptured (Lawrence Weiner, 1969). It is persistent, unique, allusive, harmonious . . . (Robert 
Barry, 1970); meaning . . . = that which exists in the mind (Joseph Kosuth, 1968); 1 = 1 and 1 
+ 1 = 2 is 1 2 . . . (Hanne Darboven, 1971).
In the best conceptual art only very pure concepts are used.
Passing toward the center of conceptual art, idea-oriented figurative writing, photography, 
and painting are on the remote periphery. Passing the visual realm of color and natural form 
we pass closer to the center. We have already passed idea-oriented performance and social and 
political writing. We have passed abstract color painting. We pass black and white abstract 
painting. Approaching the limit of visual abstraction we pass from three to two dimension and 
into language descriptions of abstract physical objects and events. Passing beyond metaphor, 
beyond criticism, beyond art, beyond space and time, we come upon the formless abstractions of 
language. Infinite and formless what is presented is neither known nor unknown.
This is the center. This is the heart of conceptual art.

Ian Wilson’s text was originally published in Artforum, 22:6, 1994: 60-61. It is printed here 
by kind permission of the artist.
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Technology and Production 

By Pierre Bismuth
14/12/2009

Today, human activity seems to consist essentially of working to build and maintain the econo-
my: work on the one hand and the acquisition of products (goods and services) on the other.

Work and acquiring products are in fact one and the same thing that is basically contributing 
to the flow of production. The term “consumption” is no longer appropriate for this system be-
cause the acquisition phase is now an integral part of work. In this sense, free time is also 
an integral part of work.

We are no longer slaves of any other individual, as the existence of all men, without distinc-
tion, is driven by one and the same thing: production and the flow of production.

Contributing to the flow of production should be considered as the most advanced contemporary 
form of work. We are experiencing what is no doubt the most evolved phase of democracy in that 
no class, or social group, is exempted from this task.

It would be a mistake to think that the unemployed do not work. All men work if they have the 
means to contribute to the flow of production.

Unemployment benefit is the state’s indirect contribution to the flow of the economy. It helps 
the young to join the flow of production and the most disadvantaged not to leave it. Recipients 
of this benefit have a debt to society in that everyone should be capable of working autono-
mously to sustain the flow of production.

The economy is based on production, and this is driven by technological progress.

Technology does not free man from labour. It augments the field of labour for each individual 
and makes us increasingly autonomous with regard to others.

Autonomy created by technology is considered freedom.

Technological research is a speculative system whose motivation is the very possibility of 
technological progress. Technological innovations are developed well before their application 
is conceived. It is only once technological innovations are operational that applications are 
sought.

Technology is not there to solve problems but to create potential for exploitation and capi-
talisation.

Technology has become in the end the model for life as we impose to our own existence the im-
perative of constant improvement and development inherent in technological production.
Technological development is for the time being mankind’s only future.

This text is part of Pierre Bismuth’s installation Technological Development is for the Time 
Being Mankind’s Only Future, Part I, 2011, first shown at Witte de With, Rotterdam as part of 
the show The End of Money, 2011. The last sentence appears as an aphorism in the edition 
Bismuth recently produced with More Publishers, Ghent.
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• Pierre Bismuth, Technological Development is for the Time Being Mankind’s Only Future, Part I, 2011, Installation view, The End of Money, Witte de With, 
Rotterdam (NL), 2011

Porta literary festival. It was here that I was 
fortunate enough to meet the legendary 
writer, philosopher, situationist, and author 
of The Revolution of Everyday Life, Raoul 
Vaneigem. There we discussed the legacy of 
that radical artistic and political movement, 
of Vaneigem’s continued commitment to an 
‘art of living’ that transcends the historical 
recuperation of situationism as such, and to 
a civil disobedience that might foster ‘com-
munities where desire for life overwhelms 
the tyranny of money and power’. 
	 While in the city, I also met another 
hero of mine, Marcel Broodthaers. Like 
Vaneigem, Broodthaers was a veteran of 
May 1968, but if – as Vaneigem states – the 
évènements precipitated the unravelling of 
the situationist project into ‘self-parody’, 
Broodthaers was shortly to turn parody 
itself into a virtue. As self-appointed di-
rector of his own Musée d’Art moderne, 
Broodthaers constructed an aesthetic of ad-
ministration that identified the institutional 
mechanisms of art as the determining site of 
meaning, while his Département des Aigles 
made plain the truth of Vaneigem’s sugges-
tion that the ‘museum suffers from being a 
closed space in which works waste away’. 
	 Lucky, then, that the young Mexican 
artist, Mario Garcia Torres, whom I also 
met in Brussels, works to reanimate so 
much of the conceptualist legacy. Indeed, 

it was Garcia Torres that put me in touch 
with the Belgian provocateur at Galerie 
Jan Mot, in his solo show, All That Color 
Is Making Me Blind. Having enjoyed the 
eponymous centrepiece of this show, a ten-
channel video installation, I was alerted to 
an invisible piece that occupied the gallery 
office, consisting simply of the invitation 
to dial Broodthaers’s number on the office 
telephone. This was a marvellous encoun-
ter with an artwork that – like a good deal 
of Garcia Torres’s work – replays episodes 
in the history of conceptual art in terms of 
repetition and difference, in this case wittily 
inscribing itself within a lineage of ‘tele-
phone works’ that extends from Laszló Mo-
holy-Nagy’s Telephone Pictures of 1922, 
for which the artist telephoned his instruc-
tions for the production of three steel and 
enamel paintings to the foreman of a Berlin 
sign factory, to Walter De Maria’s contri-
bution to the 1969 show, When Attitudes 
Become Form, in Bern, entitled Art by Tel-
ephone. There, a simple notice, placed on 
the floor next to a telephone, read: ‘If this 
telephone rings, you may answer it. Walter 
De Maria is on the line and would like to 
talk to you.’ Now, here we are, in Brussels 
of Vaneigem’s continued commitment to an 
‘art of living’ that transcends the historical 
recuperation of situationism as such, and to 
a civil disobedience that might foster ‘com-

munities where desire for life overwhelms 
the tyranny of money and power’. 
	 While in the city, I also met another 
hero of mine, Marcel Broodthaers. Like 
Vaneigem, Broodthaers was a veteran of 
May 1968, but if – as Vaneigem states – the 
évènements precipitated the unravelling of 
the situationist project into ‘self-parody’, 
Broodthaers was shortly to turn parody 
itself into a virtue. As self-appointed di-
rector of his own Musée d’Art moderne, 
Broodthaers constructed an aesthetic of ad-
ministration that identified the institutional 
mechanisms of art as the determining site of 
meaning, while his Département des Aigles 
made plain the truth of Vaneigem’s sugges-
tion that the ‘museum suffers from being a 
closed space in which works waste away’. 
	 Lucky, then, that the young Mexican 
artist, Mario Garcia Torres, whom I also 
met in Brussels, works to reanimate so 
much of the conceptualist legacy. Indeed, 
it was Garcia Torres that put me in touch 
with the Belgian provocateur at Galerie 
Jan Mot, in his solo show, All That Color 
Is Making Me Blind. Having enjoyed the 
eponymous centrepiece of this show, a ten-
channel video installation, I was alerted to 
an invisible piece that occupied the gallery 
office, consisting simply of the invitation 
to dial Broodthaers’s number on the office 
telephone. This was a marvellous
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My Approach to Work in 1968

By David Lamelas
Buenos Aires - London 1968

Introduction to the work.

I WILL ENUMERATE THE PRINCIPLES THAT UNDERLIE MY WORKS FROM 1 TO 10:

1. 	 They are not focused on artistic production.

2. 	 They set forth defined objectives.

3. 	 The work is not assimilated by contemplation.

4. 	 They are not art objects, rather products.

5. 	 They take on meaning from the time they come into existence, whether they are understood 	
	 or not.

6. 	 They do not exist as final products, because they never reach completion.

7. 	 They are not to be judged.

8. 	 They do not address intellectual or sociological problems.

9. 	 I produce them based on intuitive projects.

10. 	They are unimaginable within the sphere of aesthetics.1

1. Idea taken from Raúl Escari’s prologue on my work presented at the 34th Venice Biennial 
(catalogue of Argentine representation).

The present text, originally titled “Mi sistema de trabajo en 1968.”, was published in 
Katzenstein, Inés (ed.). Listen Here Now! Argentine Art of the 1960s: Writings of the Avant-
Garde. New York: Museum of Modern Art. 2004: 247 (translation Eileen Brockbank) and is printed 
with the kind permission of the artist.
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Tris Vonna-Michell was nominated for 
the Hugo Boss Prize 2012. Laureates of 
past editions of the prize include Douglas 
Gordon (1998), Pierre Huyghe (2002), 
Tacita Dean (2006) and Hans-Peter 
Feldmann (2010). The winner will be cho-
sen and announced in fall 2012.

Sven Augustijnen’s artist book Spectres, 
published on the occasion of the exhibition 
of the same name at Wiels, Brussels, won 
the Prix Fernand Baudin.

On March 11, More Publishers, Ghent 
published an edition by Pierre Bismuth, 
Aphorisms from 1999 and 2011. The edi-
tion is available on http://www.morepub-
lishers.be/.

The Morris and Helen Belkin Art Gallery, 
University of British Columbia, Vancouver,  
acquired I Promise Every Time, 2008, a 
sound piece by Mario Garcia Torres.

Ian Wilson’s Chalk Circle on the Floor, 
1968 entered the collection of FRAC 
Lorraine, Metz.

The film My Frontier Is an Endless Wall 
of Points (After the Mescaline Drawings 
of Henri Michaux), 2007 by Joachim 
Koester was acquired by Museo Centro de 
Arte Reina Sofia, Madrid.

Joachim Koester’s recently concluded ex-
hibition at IAC Villeurbanne / Rhône-Alpes 
will be followed by solo shows at MIT 

In Brief Agenda 
Sven Augustijnen
Masterpieces in the MAS. Five centuries 
of images in Antwerp, MAS, Antwerp 
(BE), 17/05 - 30/12; Contour on tour, De 
Loketten, Brussels (BE), 21/03  -  11/06; 
Spectres, Hantologie des colonies, Univer-
sità di Gorizia, Gorizia (IT), 28/03 (screen-
ing); Spectres, Festival International du 
Film Policier, Liège (BE), 19/04  -  22/04 
(screening); Auguste Orts for ING, Art 
Brussels, Brussels, 19/04 - 22/04; Spectres, 
IndieLisboa, Lisbon, 26/04 - 05/05 (screen-
ing); TRACK, Ghent (BE), 12/05 - 16/09.

Pierre Bismuth
A Corral around Your Idea, Jan Mot, Brus-
sels, 28/01 - 31/03; Neon - Who’s Afraid of 
Red, Yellow and Blue?, La Maison Rouge, 
Paris, 17/02  -  20/05; The Artists’ Post-
card Show, Spike Island, Bristol (UK), 
06/04  -  17/06; Berlin Biennale, Berlin, 
27/04 - 21/07; The Art of Cooking, Royal T, 
Los Angeles (US), 27/04 - 01/08; Graphol-
ogy, Drawing Room, London, 09/05  - An 
Incomplete History of Incomplete Works 
of Art, Francesca Minini, Milan (IT), from 
10/05; Trait papier. Essai sur le dessin con-
temporain, Musée des beaux-arts de La 
Chaux-de-Fonds (FR), 13/05  -  12/08; Jan 
Mot, Brussels, 02/06 - 14/07 (solo).

Manon de Boer
Think about Wood, Think about Metal, AV 
Festival 12, Newcastle Upon Tyne, UK, 
01/03  -  31/03; Im Gespräch - 8 Untersu-
chungen zum subjektiven Wissen - Part 
1, Heidelberger Kunstverein, Heidelberg 
(DE), 09/03  -  15/04; L’Etincelle qui met 
feu à la plaine. Conditions d’émergence 
et d’existence de l’art, Fundación Centro 
Ecuatoriano de Arte Contemporaneo, Qui-
to (EC), 10/03  -  14/04; Several Silences, 
Knoxville Museum of Art, Knoxville (US), 
16/03  -  20/05; Dissonant, SensoProject, 
Paris, 30/03 (screening); Auguste Orts for 
ING, Art Brussels, Brussels, 19/04 - 22/04; 
John Cage and... - John Cage as Visual Art-
ist, Museum der Moderne Mönchsberg, 
Salzburg (AT), 14/07  -  07/10; Silence, 
The Menil Collection, Houston (US), 
27/07 - 21/10.

Rineke Dijkstra
Why I never Became a Dancer: Goetz Col-
lection in Haus der Kunst, Haus der Kunst, 
Munich (DE), 29/09  -  01/04; Istanbul 
Eindhoven-SALTVanAbbe, SALT Beyoglu, 
Istanbul (TR), 27/01 - 06/04; Zoet en Zout, 

List Visual Arts Center, Cambridge, Mass. 
(from May 10 to July 8, 2012), Kunsthal 
Charlottenborg, Copenhagen and SMAK - 
Ghent. A publication will accompany this 
exhibition cycle.

After producing a solo show of David 
Lamelas in 2009, Centro José Guerrero, 
Granada published David Lamelas: In 
Place of Film, which includes an exten-
sive catalogue of the artist’s film and video 
work, as well as essays by Eric de Bruyn, 
Pamela M. Lee and Inés Katzenstein.

Qu’est-ce que le curating? was recently 
published by Manuella Editions, Paris. The 
volume contains the proceedings of a panel 
with Elie During, Dominique Gonzalez-
Foerster and Hans-Ulrich Obrist held at 
at the Ecole Normale Supérieure, Paris in 
2009.

Ian Wilson’s show at the gallery will be 
preceded by Discussions on the topic The 
Pure Awareness of the Absolute in Art on 
March 27 and 28. Wilson will also hold 
a Discussion organized by Hans-Ulrich 
Obrist and supported by Massimo Minini at 
Villa Reale, Milan on April 1 and continue 
his series of Discussions about The Pure 
Awareness of the Absolute at DIA Beacon, 
Beacon on April 7. An interview by Hans-
Ulrich Obrist with the artist has been pub-
lished on issue #31 of Mousse.

For the seventh time, the gallery will par-
ticipate in the Art Galleries section of Art 
Basel, which will take place from June 
14 to 17. At Art Unlimited, the gallery 
will present a new film by Dominique 
Gonzalez-Foerster and Tristan Bera, Belle 
comme le jour, 2012.

on and five planets that came to symbol-
ize the Mesopotamian calendar week, the 
comet’s brief appearance 10,014 years ago 
probably thwarted the likelihood of any 
symbols or names being attributed to it. And 
so, for the time being, unknown comet num-
ber C/1996B2 is now officially known as the 
Comet Hyakutake.
A lot has happened since then, not least of 
which is our ability to drop what we’re doing 
for a few hours and travel to some darker, 
more remote region in the hopes of catching 
a glimpse of a fleeting asteroid. We seek out 
such phenomena because our daily lives do 
not often provide us with the opportunity to 
experience such sublime, annihilating coin-
cidences. Standing beneath such a rare oc-
currence, visible to the naked eye, the mortal 
anxiety of “Why am I here?” can unwind 

into the more beatific attitude of wondering 
“What difference does it make?” When the 
answer to that question is “none,” or even “a 
little,” what harm can their be in continuing 
to do whatever it is that we do?
	 The work of Vija Celmins proposes that it 
is precisely the flawed, human-scale redun-
dancy of art that allows us to wrap our arms 
around the imponderable and commemorate 
the mundane. By depicting a desk lamp or 
a bowl of matzo ball soup in aggrandizing 
terms (i.e. oil on canvas), or rendering the 
minutiae of a desert floor in graphite on pa-
per, Celmins calmly puts all human endeavor 
in its place, including her own. But Celmins 
is no nihilist. Rather, her fine draftsmanship 
and sharp wit also elevate humanity a little, 
emphasizing the appropriateness of doing 
things to the best of our ability—not as a 
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Jan Mot
Rue Antoine Dansaertstraat 190 

1000 Brussels, Belgium 
tel:+32 2 514 1010
office@janmot.com

Thu – Fri – Sat 14 – 18.30h 
and by appointment

Gob. José Ceballos 10 
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Tue-Fri: 11-14h and 16-18h
Sat: 11-15h
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(advertisement)

Water en de Nederlanders, Kunsthal Rotter-
dam, Rotterdam (NL), 14/02 - 10/06; Rineke 
Dijkstra: A Retrospective, SFMOMA, 
San Francisco (US), 18/02  - 28/05 (solo); 
Der Mensch und seine Objekte, Museum 
Folkwang, Essen (DE), 25/02  -  29/04; 
Colapso. Un Ensayo Sobre El Fracaso 
Y la Ruptura, Sala Exposicones Fonseca, 
Salamanca (ES), 02/03 - 06/05; The Great 
Workshop, MAC Grand-Hornu, Hornu 
(BE), 05/03  -  03/06; Passions - Art and 
Emotions through Five Centuries, Nation-
almuseum, Stockholm, 08/03  -  12/08; 
Arte torna arte, Galleria dell’Accademia, 
Florence (IT), 08/05  -  04/11; Megacool 
4.0. Youth and Art, Künstlerhaus k/haus, 
Vienna, 14/06 - 30/09; Rineke Dijkstra: A 
Retrospective, Solomon R. Guggenheim 
Museum, New York, 29/06 - 03/10 (solo).

Mario Garcia Torres
A Corral around Your Idea, Jan Mot, Brus-
sels, 28/01 - 31/03; Dallas Biennale, Dallas 
(US), 13/04  -  19/08; An Incomplete His-
tory of Incomplete Works of Art, Francesca 
Minini, Milan (IT), from 10/05.

Dominique Gonzalez-Foerster
Pavillon d’argent, Jan Mot, Mexico City, 
30/08 - 14/07 (solo); Belle comme le jour, 
Art Unlimited, Basel, 14/06 - 17/06.

Douglas Gordon
The Art of Deceleration, Kunstmuseum 
Wolfsburg, Wolfsburg (DE), 12/11 - 09/04; 
Douglas Gordon, Museum für Moderne 
Kunst, Frankfurt/Main (DE), 19/11 - 25/03 
(solo); A Trip to the Moon. Before and 
After Film, Bonniers Konsthall, Stockholm, 
08/02  -  08/04; The Sports Show: Minne-
sota, Minneapolis Institute of Arts, Minne-
apolis (US), 16/02 - 02/09; Art and Press, 
Martin-Gropius-Bau, Berlin, 23/03 - 24/06; 
Sculpture in the Gardens, Waddeston Man-
or, Aylesbury (UK), 26/03 - 28/10; Found 
Footage, Eye Film Institute, Amsterdam, 
05/04 - 03/06; Miroslaw Balka and Doug-
las Gordon, Dvir Gallery, Tel Aviv, from 
14/04 (solo); ALICE - In the Wonderland 
of Art, Hamburger Kunsthalle, Berlin, 
22/06 - 30/09.

Joachim Koester 
Variations of Incomplete Open Cubes, 
Jan Mot, Mexico City, 19/11  -  14/07 
(solo); A Corral around Your Idea, Jan 
Mot, Brussels, 28/01 - 31/03; Ritual with-
out Myth, Royal College of Art Galleries, 
08/03 - 25/03; Spring Exhibitions and Proj-
ects, Bard College, Annandale-on-Hudson 
(US), 18/03 - 15/04; Sound + Vision, Plug 
In ICA, Winnipeg (CA), 13/04  -  16/06; 
To Navigate, in a Genuine Way, in the 
Unknown..., MIT List Visual Arts Center, 

Cambridge, Mass. (US), 10/05  -  08/07 
(solo); A Blind Spot, Haus der Kulturen der 
Welt, Berlin, 31/05 - 01/07.

David Lamelas
Formes brèves, autres, 25, FRAC Lor-
raine, Metz (FR), 27/01 - 08/04; Shiver in 
the Shift, Parra & Romero, Madrid, 24/03-
05/05; Zona Maco Sur, Zona Maco, Mex-
ico City, 18/04  -  22/04; Jan Mot, Mexico 
City, 21/04 - 14/07 (solo).

Sharon Lockhart
Sharon Lockhart / Noa Eshkol, Israel 
Museum, Jerusalem, 13/12 - 30/04 (solo); 
Sharon Lockhart, Espai d’Art Contem-
porani de Castelló, Castellón de la Plana 
(ES), 18/02 - 29/04 (solo); More American 
Photographs, Museum of Contemporary 
Art, Denver (US), 01/03 - 03/06; Chasing 
Shadows: Santu Mokofeng. Thirty Years of 
Photographic Essays, Extra City, Antwerp 
(BE), 04/05  -  29/07; Sharon Lockhart / 
Noa Eshkol, LACMA, Los Angeles (US), 
02/06 - 09/09 (solo).

Tino Sehgal
Danser sa vie, Centre Pompidou, Paris, 
23/11 - 02/04; Photo, Musée de la danse / 
St. Melaine, Rennes (FR), EESAB, Rennes 
(FR), 05/03  -  31/03; Turbine Hall, Tate 
Modern, London, 17/07 - 28/10 (solo).

Tris Vonna-Michell
Never odd or even - A text spaced exhibi-
tion, Museum of Contemporary Art Roskil-
de, Roskilde (DK), 13/01 - 08/04; Descrip-
tive Acts, SFMOMA, San Francisco (US), 
18/02 - 17/06.

Ian Wilson
Discussion, Villa Reale, Milan (IT), 01/04; 
Discussion, DIA Beacon, Beacon (US), 
07/04; Ian Wilson, Jan Mot, Brussels Mot, 
Brussels, 07/04 - 26/05 (solo).
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nerve endings and their impetus, light years 
away. However recognizable Celmins’ night 
skies are as images, it is their affect rather 
than their subject matter that compels us into 
them, collapsing time and space into the flat-
ness of paper and the thickness of our heads. 
And in the space between our faces and the 
surface of t

tic language that for over a decade has been 
defined by narratives of time, memory, and 
the relationship between sound and image.  
Central to her work has been a keen focus on 
the temporal dimensions of portraiture, de-
picting friends, writers, dancers, composers, 
and musicians on film to subtly capture the 
nature of memory and the passage of time.  
And yet, alongside documentarian strain that 
threads through her work, De Boer has also 
reconceived the structures of sound and mu-
sical composition to explore how they trans-
form cinematic perception. For De Boer’s 
first solo exhibition in an American museum, 
the Contemporary Art Museum St. Louis 
presents four key works that address the art-
ist’s attention to musical structures on film. 
Exploring notions of performance—and the 
ways that sound can give a film its form—
this exhibition spotlights De Boer’s expan-
sive and grounding experimentations with 
sound, image, and the conditions of cinema.
While for the Contemporary Art Museum 
in St. Louis the works are orchestrated side-
by-side in an ambitious installation, the 
exhibition in London is conceived as a par-
cour through the new galleries of the South 
London Gallery, where each film occupies 
a single space in order to accentuate the 
viewer’s intimacy with the work. The display 
in London responds to the architecture of the 
spaces, abandoning the projection booth in 
favour of projection in an open, bare gallery. 
The exhibition is complwork. The display in 
London responds to the architecture of the 
spaces, abandoning the projection booth in 
favour of projection in an open, bare gallery. 
The exhibition is complemeemented by a se-
ries of screenings of her longer l


