
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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By 
Joachim Koester

NEW YORK CITY, JAN 12 – In the late 
1960s the Polish theatre director Jerzy  
Grotowski abandoned theatre to create a 
system of “motions” and “spatial practices” 
that makes him one of the main contribu-
tors to contemporary performance. Gro-
towski replaced the conventional structure 
of drama with improvised activities, games 
and a psychophysical system of exercises 
to train and refine the bodily and mental 
awareness of the actor. 
	 Exploring the intersection of perfor-
mance, anthropology and ritual Grotowski 
developed works that would last for days 
and often weeks. They would take place – 
often without an audience – at remote loca-
tions like an old farmhouse in rural Poland, 

an abandoned castle or (the deserts) or a 
jungle in Mexico. 
	 Grotowski visited Mexico in 1968 and 
several times after. During one of these 
trips, in 1985, Grotowski planned and di-
rected a work involving 14 volunteers out-
side the city of Tlapalcingo, Morelos. Like 
the charlatan shaman Carlos Castaneda, or 
the founder of the “Theatre of Cruelty” An-
tonin Artaud before him, the “wilderness” 
of Mexico became a scene to expand the 
boundaries of self and presence. 
	 Grotowski’s “motions” and “spatial 
practices” make an archive of gestures and 
ideas and engaging in this tradition is an 
evocation of its claims and promises. Rep-
tile brain or reptile body, it’s your animal is 
a film of Grotowski’s psycho-physical ex-
ercises. Here, the wilderness has been ex-
changed by a dark garden situated behind 

Jan Mot’s gallery in the middle of Mexico 
City. 

Joachim Koester
Reptile brain or reptile body, it’s your animal, 
2012
16mm film
5 min. 36 sec, colour, sound

Camera: 
Vicente Pouso
Actors: 
Cinthia Patiño, Daniel Meza Junco, José 
Alberto Gallardo Fernandez
Production managers: 
Magnolia de la Garza, Nohemi Gonzalez
Production: Jan Mot
With the support of: 
Fundación/Colección Jumex, Mexico City; 
Danish Art Fund, Copenhagen

Reptile brain or reptile body,  
it’s your animal

• Joachim Koester, Reptile brain or reptile body, it’s your animal, 2012, production still 
  (photo: Diego Berruecos)
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Interview with Claire Burrus on the 
exhibition Fictionnalisme : 

une pièce à conviction (1985)
by 
Jan Mot

PARIS-BRUSSELS, DEC 28. In March, 
the gallery will present an exhibition enti-
tled Fictionnalisme :  une pièce à conviction 
which is a reconstruction of the homony-
mous show that was held at the gallery of 
Claire Burrus in Paris in 1985. The following 
is a conversation between Jan Mot and Claire  
Burrus, discussing this exhibition and the 
artist Philippe Thomas (1951–1995).

Jan Mot: Before starting the installation of 
the exhibition Fictionnalisme : une pièce 
à conviction in my gallery in Brussels, 
something I very much look forward to do  
together with you, I wanted to ask you a 
few questions regarding the first presenta-
tion of this exhibition which opened in your 
gallery in Paris on the 25th of November 
1985. Looking at the announcement card, 
I noticed that the opening took place on a 
Monday, which is quite unusual. Was this a 
coincidence or a conscious decision?
	 Claire Burrus: It wasn’t a coincidence at 
all but the result of a long reflection with 
Philippe Thomas. We didn’t want our open-
ing to happen on the same day as another 
show, which might have been important and 
with which we might have been in competi-
tion. We hoped to attract as many people as 
possible and create a real event. We noticed 
that nobody did openings on that day so 
Monday corresponded to what we wanted. 
And it worked out really well.
	 JM: As we know the artists in the show 
were the collectors who had participated in 
the project conceived by Philippe Thomas 
and who by acquiring in advance the works 
had become the authors of the pieces. Were 
they all present at the opening?
	 CB: In my memory they were all present 
but recently, looking at the video rushes 
that were made that evening I realized that 
neither Herman Daled nor Jean Brolly can 
be seen, meaning they most likely did not 
attend the opening. All the other collectors/
artists can be seen on the numerous pho-
tographs taken that evening. Most of the 
images show them in front of the large pho-
tograph, which is quite disturbing, since in 
this large photograph, they have a very the-

atrical posture that Philippe wanted, which 
contrasts a lot with their attitude in reality!
	 JM: Sometimes I notice that artists are 
better sellers than I am. Were these ‘artists’ 
already collectors of your gallery? How did 
Philippe Thomas or yourself find these col-
lectors?  
	 CB: I had just opened a new gallery in 
may 1985 at the Bastille where I wanted to 
present a new program, different from the 
previous gallery I had run that was called 
Le Dessin, and I wanted to show new art-
ists. That is how I met Philippe Thomas. 
But I didn’t know these collectors yet. I 
only had met Herman Daled once or twice 
and very briefly. Mostly Philippe choose his 
collectors himself as he was extremely me-
ticulous and precise. Whatever the project 
was, this was always something extremely 
thought out. Later with the barcodes  this 
changed somewhat because in these 
amounted to a simple procedure that al-
lowed one to register for the agency he had 
created after Fictionnalisme and which was 
called readymades belong to everyone ®. 
To sign a barcode was easier for collectors, 
and by then Philippe had also become bet-
ter known. So I found the majority of the 
collectors who signed a barcode. A number 
of them was found via the other galleries 
with which Philippe worked.
	 Generally, apart from the barcodes, he 
had to meet with the collectors to obtain 
their agreement by showing in detail the 
project he wanted to realize, using draw-
ings, sketches, models or plans. He consid-
ered this to be a very personal relationship 
with the collector. If the collector accepted 
to participate in the project, Philippe made 
him sign a work which the collector ac-
quired and, by doing so, became the author, 
the artist.
	 In the case of Fictionnalisme, there was 
for each collector another, precise reason for 
which he or she was asked to participate in 
the work. First of all, all of them were very 
good collectors. But not just any good col-
lector. For instance in the case of Herman 
Daled, the rigor of his collection was well 
known. Lidewij Edelkoort who is in the 
center of the image, was well-known in the 
world of fashion. The choice for Dominique 
Païni was a reference to the film world. 

Michel Tournereau had previously signed 
Philippe Thomas : sujet à discrétion?, a text 
that Philippe had published in the magazine 
Public. The other collectors were young but 
already significant. I also remember that, 
at first, Philippe didn’t dare to contact Her-
man Daled whom he hadn’t met yet. His 
friend Daniel Soutif recommended him to 
Herman. Philippe, who was a very cordial 
person, was also extremely shy.
	 JM: The main piece of the exhibition was 
a large photograph that echoes a painting by 
Henri Fantin-Latour, Hommage à Delacroix 
(1864). The photograph made by Thomas is 
entitled Homage to Philippe Thomas: group 
self-portrait and represents the seven col-
lectors/artists. Thomas also blew up details 
of the individual faces which resulted in 
seven, smaller sized photographs. For each 
one, the author was the person represented. 
Who bought the large photograph? And 
how was this sale realized?
	 CB: Each detailed face of the collectors/
artists was bought before the project was 
actually realized. The large photograph was 
bought by the collectors Daniel Bosser and 
Michel Tournereau. A second edition of 
the large image and the seven smaller ones 
was sold in 1986 to the Fond National d’Art 
Contemporain who bought it for the French 
state. This group was later given in deposit 
to the Musée des Beaux-Arts in Nantes. So 
the works exist in an edition of two.
	 JM: In the painting of Fantin-Latour, 
the artist represented himself. Thomas 
however is only represented by one of his 
works which hangs on the wall behind the 
figures. Did Thomas initially want to find as 
many collectors as people in the painting of 
Fantin-Latour, namely ten?
	 CB: Indeed, the only way in which 
Philippe is present in the large photograph 
is through a self-portrait in the form of a 
view on the Mediterranean Sea, signed by 
him and accompanied by the sentence ‘vue 
de l’esprit’. This self-portrait is in the same 
location as the portrait of Delacroix in the 
painting by Fantin-Latour. 
	 Furthermore it was indeed Philippe’s 
goal to find as many collectors as there are 
figures in the painting of Fantin-Latour. But 
the deadline was short and the dealings 
with the collectors were very time con-
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suming. Some hadn’t committed yet to be 
photographed, even if they were interested 
Philippe’s initiative. In general the collec-
tors didn’t take their decisions immediately. 
They always needed quite a long time for 
reflection. One should try to imagine what 
it meant for a collector to commit to an idea 
without an image. Sometimes Philippe had 
the feeling that it took a very long time to 
get an answer!
	 JM: What else was part of the exhibi-
tion?
	 CB: The other very important part of the 
exhibition was a vitrine including a number 
of already Philippe’s existing works, like 
a small retrospective. This looking back 
on his previous work became recurrent in 
his practice. In this particular vitrine, there 
was a copy of Frage der Präsentation, a 
booklet with a theoretical text from 1982, 
opened to the introduction page that was 
signed by the Museum für Kultur in Berlin 
and laid over its grey inner leaflet; a letter 
by Philippe Thomas to Lidewij Edelkoort; 
the manuscript of Philippe Thomas : sujet 
à discrétion? : an article signed by Michel 
Tournereau; as well as a small, very im-
portant book which served as a catalogue 
to the Fictionnalisme show itself. All these 
texts were written by Philippe and signed 
by others. The little catalogue of Fictionnal-
isme counted 39 numbered pages and was 
distributed to the people who attended the 
opening. There were many people and the 
booklet has become very rare.
	 JM: Could you please describe how the 
works were hung or presented? Did Thom-
as change something in the space?
	 CB: Philippe Thomas didn’t make any 
changes in the space which consisted of 
a first room connected to the street, then, 
going down some stairs, two other large 
rooms, one semi-basement, the other base-
ment. From the semi-basement one could 
access the courtyard from where one could 
go into a fourth space on the ground floor.
	 Philippe had left it up to me to hang the 
works as he didn’t like to do it and he pre-
tended he wasn’t good at it. The first room 
towards the street was empty. Going down 
the first stairs one entered the two following 
rooms where the small photographs were 
distributed at irregular intervals, some of 
them as pairs, other at different heights, fair-
ly high up, a bit as if the details of the faces 
in the large photograph had been scattered 
around by some kind of explosion. The large 
photograph was shown together with the vit-
rine in the space that one could access from 
the courtyard, in such a way that one could 
see it from the outside. It was quite strange 
to see these frozen figures from the outside, 
especially when one of the represented col-
lectors walked by in front of it.

	 JM: Part of each work was a label, made 
in plexiglass, mentioning the name of the 
artist, title and date. I wonder if you usually 
used labels or if you had a list of works on a 
sheet of paper ? Did the title of the show ap-
pear somewhere in the gallery, like a vinyl 
text on the wall or window?
	 CB: No, there was nothing like a vinyl 
text. But on the other hand, the label was 
indeed an essential part of Philippe’s work. 
It appears almost in all the works, except 
for the advertisings made for the agency 
readymades belong to everyone ® which he 
opened a little bit later. Philippe wanted to 
emphasize the signature and the factors that 
surround the work. So a work could not ex-
ist without its label. In the case of Fiction-
nalisme, the images of the details of the 
faces had each a label with a sentence char-
acterizing the portrait. This is a sign of the 
literary aspect of Philippe’s work. So there 
was no list of works for Fictionnalisme as 
for Philippe, the labels offered all the nec-
essary information and it also gave him the 
opportunity to develop the literary element 
of his work. The label of Lidewij Edelkoort 
for instance says Fon de tain. Hommage à 
Philippe Thomas (détail), which in French is 
a word play on ‘fond de teint’, an ingredi-
ent for a woman’s make-up, and ‘tain’, the 
silvering, of the mirror in which the photo-
graph is supposed to be reflected. Another 
example : the label of Michel Tournereau 
says Question de présentation. Hommage 
à Philippe Thomas (détail) which is a refer-
ence to the booklet signed by this collector. 
Other titles are more enigmatic like the one 
in Françoise Epstein’s label: Un singulier 
pluriel...
	 JM: Nowadays many galleries write a 
press release. Did you make press releas-
es for your shows and was there one for  
Fictionnalisme ?
	 CB: I usually made a press dossier for 
the shows in my gallery. Obviously for  
Fictionnalisme Philippe wanted to create 
a surprise effect. Who was this Philippe 
Thomas? What is the meaning of Fiction-
nalisme ? Who were these artists collectors? 
And so on... Therefore he decided to give 
each person attending the opening a small 
catalogue carefully created by him. It is in-
teresting to point out that the entire cover 
represents a part of a very important work 
that he had just made, namely sujet à discré-
tion, which consists of three identical pho-
tographs of the Sea in the Mediterranean. 
The first one is anonymous, the second one 
is signed by him - it is the self-portrait in 
the large photograph of Fictionnalisme - 
and the third one is signed by the collector 
who acquired the whole set. It is the third 
signature that made the set of three images 
into a unique work while the first two im-

ages were only multiples. sujet à discrétion 
is actually also the first work for which he 
proposed collectors to sign. 
	 The little book distributed during the 
opening is very remarkable; although it 
was obviously written in advance, it in-
cludes a conversation between two people 
as if they were talking during the opening 
itself. These two people try to discover and 
understand little by little what is going on. 
Philippe uses this artifice to explain the 
framing of the large photograph, the fact 
that it was taken in a mirror (inversion of 
the letters) without the camera visible... 
He develops also his idea of fiction mixed 
with reality. The visitor in the gallery was 
supposed to use this booklet as a guide to 
understand the works he was confronted 
with. Philippe was very happy with the 
feeling that he was absent from all this. That 
is what he wanted. But it didn’t stop him 
from being always ready to give detailed 
explanations of how he had thought about 
it. However, after the show he waited for 
the reactions of the press very impatiently. 
Later he combined the article ‘Philippe 
Thomas : sujet à discrétion’, signed by 
Michel Tournereau, with the correspond-
ing press clippings that question the exist-
ence and the disappearance of Philippe 
Thomas into a very beautiful piece entitled 
Des Coupures de la presse, which exists 
in two copies. It contains things like : ‘An 
exhibition that doesn’t cease to intrigue, at 
the end of the year 1985...’, written by Si-
mone de Cosi in the magazine Masques in  
December 1985 – January 1986. In reality 
this was an article written by Philippe under 
an invented name....
	 JM: One last question: since 1985, on 
what occasions was the complete group of 
works of Fictionnalisme shown again?
	 CB: They were shown on six occasions. 
In 1990, the Centre d’Art Contemporain de 
Meymac in Corrèze presented them in an 
exhibition called Un art, art de la distinc-
tion. Then in 1995, Fictionnalisme reap-
peared in Passions privées, the large exhibi-
tion of private collections organized by the 
Musée d’art moderne de la ville de Paris. In 
2000, the MACBA in Barcelona produced 
an extensive retrospective that obviously 
included the ensemble. This exhibition 
then travelled to the Magasin which is the  
Centre National d’Art Contemporain in 
Grenoble. In 2008, Fictionnalisme was on 
show in Nantes as part of the presentation 
of the collection of the Musée des Beaux-
Arts. The show was called Regarde, de tous 
tes yeux regarde. And finally, that same 
year, the Centre National d’Art Contem-
porain de Grenoble showed it again in an 
exhbition entiteld Espèces d’espaces. Les 
années 1980.
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Entretien avec Claire Burrus sur 
l’exposition Fictionnalisme : 
une pièce à conviction (1985)

par 
Jan Mot

PARIS-BRUXELLES, DEC 28. En mars 
la galerie présente une exposition intitulée 
Fictionnalisme : une pièce à conviction 
qui est une reconstruction de l’exposition 
homonyme qui a eu lieu à la Galerie Claire 
Burrus à Paris en 1985. Sur cette exposition 
et sur l’artiste Philippe Thomas (1951–1995) 
Jan Mot a eu la conversation suivante avec 
Claire Burrus.

Jan Mot : Avant de commencer l’accrochage 
de l’exposition Fictionnalisme : une pièce 
à conviction dans ma galerie à Bruxelles, 
un travail dont je me réjouis beaucoup 
que nous le fassions ensemble, je voulais 
te poser quelques questions sur la premi-
ère présentation de cette exposition qui 
avait été ouverte dans ta galerie à Paris le 
25 novembre 1985. En regardant le carton 
d’invitation, je réalise que le jour du vern-
issage était un lundi, ce qui est assez ex-
ceptionnel. Etait-ce une coïncidence ou au 
contraire une chose voulue?
	 Claire Burrus : Ce n’était pas du tout une 
coïncidence, mais le résultat d’une longue 
réflexion avec Philippe Thomas. Nous ne 
souhaitions pas que notre vernissage ait lieu 
le même jour qu’un autre, qui aurait pu être 
important et nous concurrencer, car nous 
voulions faire venir le plus de monde pos-
sible et créer un véritable évènement. On a 
constaté que, comme personne ne faisait de 
vernissage ce jour-là, le lundi répondait à 
nos souhaits. Et cela a réussi.
	 JM : Les artistes de cette exposition, 
comme on sait, sont des collectionneurs 
qui avaient participé au projet en achetant 
préalablement chacun une œuvre conçue 
par Philippe Thomas et qui, par le biais de 
cet achat, en étaient devenus les auteurs. 
Étaient-ils tous présents?
	 CB : Dans mon souvenir, tous étaient là, 
mais en revisionnant récemment les rushes 
de la vidéo prise ce soir-là, je me suis aper-
çue que ni Herman Daled, ni Jean Brolly 
n’y apparaissent et que donc ils n’étaient 
probablement pas là. Tous les autres collec-
tionneurs/artistes figurent au contraire dans 
de nombreuses prises de vue, en particulier 
d’eux-mêmes devant la grande photo, ce 

qui est très troublant, car dans cette photo 
ils ont tous une posture théâtrale, voulue 
par Philippe, ce qui n’était pas le cas dans 
la réalité!
	 JM : Parfois je constate que certains ar-
tistes sont de meilleurs vendeurs que moi. 
Ces “artistes” étaient-ils déjà des collec-
tionneurs de ta galerie? Comment Philippe 
Thomas ou toi-même aviez trouvé ces col-
lectionneurs?
	 CB : Je venais d’ouvrir une nouvelle 
galerie en Mai 1985 à la Bastille où je 
voulais présenter un nouveau programme 
différent de celui de ma galerie précédente 
qui s’appelait Le Dessin, montrer de nou-
veaux artistes. C’est ainsi que j’ai rencontré 
Philippe. Mais je ne connaissais pas encore 
ces collectionneurs. J’avais juste rencontré 
rapidement Herman Daled une ou deux 
fois. Le plus souvent, Philippe choisissait 
lui-même ses collectionneurs, car il était 
extrêmement méticuleux et précis. C’était 
toujours, quel que soit le projet, une chose 
extrêmement pensée et réfléchie. Plus tard 
les code-barres ont relativement fait ex-
ception à cette règle, car ils consistaient 
en un simple enregistrement permettant 
d’adhérer à l’agence qu’il avait créée après  
Fictionnalisme et qui se nommait ready-
mades belong to everyone ®. Signer un 
code-barre était plus facile pour les collec-
tionneurs et Philippe était aussi beaucoup 
plus connu à cette époque. J’ai donc trouvé 
la plupart des collectionneurs qui ont si-
gné des codes-barre. Un certain nombre a 
été amené par les autres galeries avec qui 
Philippe travaillait.
	 En général, en dehors du cas des codes-
barre, il devait rencontrer les collection-
neurs pour avoir leur accord en leur présent-
ant un projet détaillé de ce qu’il voulait 
faire sous la forme de dessins, d’esquisses, 
de maquettes ou de plans. Il s’agissait de sa 
part d’un rapport très personnel avec le col-
lectionneur. Si le collectionneur acceptait 
de participer au projet, Philippe lui faisait 
signer une œuvre que le collectionneur 
achetait et dont il devenait ainsi l’auteur, 
c’est à dire l’artiste.
	 Pour Fictionnalisme, il y avait en outre 
pour chacun des collectionneurs une rai-
son précise de lui demander de participer 
à l’œuvre. Tout d’abord, tous étaient de très 

bons collectionneurs. Mais pas n’importe 
lesquels. Ainsi, la rigueur de la collection 
de Herman Daled était très connue. Lidewij 
Edelkoort qui se tient au centre de l’image 
était une personnalité dans le monde de la 
mode. Le choix de Dominique Païni faisait 
référence à celui du cinéma. Michel Tour-
nereau avait auparavant signé « Philippe 
Thomas : sujet à discrétion? », un texte de 
Philippe publié dans la revue Public.  Les 
autres collectionneurs étaient de jeunes 
collectionneurs déjà très notables. Je me 
rappelle aussi que Philippe n’osait pas con-
tacter Herman Daled qu’il ne connaissait 
pas encore. Son ami Daniel Soutif l’avait 
recommandé auprès d’Herman. Philippe, 
bien que d’abord très chaleureux, était ex-
trêmement timide.
	 JM : La pièce principale de l’exposition 
était une grande photographie qui faisait 
écho au tableau de Henri Fantin-Latour 
Hommage à Delacroix (1864). La photog-
raphie réalisée par Thomas est intitulée 
Hommage à Philippe Thomas : autopor-
trait en groupe et représente les sept col-
lectionneurs/artistes. Thomas avait tiré de 
cette photographie un détail très agrandi 
de chaque visage. Il en a résulté sept pho-
tographies de plus petite taille qui portent 
chacune comme nom d’artiste la personne 
représentée. Qui avait acheté la grande 
photo? Et comment cette vente s’était-elle 
faite?
	 CB : Chaque détail de visage de chacun 
des collectionneurs/artistes avait donc été 
acheté avant la réalisation du projet. La 
grande photo présentée dans l’exposition 
a été achetée seule par les collectionneurs 
Daniel Bosser et Michel Tournereau. Une 
autre édition comprenant également les 
sept petites photographies a été vendue en 
1986 au Fonds National d‘Art Contempo-
rain qui achète pour l’État français. Cette 
œuvre a été ensuite mise en dépôt au Musée 
des Beaux-Arts de Nantes. La grande photo 
et les sept petites avaient donc été éditées en 
deux exemplaires.
	 JM  : Dans le tableau de Fantin-Latour, 
le peintre s’est représenté lui-même. Thom-
as par contre est seulement représenté par 
une de ses œuvres qui est accrochée au mur 
derrière les personnes. Est-ce que c’était 
initialement le but de Thomas de trouver 



5 Newspaper Jan Mot Philippe Thomas (FR) 133  – 134

autant de collectionneurs que de person-
nes qui figurent dans le tableau de Fantin-
Latour, c’est à dire dix personnes?
	 CB : La seule présence de Philippe 
dans la grande photographie est effective-
ment constituée par son autoportrait sous la 
forme de la vue de la mer méditerranée si-
gnée par lui et accompagnée de la mention 
« vue de l’esprit ». Cet autoportrait occupe 
la même position que le portrait de Delac-
roix dans le tableau de Fantin-Latour.
	 En dehors de cela, le but de Philippe était 
bien de trouver autant de collectionneurs 
que de personnes dans le tableau de Fantin-
Latour. Mais les délais étaient brefs et la dé-
marche auprès des collectionneurs était une 
entreprise qui prenait toujours beaucoup 
de temps. Certains n’avaient pas franchi 
le pas de se faire photographier, même 
s’ils étaient intéressés par l’entreprise de 
Philippe. Pour ces autres collectionneurs les 
décisions ne se sont pas faites tout de suite. 
Il fallait toujours aux collectionneurs un as-
sez long temps de réflexion. Il faut essayer 
de s’imaginer ce que cela représentait pour 
un collectionneur de s’engager sur une idée 
sans image. Parfois l’attente de la réponse 
semblait très longue à Philippe!
	 JM  : Qu’y avait-il d’autre dans 
l’exposition?
	 CB : L’autre élément très important de 
l’exposition était une vitrine contenant un 
certain nombre d’œuvres déjà conçues par 
Philippe, une sorte de petite rétrospective. 
C’est un genre de retour sur son œuvre 
qui sera récurrent dans son travail. Dans 
la vitrine en question, on pouvait voir  
Frage der Präsentation, petit livret d’un  
texte théorique datant de 1982 ouvert à la 
page de l’introduction signée par le Mu-
seum für Kultur de Berlin et placé sur son 
feuillet intérieur de couleur grise, la lettre 
de Philippe Thomas à Lidewij Edelkoort, 
le manuscrit de « Philippe Thomas : sujet 
à discrétion? », l’article signé par Michel 
Tournereau à quoi s’ajoutait enfin le petit 
livre très important qui servait de cata-
logue à l’exposition Fictionnalisme elle-
même. Tous ces textes avaient été écrits 
par Philippe et signés par d’autres. Le petit 
ouvrage de Fictionnalisme de 39 pages était 
distribué aux personnes présentes au vern-
issage. Il y avait énormément de monde et 
ce petit livre est devenu très rare.
	 JM : Pourriez-vous décrire la façon dont 
les œuvres étaient accrochées et présentés? 
Thomas avait-il modifié quelque chose 
dans l’espace?
	 CB : Philippe Thomas ne changea rien 
à l’espace de la galerie qui était composée 
d’une première salle ouvrant sur la rue, 
puis, en descendant un escalier, de deux 
autres grandes salles en demi sous-sol et en 
sous-sol. Par un escalier à l’extérieur par-

tant du demi sous-sol, on pouvait accéder 
à un quatrième espace au rez-de–chaussée 
sur cour.
	 Philippe m’avait laissée faire 
l’accrochage, car il avait horreur de faire 
cela et prétendait qu’il ne savait pas le faire. 
La première salle sur rue était vide. En de-
scendant par le premier escalier, on débou-
chait sur les deux salles suivantes où étaient 
accrochées les petites photos éparpillées, 
certaines deux par deux, d’autres non ali-
gnées et plus ou moins en hauteur, un peu 
comme si les agrandissements des détails 
de visages de la grande photo s’étaient 
dispersés après une sorte d’éclatement. La 
grande photo était exposée seule avec la 
vitrine dans la pièce donnant sur la cour 
au rez-de-chaussée. On pouvait la voir 
de l’extérieur à travers la véranda, ce qui 
rendait assez étrange ce portrait de person-
nages figés, spécialement lorsque les col-
lectionneurs représentés passaient devant.
	 JM : Une part de chaque œuvre était 
constituée par le cartel en plexiglas, men-
tionnant le nom de l’artiste, le titre et la 
date. Je me demande si vous utilisiez habit-
uellement des cartels ou si vous aviez une 
liste d’œuvres sur une feuille de papier.
	 Le titre de l’exposition apparaissait-il 
quelque part dans la galerie, sous la forme 
d’un texte en vinyl sur un mur ou une fenêtre?
	 CB : Non, Il n’y avait aucune inscription 
de ce genre. Mais, en revanche, le cartel 
est effectivement essentiel dans l’œuvre 
de Philippe. Il existe pratiquement dans 
toutes les œuvres, sauf dans les publicités 
réalisées pour son agence ouverte un peu 
plus tard readymades belong to everyone ®. 
Philippe tenait à insister sur la signature et 
le hors-champ de l’œuvre. Une œuvre ne 
peut exister sans son cartel. Dans Fiction-
nalisme,  pour chaque cartel des détails de 
visage, il y avait une phrase caractérisant le 
portrait en question. Cela montre le côté lit-
téraire de Philippe. Il n’y avait donc aucune 
liste d’œuvres pour Fictionnalisme puisque 
les cartels offraient de la part de Philippe 
toute l’information nécessaire, tout en lui 
permettant de jouer sur la dimension lit-
téraire de son travail. Le cartel de Lidewij 
Edelkoort par exemple porte la mention 
Fond de tain Hommage à Philippe Thomas 
(détail), ce qui, bien sûr,  est en français un 
jeu de mot sur l’expression “fond de teint” 
qui désigne un ingrédient de maquillage 
féminin et le tain du miroir dans lequel est 
censé se refléter la photo. Autre exemple, le 
cartel de Michel Tournereau dit Question de 
présentation Hommage à Philippe Thomas 
(détail), ce qui fait référence au petit livret 
que tient ce collectionneur. D’autres in-
scriptions sont plus énigmatiques comme 
celle figurant sur le cartel du détail de Fran-
çoise Epstein Un singulier pluriel...

	 JM : Aujourd’hui de nombreuses galer-
ies proposent des dossiers de presse. Réal-
isiez-vous des dossiers de presse pour vos 
expositions. Et, en particulier, y’en avait-il 
un pour Fictionnalisme?
	 CB : En général, je réalisais des dossi-
ers de presse les expositions de ma galerie. 
Pour Fictionnalisme Philippe voulait 
évidemment un effet de surprise. Qui était 
ce Philippe Thomas? Que voulait dire “Fic-
tionnalisme”? Qui étaient ces artistes col-
lectionneurs? etcétéra ... Par conséquent il 
avait décidé de donner à chacune des per-
sonnes présentes un petit catalogue méti-
culeusement créé par lui. Il est intéressant 
de noter que l’entière couverture représente 
une partie d’une œuvre très importante 
qu’il venait alors de réaliser, à savoir Sujet 
à Discrétion, autrement dit les trois photos 
identiques de la Mer en Méditerranée. La 
première est anonyme, la seconde est si-
gnée par lui — qui est donc l’autoportrait 
qu’on retrouvait dans la grande photo de 
Fictionnalisme —et la troisième par le col-
lectionneur qui faisait l’acquisition du tout. 
La troisième signature faisait de l’ensemble 
des trois photos un original tandis que les 
deux premières n’étaient que des multiples. 
Sujet à discrétion est d’ailleurs la première 
œuvre qu’il a proposé de faire à signer aux 
collectionneurs le souhaitant.
	 Le petit livre distribué pendant le vernis-
sage est très remarquable, car, quoique ré-
digé avant l’exposition, il met en scène une 
conversation entre deux personnes présen-
tée comme se déroulant pendant son vernis-
sage. Ces deux personnes tentent de décou-
vrir et de comprendre petit à petit ce qui se 
passe. Philippe profite de cet artifice pour 
expliquer le cadrage de la grande photo, le 
fait qu’elle ait été prise dans un miroir (in-
version des lettres) sans qu’on puisse voir 
l’objectif. Il développe aussi son idée de la 
fiction mêlée au réel... Le spectateur dans 
la galerie était censé s’accompagner de cet 
opuscule pour comprendre ce à quoi il était 
confronté. Philippe était très heureux d’être 
en apparence absent de tout cela. C’était ce 
qu’il souhaitait. Mais cela ne l’empêchait 
pas d’être toujours prêt à expliquer de façon 
détaillée comment il y avait réfléchi. Après 
l’exposition par contre, il attendait avec im-
patience la réaction de la presse. Ultérieure-
ment, réunis avec « Philippe Thomas : sujet 
à discrétion », l’article signé par Michel 
Tournereau, les coupures de presse corre-
spondantes qui s’interrogent sur l’existence 
de Philippe Thomas, sur sa disparition, fer-
ont l’objet d’une très belle œuvre intitulée 
Des Coupures de la presse qui existe en 2 
exemplaires. « Une exposition qui n’a pas 
fini d’intriguer, en cette fin d’année 1985... 
», disait par exemple Simone de Cosi dans 
la revue Masques de Décembre 1985 –  
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Janvier 1986. Mais il s’agissait d’un article 
écrit par Philippe sous un nom inventé par 
lui...
	 JM : Une dernière question : à quelles 
occasions, l’ensemble des œuvres de Fic-
tionnalisme a-t-il été montré depuis 1985?
	 CB : En six occasions. En 1990, le Cen-
tre d’Art Contemporain de Meymac en 
Corréze l’a présenté dans une exposition 
intitulée Un art, art de la distinction. En-
suite, en 1995, Fictionnalisme est réapparu 
dans Passions privées, la grand exposition 
de collections privées organisées par le Mu-
sée d’Art Moderne de la Ville de Paris. En 
2000 le MACBA à Barcelone organisa une 
grande rétrospective où l’ensemble était 
naturellement présent. Cette exposition a 
été reprise au Magasin qui est le Centre Na-
tional d’Art Contemporain de Grenoble. En 
2008 on a revu Fictionnalisme à Nantes lors 
de la présentation de la collection du Musée 
des Beaux-Arts qui portait le titre Regarde, 
de tous tes yeux regarde. Enfin, la même 
année, le Centre National d’Art Contempo-
rain de Grenoble accueillait de nouveau ces 
œuvres dans une exposition titrée Espèces 
d’espace. Les années 1980.

It takes the national rifle association to build 
a campaign for guns around resentment to-
ward children—specifically, resentment to-
ward two girls named Sasha and Malia. On 
Tuesday, a month after twenty first graders 
were shot dead in Newtown, Connecticut, 
and a day before President Obama was set 
to announce a set of proposals for curbing 
gun violence, the N.RA. released a video 
that opened with a cartoon image of an arm 
holding a lunchbox with the Presidential seal 
on it. “Are the President’s kids more impor-
tant than yours?” it asks. Obama’s children, 
the narrator says, have armed guards at their 
school; why don’t yours? Obama wants 
rich people’s money—there is a shot of him 
gloating over a pile of cash—“but he’s just 
another elitist hypocrite when it comes to a 
fair share of security.” He gets guns, while 
ordinary Americans are shunted off into 
ominous gun-free school zones. Gun laws, 
apparently, are the new busing. But it could 
hardly have been more transparent or, for an 
organization that works hard for the interests 
of gun manufacturers, more cynical. It is a 
safe bet that the N.R.A. will throw what-
ever it can get its hands on, even dirt, even 
things that are uglier. The personal animos-
ity toward Obama is striking, but it is no 
longerso.e shot dead in Newtown, Connecti-
cut, and a day before President Obama was 
set to announce a set of proposals for curbing 
gun violence, the N.RA. released a video that 
opened with a cartoon image of an arm hold-
ing a lunchbox with the Presidential seal ons

Each December for the past fifteen years, the 
literary agent John Brockman has pulled out 
his Rolodex and asked a legion of top sci-
entists and writers to ponder a single ques-
tion: What scientific concept would improve 
everybody’s cognitive tool kit? (Or: What 
have you changed your mind about?) This 
year, Brockman’s panelists (myself includ-
ed) agreed to take on the subject of what we 
should fear. There’s the fiscal cliff, the con-
tinued European economic crisis, the per-
petual tensions in the Middle East. But what 
about the things that may happen in twenty, 
fifty, or a hundred years? The premise, as the 
science historian George Dyson put it, is that 
“people tend to worry too much about things 
that it doesn’t do any good to worry about, 
and not to worry enough about things we 
should be worrying about.” A hundred fifty 
contributors wrote essays for the project. 
The result is a recently published collection, 
“What *Should* We Be Worried About?” 
available without charge at John Brockman’s 
edge.org. A few of the essays are too glib; it 
may sound comforting to say that ”the only 
thing we need to worry about is worry it-
self ” (as several contributors suggested), but 
anybody who has lived through Chernobyl 
or Fukushima knows otherwise. Surviving 
disasters requires contingency plans, and so 
does avoiding them in first places. But many 
of the essays are insightful, and bring atten-
tion to a wide range of challenges for which 
society is not yet adequately prepared.
	 One set of essays focusses on disasters 
that could happen now, or in the not-too-
distant future. Consider, for example, our 
ever-growing dependence on the Internet. 
As the philosopher Daniel Dennett puts 
it:We really don’t have to worry much about 
an impoverished teenager making a nuclear 
weapon in his slum; it would cost millions 
of dollars and be hard to do inconspicuously, 
given the exotic materials required. But such 
a teenager with a laptop and an Internet con-
nection can explore the world’s electronic 
weak spots for hours every day, almost unde-
tectably at almost no cost and very slight risk 
of being caught and punished.As most Inter-
net experts realize, the Internet is pretty safe 
from natural disasters because of its redun-
dant infrastructure (meaning that there are 
many pathways by which any given packet 
of data can reach its destination) but deeply 
vulnerable to a wide range of deliberate at-
tacks, either by censoring governments or by 
rogue hackers. (Writing on the same point, 
George Dyson makes the excellent sug-
gestion of calling for a kind of emergency 
backup Internet, “assembled from existing 
cell phones and laptop computers,” which 
would allow the transmission of text mes-
sages in the event that the Internet itself was 

brought down.) We might also worry about 
demographic shifts. Some are manifest, like 
the graying of the population (mentioned in 
Rodney Brooks’s essay) and the decline in 
the global birth rate (highlighted by Matt 
Ridley, Laurence Smith, and Kevin Kelly). 
Others are less obvious. The evolutionary 
psychologist Robert Kurzban, for example, 
argues that the rising gender imbalance in 
China (due to the combination of early-in-
pregnancy sex-determination, abortion, the 
one-child policy, and a preference for boys) 
is a growing problem that we should all be 
concerned about. As Kurzban puts it, by 
some estimates, by 2020 “there will be 30 
million more men than women on the mat-
ing market in China, leaving perhaps up to 
15% of young men without mates.” He also 
notes that “cross-national research shows a 
consistent relationship between imbalanced 
sex ratios and rates of violent crime. The 
higher the fraction of unmarried men in a 
population, the greater the frequency of theft, 
fraud, rape, and murder.” This in turn tends 
to lead to a lower G.D.P., and, potentially, 
considerable social unrest that could ripple 
around the world. (The same of course could 
happen in any country in which prospective 
parents systematically impose a preference 
for boys.) Another theme throughout the col-
lection is what Stanford psychologist Brian 
Knutson called “metaworry”: the question 
of whether we are psychologically and po-
litically constituted to worry about what 
we most need to worry about. In my own 
essay, I suggested that there is good reason 
to think that we are not inclined that way, 
both because of an inherent cognitive bias 
that makes us focus on immediate concerns 
(like getting our dishwasher fixed) to the 
diminishment of our attention to long-term 
issues (like getting enough exercise to main-
tain our cardiovascular fitness) and because 
of a chronic bias toward optimism known 
as a “just-world fallacy” (the comforting 
but unrealistic idea that moral actions will 
invariably lead to just rewards). In a simi-
lar vein, the anthropologist Mary Catherine 
Bateson argues that “knowledgeable people 
expected an eventual collapse of the Shah’s 
regime in Iran, but did nothing because there 
was no pending date. In contrast, many pre-
pared for Y2K because the time frame was 
so specific.” Furthermore, as the historian 
of ideas Noga Arikha puts it, “our world is 
geared at keeping up with a furiously paced 
present with no time for the complex past,” 
leading to a cognitive bias that she calls “pre-
sentism.” As a result, we often move toward 
the future with our eyes too tightly focussed 
on the immediate to care much about what 
might happen in the coming century or 
two—despite potentially hugeconsequences.
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Resonating Surfaces (2005) and Think 
about Wood, Think about Metal (2011) by 
Manon de Boer entered the collection of 
Van Abbemuseum in Eindhoven. These 
two works along with Sylvia Kristel - Paris 
(2003) complete now the trilogy in the mu-
seum’s collection. A solo exhibition with 
these works is scheduled for May 2013 and 
will be accompanied by a publication pro-
duced in cooperation with Index Stockholm 
and Philadelphia Museum of Art. It will in-
clude contributions by Sven Augustijnen, 
Manon de Boer, George van Dam, Helena 
Holmberg, Marine Hugonnier and Tris 
Vonna-Michell.

Two recent publications Return to the 
Postcolony: Specters of Colonialism in 
Contemporary Art (ed. by T. J. Demos, 
Sternberg Press 2013) and In and Out of 
Brussels: Figuring Postcolonial Africa and 
Europe in the Films of Herman Asselberghs, 
Sven Augustijnen, Renzo Martens, and 
Els Opsomer (ed. by Hilde Van Gelder 
and T. J. Demos, Lieven Gevaert Series 
2012) thematise the project Spectres by  
Sven Augustijnen in a broader context of 
discussions on postcolonial history.

Frac Ile-de-France / Le Plateau in Paris ac-
quired Shot of Grace with Alighiero Boetti 
Haircut Style (Kabul) (2012), a slide projec-
tion by Mario Garcia Torres.

The opening of Joachim Koester’s show 
at the gallery coincides with the Brussels 
Downtown Galleries Day on 26 January 
2013 (14 –18.30h). 

Thanks to the generous support of the 
Evens Foundation the work Le Guide 
du Parc (2001) by Sven Augustijnen is 
now part of the collection of the Centre 
Pompidou in Paris.
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The year is young, but nonetheless it may 
offer no more flamboyantly and obliviously 
anti-liberal entertainment than “Gangster 
Squad.” The movie is a comically earnest yet 
winkingly pastiche-y version of the events 
surrounding a real-life unit of the L.A.P.D., 
whose members, in the late forties, removed 
their badges and, to combat the inroads of 
the organized-crime boss Mickey Cohen, 
themselves went gangster on the Mob’s en-
terprises. The righteous officer who takes 
the law into his own hands was one of the 
great themes of the film noir, such as in Otto 
Preminger’s “Where the Sidewalk Ends,” 
Nicholas Ray’s “On Dangerous Ground,” 
and William Wyler’s “Detective Story.” Each 
of these great directors had his own approach 
to the subject (Ray’s—seconded by Ida Lu-
pino, who co-starred in the film and also did 
some uncredited directing—was the most 
radical and, psychologically, the deepest). 
The story that the director Ruben Fleischer 
takes on in “Gangster Squad” is something 
different—the true rogue is the police chief 
(Nick Nolte), who recruits a detective (Josh 
Brolin) to organize the secret unit. The mo-
tive isn’t personal, it’s political, and its roots 
are in Cohen’s tentacular grip on the levers of 
power—the official corruption that defangs 
aboveboard investigations and prosecutions.
The movie—which was scheduled for re-
lease in September—initially featured a 
climactic shoot-out in Grauman’s Chinese 
Theatre but, in the wake of the shootings 
in an Aurora, Colorado, movie theatre, the 
studio ordered a reshoot of the scene, which 
now takes place outdoors, in Los Angeles’s 
Chinatown. I have no idea how the original 
version played but the scene in current re-
lease is cavalierly oblivious. It doesn’t sug-
gest delight in violence and it doesn’t sug-
gest horror at violence; it’s neither grimly 
realistic nor stylishly cartoonish. Rather, it 
conveys the gee-whiz excitement of a kid 
at a fireworks show and reduces the gun-
play to a glittering diversion. The problem 
with “Gangster Squad” isn’t what it means 
but what it doesn’t. It’s realism with a smile, 
serving up its well-costumed batch of char-
acters in a well-styled period reconstruction 
with great satisfaction at a day’s work well 
done, but with no apparent sense whatsoever 
that the story suggests any actual historical 
or moral stakes. And it’s a shame, because 
at least several members of the cast are ut-
terly inspired—notably Brolin, who, as the 
squad’s stolid leader, channels his inner Vic-
tor Mature and hints at suppressed turmoil 
beneath his determined glare, and, especially, 
Sean Penn, who, as Cohen, is quite as good 
in a character role as Daniel Day-Lewis is 
as Abraham Lincoln. The comparison isn’t 
casual. What distinguishes the likely moreso.

The narrator says, have armed guards at 
their school; why don’t yours? Obama wants 
rich people’s money—there is a shot of him 
gloating over a pile of cash—“but he’s just 
another elitist hypocrite when it comes to a 
fair share of security.” He gets guns, while 
ordinary Americans are shunted off into 
ominous gun-free school zones. Gun laws, 
apparently, are the new busing. But it could 
hardly have been more transparent or, for an 
organization that works hard for the interests 
of gun manufacturers, more cynical. It is a 
safe bet that the N.R.A. will throw whatever.
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Agenda 
Sven Augustijnen
In and out of Brussels. Spectres, MACBA, 
Barcelona (ES), 15/2 (screening); Spectres, 
Malmoe Konsthall, Malmoe (SE), 16/2 – 7/4 
(solo); Spectres, Museum San Telmo Don-
ostia, San Sebastian (ES), 13/3 (screening); 
Spectres, Athena Houtland, Oostende (BE), 
14/3 (screening); Spectres, Cinéma Saint 
Michel, Paris, 20/3 (screening); Spectres, 
Arnolfini, Bristol (GB), 4/4 (screening); 
Spectres, VOX, Montreal (CA), 3/5 – 29/6 
(solo).

Pierre Bismuth
Desire Lines, ACCA, Melbourne, 17/12 – 2/3; 
Lines. A Brief History, Centre Pompidou-
Metz, Metz (FR), 11/1 – 1/4.

Manon de Boer
Silence, Berkeley Art Museum, Berke-
ley (US), 30/1 – 28/4; one, two, many, Jan 
Mot, Mexico City, 1/9 – 19/1 (solo); Art 
& Music. Search for New Synesthesia, 
Museum of Contemporary Art, Tokyo, 
27/10 – 3/2; Objects in Mirror are Closer 
than they Appear, Tate Modern, London, 
9/11 – 17/2; Manon de Boer: Resonating Sur-
faces – A Trilogy, Philadelphia Museum of 
Art, Philadelphia (US), 23/11 – 5/5 (solo); 
Sylvia Kristel – Paris, Les Nuits Sonores, 
Lyon (FR), 7/5 – 12/5 (screening); Encoun-
ters, Van Abbemuseum, Eindhoven (NL), 
25/5 – 15/9 (solo).

Rineke Dijkstra
Face to Face, Istanbul Modern, Istanbul 
(TR), 2/10 – 20/1; Seduced by Art. Photogra-
phy Past and Present, The National Gallery, 
London, 29/10 – 20/1; Seduced by Art. Pho-
tography Past and Present, La Caixa, Bar-
celona (ES), 21/2 – 19/5; The Krazy House, 
Museum für Moderne Kunst, Frankfurt 
(DE), 23/2 – 26/5 (solo); Fail Better. Moving 
Images, Hamburger Kunsthalle, Hamburg 
(DE), 1/3 – 18/8.

Mario Garcia Torres
With a Name Like Yours, You Might Be Any 
Shape, Tiroler Künstlerschaft, Kunstpavil-
lon, Innsbruck (AT), 15/2 – 30/3; Tea, Reel 
Artists Film Festival, Toronto (CA), 23/2 
(screening).

Dominique Gonzalez-Foerster
Open End, Haus der Kunst, Munich (DE), 
28/9 – 7/4; Belle comme le jour, Rotterdam 
International Film Festival, Rotterdam 
(NL), 26/1 – 27/1 (screening).

Douglas Gordon
Tales of the City: Art Fund International 
and the GoMA Collection, Gallery of Mod-
ern Art, Glasgow (UK), 8/6 – 20/1; Art and 
Press, ZKM Karlsruhe, Karlsruhe (DE), 
15/9 – 10/3; Sharpening Fantasy, Blain 
Southern, Berlin, 7/2 – 28/4 (solo); Tate 
Britain, London, 6/5 – 6/10 (solo).

Joachim Koester
Tapis Magique, Les Abattoirs, Toulouse 
(FR), 15/11 – 27/1; Maybe One Must Begin 
with Some Particular Places, S.M.A.K., 
Ghent (BE), 30/11 – 10/3 (solo); Reptile 
brain, or reptile body, it’s your animal, Jan 
Mot, Brussels, 26/1 – 2/3 (solo); Chan-
nelled, Lunds Kunsthal, Lund (SE), 
23/2 – 2/6; Reptile brain, or reptile body, 
it’s your animal, Palais de Tokyo, Paris, 
27/2 – 20/5 (solo); It Is Only A State Of 
Mind, NGBK, Berlin, 2/3 – 7/4

David Lamelas
Glam, Tate Liverpool, Liverpool (UK), 
8/2 – 12/5; Stiftelsen Kunstnernes Hus, 
Oslo, 15/3 – 12/5 (solo).

Sharon Lockhart
Noa Eshkol, The Jewish Museum, New 
York (US), 2/11 – 24/3 (solo); Noa Eshkol, 
Thyssen-Bornemisza Art Contemporary, 
Vienna, 22/11 – 23/2 (solo); The Society 
Without Qualities, Tensta Konsthall, Stock-
holm, 13/2 – 26/5; Performance by the 
Chamber Dance Group (accompanying the 
exhibition Sharon Lockhart. Noa Eshkol at 
The Jewish Museum, New York), Dia: Chel-
sea, New York (US), 10/3 (performance).

Tino Sehgal
9th Shanghai Biennale, Shanghai Con-
temporary Art Museum, Shanghai (CN), 
2/10 – 31/3; The Musée d’art contemporain 
de Montréal, Montréal (CA), 19/3 – 28/4 
(solo); First Avenue. One Way Street, For-
mer Montepio Bank Branch, Porto’s Baixa 
neighbourhood, Serralves, Porto (PT), 
1/11 – 28/2

Tris Vonna-Michell
9th Shanghai Biennale, Shanghai Con-
temporary Art Museum, Shanghai (CN), 
2/10 – 31/3; Capitol Complex, Jan Mot, Mex-
ico City, 8/12 – 23/2 (solo); Only here, Art 
and Exhibition Hall of the Federal Republic 
of Germany, Bonn (DE), 18/1 – 14/4; T293, 
Rome, 14/3 – (date unknown) (solo); The 
Butterfly Image, Mudam, Luxembourg, 
23/3 – 8/9

Ian Wilson
Materializing Six Years: Lucy R. Lip-
pard and the Emergence of Conceptual 

De Boer has also reconceived the structures 
of sound and musical composition to explore 
how they transform 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 artist’s attention to musical 
structures on film. Exploring notions of per-
formance—and the ways that sound can give 
a film its form—this exhibition spotlights De 
Boer’s expansive and grounding experimen-
tations with sound, image, and the conditions 
of cinema. While for the Contemporary Art 
Museum in St. Louis the works are orches-
trated side-by-side in an ambitious installa-
tion, the exhibition in London is conceived 
as a parcour through the new galleries of the 
South London Gallery, where each film oc-
cupies a single space in order to accentuate 
the viewer’s intimacy with the work. Fitting.

Art, Brooklyn Museum, Brooklyn (US), 
14/9 – 3/2; Grazer Kunstverein, Graz (AT), 
1/2 –  ongoing (solo); The Pure Awareness of 
the Absolute / Discussions, DIA:BEACON, 
Beacon (US), 16/3 and 20/4; Jan Mot, Brus-
sels, 27/4 – 8/6 (solo).
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