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Gonzalez-Foerster

168-171

Dommique Gonzalez-Foerster

1887 —

2058

at the Centre Pompidou

PARIS, AUG. 16 — The Centre Pompidou
is devoting a both forward-looking and
retrospective  exhibition to the work of
Dominique Gonzalez-Foerster, presenting
some 30 connected works in spaces
both inside and outside of the museum.
The artist will create a spatiotemporal
labyrinth of rooms and environments,
a theatre of sounds and perceptions,
a multi-faceted story.

Dominique Gonzalez-Foerster, 1887-
2058 displays an ‘open’ timeline from 1887
to 2058, and extends the idea of the retro-
spective by combining different centuries
and climates. The exhibition begins in the
late 19th century; journeys through the
experiments of the 20th century, and
projects viewers into landscapes and interi-
ors in turn desert - like or tropical,
biographical or dystopian. This combina-
tion of parallel realities and stage sets —
where the genres of landscape, portrait and
period rooms co-exist — becomes a fictional
house with numerous entrances, construct-
ed so that viewers experience the sensations
of outdoor and indoor, ideas of identity and
fiction, the present moment and a journey
through time.

Sometimes stage, sometimes play-
ground and sometimes introspective
narratives, the rooms, films and appearanc-
es of Dominique Gonzalez-Foerster are
anchored in living memories of cinema,
literature and the open structures of archi-
tecture and music: all ways of exploring the
limits of the possible in art.

Like an opera or a musical, the exhibi-
tion brings to life all kinds of cinemato-
graphic, literary and scientific presences, to
create a world inhabited by sensations,
stories and quotations. The exhibition is an
identification of the artist, the work and the
viewer all at once.

Curated by Emma Lavigne, director
of the Centre Pompidou-Metz, this mono-
graph devoted to the work of Dominique
Gonzalez-Foerster, is part of a trilogy,
which also features a prelude at the Rio de
Janeiro Museum of Modern Art (June -
August 2015) and a travelling show at the
K.20 in Diisseldorf (April - August 2016).

The catalogue published for this retro-
spective retraces the extended timeline

structuring the exhibition, through a broad
iconography and the contributions of
Tristan Bera, Nicole Brenez, Emma
Lavigne, Pablo Ledn de la Barra, Catherine
Millet et Enrique Vila-Matas.

A programme of meetings and perfor-
mances is linked with the exhibition:
a dialogue between the writer Enrique
Vila-Matas and the artist celebrates the
opening of the exhibition on 23 September
2015; a «Vidéo et aprés» session is being
devoted to the artist on 28 September 2015;
«Spectacles Vivantsy is presenting a perfor-
mance by the artist entitled «Quand
méme» on 14 November 2015, and a con-
versation between the artist and Emma
Lavigne will be staged on 21 January 2016
as part of the Centre Pompidou’s «Paroles»
programme.

Closing date of the exhibition:
1 February 2016.
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BRUSSELS - JUL. 1 - Beginning of July Manon de Boer shot her new film On a Warm Day in July with the participation of the American singer
Claron MacFadden at the Hotel Wolfers in Brussels. Production: Le Fresnoy. The first presentation will take place at the gallery from 11/09 until 24/10.

Photo: Léo Lefevre.
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History Can Wait

By Thomas, who died of AIDS-related illness encounter at New York’s The World night-

Antony Hudek in 1995, at the age of 44. club with ‘Steve’, a recent art school

ANTWERP, AUG. 18 — In the first install-
ment of this multi-part text', I outlined what
I saw as the need for a queer art history that
would avoid any suggestion of ‘gay art’,
and focus instead on a non-linear history of
the period between the late 1970s and early
1990s, when AIDS and HIV were syn-
onyms of certain death. In the first essay I
took as a starting point Douglas Crimp’s
memoirs, written from the point-of-view of
a protagonist, and survivor, of this period.
In his book-in-progress (which has
appeared piecemeal in conferences and
publications over the past several years,
including in no. 96 of this Newspaper)
Crimp details his participation in both New
York’s queer social life in the late 1970s and
1980s, and in the elite intellectual circles
around the journal October, which he co-
edited until 1990. Memoirs such as Crimp’s,
1 suggested, serve as evidence of their
authors’ resilience, and of an uninterrupted
— and therefore reassuring — art history
from the late 1970s to the turn of the
twenty-first century.

The form of the memoir, for those who
lived through the 1980s and 1990s, autho-
rises a return to conventional narrative
structures, after the ‘uchronic’ autobio-
graphical writings of queer authors such as
Guillaume Dustan, Hervé Guibert and Guy
Hocquenghem, all of whom died of AIDS.
More recent memoirs looking back on the
AIDS period seem to combine the best of
all worlds: an eyewitness veracity, the sub-
jective license inherent in any act of
remembrance, and the authority that comes
from having come out on the other end. Yet
however valuable the memoirs written after
the containment of AIDS may be, one
should not forget — indeed, one should
recall — the lives of queer subjects deprived
by AIDS of the possibility to look back and
fashion their past as legacy. For it is in some
of these lives that one finds potent models
of remembrance that defy conventional
means of historicisation — means that privi-
lege the singular authorial subject to the
detriment of other, more experimental,
engaged and queer modes of recollecting
art histories of the recent past. In what
follows, I look at one of these lives in par-
ticular, that of the French artist Philippe

Thomas’ oeuvre could be said to be
devoted to the analysis, and ultimate era-
sure, of his name, which he declined in a
number of ways: by inviting collectors to
take authorial responsibility for his works,
or by operating under several corporation-
like agencies, including readymades belong
to everyone®, which he opened in 1987.
The question of subjective absence, and
thus historical elision, runs through his
work — an obsessive refusal to mark his
time other than through the lives of others.
This refusal has made separating the his-
torical subject called ‘Philippe Thomas’
from the fictionalised subject at the centre
of his work difficult.? It has also contributed
to his historical obscurity, while at the same
time reinforcing the dedication of a group
of friends, artists, gallerists and collectors
to make his work better known, without
betraying his life-long disappearing act.

Thomas’ strategy of self-elision took
two routes: a resistance towards representa-
tion and an embrace of theatrical and cura-
torial presentation. In his resistance to tradi-
tional representational forms — whether
visual or narrative — Thomas looked to a
number of literary sources (Roland Barthes,
Jorge Luis Borges, Jean Cocteau, Vladimir
Nabokov, Fernando Pessoa), but among
them Maurice Blanchot stands out as par-
ticularly influential. A rare affinity brings
together Thomas and Blanchot, the writer
determined to arrive as near as possible in
prose to lifelessness and subjective annihi-
lation. So close was their shared passion for
a narrative abyss that Thomas produced a
series of three identical colour photographs
of the sea, each with a different label and
authorial attribution (Sujet a discrétion,
1985), as if in reference to the opening lines
of Blanchot’s first novel, Thomas [’obscur
(1941/1950): “Thomas sat down and con-
templated the sea’ (‘Thomas s’assit et
regarda la mer.’).’ This quote reappears in
Thomas’ book entitled Insights (1989),
published under the name of Laura
Carpenter.* Insights records Thomas’ diary-
like notations as he sat behind a desk in the
Cable Gallery in New York for the duration
of an exhibition of readymades belong to
everyone®. Among the other textual frag-
ments in [Insights (besides Blanchot’s
quote) is an entry relating the author’s

graduate: ‘at about three in the morning,
while we were waiting for the group French
Twist (!)... up came the unexpected refer-
ences to Serge Leclaire and his text
Philippe: a case study’.’

As in most of Thomas’ works, clues as
to their intentions are hidden on their lin-
guistic surface, triggering a proliferation of
references and names. From ‘Thomas’ (the
surname of the absent author) and ‘Thomas’
(the first name of Blanchot’s obscure hero),
we (and the protagonist of Insights) stumble
on ‘Philippe’, the subject of Serge Leclaire’s
well-known psychoanalytic case study.®
The décor of Philippe’s dream, which
prompts Leclaire’s analysis, is strangely
reminiscent of Thomas’ setting in Blan-
chot’s novel:

The deserted square of a small town, it
is not quite right. I am looking for something.
There appears, barefoot, Liliane, who I do
not know, who says to me: ‘It has been a long
time since I have seen such fine sand’....”

Over the course of his analysis with
Leclaire, Philippe reveals a secret formula,
a knot of proper names of parents and
objects of affection, which he would mur-
mur to himself like an incantation:
‘Poordjeli’. With the discovery of this
cipher, Leclaire inaugurates an analytic
method bent on the reduction of names to
the limits of the subject’s unconscious — the
letter of the signifier itself. Such letters are
both at the most intimate of the subject (one
might call them sub-subjective), and tran-
sindividual, the product of nominal concat-
enations that obey no other logic than the
subject’s desire.

The overlay of Philippe’s dream with
Blanchot’s novel results in a fictional yet
irreducibly real hybrid, like ‘Poordjeli’, or
‘Philippe Thomas’. Note that Thomas (the
artist) comes across Philippe (the psycho-
analytical reference) at a well-known New
York dance club, The World. New York’s
nightlife in the 1980s was indeed a world
onto itself, a liminal dreamscape (comically
evoked in Martin Scorsese’s 1985 film Affer
Hours). No more than ‘Thomas’ in Thomas
l'obscur or ‘Philippe’ in his dream,
‘Philippe Thomas’ can speak for himself, as
self-determined author-subject. In Insights,
all he can do is jot down, under a borrowed
name (‘Laura Carpenter’), snippets of con-
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versations and memories, turning the Cable
Gallery into a free psychoanalytical space
where the positions of analyst and the anal-
ysand are constantly changing sides.

The problem of identifying the per-
former of the act from the performance
itself is particularly vivid in environments
where looking, and scripted movement and
dialogue, are the norm: in art galleries, for
example, or in dance clubs. The writer and
artist Duncan Smith, in a book published
the same year as Thomas’ exhibition at the
Cable Gallery, describes the awkwardness
of standing still amidst a crowd of dancers.®
Dancing and not dancing are inseparable
yet antagonistic, Smith argues, since the
one presupposes the other, or more danger-
ously: often turns into the other. ‘Dancing’,
writes Smith, ‘condenses the aporia
between figure and performance. It cele-
brates the failure of the two achieving
unity’.” As a gay man, who succumbed to
AIDS-related illness in 1991 at age 37,
Smith sees in the ill-fitting couple ‘speak-
ing about dancing’ and ‘dancing’ a particu-
larly queer issue. Not only do gay men of a
certain age and social background often
find themselves in clubs frequented by
like-minded men (Thomas might well have
been dancing next to Smith that night at
The World, before meeting Steve). They
are also ‘implicated’, Smith argues, in a
rhetorical play:

They might call themselves ‘gay’, but
by so doing they fall prey to referential,
denotative straightjacketing. Gay culture
prides itself on its irony, its exuberant
‘lying’, hence making the designation ‘gay’
or ‘homosexual’ a possible lie, a rhetorical
play, an ironic figure. (...) Gay people will

never be able to surmount the problem of

what ‘gay’ means, its referentiality always
made abyssal by the possibility that an indi-
vidual can say ‘I'm gay’and ‘I'm not gay "’

In Thomas’ work, the illusion of
identity and authority disappears once the
act, its performance and its performer are
laid bare and reshuffled. Descriptive histo-
ries attempt to dissolve these distinctions,
and merge memory with history. Yet
to paraphrase the title of an important
exhibition from the period, memory comes
at the cost of history, or at least of a certain
‘straight’ conception of history.!" Thomas’
work abjures the smooth surface of histori-
cal narratives that would position him on
the dance floor, while the narrator stands
somewhere else, insulated by the fiction of
the survivor’s memory. As a gay man, one
can assume, following Smith, that Thomas
was intimately familiar with the travesty of
self-assertion. As an artist, he created a real-
ity out of the fiction of his name, remaking
the latter in the image of literature and

dreams. He left art historians no choice
but to become sleuths in the psycho-
analytic chamber, at once analyst and
analysand, more interested in the queer
performative rhetorics of desire than in
the demonstrable (f)acts of a subject named
‘Philippe Thomas’.

1 Newspaper Jan Mot, no. 97 (May
2015), pp. 4-5.

2 Thomas’ work — a play of endless
mirrors and refractions — should not be
confused with the subject ‘Philippe
Thomas’, who feared, we are told, dying
posthumously, after having already
died in name during his life-time (see Claire
Fontaine, ‘A.C.M.”, Retour d’y voir no.5,
retraits de ['artiste en Philippe Thomas,
Mamco, 2012, p. 175).

3 See Stéphane Sauzedde, ‘Roland
Barthes (Accuser réception de I’ceuvre
de Phillippe Thomas’, Retour d’y voir
no.5, pp. 57-8.

4  Laura Carpenter, Insights, New York:
Curt Marcus Gallery, 1989, p. 57.

S Insights, p. 38.

6  Serge Leclaire, Psychanalyser, Paris:
Seuil, 1968.
7 Quoted
Remembered  Film,
Books, 2004, p. 62.

8 I would like to warmly thank Bruce
Hainley for bringing Duncan Smith’s
magnificent work to my attention, and for
republishing some of it in Commie Pinko
Guy, edited by Hainley (London/Cologne:
Raven Row/Walther Koenig Verlag, 2015).

in Victor Burgin, The
London: Reaktion

9 Duncan Smith, ‘Reflections on
Rhetoric in Bars’, The Age of Oil, New
York: Slate, 1987, p. 109.

10 Smith, The Age of Oil, pp. 106-7
(emphasis in the original).

11 The Art of Memory / The Loss of
History, New Museum, New York (23
November 1985-19 January 1986), curated
by William Olander.
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View of the exhibition at the opening of the agency readymades belong to everyone®, Cable Gallery,
New York 1987. Courtesy Claire Burrus.
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LOS ANGELES - JUL. 31 - Pierre Bismuth and his assistant Nicolas Jolly travelled from Brussels to California at the end of July to shoot the last scenes
of his upcoming feature film ‘Where is Rocky II?’ including the following actors: Robert Knepper, Milo Ventimiglia, Tania Raymonde, Stephen Tobolowsky,
Richard Edson, Roger Guenveur Smith, Barry O’'Rourke and Stephen Dorff. This image was taken in Vasquez Rocks with on the left Ventimiglia, in the
middle Bismuth giving instructions to Dan Katz, director of photography. The European premiere will take place in the Centre Georges Pompidou (Paris)
and the Tate Modern (London) in 2016. Production: The Ink Connection. Photo: Kevin Johnson.
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t , ot , Old News (Again), cneai Chatou (FR),
1 -1 - 16/05 - 27/09; EUROPE — The Future of
1 ro v History, Kunsthaus Ziirich (CH),
s 1 1 12/06 - 06/09; European Ghosts, Mu.ZEE,
i i 1 Oostende (BE), 04/07 - 03/02; Art
€ > > in the Age of Asymmetrical Warfare,
t -t - Witte de With, Rotterdam (NL),
t 1t 1 10/09 - 03/01; Spectres, (Fabriquer 1)
« DI y  Afrique, Salle du Polygone étoilé Marseille
¢ [ ¢ (FR), 27/09 (screening); (On)Voltooid
¢ F > Verleden Tijd, Universiteitsbibliotheek
t Lot . Leuven (BE), 15/10 - 06/12
1 1
3 I | Pierre Bismuth
3 1 1 Expeditie land art, Kunsthal KAdJE,
B ER > Amersfoort (NL), 19/09 - 03/01;
t -t - Walkers: Hollywood Afterlives in Art &
I 1 1 1 Artifact, Museum of the Moving Image,
t -t - 07/11 - 10/04
Al - Al -
¢ [ 7 Manon de Boer
< - - Project 35: The Last Act, Garage Museum
t 1t 1 of Contemporary Art Moscow (RU),
Survuve i oy wuinoe Ui wie ao wl  § 1 10/08 - 31/01; Casa Franga-Brasil Rio de
¢ > Janeiro (BR), 15/08 - 20/09; Tabakalera,
. t San Sebastian (ES), 11/09 - 03/01; On a
In Bnef i ,  Warm Day in July, Jan Mot, Brussels,
s - 12/09 - 24/10 (solo); Panorama 17, Fresnoy,
1 > Tourcoign (FR), 18/09 - 12/12; Dissonant,
The work by Manon de Boer Maud 5 25FPS Zagreb (HR), 26/09 (screening);
Capturing the Light ‘On a Clear Day’ I Conversation: Manon de Boer and
(2015) was acquired by the SMAK ¢ y  Christophe Wavelet, Jan Mot, Brussels,
in Ghent (BE) and will be part of the « - 28/09; Manon de Boer: One, Two, Many,
upcoming exhibition at the SMAK, t > Tate Modern, London, 06/10 (screening and
entitled ‘Drawing.  The  Bottom v talk); Manon de Boer and Jayne Parker:
Line’, which opens on the 10th of October  t 1 Films in Dialogue, Lux, London, 07/10
(until 31/01/16). 1 y  (screening); Drawing. The Bottom Line,
1 »  SMAK, Ghent (BE), 10/10 - 31/01; Lecture:
David Lamelas’ installation Office of t > Lionel Devlieger (Rotor), Jan Mot, Brussels,
Information about the Vietnham War at 1t 3 15/10; William  Forsythe, ~ Kunsthal
Three Levels: The Visual Image, Text i > Charlottenborg, Copenhagen, 20/11 - 21/02
and Audio will be part of the upcoming ¢ -
exhibition at the Museum of Modern Art ¢ 1 Rineke Dijkstra
in New York. The exhibition is entitled ¢ Eu (titulo em construgdo), Novo Banco,
Transmissions: Art in Eastern Europe and 1 Lisbon, 12/02 - 12/09; ... and there
Latin America, 1960-1980 and focuses t 5 was time, Visual Arts Center Foundation
on the parallels and connections among ¢ 1 Helga de Alvear, Caceres (ES),
an international scene of artists working 1 5 25/04 - 31/01; The Wild West.
in—and in reference to-Latin America i 1A History Of Wroclaws Avant-Garde,
and Eastern Europe during the 1960s and ¢ 1 Zacheta National Gallery of Art, Warsaw,
1970s. For the first time since its creation ¢ > 19/06 - 13/09
for the Venice Biennale of 1968, Lamelas’ ¢ 1
seminal work can be seen thanks to an ¢ t Mario Garcia Torres
important commitment of the MoMA to ¢ > “Poor Art” — Rich Legacy, The Museum
retrace and reconstruct, in collaboration 1 - of Contemporary Art, Oslo,
with the artist, the different elements of the ¢ 1 13/03 - 28/02; The Strange Things My
installation. The work was part of a larger ¢ 3 Eyes See, neugerriemschneider, Berlin,
group of works acquired by the museum t , 17/09 - 31/10 (solo); Expeditie land art,
in 2013. The show runs from 05/09/15 L_.. . .. . . .., .peeec-..- Kunsthal KAdE, Amersfoort (NL),

until 03/01/16.
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19/09 - 03/01; Where The Day Begins,
LaM - Lille Métropole Musée d’art
moderne, d’art contemporain et d’art brut,
Villeneuve d’Ascq (FR),02/10 - 10/01

Dominique Gonzalez-Foerster
Dominique Gonzalez-Foerster, 1887-2058,
Centre Pompidou, Paris, 23/09 - 01/02 (solo)

Douglas Gordon

A Brief History of Humankind. From the
Collections of The Israel Museum, The
Israel Museum, Jerusalem,
01/05 - 26/12; After the After, MACE,
Ibiza, in collaboration with Tobias
Rehberger, 29/07 - 30/10; Really?, Arario
Museum, Seoul, 01/09 - 28/02; Take me
(I'm  yours), Monnaie de Paris,
06/09 - 08/11; Brave New World, DOX
Prague, 11/09 - 25/01; What We Call Love
- From Surrealism to Now, Irish Museum of
Modern Art, Dublin, 12/09 - 07/02; Letztes
Jahr in Marienbad. Ein Film als Kunstwerk,
Kunsthalle Bremen (DE), 14/11 - 13/03

Joachim Koester

Walking Sculpture 1967-2015, deCordova
Sculpture Park and Museum, Lincoln
(US), 09/05 - 13/09; Fundagdao Eugénio
de Almeida, Evora (PT), 19/09 - 09/01
(solo); The Place of Dead Roads,
STUK Kunstencentrum, Leuven
(BE), 23/09 - 25/09 (screenings)

David Lamelas

America Is Hard to See, Whitney
Museum of American Art, New York
City (US), 01/05 - 27/09; Formes
biographiques, ~ Carré  d’Art, Musée
d’art contemporain, Nimes (FR), 29/05 -
20/09; Eppur si muove (Et pourtant
elle  tourne)) Mudam, Luxembourg,
09/07 - 17/01; Transmissions: Art in Eastern
Europe and Latin America, 19601980,
Museum of Modern Art, New York City
(US), 05/09 - 03/01; Looking at Tomorrow:
Light and Language from The Panza
Collection, 1967-1990, Albright-Knox Art
Gallery, Buffalo (US), 24/10 - 07/02;
Ignacio Liprandi Arte Contemporaneo,
Buenos Aires, 09/10 - 27/11 (solo); Seth
Siegelaub: Beyond Conceptual Art, Stedelijk
Museum, Amsterdam, 12/12 - 17/04

Sharon Lockhart

Come As You Are: Art of the 1990s, Jepson
Center, Telfair Museums, Savannah (US),
12/06 - 20/09; Relationships and
Representation: Perspectives on Social
Justice Work, Mildred Lane Kemper Art
Museum, St. Louis (US), 11/09 - 04/01

Tino Sehgal
AYear at the Stedelijk: Tino Sehgal, Stedelijk

Museum, Amsterdam, 01/01 - 31/12 (solo);
Kiasma, Helsinki, 16/08 - 27/09 (solo)

Philippe Thomas

Prosumer. International Show of Tallinn
Photo Month 2015, Contemporary Art
Museum Estonia, Tallinn, 18/09 - 18/10

Tris Vonna-Michell

When Photography Revises, Kunstverein
Hamburg, Hamburg (DE), 19/06 - 13/09;
A Story within A  Story, Goteborg
International Biennial for Contemporary Art,
Goteborg (SE), 12/09 - 22/11; Performative
talk and screening, Fiac, Paris, 25/10;
Jan Mot, Brussels, 04/12 - 23/01 (solo)

Tan Wilson

International Sculpture Route Amsterdam,
ArtZuid,  22/05 - 22/09;  Hotel
Theory, ~REDCAT, Los  Angeles
(US), 03/10 - 20/12; Daniel Buren.
A Fresco, Bozar, Brussels, 26/02 - 29/05
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Sat 12 -6.30 pm
and by appointment

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