
PREFACE

This year Contour offers an international platform to artists for whom the moving image is a particularly
appropriate medium to deal with the past and history in a highly personal and critical way. After six years
in existence Contour itself is becoming an organization with a history, a memory and an archive.

From Contour’s beginning in 2003 there was a great belief in the power of the moving image as an art
form (then still called video art) and in its prospects. Contour chose Mechelen (BEL), to develop its activi-
ties –a historic city between Brussels and Antwerp with a plethora of interesting spaces, which through
considered adaptations can be transformed into special exhibition venues. Almost self-evidently the bien-
nial acquired the format of a circuit, a walk through the city centre, creating a symbiosis of contemporary
art and architectural patrimony, thus bringing art in the moving image much closer to the public.

Each time Contour sought a curator with a vision and the ambition to formulate a binding theme and
put together a strong group of national and international artists. In 2003 I myself got the opportunity to be
the first link of the chain; in 2005 it was Cis Bierinckx (BEL) who set the tone, now artistic director of the
‘Beursschouwburg’ in Brussels, and in 2007 came Nav Haq, currently curator at Arnolfini in Bristol (GBR).
The 2009 edition bears the mark of the Brussels-based curator Katerina Gregos (GRC). 2011 is already
being prepared, a lustrum edition.

In 2003 the biennial explored the idea of moving images as a new kind of painting. In 2005 it was con-
ceived as a confrontation between the sender and the receiver and at the same time as an encounter
between cinematographic practices and visual arts. Contour 2007 was given the subtitle ‘Decoder’, because
it investigated the perceptual and rhetorical mechanisms which affect and shape how people assimilate
their comprehension of the world. Contour 2009 takes place twenty years after the fall of the Berlin wall;
the exhibition probes history, advocates its importance and revolves around questions of historical repre-
sentation and historiography.
Contour considers it as one of its key tasks to promote the creation, exhibition and production of art

in the moving image. Once more the biennial presents seven newly commissioned works and a première
for Belgium, next to other very recent films, videos and installations. In order to extend these creative
ambitions it is necessary to think and to organize on a European level. Much of what you see in Mechelen,
also travels through Europe. Since 2006 Contour is developing and coordinating a network of art organi-
zations. It already has partners in Linz (Austria), Osnabrueck (Germany), Clermont-Ferrand (France), Milan
(Italy), Wroclaw (Poland) and Vilnius (Lithuania), and others are about to join. Moreover it has initiated
a cooperative venture with art schools in all those countries as well as in the Netherlands and the
United Kingdom.

On behalf of the Board of Contour I wish to thank all those who have contributed to the continuing
development and success of the biennial.

Etienne Van den Bergh, chairman, Contour vzw

From its inception, Contour has been committed to supporting artists’ productions, ensuring high standards
of curatorial practice and presentation, and show-casing stimulating, cutting-edge art made in moving
image in the best possible light. This year is no exception. This, of course, would not have been possible
without the dedicated artistic team who worked for the fourth edition of the Biennial; curator Katerina
Gregos, exhibition architects Lhoas & Lhoas, and graphic designer Sfumato have worked unflinchingly, with
enthusiasm, care, and to the highest professional standards to put together this exhibition, the most ambi-
tious Contour to date. Special thanks must also go to Nathalie de Boelpaep, our tireless production man-
ager, who ensured the exhibition looks as good as it does, together with the meticulous technical team,
as well as to Klaartje Brouns for her contribution to the production. Video and film are among the most
difficult art forms to install properly and we at Contour pride ourselves on maintaining high standards of
presentation. Thanks also to also Danielle Gielen, Jan Delvaux (Vegas), Gerrie Soetaert and Natalie Gielen
who ensured the Contour message gets out there in various shapes and forms. Special thanks must go to
all our sponsors and partners, without whose support the scale of this exhibition would not be possible, as
to all the lenders. Last, but by no means least, warm thanks to all the artists who engaged in this project
and shared with us their time, ideas and work. Needless to say, without them there would be no Contour.

Steven Op de Beeck, director, Contour vzw
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its meaning is clear, and that we may now ad-
vance–unencumbered by past errors – into a
different and better era.”3

A generation of politicians and citizens who are
oblivious to history are turning the twentieth cen-
tury into a ‘moral memory palace’, he argues, sacri-
ficing history to myth making and denial over
memory. This not only has disturbing implications
for the future of democratic governance but also
leads to what he calls the “misidentification of the
enemy”.4 Burgeoning ignorance and amnesia is
proving, he argues, calamitous, with the clear
prospect of worst to come. A recent case in point
would be the war in Iraq. During his time as Prime
Minister Tony Blair, in his drive to defend his
motion to authorise the war in Parliament, failed to
mention Britain’s previous invasion of Iraq in 1914,
which was carried out in order to protect its oil
interests in the region. Had the British public been
informed of Britain’s previous adventure there, the
situation would have been better illuminated and
would have brought sharply into focus the risk
of insurgency and continuing instability after the
invasion, and quite possibly changed public opin-
ion and the political consensus on the war.5 In
his book Why History Matters6 John Tosh in fact
argues that New Labour’s whole political machine
was built on amnesia, amnesia that facilitated this
very dangerous venture. He warns of the precari-
ousness of hiding historical facts for political pur-
poses, using over-simplified historical analogies
to justify public policy decisions, or hand picking
arguments to suit courses of action, and advocates
the return of the function of history in the public
sphere arguing in favour of “the serious employ-
ment of history as a tool to support political
choices”7 as well as to “to explain complex public
policy issues that are placed before us without
adequate explanation of how they have come into
being”.8 He goes on to say that “active citizen-
ship in a deliberative democracy stands in much
greater need of historical knowledge than is gen-
erally recognised”9 and that “thinking historically
has a crucial part to play in the intellectual equip-
ment of the active, concerned citizen”11 Finally he
suggests that our world would be better governed
and administered if a better understanding of the
past were available to decision makers and the
public. While acknowledging the problems that his-
tory as an academic discipline is plagued by, as
well as the problematics of historiography and the
fact that history may be abused, manipulated or
distorted, Contour 09 takes the above premise as

its its point of departure and advocates the impor-
tance of history as a tool for furthering knowledge
and awareness, supporting the belief in the social
use of history, as well as the important role it has
to play in battling amnesia, selective memory, for-
getfulness, and our culture’s short attention span.

The speed with which events occur, are trans-
mitted, consumed and then brushed aside nowa-
days entails that our understanding of the present
is now, perhaps more than ever, temporary and
ephemeral not to mention partial. This accelerated
momentum with which we experience contemporary
life is causing a great deal of anxiety, confusion
and disorientation. How do we cope in today’s hur-
ried, information overloaded, perpetually networked,
Blackberried society which ceaselessly demands
instant gratification? One could say that to a great
degree, our culture seems dominated by ‘presen-
tism’ or ‘short-termism’– the tendency to focus on
the narrow conditions of the moment –and to
uncritically embrace modernity, technology and
progress as an undoubted boon to society. This no
doubt fosters amnesia and selective memory, not to
mention ignorance. In the maze and wake of infor-
mation overload and global event saturation, it now
seems even more important to recall history and
past events as a key to unlocking contemporary
identities and psyches, and positing visions of the
future. As Eric Hobsbawm, one of the greatest his-
torians of our time has unequivocally put it, “His-
tory alone provides orientation and anyone who
faces the future without it is not only blind but
dangerous, especially in the era of high technol-
ogy”.12 Though the present is often envisaged as
being utterly divorced or cut off from the past, we
tend to forget that, in reality, the past is a “collec-
tive continuity of experience”.13 In the continuum
that constitutes time “The past is a permanent
dimension of the human consciousness… to be a
member of any human community is to situate
oneself with regards to ones past, if only by reject-
ing it”.14 Hobsbawm also points out that, “For the
greater part of history we deal with societies and
communities for which the past is essentially the
pattern for the present”.15 It now appears that for
the first time, we have begun moving further and
further away from this idea.

The Cambridge University historian Christopher
Andrew has termed this increasing prevalence of
historical denial ‘Historical Attention Span Deficit
Disorder’ (HASDD).16 He maintains that this “disre-
spect for the long-term past produces two serious
intellectual disorders. First, the delusion that what
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If there are three key dates in the twentieth cen-
tury, dates which marked the world for subsequent
years, one would be 1918, the other 1945 and the
third undoubtedly 1989. Contour 09 thus comes at
a timely moment to consider recent history, as it
takes place twenty years after this key historical
moment in European twentieth century history, now
that post-1989 euphoria has evaporated. In these
last twenty years momentous political and ideo-
logical shifts took place, from the demise of social-
ism and the collapse of ideological ‘certainties’,
to the consolidation of global capitalism and neo-
liberalism, at least for the moment. At the same
time, Western consumerist culture has increasingly
become the desirable norm in the ‘planetary
casino’ of the global market economy, to borrow an
expression by philosopher and economist Cornelius
Castoriadis, and there has also been a momentous
a shift in the representation and perception of
reality itself; technology having dramatically altered
the way in which we conduct our lives and experi-
ence reality. For most of us – in the Western net-
worked world – life is lived in an increasingly
accelerated, heightened mode. But has there been

time to truly evaluate and understand that which
is our elusive present? Do we possess the clarity
to anticipate the future aside from the usual blind
optimism or rhetorics of catastrophology? Accord-
ing to historian Tony Judt we are living in an
unpolitical age of forgetting, one in which there is
a prevalent belief that “the past has nothing of
interest to teach us. Ours, we insist, is a new world;
its risks and opportunities are without precedent”,1

a world where we seek “actively to forget rather
than to remember, to deny continuity and proclaim
novelty on every possible occasion”.2 He goes on
to say: “In the West we have made haste to dis-
pense whenever possible with the economic, intel-
lectual, and institutional baggage of the twentieth
century and encouraged others to do likewise. In
the wake of 1989, with boundless confidence and
insufficient reflection, we put the twentieth century
behind us and strode boldly into its successor
swaddled in self-serving half-truths: the triumph of
the West, the end of History, the unipolar American
moment, the ineluctable march of globalization and
the free market... .The problem [with all of this] is
the message: that all of that is now behind us, that
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been subjugated, starved or exterminated on
earth”.22 That point aside, one cannot speak of his-
tory in such absolute, mono-theoristic terms as
those of ‘the end of history’ simply because, as
Alexander Herzen, the father of Russian socialism,
aptly put it “History has no Libretto”. The future,
Herzen maintained, was the offspring of accident
and wilfulness. There was no libretto or destination,
and there was always as much in front as behind.23

In light of these developments it hardly seems a
coincidence that, in recent years, an increasing
number of artists are trying to re-capture this his-
torical sense, to re-claim its importance and are
making work that is referring back to history and
dealing with notions of time, memory, and bygone
events. The work of these artists demonstrates a
keen desire to connect with and understand the
past in order to make sense of the present. As a
result, historical and archival research and repre-
sentation are now a prevalent tendency in some
areas of contemporary art. This use and re-use of
documents and archives not only sheds new light
on important or overlooked aspects of historiogra-
phy, but also makes cultural and historical attribu-
tions shift, highlighting the variable mechanisms of
memory and reception. Likewise, in film and video
practices many strands of historical reference have
emerged, as these media are among the most
appropriate for the deployment of narrative strate-
gies that historical subject invariably matter relies
on, and because lens based practices are, in any
case, records of things that were registered in the
past tense. Perhaps it is the collapse of erstwhile
steadfast ideologies, belief systems or political cer-
tainties, and the demise of the utopian quest that
has caused artists to look back in time, to search
for “sheltering perspectives”. In the early and mid-
twentieth there seemed to be a vision of how to
advance in the future, in art as well as in politics,
something that cannot be said of today.

In Eastern Europe the ‘return of history’24– to
borrow the title of Robert Kagan’s recent book– in
art practice probably relates to the fact that history
was violently repressed and historical represen-
tation was banished during Communist times
whereas in the Western world the renewed interest
perhaps comes from the critical realisation that
history has tended to be increasingly tied to the
leisure agenda, and the entertainment and culture
industries and hence has been subjected to com-
modification, romanticisation, nostalgicisation, and
spectacularisation (as opposed to being seriously
studied). As Tony Judt Points out “today...we wear

the last century rather lightly. To be sure, we have
memorialised it everywhere: shrines, inscriptions,
‘heritage sites’, even historical theme parks are all
public reminders of ‘the Past’. But there is a strik-
ingly selective quality to the twentieth century that
we have chosen to commemorate.”25 Despite the
abundance of ‘history as light entertainment’ and
its consumption in the form of theme parks, muse-
ums, heritage sites, and costume dramas on TV
and in cinema, it is doubtful whether these forms
contribute to historical knowledge or awareness;
moreover they clearly have been inadequate for
forging a historically well-informed public. Ludmilla
Jordanova suggests that, “if we want to change
public cultures connected with history, the ways in
which it is presented currently need to be recon-
sidered”.26 It is within this light that ‘the artist as
historian’ has a role to play.

This interest in history and historiography stems
from a need to formulate an understanding of the
present, to find meaning in the present and, in
some cases, from a desire to imagine the future.
Walter Benjamin talked about the ‘vanishing point
of history’ as always being in the present moment.
As Susan Buck-Morss has pointed out, “He under-
stood historical ‘perspective’ as a focus on the past
that made the present, as ‘revolutionary now time’,
its vanishing point. He kept his eyes on this bea-
con and his interpreters would do well to follow
suit.”27 As Matthew Buckingham, one of the artists
in the exhibition has pointed out, “when we recon-
sider past events we are not so much going back
to another time and retrieving events and material
from that time; rather we are re-staging those
events here and now in order to think about what
is happening here and now, to think about the
present.28 The inter-connectedness of past and
present is further expounded upon by Benjamin:
“The past carries a secret index with it, by which it
is referred to its resurrection. Are we not touched
by the same breath of air which was among that
which came before? Is there not an echo of those
who have been silenced in the voices to which we
lend our ears today?...If so, there is a secret proto-
col between generations of the past and that of
our own”.29 So, in effect, this retreat to the past is
not an escape from the present but rather a way
in which to confront or comprehend it.

Like Benjamin’s view of the historian, the artists
in this exhibition “record the constellation” with
which their “own epoch comes into contact with
that of an earlier one”,30 with a view to addressing
present day realities and concerns. It has recently
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is newest is necessarily most advanced–not a
proposition which anyone with even an outline
knowledge of the thousand years which followed
the fall of the Roman Empire would take seriously.
It took about fifteen hundred years before western
plumbing and bathrooms, for example, got back to
the standards set by the Romans. And second, the
belief that interpreting the past and forecasting the
future require an understanding only of the recent
past. Little of real importance about future trends,
however, can be deduced from the study of a mere
generation of human experience. This kind of intel-
lectual parochialism has, for example, led to the
common belief that globalisation is an off-shoot of
American capitalism rather than a product of a
long and complex interaction between the West
and other cultures.”17 In light of this situation, it is
thus perhaps an opportune moment to re-iterate
what in fact should be obvious: that the concept of
history plays a fundamental role in human thought.
It invokes notions of human agency, change, the
role of material circumstances in human affairs,
and the putative meaning of historical events. It
raises the possibility of learning from past events.
And it suggests the possibility of better under-
standing ourselves in the present, by understand-
ing the forces, choices, and circumstances that
brought us to our current situation. Indeed, as
numerous thinkers have maintained over time, it is
necessary to understand what has come before in
order to understand the present as well as the
future. Eric Hobsbawm states that, “Paradoxically
the past remains the most useful analytical tool
for coping with constant change, but in a novel
form”;18 in that sense it is a key to understanding
the present. He takes the argument further,
defending the “indispensable role of historical
rationality in assessing the future and the human
action required to meet it”.19 In any case, an
understanding of history – or histories, as is per-
haps more correct a term– is paramount as it
entails an understanding of social and cultural
being. David Cannadine explains the function of
history as a discipline that “makes plain the com-
plexity of human affairs, the range and variety of
human experience, which teaches proportion, per-
spective, reflectiveness, breadth of view, tolerance
of differing opinions and thus a greater sense of
self knowledge”.20 By extent, it is a truism to say
that one can only really know who one is, if one
knows where one comes from; it is no coincidence
that so many people who have suffered displace-
ment due to personal circumstances customarily

try to trace back their origins or find their roots;
like the adopted child who eventually wants to find
out who its true parents are.

The Hegelian notion of history as an inevitable
form of progress or development that, in turn, is
related to the idea of the perfectability of humanity
–was shattered by the violence and ‘Total War’ of
the twentieth century, to borrow the title of Peter
Calvocoressi and Guy Wint’s homonymous, seminal
book. Moreover, those who were quick to proclaim
‘The End of History’ (Francis Fukuyama included)
and who hastened to announce the victory of
Western liberal democracy as the final form of
government have had to adopt a more moderate,
reserved stance about their sweeping declarations
in the light of the rise of authoritarian non-democ-
ratic powers (even if they appear in ‘quasi-capital-
ist’ guise), nationalism, xenophobia, and radical
Islam. These are also reasons why Peter Tosh
advocates, “that we need to pay more attention to
teaching people to think historically. That is to say,
to grasp what is the nature of understanding the
past in a historical sense, and the ways it could
be useful, in an open-ended way” because the
difficulty with all these agendas whether national,
religious or otherwise is that they are “closed
agendas” with only “one outcome in mind, and
that’s a denial of what history can primarily offer”.21

Apart from the fact that arguing in favour of the
‘end of history’ seems a rather myopic view to take,
as it does not take into account the passage of
time and historical circumstances beyond our own
lives, it also completely ignores the unpredictability
of historical events. Who could have possibly imag-
ined what happened on 9/11, for example? It also
does not take into account the millions of people
over the planet, that do not enjoy the comfort and
relative security of a secular free market democ-
racy. True, it can be argued that democracies are
probably better at dealing with poverty but, on the
other hand, as Jacques Derrida has pointed out
(in response to Fukuyama) never have violence,
poverty and inequality affected as many human
beings in the history of humanity as now: “Instead
of singing the advent of the ideal of liberal democ-
racy and of the capitalist market in the euphoria
of the end of history, instead of celebrating the
‘end of ideologies’ and the end of the great eman-
cipatory discourses, let us never neglect this obvi-
ous macroscopic fact, made up of innumerable
singular sites of suffering: no degree of progress
allows one to ignore that never before, in absolute
figures, have so many men, women and children
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understand where we came from, who we are and
where we are going. They question the relationship
between past and present, personal and collective
history and memory; official, grass roots or alterna-
tive histories, as well as the grey areas between
fact, interpretation, and fiction in historiography. In
doing so they raise related questions of author-
ship, ownership, subjectivity, objectivity and iden-
tification. Their work foregrounds practices of
retrieval, researching, referencing, recycling and
finally interpreting historical material anew or cre-
ates contemporary historical fictions to uncover
repressed narratives, confront forgotten historical
events and explore the different ways in which the
past is represented but with a view towards high-
lighting the relevance of their historical material for
today, and possibly for the future. They subject his-
torical narratives to critical scrutiny; they negotiate
history through film and video and the perform-
ance of social space; they dig up vintage cultural
artefacts, probe the political legacy of historical
discourses, examine the significance of forgotten
monuments, recall the phantasms of history and of
historical figures whose position is unresolved, to
address the problem of selective memory, challenge
dominant narratives of history and counteract
amnesia. The exhibition reflects the widening of the
field of history, perhaps best typified by the rise of
social history. Many of these artists also question
the role that memory plays in contemporary life,
pinpointing how the past is ‘manufactured’ for con-
sumption by the nostalgia industry, the media, and
political powers.

Some of them also draw on older aesthetic
forms and or recall past art historical styles to
create distinct ‘chronotopes’ and their own unique
language, while others employ a synergy of lan-
guages and styles to form new modes of expres-
sion. All share an interest in the exploration of the
continuum between the historical and the present-
day. By extent, one of the exhibition’s important
sub-texts is that of the negotiation of the notion of
time. Many of the artists disrupt the notion of time
as a linear un-interrupted flow, and create sus-
pended, deliberately confused or ambiguous tem-
poral spaces. Some of the works are hard to place
chronologically, occupying an ‘achronous’ space,
others conflate different periods of time and create
a sense of temporal layering or disorientation in
order to investigate how memory is mediated or
collective consciousness is represented.

They borrow images, stories, practices and aes-
thetics from the past to create different narrative

methodologies and build bridges with the present,
but also raise awareness of alternative or margin-
alised narratives, narratives that have been swept
aside in the wake of History with a capital ‘H’. As
Fernand Braudel – the foremost French historian
of the post-war era–has observed, this “histoire
obscure de tout le monde” is the history towards
which all historiography tends at present.39 This is
no coincidence given that for the most part ‘His-
tory’ was up until now written by those in power,
the ‘winners’ or those at the forefront of ruling
class politics.40 “With whom does the historical
writer of historicism actually empathize?” Walter
Benjamin asked? “The answer is irrefutably with
the victor. Those who currently rule are however
the heirs of all those who have ever been victori-
ous. Empathy with the victors thus comes to bene-
fit the current rulers every time”.41 He goes on to
add: “There has never been a document of culture
which is not simultaneously one of barbarism”.42

These so called ‘grand’ or ‘master’ narratives –and
the myths and ‘barbarism’ they often perpetuate
and sustain have not only been promulgated by
ruling class politics but also, in modern times,
by the media and culture industries.

In that respect, Braudel’s and the Annalistes
contribution to post-war historiographic practices
has been indispensable, as it has helped to further
the study of history on those aspects of it, which
have been brushed aside, repressed or left unsaid.
Braudel also correctly pointed out that, “There is
no unilateral history”43 and warned about the perils
of drawing sweeping conclusions about historical
events. While historical events are often seen as
being perpetually consolidated, one never knows
what the outcome will be further down the road.
Braudel therefore argues that it is only through
study of the longue durée that one can discern
structure, the supports and obstacles, the limits
man and his experience cannot escape.44 He used
the longue durée approach to argue in favour of
historical social science and the plurality of histori-
cal time and to stress the slow, and often imper-
ceptible effects of space, climate and technology
on the actions of human beings in the past. The
longue durée is “an experimental approach to the
theoretical reconstruction of long-term, large-scale
historical change” which “represents a temporal
rhythm so slow and stable that it approximates
physical geography. It forms at the interface of the
natural physical world and human social activity –
of physical space and human space. The longue
durée provided the unifying elements of human
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been suggested by an esteemed colleague that
contemporary art history may in retrospect appear
“frivolously, irresponsibly obsessed with the past”
and that the current interest in historiography is
escapist indicating art’s “inability to grasp or even
look at the present, much less to excavate the
future”.31 I would argue the opposite. It is extremely
irresponsible not to be interested in the past, for
if we are to be able to “grasp or even look at the
present” or “think or simply imagine the future”
we can only do so with the benefit of hindsight.
We need more not less history, and it is careless
and dangerous to disregard it. In contemporary art
we all-too-often see this problem emerge in the
shortcomings of art education, for example – the
ignorance of students who don’t have a past
knowledge of art history that they should; works
being blindly churned out without knowledge of
their genealogy and what has been done before.
In any case, however, the current interest in history
is not something we can dismiss as one of those
‘trends’ that occur in contemporary art; it is a seri-
ous intellectual pursuit of diachronic value. The
present is, in any case, ungraspable. Everything we
do becomes history, almost immediately, even the
time I am now writing these words in will be his-
tory in seconds. That aside, we have no idea what
the future can be so we could not possibly “ex-
cavate” it, much less predict it, we can only imag-
ine it. In The Poverty of Historicism Karl Popper
argues that no society can predict, scientifically, its
own future states of knowledge, and as a result
there can be no predictive science. Therefore, pre-
diction over the course of history is nothing more
than a fantasy. And this assertion is based on
the principle that the events/persons responsible
for changes are themselves affected by these
same changes.32

The importance of history is of course inextrica-
bly tied to the importance of memory. The neurolo-
gist and writer Oliver Sacks has often written about
how devastating the loss of memory can be, re-
iterating the immense value of something we take
for granted. In his book Musicophilia: Tales of
Music and the Brain he writes about an amnesiac
musicologist incapable of remembering anything
that happened after the lapse of seconds.33 The
book is based on a true story, that of Clive Wear-
ing who suffered a debilitating brain disease that
left him with a memory span of only seven sec-
onds– the most devastating case of amnesia ever
recorded. In her memoir, his wife poignantly tries to
intimate this agonising, perpetually disorienting

experience, “His ability to perceive what he saw
and heard was unimpaired. But he did not seem to
be able to retain any impression of anything for
more than a blink. Indeed, if he did blink, his eye-
lids parted to reveal a new scene. The view before
the blink was utterly forgotten. Each blink, each
glance away and back, brought him an entirely
new view. I tried to imagine how it was for him... .
Something akin to a film with bad continuity, the
glass half empty, then full, the cigarette suddenly
longer, the actor’s hair now tousled, now smooth.
But this was real life, a room changing in ways
that were physically impossible.34 An extreme case,
to be sure, but one that reminds us in unequivocal
terms of the importance of memory.

In any case, this ‘historiographic turn’ in art is
not a mere trend as I have tried to suggest further
above, but something that is also rooted in the
historical circumstances of our recent past; nor
indeed is it an entirely new phenomenon that
arose in the post-1989 era (though it has indeed
been fostered by recent developments). In his
essay “The Artist as Historian” Mark Godfrey points
out that already since the end of the 1970s, “his-
torical research and representation appear central
to contemporary art. There are an increasing num-
ber of artists whose practice starts with research
in archives, and others who deploy what has been
termed an archival form of research”.35 He goes on
to elaborate on the two strands that exist within
this genre of artists using history: on the one
hand, there is a pre-occupation with the “history
of mediums and forms” but more importantly, his
main point about the “artist as historian” concerns
methodology: “Coming to historical representation
outside the context of academic history, and aware
of the critiques made of this discipline, the artist
as historian is able to work with a methodological
freedom and creativity without sacrificing rigour”.36

To that I would add the freedom to engage in what
Roland Barthes called “the constant opposition be-
tween the discourses of poetry and the novel, the
fictional narrative and the historical narrative”.37

Contour 2009, which bears the title Hidden in
Remembrance is the Silent Memory of our Future 38

probes various aspects of history –whether social,
political, cultural or personal – advocates its impor-
tance and explores questions of historical repre-
sentation and historiography, probing the persisting
complex entanglements between past and present.
The artists exhibit works that investigate differing
aspects of history and its representation, bringing
to the fore the historical sense we need in order to



9

real, because there is material evidence that cer-
tain events did occur. But it can be relative as well,
because the evidence might be interpreted differ-
ently by different historians and in different times.
It is objective in so far as there is physical proof of
the existence of a past and it is subjective in so
far as there is an historian involved who estab-
lishes the narrative. In any case, “history is not a
cut-and-dried set of arguments and facts; it lives
through debate and argument.”53

Taking all these issues into account Contour 09
is thus not governed by an overbearing historical
curatorial concept which instrumentalises artistic
practice under one rubric, but allows room for
artists to present multiple perspectives on subjects
of their interest along the chosen theme–whether
social, political or personal – perspectives that will
shed light on the ‘jigsaw that is history’,54 as E. H.
Carr famously called his discipline. Thus the bien-
nial is not an exhibition about a specific historical
period or subject, but rather a series of reflections
on different aspects of the historical and historio-
graphic, that relate to our present in some way.
The exhibition presents different narrative method-
ologies relating to historical representation and
aims to give an idea of the diversity of historical
enquiry in lens based media, which serve as
records of things that it any case occurred in the
past. Overall, it has been my goal to maintain a
balance between four areas: new aesthetic or for-
mal practices, political or documentary film ‘with a
twist’, cinematic practices, and the legacy of ex-
perimental film. The artists navigate between these
different categories and genres of film making,
often creating highly individualistic hybrid filmic
forms. I have opted for works that are conceptually
dense, featuring complex layered narratives and
distinct, memorable visual languages and less on
amateurish, documentary approaches, facile video

registration, or cinema-verité style. In that sense,
a number of works come close to Tom Gunning’s
idea of ‘a cinema of attractions’ through the in-
citement of ‘visual curiosity. Gunning states, “it is a
cinema that bases itself on the quality that Léger
celebrated: its ability to show something”.55 By
extent, there is also a sense of cinematic literacy
underlying many of the works. In many cases, the
influence or knowledge of film history is clear. The
history of cinema provides not only a rich reservoir
of visual material for artists to draw from or refer
to, or situate in a new critical or aesthetic context,
but also provides valuable knowledge into the
mechanics of the construction of a moving image.
Moreover the exhibition aims to argue for the
deceleration of perception by including works that
need to be viewed from beginning to end, works
that are more gradually immersive, unfolding over
time. It should be furthermore pointed out that the
exhibition as a whole is not conceived of as a lin-
ear narrative but should regarded as consisting of
autonomous chapters or short stories, which may
or may not connect to one another.

KATERINA GREGOS

Curator, Contour 09
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history.”45 The media in particular and political
opportunists have been oblivious to the long-term
effects of various historical parameters, promoting
instead the idea of ‘event history’ which Braudel
finds totally lacking in time density. Annaliste histo-
rians, grass roots history and ‘history from the bot-
tom up’46 have, to a certain extent, alleviated this
“barbarism” of omission that Benjamin refers to.

The other problem that plagues the historical
scholar is the persistence of deep-held myths
about the past, selective memory and the effects
of these on collective consciousness. This can be
best grasped on the micro-level, in terms of family
and personal life, for example. “When it comes to
families, there is frequently little consensus on the
key story and their interpretations. There may not
even be a shared account about the nature and
timing of key events. People constantly make myths
that take deep roots and use existing myths that
relate to their past. Myths are dense and appar-
ently simple stories, which speak to core human
issues, such as origins, forms of dominance and
distribution of power. All these points apply to his-
tory in the more formal sense”.47

The practice of writing history is indeed not an
easy one, as it is marked by questions epistemo-
logical as well as moral; from the authoritative or
subjective voice of the historian to the voice-less
position of the subject may stem a whole host of
misunderstandings and misrepresentations. How
‘objective’ can the recounting of history be anyway,
and whose ‘History’ is it? At what point does truth
collapse and fiction take over? Roland Barthes
posed the very important question: “Does the nar-
ration of past events, which, in our culture from the
time of the Greeks onwards, has generally been
subject to the sanction of ‘historical science’, bound
to the unending standard of the ‘real’, and justified
by the principles of ‘rational’ exposition–does this
form of narration really differ, in some specific trait,
in some indubitably distinctive feature from imagi-
nary narration, as we find it in the epic, the novel
and the drama?”48 True, the historian must organ-
ise his own discourse and in doing so may sacri-
fice objectivity and what Fustel de Coulanges
called the ‘chastity of history’. Barthes defines the
historian not so much as a “collector of facts as a
collector and relater of signifiers; that is to say, he
organises them with the purpose of establishing
positive meaning and filling the vacuum of pure,
meaningless series”.49 Braudel, on the other hand,
pointed out that history does not exist independ-
ently of the historian’s perspectives and that the

historian intervenes at every stage in the making
of history. The Annalistes –Braudel included–who
applied social scientific methods into history, and
emphasized social rather than political or diplo-
matic themes–exercised a critique that maintained
that organising history into narrative imposes an
interpretive structure that depends on the ob-
server’s interests.50 They rejected narrative history
because its focus on ‘event history’, seeing it more
as an epistemic rather than literary endeavour,
with emphasis on structure. All these considera-
tions are in one way or another related to two fun-
damental questions in the philosophy of history:
Is there a fixed historical reality, independent from
later representations of the facts? Or is history
intrinsically constructed, with no objective reality
independent from the ways in which it is con-
structed? Whether one subscribes to the objectivist,
empiricist, positivist or structuralist view, in this
writer’s opinion, there is truth in both the afore-
mentioned statements. The event did happen but
you get different stories of it. There is an outside
reality outside the reality of language and what
is in our heads. To illustrate my point: the twin tow-
ers did collapse, there is no doubt about that.
So, in that sense, E. H. Carr is correct to say that
“the historian is neither the humble slave nor the
tyrannical master of his facts”.51 Moreover he points
out the problems in both the “...untenable theory of
history as an objective compilation of facts...and
an equally untenable theory of history as the sub-
jective product of the mind of the historian”.52

History, therefore –as well as the study of it – are
slippery, complex concepts. History does not only
mean the past but it is also an account of the
past, for we do not just want to know what hap-
pened but also how and why. We might ask what
is the purpose of history? Do we study it for its
own sake, do we try to find out the truth about the
past, do we try to comprehend where we came
from, do we try to understand why a particular
event happened, do we want to discover historical
laws or do we wish to justify present actions?
While historical events are occurrences, history is
manmade. It involves matters of authorship, avail-
ability and reliability of source material, the inter-
pretation of it, personal interpretation and bias.
And it needs an audience too. Every historian
works in a historiographical tradition, be it Marxist
history, political history, emphasis on social rather
than political or diplomatic themes, or use of scien-
tific methods, etc. So any account of the past will
be ideologically coloured. Historical knowledge is



1110

NOTES

1/ Judt, Tony, “The World We Have Lost” in Reapraissals: Reflections on the Forgotten Twentieth Century,

Walter Heinemann, London 2008, p. 2.

2/ Ibid.

3/ Judt, Tony, “What Have We Learned, If Anything?”, The New York Review of Books, Volume 55, Number 7, May 1, 2008.

See also: www.nybooks.com/articles/21311.

4/ Ibid.

5/ For more on this repressed history see: Jack Bernstein, The Mesopotamia Mess, InterLingua Publishing, 2008. Bernstein

argues that the similarities between the British invasion and occupation in 1914, and the current U.S. experience are

remarkable and that there were many lessons that U.S. politicians and military could have–and should have– learned

before the 2003 invasion.

6/ Tosh, John, Why History Matters, Palgrave Macmillan, London, 2008.

7/ Lawless, Andrew, “History Matters: Interview with John Tosh”, November 2008,

www.threemonkeysonline.com/als/why_history_matters_john_tosh_interview.html

8/ Tosh, John, “Why History Matters,” transcript of speech at Birkbeck College, London, 28 May, 2008,

www.historyandpolicy.org/papers/policy-paper-79.html.

9/ Ibid.

10/ Ibid.

11/ Ibid.

12/ Hobsbawm, Eric, “Looking Forward: History and the Future”, in On History, Abacus, London 2007, p. 69.

13/ Ibid, p. 27.

14/ Ibid, p. 13.

15/ Ibid, p. 14.

16/ Andrew, Christopher, “Intelligence analysis needs to look backwards before looking forward”, in History and Policy

www.historyandpolicy.org/papers/policy-paper-23.html

17/ Ibid.

18/ Hobsbawm, Eric, “Looking Forward: History and the Future”, in On History, Abacus, London 2007, p. 23.

19/ Ibid, p. 71.

20/ Cannadine, David, “Making History Now”, History Today, Vol. 49, July 1999.

See also: www.questia.com/googleScholar.qst?docId=5001275704

For further reading: Cannadine, David, Making History, Now and Then: Discoveries, Controversies and Explorations, Pal-

grave Macmillan, London 2009.

21/ Lawless, Andrew, “History Matters: Interview with John Tosh”, November 2008,

www.threemonkeysonline.com/als/why_history_matters_john_tosh_interview.html.

22/ Derrida, Jacques Specters of Marx: State of the Debt, the Work of Mourning and the New International, Routledge,

London,1994, p. 85.

23/ Stoppard, Tom, “The Forgotten Revolutionary”, The Observer, Sunday 2 June 2002 (‘Features’, p. 5).

24/ Kagan, Robert “The Return of History and the End of Dreams”, Alfred A. Knopf, New York, 2008. Kagan argues against

‘the end of history’ and the idea that liberal democratic ideals and market economics have proved illusory stating

instead we are witness to the re-emergence of the great autocratic powers, along with the reactionary forces of Islamic

radicalism, forces which threaten to weaken the world order.

See also: Sanger, David “Democracy, Limited”, New York Times, May 18, 2008,

www.nytimes.com/2008/05/18/books/review/Sanger-t.html.

25/ Judt, Tony, “The World We Have Lost” in Reapraissals: Reflections on the Forgotten Twentieth Century, Walter Heine-

mann, London 2008, p. 3.

26/ Jordanova, Ludmilla, “How history matters now”, History and Policy, www.historyandpolicy.org/papers/policy-paper-80.html.

The paper is an expanded version of a speech given by Ludmilla Jordanova at the launch of John Tosh's book Why

History Matters (Palgrave Macmillan, 2008) at Birkbeck College, London, on 28 May 2008.

27/ Buck-Morss, Susan, The Dialectics of Seeing: Walter Benjamin and the Arcades Project, MIT Press, 1991, p. 339.

28/ Quoted from a lecture at the Slade School of Fine Art, University College, London, November 2006, in “The Artist as His-

torian”, by Mark Godfrey, October, vol. 120, Spring 2007, p. 147.

29/ Benjamin, Walter, “On the Concept of History”, www.marxists.org/reference/archive/benjamin/1940/history.htm.

30/ Ibid.

31/ Roelstraete, Dieter, “After the Historiographic Turn: Current Findings”, e-flux Journal #6, May 2009.

www.e-flux.com/journal/view/60

32/ Popper, Karl, The Poverty of Historicism, Routledge, London, 2002.

33/ Sacks, Oliver, Musicophilia: Tales of Music and the Brain, Alfred Knopf, New York, 2007.

34/ Sacks, Oliver “Music and Amnesia”, The New Yorker, September 24, 2007.

35/ Godfrey, Mark, “The Artist as Historian”, October, vol. 120, Spring 2007, p. 143.

36/ Ibid, p. 169–170.

37/ Benjamin, Walter, “On the Concept of History”, www.marxists.org/reference/archive/benjamin/1940/history.htm.

38/ I am indebted to David Gryn for bringing to my sentence from which this exhibition takes its title. Hidden in Rember-

ence is the Silent Memory of Our Future comes from an Italo Calvino libretto to the Luciano Berio opera Un re in

Ascolto. As David wrote me “when I saw the English translation at the Royal Opera House in the late 1980s it became

etched in my head–as my catch phrase. At the time I was an artist and made paintings referring to my father's experi-

ence as a boy in Auschwitz and the loss of his/my family. I wrote the sentence on the top of my studio wall – as it

seemed to be so poignant and important. When I got married to my wife Jane– I had a segment of the line inscribed

inside my wife's wedding ring ‘Silent memory of our future'.” I am very grateful to you David, for sharing this poignant

title with me, and your personal story, which so poignantly illustrates the importance of remembrance. See also: the Italo

Calvino short story book Under the Jaguar Sun in A King Listens.

39/ Braudel, Fernand, “Une Parfaite Réussite”, reviewing Claude Manceron, La Revolution qui lève, 1785–1787 (Paris, 1979),

in L’Histoire 21 (1980), p. 109.

40/ Benjamin, Walter, “On the Concept of History”, www.marxists.org/reference/archive/benjamin/1940/history.htm.

41/ Ibid.

42/ Ibid.

43/ Clark, Stewart (Ed.), The Annales School: Critical Assessments, Routledge, London & New York, 1999, p. 242.

44/ Braudel, Fernand, “On History”, translated by Sarah Matthews, University of Chicago Press/Wiedenfeld & Nicholson, Lon-

don, 1980.

45/ Tomich, Dale, “The Order of Historical Time: The Longue Durée and Micro-history”. Paper presented at The Longue Durée

and World Systems Analysis, colloquium to celebrate the 50th Anniversary of Fernand Bradel, Histoire et Sciences

Social: La Longue Durée, Annales E.S.C., XIII 4, 1958, October 24–45, 2008, Fernand Braudel Centre, Binghampton Uni-

versity, Binghampton, New York, p. 2–3.

46/ For further reading: Hobsbawm, Eric, “On History From Below”, in On History, Abacus, London 2007, pp. 266–286.

47/ Jordanova, Ludmilla, “How history matters now”, History and Policy, www.historyandpolicy.org/papers/policy-paper-80.html.

The paper is an expanded version of a speech given by Ludmilla Jordanova at the launch of John Tosh's book Why

History Matters (Palgrave Macmillan, 2008) at Birkbeck College, London, on 28 May 2008.

48/ “Roland Barthes and the Discourse of History”, translated by Stephen Bann. Comparative Criticism, 3 (1981): pp. 7–20.

See also: http://evans-experientialism.freewebspace.com/barthes.htm.

49/ Ibid.

50/ Clark, Elizabeth A., History, Theory, Text: Historians and the Linguistic Turn. Cambridge, MA: Harvard University Press,

2004, p. 89.

51/ Carr, E. H., What is History? The George Macaulay Trevelyan Lectures Delivered in the University of Cambridge,

January–March, 1961, Penguin, London, 1990, p. 29.

52/ Munslow, Dr. Alan, Review of What is History by E.H. Carr (1892-1982), Institute of Historical Research,

www.history.ac.uk/reviews/reapp/carr.html.

53/ Lawless, Andrew, “History Matters: Interview with John Tosh”, November 2008,

www.threemonkeysonline.com/als/why_history_matters_john_tosh_interview.html.

54/ Carr, E. H., What is History? The George Macaulay Trevelyan Lectures Delivered in the University of Cambridge, January–

March, 1961, Penguin, London, 1990, p. 13.

55/ Gunning, Tom, “The Cinema of Attraction: Early Film, Its Spectator, and the Avant-Garde”, Film and Theory: An Anthology.

Editors: Robert Stam & Toby Miller. Blackwell, 2000, pp. 229–235.



13

embedding additional information into images, the
maximization of utilization. This tendency does not
just result in a continuous exploration of the limita-
tions that human perception undoubtedly has, it
also leads to new fields of interest concerning the
image and its form. Aspects like color, sound or
haptic vibration became rediscovered potentials for
further dynamics. But there should be no doubt
about the reason for this interest of the industrial
and commercial world: even if it looks like new
inspiring forms (that are often inspired or are used
by artists in different dynamics) the goal of these
forms is to playfully maximize layers of information
in images and to bend and expand the capacities
of decoding this information.

II.
Against the background of this development vari-
ous questions concerning how we deal and relate
to images or visual data arise. Questions like: How
do we create a way of orientation? How do we
relate to an idea of images? How do we alterna-
tively use them? Or: how can we reflect our own
modes of functioning through and with
images/data in a constantly changing and
increasingly image-based environment? These
questions have been crucial not just in relation to
commercial development, but are generally at
stake, as we can see in recent theoretical debates
(like the discussion regarding the so called ‘pictor-
ial turn’) in artistic practices. Especially artists that
work with video and film installations seem to be
perpetually addressing these kind of questions.
This is because apart from unveiling the new sta-
tus of the image and the importance of the new
source attention they are largely confronted with
another question and can’t overlook an additional
force in this discourse that has a huge impact on
our ways of thinking with and about images: that
force is space. But what seems so self-evident and
almost not worth mentioning has a complex under-
pinning. The complexity of the relation between
moving image and space becomes clear when you
walk through any film or video installation: there is
the aspect of the space represented in an image,
the space of the cadrage, the space of the projec-
tion and furthermore the architectural space of the
projection and its relation to concepts like interior,
exterior or public and private space.

As early as 1982, in his essay on the question
of ‘Other Spaces’, Michel Foucault remarked on the
trend whereby the topos of space had become one
of the fundamental thought categories of the pres-

ent moment and was increasingly determining
philosophical/aesthetic discourse.3 Since then the
discussions surrounding the category of space and
its impact (on images) has constantly increased:
one of the negative side effects of this develop-
ment was the consequence that space and the
understanding of what space is was fluctuating all
the more rapidly between general quotidian banali-
ties and arcane micro-concepts. In light of this
development it seems paramount to remember, that
the arts since the 1960s repeatedly refined the
engagement with space and the conditions of its
production. Questions of space came into view that
focused on the form inherent to the artwork, as did
questions that emphasized the reference to the
site of presentation. In 1967 Robert Smithson, for
example, addressed the question of the architec-
tural organizing structure of the museum4 and
went on to discuss the fundamental question ‘What
is a Museum?’ with Alan Kaprow.5 These critical
approaches, according to which the museum and
its form is demonstrably more of a grave than a
structure conducive to a discourse of space, would
be expanded in the course of the 1970s and 80s,
particularly with regard to social and political
processes, by artists such as Hans Haacke, Marcel
Broodthaers, Daniel Buren, Michael Asher, Gregg
Bordowitz, and Andrea Fraser.6 While aspects such
as processes of free-market economics and group
dynamics entered the foreground, the question of
the concrete spatial conditions of the museum, the
museum as apparatus, to a certain extent fell from
view. However, particularly in connection with the
sharply increasing presence, since the 1990s, of
films, videos and film installations in museums, the
topic of space would go on to demand renewed
attention.

III.
In the arts, there was an intensified interest in the
discussion that had been conducted under the
heading of apparatus critique since the 1960s,
surrounding the film’s dispositive structure. In the
course of this intensified discussion, the immersive
spatial strategy of film in the cinema theater was
subject to a particularly strong criticism.7 It was
demanded that the normally concealed operations
of the spatial machinery of the cinema be exposed,
for example by interrupting the flow of film or even
partially exhibiting the projection machinery. In this
way, it was made clear that the spatial dimension
of film signifies not only a reflection on pictorial
space or the cinema, but also a critical reflection
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I.
Over the last 20 years it has been one of the most
prominent arguments that our ways of perception
and attention changed considerably through an
increasing amount of information and images.
Specifically the continuous growth of the digital-
visual worlds has fostered new thoughts on the
impact of data or images and how people deal
with it. While this aspect on one hand finds inter-
esting resonances in the shift from the nineteenth
to the twentieth century1—the time period that
dealt repeatedly with issues concerning the ways
of perception and the period that brought to life
the moving image—it is on the other hand quite
specific in today’s dynamics, and of course very
different concerning the involved media and inten-
sity: it is hard to compare the irritation that the
montage of a film in the 1920s created with the
world of music video clips of today. But it is inter-
esting to acknowledge that in this development, it
is the idea of ‘attention’ that (again) has become
one important topic in a lot of debates and publi-
cations. In a constantly growing and emotionally as
well as spatially moving stream of data it is of

high importance to understand where one’s atten-
tion is actively pointed towards or passively
attracted by. Furthermore, and with a clear under-
standing of these two modes of attention, it actu-
ally has to be diagnosed that ‘attention’ has
become a key value in our society, almost compa-
rable to money.

The density of this stream of images we find in
music videos, video games, films or internet
streams has created a reality that continuously
sets tasks for our apparatus of perception: it is a
mode or feeling of being thrown into a visual parti-
cle accelerator. Split screen, multiple sound layers
and multiple text information come along with
images and it is not self-evident that this audio-
visual attack, something that is called augmented
reality in other fields, can be accurately digested.
And it is remarkable that specifically the question
of augmented reality, the way of training percep-
tion, and attentiveness are key fields of research
for the economy, PR-companies, science and most
of all the army.2 Here, apart from aspects to make
the body function better (efficiency), the main inter-
ests seem to be a new economy of attention or, by
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tomed modes of thinking. And it is interesting to
observe that although this idea is actually con-
nected with the transformation that has developed
particularly rapidly in the course of the twentieth
century, from thinking in terms of statically
absolute spaces and bodies to thinking in terms of
dynamically relational spaces,16 this idea neverthe-
less continues to be deeply unsettling.

In addition to the possibility for another way of
thinking about space that arose with the shift from
film to filmic installations, for Boris Groys, this
moment would simply represent the first really
analytical access to the medium of film. While for
him, the immobility of the spectator in the cinema
also perforce led to a mental passivity, in Groys’s
view, it was in the format of the installation that
film was finally able to rise to its intellectual poten-
tial.17 That this positivistic perspective on a new
development was not only unjust to experimental
film in the theater, but was not unproblematic with
regard to the new development itself, would soon
become evident. One major reason for this was the
sharply increasing number of film installations, and
the consequence that precisely because of these
installations and their open form, the impression
was often created of a gratuitous availability of
images. It is interesting that the architecture of the
museum thereby visibly functioned as the cutter of
a film: it spliced individual works and streams of
images all the more densely into one another, so
that at times these could hardly be distinguished
anymore. The result was entirely contrary to the
Groysian expectation of peripatetic analysis.
Instead, the experience thus generated was often
more like intoxication through images.

But even specifically in light of this development,
it is necessary not to revert to the answering
schemes that present themselves and once again
position the black box inside the museum. Instead,
it is necessary, as Ian White formulated in his
essay ‘Kinomuseum’,18 to continue to pose the
question of the institutional conditions of the cin-
ema, the museum or the stream of media architec-
tures, and thus above all to consistently re-engage
with the question of the potentials of spatiality, in
an open play of apparatus and subject. What
arises includes the demand made by Felix Guattari
for a re-consideration—now long overdue—of the
concept of the machine. In order to ‘emerge from
the fascination with technology and the debasing
form that it sometimes assumes, we actually need
to conceive of the machine in a new way, to con-
ceptualize it differently, and proceed from the basis
of the being of the machine as something that
stands at the crossroads of being in its activity, its
character of nothingness, and the subject, the sub-
jective individuation or the collective subjectivity.’ 19
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on the relationship between subject and world as
mediated by images. It seemed entirely appropriate
to look at these theoretical engagements with the
cinematic dispositive directly against the back-
ground of the museum’s new ‘culture of spectacle’,
and thus to raise the question, again, of the possi-
bility or even the necessity of an apparatus cri-
tique of the museum. Thus Andrea Fraser, for
example, in her article on the development of insti-
tutional critique, recently returned to the concept
of apparatus in order to direct attention not only to
the aspect of socio-political structures, but above
all to their interaction with the apparative dimen-
sion.8

A second aspect that can be ascertained in the
context of the readdressing of the question of
space in the museum is just as closely connected
to the emergence of the question of a critique of
apparatus. With the increasing presence of films in
the museum and the demand for a critical method
for observing this tendency, the theory developing
in parallel becomes clearer than ever before, at
the same time as does the historical dimension of
a previously firmly divided history of the cinema
and the museum as institutions. In its early phase,
film as a time-based medium was already excluded
from the museum and its contemplative spatial
practice. Various museums such as the Museum of
Modern Art in New York and the Centre Pompidou
in Paris, in fact, maintained film archives all along,
but the integration of film into the museum situa-
tion never really took hold. On the contrary, while
museum cinemas often presented prominent, clas-
sically narrative film, it was the cinemathèque, the
film co-op or experimental film festivals such as
Oberhausen or Knokke-Heist that particularly
embraced experimental film.

Only in the late 1960s and 1970s, as experimen-
tal film positions grew increasingly pronounced,
would this medium, as well as video art—and the
thematization of the category of space proper to
both media—find its way into the museum in a
rudimentary fashion.9 Dan Graham was one of the
artists who took note of this new development very
early on and applied himself consistently to the
associated question of the role of film in relation to
the museum. In various projects10 and theoretical
writings, he clearly underlined both the architec-
tural and the political-social differences between
institutions such as the cinema, the museum and
the theater.11 These very differences discussed by
Graham emerged as progressive factors with
regard to a preoccupation with questions of space

between the institutions, and would soon come to
reinforce the initially hesitant movement of film out
of the cinema and into the museum.

IV.
While cinema was constantly being subjected to an
apparative analysis from the side of experimental
film and film criticism, precisely because of its
architectural standards and the perception of film
that they directed, it seemed to the experimental
film positions that an entirely new spatial freedom
was being offered in that other space, the museum.
In her treatment of the aesthetic of the installation,
Juliane Rebentisch demonstrated how, through the
break with classic cinema architecture and in con-
nection with the new possibilities of electronic
images, the spatial presentation format of film
could be radically modified.12 In this way, Reben-
tisch aligned herself with Gilles Deleuze, who also
stressed—with regard to the electronic image—that
the organization of space with the proliferating
new format now ‘[loses] its privileged direction—
first and foremost, the privilege of the vertical, to
which the projection screen continues to be a tes-
tament—in favor of an undirected space, which
relentlessly transforms its angles and coordinates
and transposes its verticals and horizontals.’ 13 The
potential of the moving image appears everywhere,
distributed via monitors and projection screens,
onto the floor or ceiling, and no longer has to be
perceived by a frontally oriented, seated audience.
Instead, it is increasingly necessary to walk
through the installations, and to enter into the
relationship of space, pictorial space and viewer
while in motion. It becomes apparent that this
transformation was not only essential with regard
to film, but also signified a gain for thought in the
indicated categories of space, pictorial space and
viewer. It was now possible to recognize an inter-
dependency that in the past had not often
revealed itself: not only does it appear that space
is determined by the gaze of the viewer, but space
likewise appears as the determiner of the gaze,
and thus exposes what Martin Seel, in the context
of his investigation of possible other ways of look-
ing at the world, revealed as a constant oscillation
between determining and self-determining.14 In this
way, filmic space nearly becomes an active entity
that no longer only reflects what is cast onto it by
the human spectator. Instead, space becomes an
agens, an agent.15 That a world that confronts the
subject would be equipped with such potential,
however, shakes the foundations of our accus-
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EIJA-LIISA AHTILA

Where is Where? centres around issues of colo-
nialism as well as the tension and divide between
two different cultures. Its starting point is a real
event that took place in Algeria at the end of the
1950s when the country was still under French
occupation. As one consequence of and reaction to
the atrocities committed by the French, two Alger-
ian boys killed their friend, a French boy of the
same age. The film is based on this incident. The
story revolves around three main characters: the
two Arab boys who committed the murder at the
time, and a European female poet from the present
day who tries to understand what happened. The
incident is thus taken out of the time of its occur-
rence and fast-forwarded to today, and the film
hovers between and intertwists past and present,
its characters belonging to different eras but
inhabiting the same narrative and psychological

space. Although the film’s point of departure is a
historical event, at the heart of the story is the
relationship this event has with today’s situation,
attempting to put the conflicts between western
and Arab cultures into a longer term perspective.
Where is Where? is perhaps Ahtila’s most ambi-
tious film to date—a work of enormous complexity,
which combines the political and the personal, the
cinematic and the theatrical, past and present,
childhood memory and adult experience, to create
several layers of meaning in relation to memory,
history, religion, culture, politics and the East/West
divide. It demonstrates in a unique artistic manner
the way the ghosts of the past rise to haunt the
present, and raises the spectre of colonialism to
show its repercussions today, as well as to speak
about the historical and personal trauma that have
been a result thereof.
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Where is Where? (2008)

HD installation for 6 projections with sound

Written and directed by Eija-Liisa Ahtila

Photographed by Marja-Leena Hukkanen

Courtesy of Marian Goodman Gallery, New York and Paris

© 2008 Crystal Eye – Kristallisilmä Oy
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Black Box (2009)

Single channel video & sound loop, 12’

With the support of the Flanders Audiovisual Fund

Co-produced by Contour Mechelen vzw, Belgium

image: Fairuz, sound: Boris Debackere, voice: Claude Wampler

An Auguste Orts Production

Courtesy the artist
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HERMAN ASSELBERGHS

Black Box draws on events from recent history
that are part of collective memory to propose dif-
ferent imaginings of the present and future. The
event that, without a doubt, marked the beginning
of the new century in popular consciousness and
is a benchmark for the mass media is 9/11.
Asselberghs’ film questions why we should want to
embark into the new century with such a destruc-
tive and spectacular image and proposes to opt
for a more redemptive and emancipatory moment
with little spectacle value but more political poten-
tial. The film thus proposes an alternative date
from which to consider the dawn of the twenty first
century, 2/15/2003, the day millions of people all
over the world protested against the unilateral
decision of the US government to start a preven-
tive war against Iraq. It was the largest peace
manifestation since world war two and, in some
cities, probably the largest protest march ever.
The war nevertheless came but this global day of
resistance is a key date in the history of global
protest and a symbolic date in the fight between
two superpowers: the USA and public opinion. With
this idea in mind, Asselberghs’ film continues to
explore the nature and impact of media images,
focussing on the ambiguous field of ‘total exposure’
of the spectacular image and the virtual reality
of the digital image. What alternative forms of

representation exist, that are not subject to what
Baudrillard has called ‘the violence of the image’
or the violence done to the image? Can new forms
of media visuality arise that counteract those in-
cessantly churned out into our image-saturated
society? How can one represent political dissent
today? Employing a variety of user-generated
media imagery, Asselberghs re-claims this unprece-
dented global civil dissent, and constructs a fluid
visual space that radically questions the need for
an image, for ‘total visibility’, as well as the notion
of spectacle/non-spectacle. The film presents a
fragmented conflation of events through images
that are suggestive rather than descriptive, teeter-
ing between visibility and invisibility, figuration and
abstraction, thereby playing with the viewer’s image
literacy and sense of recognition, and at the same
time prompting one to look beyond the surface of
the image in order to find meaning. At the cross-
roads between poetry and politics, Asselberghs’ film
urges us to consider the multiple implications of
media images in our society as well as to imagine
what the possibilities might be for an alternative
media landscape.

Black Box is the accompanying piece to After Empire, Herman
Asselberghs' upcoming video work which will be released in two
50 minutes parts. After Empire aims at a poetic evocation of the
past political decade.









There I am, marching. Marching against the war.

I never thought I would ever do something so retro.

I feel awkward. Alone.

People must notice. They all came with friends, relatives, like-minded colleagues.

I think about pretending to belong to a group, any group. But I can’t decide on a single clique.
There are simply too many.

I see labour militants, moderate greens, vegan radicals, NGO subscribers. A contingent of anar-
chists, grassroots activists of all sorts. College students. Blended households, men and women in
their eighties, toddlers and their pet dogs.

They move as one. Or so it seems when framed through a camera lens.

I try a different pose, a more familiar one this time: I pretend to have an incoming call on my cell.

While listening to no signal, I look into several strangers’ eyes. They seem part of an indecisive
sidewalk crowd. They’re there and they’re not there. They march and they don’t march. Still in
doubt over the use of public protest.

The exact same sense of futility washes over me. I close my phone and start moving.

Later he would write: ‘On the Fifteenth February Day of the Year Three of the New Time,
the Movement was back.’

Later he would write: ‘In more than 600 cities throughout the Empire, millions of people
protested against the unilateral decision by the Federation to engage in a pre-emptive war
against the Desert.’

Later he would write: ‘The Imperial consensus that had grown immediately after the Events had
been replaced by important disagreements within the Imperial apparatus.’

Later he would write: ‘Now, it is the Empire that is divided, not the Multitude. The Multitude is one.’

We are the Multitude.

We hold the power.

We are power.

We sincerely believe that we can preempt this preemptive war.

This war is not supposed to begin.

Our belief in our strength is unshakable.
We believe we will overcome.

We are so confident we don’t even sing the famous song.

We march.

I march. For want of something else.

Loud posters in various languages. Sound systems blare. Waves of singing, chanting and drum-
ming. Breakbeats expand across the downtown area. A carnival atmosphere pervades the big
crowd. All are determined to stay long after the helicopters finish their count.

A continent away, some part-time imagery analyst readjusts the gigapixel satellite cam to focus on
a group of young demonstrators with kaffiyeh-covered faces.

The sun is low. It is almost the end of winter.

I have never seen so many people in one place. Except for on television.

It feels like it is 68 again.

In 68 I was two.

This is my march.

This is our march.

This is the march of our life.

Our march is a parade.

A peace parade.

A love parade.

A life parade.

Marching I meet everybody I know. Everybody I love. Everybody I want to know. Everybody I want
to love. Everybody I only know from television. Everybody I love to know only from television.

There are actors, and actresses. There are politicians and philosophers. There are artists, and
musicians. There is this famous writer too.

People recognize him. People smile. People wave. People whisper that he’s severely ill. That he
wants to be there.

One more time.

To be one more time where history is happening.

It is happening and I am there and it is really happening and I’m still there.

This Saturday, history happened.

History happened and we forgot about it…

Historical moments only assume a meaning once they are over.

It all depends on what happens next.

Once the storm has passed.

After the party.

The above text is an excerpt from the voice-over to After Empire, written by Herman Asselberghs and Dieter Lesage.
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Mary Koszmary (2007)

Single channel super 16mm film transferred to video, colour, sound, 10’ 50”

Courtesy Annet Gelink Gallery, Amsterdam and Foksal Gallery Foundation, Warsaw
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YAEL BARTANA

Yael Bartana’s video works take their cue from the
social and political situation in Israel to explore the
relationship between the individual and society
within this specific geopolitical context. Her work
focuses mainly on the relationship between ritual
and identity in Israeli society, exploring the prac-
tices that compose identity, especially in its relation
to notions of place, ethnicity and nation. Mary
Koszmary is a reflection on history and possible
change based on a consideration of the complex
legacies and realities of European anti-Semitism
and xenophobia. The film recalls the ghosts of his-
tory from one of the twentieth century’s darkest
moments: the persecution of Jews in the Second
World War. In a dilapidated Warsaw stadium,
the young Polish left wing intellectual Slawomier
Sierakowsky delivers an impassioned piece of
oratory, in which he calls for the return of the lost
Jewish community to Poland. “Let the 3,000,000
Jews that Poland has missed… return to Poland,
to your country." He proceeds to acknowledge his
nation's tradition of virulent bigotry and argues
that Jews and Poles together can overcome the
trauma of their entwined history of hatred to

create a new dynamic, diverse nation. “With one
culture, we cannot see", he claims, but putting aside
narrow-minded nationalism, “a future will open for
us". In the background, a group of boy and girl
scouts engage in a symbolic performative act
which translates a part of Sierakowsky’s speech
into something visual, palpable but also haunting;
we can see them in the process of stencilling the
following sentence in chalk onto the grass of the
vast field: “3,300,000 Jews can change the lives of
40,000,000 Poles”. The video is both a tribute to
those who perished or forcibly emigrated as much
as it is a leap of the imagination, an anthem for
a better future, a plea for tolerance and peaceful
co-existence, and a condemnation of ethnic
homogenisation. Bartana uses the aesthetics and
language of propaganda to advocate not polarisa-
tion, hate or narrow-minded rhetoric as is custom-
ary, but their exact opposite. At the same time, the
film reminds us of the possibilities, the vitality as
well as the trappings inherent in the power of lan-
guage, but also its capacity to shape public con-
sciousness and thus the advent of history.



Mary Koszmary, 2007



Mary Koszmary, 2007
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LENE BERG

Lene Berg’s films evoke the spectres of ideology
and amplify residual episodes that haunt the cul-
tural vessels of history. In 1953 Pablo Picasso—a
member of the French Communist Party—made a
drawing of Joseph Stalin commissioned by the
French communist weekly “Les Lettres françaises”.
The portrait was intended as a tribute to the
recently deceased Soviet leader. Quite to Picasso’s
surprise, the drawing caused an outcry and was
condemned by the French Communist Party, as it
was deemed unflattering to ‘the great leader’. Stalin
by Picasso or Portrait of Woman with Moustache
tells the story behind this drawing and thus re-
suscitates an almost forgotten scandal from the
beginning of the Cold War. The film consists of a
storyboard made exclusively from drawings, collage,
text and press clippings—i.e. still images—to re-
construct the events of this little known but telling
episode which occurred in the 1950s. The film
traces the personal, political, artistic and media im-
plications of this simple drawing, its consequences
for Picasso, and the problems of translation that
this artistic act caused. Stalin by Picasso... conjures

up a particular moment in the twentieth century
through the use of cultural artefacts, imagining
various political scenarios of that time, and how
these residues might be present now and in the
future. Through this film Lene Berg seeks to raise
a critical awareness of history as a source of
knowledge given the understanding we have of it.
She questions how “official history" relates to sub-
jectivity as well as how and on what grounds we
can assess the consequences of art, literature,
philosophy and research. Stalin by Picasso... is a
reflection on cultural politics, power, propaganda,
and the problems of translation and cultural mis-
understandings that occur therein. At the same
time it is a reflection on portraiture, the power
of the image, and the complex entanglements
between art and politics, past, present and future.
It demonstrates how art can be made a pawn in
the larger arena of political power but also how
the perception and interpretation of historical
events changes with the times. Ultimately, the film
deconstructs the portrayal of history to reveal the
conditions of its construction today.
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Stalin by Picasso
or Portrait of Woman
with Moustache (2008)

Single channel video, colour, sound, 30’

Courtesy the artist



STALIN BY PICASSO
or portrait of woman with moustache

Lene Berg

script

SCENE 1: INGREDIENTS

Joseph Stalin and Pablo Picasso did not have very much in common—perhaps
Except that they were both communists

Also, they were both very short men

In fact, if they had been here, I would have looked down on both of them, even without heels—

But neither of them is here; they are both dead

What I have is a copy of this drawing; the original is lost, they say

Maybe it disappeared because of all the troubles it caused—or maybe somebody threw it away by
accident, just like that; we may never know…

SCENE 2: A SURPRISE

The drawing was first published in the French Communist weekly Les Lettres françaises, on the
12th of March, 1953. It was surrounded by articles honoring the Soviet leader Joseph Stalin, who
had died the week before:
What We Owe to Stalin
Stalin: Marxism and Science
Stalin and France

A few days after the publication, in a small town in the south of France, Pablo Picasso found him-
self surrounded by journalists on his way to work.
They asked him: Had he read the newspaper L’Humanité that morning?
Didn’t he know that the Communist Party had condemned him and Aragon, the editor, for pub-
lishing the drawing?
– It’s on the front page, Mr. Picasso!
– What would you say if they expelled you from the Party?
– Did you mean to mock Stalin with your drawing?

Pablo Picasso, who was 72 years old at this time, told them he hadn’t read L’Humanité that morn-
ing and added: “I suppose the Party has the right to condemn me, but there must be a misunder-
standing, because I meant no harm.”

When Picasso finally reached his studio, he may have taken the time to read L’Humanité, or at
least the front page, where the Secretariat of the French Communist Party wrote that they categor-
ically disapproved of the publication of Comrade Picasso’s portrait of the Great Stalin.

QUOTE:
“Without doubting the sentiments of the great artist Picasso, whose attachment to the cause of the
working class is well known to all, the Secretariat of the French Communist Party regrets that
comrade Aragon, who in other areas fights courageously for the development of realist art, permit-
ted the publication.”
What went through Pablo Picasso’s mind as he read this is hard to say of course, but he was
quoted in Le Monde the following day, saying:
“…I don’t understand. Normally one doesn’t criticize people who send their condolences…. One
doesn’t pick on them for the kind of tears they cry in front of the coffin. It is normal to thank them,
even if the funeral wreath is not particularly beautiful, or the flowers are fading.”Stalin by Picasso or Portrait of Woman with Moustache,

façade-banners on Cooper Union, New York, October 2008

Photo: Bryan Zimmerman

45



SCENE 3: WAR

This was in the beginning of the so-called Cold War, and just a few years earlier Winston Churchill,
the British prime minister, had declared that an iron curtain had descended across Europe.

“From Stettin in the Baltic to Trieste in the Adriatic an iron curtain has descended across the Con-
tinent…”

In a theatre, an iron curtain will descend in the event of fire, in order to prevent the fire from
spreading from the stage to the auditorium. And one must assume that the Iron Curtain of the
Cold War was supposed to stop communism from spreading like wildfire to the Western democra-
cies, but it also worked the other way around.

“We should ask ourselves how dangerous the ‘avant-garde’ tendencies in music and the abstract
school of art and sculpture that is being imported from the West are,” Joseph Stalin told the intel-
lectuals in the Soviet Union in 1946; to that he added: “To what can a twisted iron sculpture, which
is supposed to constitute artistic “innovation,” inspire us? How can an abstract painting inspire
anything at all?”

His counterpart on the other side of the Iron Curtain, Harry S. Truman, put it a slightly differently
when confronted with a so-called abstract painting:
“If this is art, then I am a Hottentot.”

“At the same time as we select the finest of Soviet Man’s feelings and qualities and reveal the future
to him, we show our people what they should be like and castigate the survivals from yesterday
that are hindering the progress of the Soviet people…” wrote Andrei Zhdanov, responsible for cul-
tural affairs in the Soviet Union after the war, in 1946.

In 1949, his colleague the director of the Tretyakov museum in Moscow, said in a speech:
“Cézanne must be proscribed, Matisse does not know how to draw, Picasso will make your brains
rot, any artist who does not follow the example of Soviet art is an enemy of socialism.”

Whereas Senator GEORGE A. DONDERO told the House of Representatives the same year:
“[Non-objective art] is communistic because it is distorted and ugly, because it does not glorify our
beautiful country, our cheerful and smiling people, our great material progress. Art, which does
not portray our country in plain, simple terms that everyone can understand breeds dissatisfaction.
It is therefore opposed to our government, and those who create and promote it are our enemies.”
And added:
“Picasso, who is also a Dadaist, an abstractionist, or a surrealist, as unstable fancy dictates, is the
hero of all the crackpots in so-called modern art….”

But however he was described, Picasso was the most famous artist in the world, and on both sides
of the Iron Curtain, there were numerous attempts to win his sympathy. Later, one of the impor-
tant CIA bosses at the time even named the cultural Cold War “The Battle for Picasso’s Mind.”

SCENE 4: AMONG FRIENDS

Before the Cold War had even started, in October 1944 one could read on the front page of
L’Humanité that the greatest living artist in the world had joined the French Communist Party.
“My adherence to the Communist Party is the logical outcome of my whole life, I have always been
an exile, and now I am one no longer. Until Spain finally welcomes me back, the French Commu-
nist Party is opening its arms to me. There, I have found all those whom I esteem the most, the
greatest scientists, the greatest poets, and all those Parisians in arms, with their beautiful faces,
whom I saw during the liberation of Paris. I am once again among my brothers.”

Some have claimed that Picasso joined the Communist Party because of the press it would gener-
ate for his first show in Paris since the German occupation began.
The article appeared on the day before the opening of Salon d’Automne, where he showed 74 paint-
ings. They garnered very mixed reactions. Some said he had disfigured the human body and some
art students even physically attacked his paintings. Others claimed “France for the French!” mean-
ing that Picasso, who was in fact a Spanish refugee, should not be included in a national show.If they had been here I would have looked down on both of them – even without heels

Communists (Joseph Stalin and Pablo Picasso)

Film stills from Stalin by Picasso (collage), 2008
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Antagonists (USSR–USA)

Film stills from Stalin by Picasso (collage), 2008



SCENE 7: REALISM

At Les Lettres françaises the rest of the front page was already set and featured some of the most
prominent members of the PCF: Joliot-Curie wrote about the outstanding scientific merits of com-
munism in general and Stalin specifically, while Aragon likened the feelings Stalin’s death evoked
in him to what he had felt when his mother died. And, finally, in the middle, came the contribu-
tion of the third celebrity: Pablo Picasso.
When it arrived the editors looked at it together, and Aragon said he liked it a lot. They considered
calling it “The eternal youth of Joseph Stalin”, but in the end they settled for “Stalin by Picasso”.

According to the secretariat, a stream of angry letters, telegrams, and phone calls came in to the
Communist Party’s headquarters in the days that followed.
The first reaction came from the Soviet Ambassador in Paris: Is this supposed to honor Stalin?!?!
A PAINFUL SURPRISE, someone wrote from Montpellier, Comrade Picasso, your talent is not
lofty enough to deal with Stalin!
A Parisian worker wrote that: This portrait does not express anything!
Other objections were: What is the value of a drawing when it betrays its subject?
And: All works of art that will be of lasting value must bear the stamp of the struggles, the hopes
and the certainty of the working class and its ultimate victory.
NO! A factory worker in Nice wrote, this is not Stalin’s face, that face that at once was so kind and
so strong, so expressive, so inspired by confidence, as was our dear, great Stalin.
Others were more personal: Picasso’s signature does not take away anything of the ridiculous and
phony character of the drawing, quite the contrary! And: Our comrade, Picasso, has totally failed
to grasp how to address the public, and above all the workers….
And finally: The towers of ivory, the reluctance of the petit-bourgeoisie, can only slow down our
march forward. Certain artists regard themselves, much too willingly, as an “avant-garde”. The
only valuable “avant-garde” is the one that marches alongside the working class.

More recently, it has been claimed that key Party members may have asked people to write some
of the letters, and that this was part of a campaign against Louis Aragon and the intellectual wing
of the Party. Others have said that some of the letters were actually quite positive towards Picasso’s
drawing, but they were not mentioned.

What was made public was all very negative, and some of the most violent attacks came from
other artists such as Fernand Léger, who wrote to Aragon: DO YOU REALIZE HOW IT WOULD
BE IF [OUR ENEMIES] PINNED THIS ON THE WALL: “STALIN SEEN BY A COMMUNIST”?
AND WHAT ABOUT THE REACTIONS IN MOSCOW?

André Fougeron, the most successful of the so-called Socialist Realist painters at the time wrote
that: “since the drawing was published by a member of the Central Committee, how can one not
see in this an explicit encouragement to continue the sterile games of aesthetic formalism?”

The militant newspaper Le Populaire felt the need to point out that: “Aragon shows by this publi-
cation that he has lost all understanding of propaganda for the masses…. Such an artistic interpre-
tation of Stalin could be accepted only if artists are considered a species of people who, per
definition, have the right not to do, see, or believe as the rest of us do….”

SCENE 8: ATTITUDES

Copies of the letters were sent to Pablo Picasso by the Central Committee, but he never opened any
of them: “It is unlikely that I’ll find anything that has not been thrown in my face a thousand times
before…,” he said.

But Louis Aragon handled the critique quite differently. In the next issue of Les Lettres françaises
he published excerpts from the angry letters along with the Party’s disapproval of Picasso and
himself. In addition he thanked the leaders of his party for their critique and “made their words
his own”.
He also wrote an article in L’Humanité where he underlined his regrets:
“One can create flowers, goats, bulls, and even men and women, but one can not create our Stalin.
Even if Picasso is the creator, an imagined Stalin will necessarily be inferior to the real one.
Incomplete, and as a consequence untrue.”

And at the same time that many people stood in line to see Picasso’s new works in Salon d’Au-
tomne, other people still stood in line in places like Auschwitz, Treblinka and Bergen-Belsen. And
this last fact gained much less attention in Paris than Picasso’s portraits of Dora Maar.

SCENE 5: PEACE & PIGEONS

One day in 1947, when Europe still lay in ruins after the war, Louis Aragon came to Picasso’s stu-
dio to ask him for something to be used for a poster. Picasso gave him a pile of prints to choose
from and Aragon chose a print of a pigeon, which he later would turn into the “Peace Dove”.

After Aragon left his studio with the print, Picasso chuckled: “Poor Aragon, he doesn’t know any-
thing about pigeons. And as for the gentle dove, what a myth that is! There is no crueler animal….
What kind of symbol of peace is that?”

But even if Picasso didn’t think pigeons or doves were very accurate symbols of peace, he drew,
printed, and painted a lot of them—mainly for the organization “Partisans pour la Paix”, or Parti-
sans for Peace, which was supported by the Communist Party and thus by the Soviet Union.

In fact, the Peace Dove became his most popular image during these years, used by friends and
foes alike. This drawing for example entitled “The Dove that says BOOM” was produced by an
anti-communist organization, “Paix et Liberté,” Peace and Freedom, which in turn was financed
by the French government.

In 1949 Picasso was granted the Stalin Peace Prize, which he cordially accepted.
For Stalin’s 70th birthday he drew a drawing depicting a toast: à ta santé, Staline! To your health,
Stalin!
But up to that point he had turned down every opportunity to do a portrait of the Soviet leader.

SCENE 6: STALIN’S FACE

On the 5th of March, 1953, Joseph Stalin died in Moscow. It was front-page news all over the world
and he was honored with flags flown at half mast in France and many other countries. He was re-
garded as a war hero and just a few years earlier he had been “Uncle Joe” to the American people.

And while millions of Soviet citizens were crying and paying their respects to Stalin in different
ways, a telegram was sent from Paris to Picasso in the South of France:
WE ARE DOING AN ISSUE OF LES LETTRES FRANÇAISES TO HONOR STALIN STOP IT IS
IMPOSSIBLE TO DO IT WITHOUT YOU STOP SEND WHAT YOU LIKE TEXT OR DRAWING
BEFORE TUESDAY STOP SINCERELY ARAGON

Françoise Gilot, Pablo Picasso’s companion, received the telegram and called Aragon, who was
editor-in-chief of Les Lettres françaises.
She told him she didn’t think Pablo wanted to have his afternoon ruined by having to do a portrait
of Stalin. But Aragon insisted: “Let him do a portrait just the way he wants to do it and we’ll pub-
lish it. It’s an emergency. It doesn’t matter what he does, as long as we get something!”

Just as Françoise Gilot had thought, Picasso was not at all happy with the task: “How do you
expect me to do a portrait of Stalin?!? In the first place I’ve never seen him and I don’t remember at
all what he looks like, except that he wears a uniform, has a military cap and a large mous-
tache….”
But Françoise Gilot looked around the studio and found a photo of the young Stalin, precisely
which one is not clear. And as they started to embalm the old Stalin in Moscow, Picasso sighed:
“All right. Since it’s Aragon and he needs it, I’ll give it a try.”

Gilot stayed in the studio and watched Picasso struggling with the portrait. She thought his first
attempts looked a lot like her father, even though Picasso had never met him. Apparently, they
laughed so much at this coincidence that Picasso got the hiccups and had to pause.
In the end, he showed her one of the sketches, and she studied it for a while.
— It’s an interesting drawing, and it resembles Stalin a little bit….
— But, do you really think I should send it?
— Yes, Aragon will not publish it if he doesn’t find it appropriate.
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Tell me you who know: realism, is that Stalin with or without an erection?

One year later, Ivan Semjonovitj was arrested in Novgorod…

Film stills from Stalin by Picasso (collage), 2008

The next day, Le Monde reported that:
“Mr. Aragon ‘thanks’ the Communist Party for the blame they place on him,”
And the world press, particularly the bourgeois press, as the Communists would call them, fol-
lowed the scandal with interest, not only in France.
The Norwegian Labor Party’s Paper wrote that: Picasso and Aragon are now among the con-
demned because of the unrealistic drawing of Stalin.
Picasso has painted a new Mona Lisa, one could read in the Daily Mail, all things considered, the
portrait of Stalin à la Picasso could be entitled ‘Portrait of Woman with Moustache’. Observe the big
deep eyes, the plaited hair apparently assembled in a tail and the shy smile stolen from Mona Lisa.

Even if no one supported him publicly, on either side of the political divide, Picasso never apolo-
gized for the drawing, nor did he publicly comment on Aragon’s excuses. But, he once asked a
friend: “How can Aragon, a poet, endorse the view that it is the public that should judge reality?”

Meanwhile, in Paris, Aragon stopped eating, he didn’t sleep and he locked himself into his house.
According to his wife, Elsa Triolet, he lost 11 kilos over the course of just a few weeks and threat-
ened to commit suicide—a threat he apparently often made when he was in trouble.
“Of all the bad days we have lived side by side, this may have been the worst, Triolet wrote in 1965,
I tried to watch over you, to keep you from jumping from the car at full speed, in the middle of
traffic…. You almost had to pay with your life for unknowingly committing a lèse-majesté.”

But even though he suffered, Aragon must have realized that Picasso might need some company.
At least he sent a comrade to stay with him, whom Picasso peppered with questions:
“Imagine I had done the real Stalin, such as he has become, with his wrinkles, the pockets under
his eyes, his warts, a portrait in the style of Cranach. Can you hear them scream? ‘He has disfig-
ured Stalin! He has aged Stalin!’ ”

“And then I said to myself: Why not Stalin as a nude hero? Yes, but Stalin nude: what about his
virility? After all, Stalin must have had an erection all the time, just like the Greek statues…. Tell
me, you who know: realism, is that Stalin with an erection or without?

SCENE 9: DEUS EX MACHINA

When all this happened, the leader of the French Communist Party, Maurice Thorez, was conva-
lescing in the USSR after an operation.
When he heard about the condemnation of Picasso and Aragon on Soviet Radio, he refused to
believe it until he saw a copy of L’Humanité.

He became so upset his illness took a turn for the worse. He couldn’t use his right hand, but, with
his left hand shaking, he wrote a telegram to the Central Committee: END THIS RIDICULOUS
DEBATE IMMEDIATELY STOP IT WILL HARM OUR RELATIONS WITH THE INTELLECTU-
ALS STOP

The telegram had an almost immediate effect.
And as the embalmed Stalin was put in the Mausoleum at the Red Square, the debate disappeared
from the communist press, and the bourgeois press no longer had anything to report on the matter.

Almost exactly one year later, a 44-year-old factory worker in Novgorod, Ivan Semjonovitch, was
arrested for having a postcard with Picasso’s drawing of Stalin pinned to the wall in his kitchen.
He refused to say where he got it, and was sent to a work camp in Siberia, exactly which one is
not clear.
When he returned to Novgorod after three years, his wife had remarried in another city and his
oldest son had changed his last name.
Exactly what became of Ivan Semjonovitch after this is not known.
But in the spring of 1962 he arrived at the People’s Hospital in Novgorod with an ugly bite on his
upper left cheek—apparently from a fight with his neighbor’s dog. He was diagnosed as suffering
from severe delirium.

THE END
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MICHAËL BORREMANS

Formally and thematically, Borremans’ films are
very closely tied to the paintings and drawings for
which he has become known. Taking Turns centres
around two identical female figures who inhabit a
dark, confined, space. A bizarre episode unfolds
where one woman holds the torso of a life size
mannequin with exactly the same features as her
own, and slowly moves and rotates the torso on
top of a horizontal surface, building up a sense
of subdued suspense and latent threat. In this
Sisyphean world of futile endeavour, the same
action repeats over and over again, the figures
perpetually imprisoned in an endless cycle of mun-
dane repetitive action, which is as mesmerizing as
it is unfathomable. Throughout, it remains unclear
what is artificial and what real. As in his moody,
highly codified paintings here too Borremans cre-
ates a claustrophobic, oppressive space, a hypnotic
atmosphere that is permeated by a sense of un-
ease and the uncanny. Time is confused—the film
seems trapped in a past that is impossible to pin-
point with precision, somewhere in the 1940s—and
the two female figures seem to free float in an
endlessly deferred imaginary space where nothing
is finally resolved. Borremans’ films are shifting

‘tableaux vivants’ in which the artist employs sub-
tle camera work, minimal movement, enigmatic ges-
ture and a subdued palette to build up an elusive
narrative that never reaches a final conclusion.
Using a fixed camera position, zooming in on cer-
tain details such as body parts, faces, or clothing,
emphasizing slight light-dark fluctuations Borre-
mans builds up an unsettling atmosphere and
creates an alienating and introspective world. He
eschews narration, story telling, dialogue and sce-
nic variations, paring his films to the most basic
visual elements. His cyclical, obscure, gestural nar-
ratives are suggestive fictions, which conjure the
world of pure imagination, recalling an indefinite
past, and intimating dark moments in the recesses
of memory. While they do not do so overtly Borre-
mans’ films can be read as very subtle allusions to
bygone historical traumas. Without ascribing pre-
cise meaning, his films intimate a dark past and
difficult present. The artist’s references to history
are subtle, elusive and highly codified but the
mood and appearance of his work hints to a
troubled past, suggesting perhaps—among other
things—a sense of twentieth century malaise.
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Taking Turns (2009)

35mm film, colour, loop, 8’ 35”

Courtesy Zeno X Gallery, Antwerp









63

Caterina van Hemessen
is 20 Years Old (2009)

16mm film installation

Courtesy Murray Guy, New York
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MATTHEW BUCKINGHAM

Matthew Buckingham’s work is rooted in historical
investigation and in exploring how history is both
constructed and narrated. The artist chooses situa-
tions from the remote or recent past that retain
relevance for the present. His work negotiates
between several sources, documents and refer-
ences, inviting viewers to experience history and
its constructive methods, as well as to feel its prox-
imity to the present. The artist’s contribution to the
exhibition looks at the topics of biography and
self-portraiture through the life and work of one of
the most famous Flemish artists of the sixteenth
century, Caterina van Hemessen (1528–1587). Van
Hemessen, daughter of the painter Jan Sanders
van Hemessen, learned her trade as a youth in
Antwerp and won renown under the patronage of
Maria of Austria. Van Hemessen may well have
been the first artist to portray herself working at
an easel. Recently she has been the subject of

several investigations into the gender politics of
art and representation as well as a monograph
on her work. In Buckingham’s project Hemessen’s
self-portrait of 1548 is viewed from the perspective
of the present day. Her image hails the viewer and
synchronizes, for a moment, our time with hers.
We stand where she stood in relation to her own
image. But what use has been made of her portrait
and her work in the intervening years? Bucking-
ham’s 16mm film loop installation utilizes the space
it is shown in to reflect and extend the film pro-
jection via an optical mirror, asking viewers to
metaphorically and literally navigate their relation
to van Hemessen’s image. A separate non-syn-
chronized sound track plays back in the space,
unwinding van Hemessen’s story at a different
pace from the film, creating chance intersections
between sound and image that the spectator is
also invited to resolve.
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La Fée Electricité (2007)

Künstliche Paradiese (2009)

La Fée Electricité

16mm, b&w, silent, 12’

Künstliche Paradiese

Two 16mm films, b&w, silent

Courtesy the artist and Galerie Ben Kaufmann, Berlin
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ANDREAS BUNTE

Andreas Bunte’s 16mm films probe the history of
ideas and previous chapters of Western culture,
with a particular view on modernity and the
changes wrought on society by technological
progress. Based on extensive research and
through the use of diverse archival material and
analogue or hand made means of production,
Bunte re-writes historical episodes and constructs
alternative subjective narratives, while at the same
time simulating the aesthetics of early film. La Fée
Electricité is a quasi-fictitious chronicle of episodes
which comment on the advent of the electric light,
its first applications and people’s reactions to it
when it emerged during the middle of the nine-
teenth century. Bunte’s film circumvents normative
accounts of the subject and proposes an alterna-
tive timeline. He does not concern himself so much
with the scientific history of the invention of the
incandescent light bulb, but instead conceives a
series of short narrative fragments which combine
fact and fiction with contemporary mythologies of
the time, intimating the fear and fascination with
which artificial light was first received. Bunte’s new
film, Künstliche Paradiese, on the other hand,
weaves together Belgian Art Nouveau architecture
and nineteenth century iron construction to call
into question the grand visions of early modernity
and the blind faith in progress. The starting point

for the film were some notes on “Jugendstil" in the
Appendix of Walter Benjamin’s Arcades Project,
where the movement is described as the dream of
the bourgeois society that it had just woken up.
Other notes focus on its relationship to technology,
symbolism, and the urge to suppress and exclude
the signs of the beginning of industrial society, as
well as the admission that “Jugendstil" was also a
successful attempt to break free from Historicism.
Bunte’s work takes as its point of departure the
architecture of Victor Horta, as a visual manifesta-
tion of this ambivalence, since his buildings seem
in a strange way vanguard and reactionary at the
same time. The work thus functions as a filmic
sketch that explores this contradictory nature and
juxtaposes the architect’s revolutionary exposition
of cast iron structures in domestic housing with
nineteenth century public „Eisenbauten“ (construc-
tions in metal) such as greenhouses, exhibition
pavilions, etc. In a sense, all of these buildings and
spaces can be seen as related to escapism as
much as they are related to progress and moder-
nity. This double nature is echoed in the film by
the different ways in which Bunte brings the build-
ings into visual and filmic proximity. The double
exposure employed to this end leads to an almost
surreal collage of different buildings and architec-
tural realities.



Film stills from La Fée Electricité, 2007

Photo: Hans Moser, Thomas Rosier









Double exposure test, 2009

b&w print, 9x13cm / Courtesy the artist



83

Perestroika Songspiel:
The Victory over the Coup (2008)

Chronicles of Perestroika (2008)

Perestroika Songspiel: The Victory over the Coup

Single channel video, colour, sound, 26’

Chronicles of Perestroika

Single channel video, b&w, sound, 16’ 46”

Courtesy the artists

82

CHTO DELAT

The film Perestroika Songspiel: The Victory over
the Coup, by the Russian collaborative group Chto
Delat, deals with a key episode during Perestroika
(“restructuring") in the Soviet Union. The action of
the film unfolds on August 21, 1991, after the vic-
tory over the restorationist coup. On this day of
unprecedented popular uplift it seemed that
democracy had won a final victory and that the
people would be able to build a new, just society.
How did the heroes in the film see that society?
This is the question Chto Delat addresses in this
work. The film is structured like an ancient tragedy:
its dramatis personae are divided into a chorus
and a group of five heroes. The heroes are key
types generated by the perestroika era, each of
them with a particular vision of his/her role in his-
tory: a democrat, a businessman, a revolutionary,
a nationalist, and a feminist. They act and they
dream. They analyse their actions, their place in
society, and their vision of the country’s political
path. The chorus is the incarnation of public

opinion. It makes moral judgments on the heroes
and it foresees their futures, as if it were gazing
on the proceedings from the present day. With
humour, irony and a sharp critical wit, the film
analyzes, the specific configuration of forces during
this supremely important historical moment of con-
temporary history. It critiques political naïveté while
also showing how difficult it is for people to realize
their vision of the future together. The screenplay
is based on the group's reading of documents and
eyewitness accounts of the perestroika period.
The film is presented together with another work,
Chronicles of Perestroika, which is composed of
found footage and documentation (provided by the
St. Petersburg Studio of Documentary Films) of
different manifestations at the time of Perestroika
from 1987 till 1991 in St. Petersburg.
The Perestroika project was realised by Olga
Egorova (aka Tsaplya), Dmitry Vilensky, Natalia
Pershina (aka Gluklya), Nik Oleinikov together with
composer Mikhail Krutik.









WHAT DOES IT MEAN TO MAKE FILMS POLITICALLY TODAY?

Dmitry Vilensky

Once Godard made the claim that it is no longer enough to make political films:
one must make films politically.

01. OLD QUESTIONS

All those who understand that aesthetics, politics, and economics form a vital nexus believe that
art can reveal with particular force the most acute problems of social development. History is a
clash between different groups who defend not only their right to speak out, but also their vision
of the future. If we wish to continue the political project today we must first pose the old question:
Who is the subject of historical development and knowledge? And we must actualize the simplic-
ity of the old answer: the struggling, oppressed class itself (Benjamin).
Contemporary political art strives to be consonant with the search for this subject, not with the

mythic subject of previous social revolutions. As in the mid-19th century, we are once again hard
pressed to say what this subject will be like. Nowadays we should, rather, speak of a fidelity to the
old answer. This doesn’t mean that filmmakers, intellectuals, and artists should personally keep
faith with the current anti-capitalist movement. They should remain faithful, rather, to the space
of subjectivity that gave rise to the movement.
It is this space where one affirms that making films politically means striving towards a histori-

cally concrete depiction of reality in its revolutionary development. The artist/filmmaker should
discover himself in the process of becoming-“proletarian.” He should use his work to further the
becoming-artist of the “proletariat,” via the participation of the masses in different forms of cre-
ativity. The question remains the same, then. It is a question of the artist’s political position:
Whose side are you on?

02. THE POSITION OF THE SPEAKING SUBJECT

The main difference between the art of cinema/video and social journalism is that the artist can-
not naively affirm that he is giving someone else a voice. It is always the filmmaker who speaks.
Thus, alienating reality through a constant interrogation of the process of film production itself
and the power institutions underlying production/distribution isn’t something external to the
film’s formal organization, but an integral part of its structure, a method for making it. The truly
political film (the thoroughly politicized film) isn’t a film about politics. It is a film that problema-
tizes the privilege of the speaking subject by revealing his social and class ties.

03. THE COLLECTIVE NATURE OF FILMMAKING

Filmmaking is always a collective endeavor. This might be eclipsed by the personality of the direc-
tor, who fashions his auteur’s message by appropriating the creative resources of professionals
and amateurs.
The making of a film, however, can be a model for the fullest unfolding of the entire collective’s

creative powers, with each participant acting as an equal co-creator. The process of “making film
politically” should engender its own artistic soviet or council—a collective decision-making body
that lends legitimacy to the aesthetic utterance. Its task is comparable to those faced by structures
for political self-government—soviets—which are supposed to make concrete decisions by combin-
ing representation (during the making of a film, a particular task would be delegated to the direct-
ing group or the camera group) with participatory democracy. Delegation arises from extensive
collective discussion, from the articulation of a common position.

04. REALISM

Cinema and video are manifestations of the realist current in art history. The new technological
and media forms of documentalism are the latest avatars of this line. They are heirs to the realistic
tradition in art and cannot be understood without analyzing it.
From its emergence, realism set itself the task of uncovering the meaning of reality in its devel-

opment. This task, however, is also a political task.

Documentalism helps us rethink the problem of mimesis that has plagued traditional art forms
like theater and painting (this rethinking began with the Brecht-Lukács debate) and tackle the
problem of authenticity at another level.
As Brecht proved so precisely then, authenticity has nothing to do with the “simple photo-

graphic reflection of reality.” Authenticity is based on the work’s construction, for even in the most
“faithful” documentary film “there is no material that is free of organization.” Authenticity, the
principal quality of a realistic work, is always a formal construction. It enables us to “extract”
reality from the authoritative subjective interpretations proffered by false consciousness.

05. IN SEARCH OF THE TYPICAL

Realism becomes such when it depicts not the concrete and particular (which is the case in main-
stream contemporary art, where identity politics is hegemonic in representation), but the typical.
As Engels famously put it, realism’s principal task is “the truthful reproduction of typical charac-
ters in typical circumstances.” The typicalist approach allows us to think and embody the prob-
lematics of contemporary society as an integral system rife with contradiction and in need of
transformation. This take on reality is essentially cartographic. It rejects the bourgeois fetishism
of difference, choosing instead to reflect the similarity in situations of oppression, exclusion,
and resistance.

06. THE PROBLEM OF FORM

Traditional realism is characterized by its content. Today, the formal problem is solved not by
coming up with new, eye-popping stunts (we’ll leave that to Hollywood), but by constructing the
film in a principally different way.
This construction can be based on a careful investigation of a situation that, for all its historical

uniqueness, can lay claim to typicality or universality.
Nowadays, it is difficult to list the formal aspects of the truly politicized film. We can, rather,

define these qualities by negating the dominant language of commercial art and film. This lan-
guage is based on the aesthetics of sensation, seduction, and intoxication. It is the language of
fragmentation and clever montage, and bombards the viewer with sound effects. We are well
aware of the populist appeal of these devices and strive (not always successfully) to resist it.
These type of films are minimalist not because of its low budget, but because it consciously

embraces a reduction: it rejects the culinary approach. The language of the contemporary politi-
cized film is the language of a consciously adopted visual asceticism. We once again remember
Godard’s famous preference for a ten-dollar budget.
This doesn’t mean, however, that these films reject involving the viewer aesthetically and emo-

tionally. This rejection is sometimes a serious deficiency in many contemporary works. The tradi-
tion of political cinema has evolved a whole set of means for exerting ideo-aesthetic pressure; it
suffices to mention the alienation effect. The process of “making film politically” leads to construc-
tion of a multilayered composition that combines emotional effects and total intellectual analysis.
Paradoxically, we must learn to touch the viewer’s heart without entertaining him.

07. TEACHING/LEARNING

It is a common opinion that contemporary political film is a film that teaches. Is it true? Whom
does it teach? It is easy to say that it is open to everyone. I do not think that it works today.
“Make film politically” means to address to those who already have the experience of political

development and are looking for ways to grow further. The task of truly political films is not just
documentation and agitation: this task we can leave to social journalism. If there is as yet no place
for such films in the media, we can clear a path for them into culture. But let’s not confuse social
journalism with art. I think that there is another role of understanding political process. It, rather,
is to show the complexity of political subjectivization. “Cultivating the political instinct” means
revealing all the difficulties and pitfalls of the becoming-political. It doesn’t mean pretending that
everything is simple and you have an answer to every question: we’ll leave this stance to the par-
ties and trade unions. Brecht’s method of “learning plays” is once again important. This method
calls on us to refuse the media’s hierarchical and manipulative strategies. Instead, each time we
strive to include collective, participatory practices in the film’s making and thus seek new ways to
exit the dead ends of political life.
“Make film politically” does not mean to make simply teaching films. It means to show us the

learning process itself.
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Staged Archive (2008)

Independence Day 1936–1967 (2009)

Staged Archive

Single channel digital video (DVCPro 50), colour, sound, 9’

Independence Day 1936–1967

43 b&w ink jet photos, variable dimensions

Courtesy the artist
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MARYAM JAFRI

A man gets into a car and goes for a drive; he
reaches an unexpected destination–a courtroom
awash in fiery colours, populated by people from
his past. Mixing reality with fantasy, present with
past, the film's multiple voices and images flicker
like phantoms across the bleak landscape of mem-
ory. Unfolding as a series of identity and spatial
shifts, cycling through multiple film genres (film
noir, courtroom drama, road movie) but remaining
faithful to none, Staged Archive has the elusive
logic of a dream and the fevered mood of a sup-
pressed memory that re-emerges in nightmare
form. Hovering between fact and fiction, document
and drama, the work raises the spectre of colonial-
ism, questions of colonial guilt, and its psycho-
logical effects on the individual. The film's narra-
tive is inspired by the history of missionaries and

travellers voyaging to the far reaches of the globe,
often with disastrous consequences. Staged Archive
is a kind of theatre made for the camera, situated
in the cracks between theatrical and cinematic
convention, between fact and fiction, between real-
ity and total artifice. The artist uses narrative
excess to dissociate her work from normative or
dominant representations of history, which often
ignore the human psychological parameter, often
reducing it to facts or figures, and pinpoints in-
stead the imposition of history on individual con-
sciousness. Likewise the ‘objective’ documentary
style is eschewed in favour of a highly stylised,
almost baroque manner of film making, which
through its artifice manages to suggest those deep
recesses of the human psyche that have been
traumatised by collective history.



Staged Archive (video stills), 2008



Staged Archive (video stills), 2008



Vietnam–Tanzania–Malaysia–Kenya 1954–1963 and India–Indonesia–Tanzania 1947–1961

Opposite: Malaysia–Ghana–India 1947–1957

From the photo installation “Independence Day 1936–1967” (2009)
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Images With Their Own Shadows (2008)

16 mm, colour, sound, 6’ 16”

Collages and pencil on paper

Courtesy of the artist and Metro Pictures, New York
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DAVID MALJKOVIC

David Maljkovic's films, collages, sculpture and in-
stallations explore the historical, cultural and ideo-
logical heritage of modernist projects in Croatia,
when it was still part of Yugoslavia, and evokes
conditions of historical amnesia. Maljkovic exam-
ines the meaning of forgotten monuments, cultures
and ideologies today, and how these meanings
change from one era to the next. He draws on the
history and iconography of the modernist project
to create works that assert themselves into our
present and also engender considerations of a
possible future. Images With Their Own Shadows
was shot at the museum/estate of EXAT-51 found-
ing member Vjenceslav Richter and uses audio
from a final interview with the artist and architect.
EXAT 51– short for Experimental Atelier –was a
group of Croatian avant garde artists and archi-
tects active in Zagreb between 1950 and 1956
whose work aimed to obtain legitimacy for abstract
art and experimental art practices, practices that
were at the antipodes of officially sanctioned
Socialist Realism. Maljkovic’s film aims to capture
the idealism of the period to prompt a considera-
tion of the contested narrative of socialist mod-
ernism, as well as our own post-ideological,

post-modernist times. At the same time, he raises
the question of international ‘high’ modernism ver-
sus the marginal or peripheral modernisms that
took root in local contexts, and were often used for
very different ends. He ponders on the possible
legacy of these idealistic models while at the same
time offering a diagnosis of the inability to re-
stimulate the desire and utopian aspirations that
lay at the heart of the modernist project. The
artist’s work transports us to a dimension where
the past and future are brought into dialogue and
confrontation and where the modernist project is
not treated as a closed chapter, but something that
can be re-considered, re-worked and whose model
may offer possibilities for future development. Can
and, if so, how might the past inspire new social,
cultural and political paradigms that are not based
on nostalgia, sentimentalism or a retreat into the
retrograde? This is one of the key questions raised
by the artist. On the other hand, Maljkovic’s work
suggests the uneasy transitions the countries of
the former Eastern bloc have made into capitalism,
but ultimately his work highlights the necessity of
coming to terms with and understanding history in
order to move into the future.





Images With Their Own Shadows (installation view), 2008



Images With Their Own Shadows, 2008



Images With Their Own Shadows, 2008
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Vita Nova (2009)

Single channel video, colour, sound, 26’

Courtesy Normal (Brussels)
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VINCENT MEESSEN

Vincent Meessen’s Vita Nova takes as its point of
departure a cover of the French magazine Paris-
Match, from 1955. On this cover, a child soldier is
depicted in the act of making a military salute.
The legend reads: “The NIGHTS OF THE ARMY.
Small Diouf has come from Ouagadougou with
his comrades, children reared by the A.O.F. army,
to open the fantastic spectacle that the French
Army presents this week at the Palais des Sports”.
Taking this cover as his cue, the artist subse-
quently embarks on a search for Diouf the child
soldier, weaving an elaborate narrative that brings
together phantoms from the colonial past, the writ-
ings of Roland Barthes–who wrote about this par-
ticular image–historical facts, reality, and artistic
interpretation. The film raises issues that centre on
the representation and re-writing of history, its re-
pressed narratives as well as the spectral nature
of photography. From Paris to Ouagadougou (Bur-
kina Faso), passing by Bingerville (the old capital
of the Ivory Coast), the spectator is invited to piece
together the fragments of this layered unfolding of

events and accounts, as temporalities are dis-
located and chronologically disconnected. Drawing
on a variety of media and archives, from nine-
teenth century engravings, photographic archives
from the beginning of the twentieth century, filmed
newsreels of the fifties and contemporary video
images, Meessen creates a parallel and updated
story in which a new character is born (Vita Nova)
and with him a new narrative. The film is thus
divided between memory, history and a story but
also gives life to the autobiographical story of a
character: Roland Barthes, revisited by the phan-
tom of the post-colonial. Vita Nova tries to exorcize
the spectre of the author, deceased in 1980.
Barthes returns under the same name, but else-
where, and in another body. With this film, Meessen
not only brings to the fore repressed or margin-
alised narratives but also reflects on the artifice
that forms part of historiographical discourse,
using the fiction of ‘realism’ and the experience
of the archive to elaborate his own personal,
‘factual fiction.’



what limits representation

Brecht had wet laundry put in the actress’s laundry basket so that her

hip would have the right movement, that of the alienated laundress.

Well and good; but stupid too, no?

For what weighs down the basket is not wet laundry but time, history,

and how represent such a weight as that? It is impossible to represent

the political: it resist all copying, even when you turn yourself out to

give it all more verisimilitude. Contrary to the inveterate belief of all

socialist arts, where politics begins is where imitation ceases.

Roland Barthes by Roland Barthes, Farrar, Straus & Giroux, NY, 1977, p. 154











12
3

The Time Surgeon (2007)

2-channel video projection (PAL, HDV, Super-16mm and 16mm transfer to DVD)

63’, sound, looped projection over polystyrene blocks on desk and room

The Time Surgeon was written, filmed and directed by Nathaniel Mellors,

with music by Toilet (Chris Butler, Ashley Marlowe & Nathaniel Mellors).

Courtest the artist and Matt’s Gallery, London
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NATHANIEL MELLORS

Mellors’ work centres on the function and role of
language, one of the most valuable commodities.
The Time Surgeon is an absurdist, highly theatri-
cal video installation (partly inspired by Samuel
Beckett's Krapp's Last Tape and Chris Marker's
La Jetée) where language has gone astray of its
rationally accepted meaning and has acquired
threatening, manipulative qualities. The video pro-
gresses around twisted narrative in which a dis-
embodied character imprisoned within a tape
record, and the ‘Time Surgeon’– a sinister, sadistic
character who uses the fast forward and rewind
button to torture and send his ‘Victim' forwards and
backwards in time, battle for the control of lan-
guage. The ‘Victim' is steered through significant
historical events, from 1960s New York through
Renaissance France to Jesus' crucifixion at Gol-
gotha. Finally, the ‘Victim’ is able to disable and

ultimately overthrow the oppressive ‘Time Surgeon’
by strategically confusing him with words. Part
Orwellian dystopia, ad-hoc sculpture, psychedelic
theatre and absurdist satire the film intimates the
confusion of multiplicity today, the fragmented
nature of reality and perception, and the frenzied
pace through which information is conveyed. At
the same time, it is also a response to the deliber-
ate manipulation of language for political ends,
within politics (‘spin') and art. Finally, The Time
Surgeon ultimately pinpoints the fact that every-
one has a vested interest in language and re-
minds us that, ultimately, he who controls language,
controls history.

The Time Surgeon was commissioned by ArtSway and the Biennale
de Lyon, 2007. With thanks to the Rijksakademie van Beeldende
Kunsten, Amsterdam.



The Time Surgeon, 2007

Installation view at ArtSway, Hampshire



The Time Surgeon, 2007

Installation view at the Biennale d'art contemporain de Lyon, 2007



The Time Surgeon, 2007

Installation view at South London Gallery, 2009



THE TIME SURGEON by Nathaniel Mellors

INTRODUCTION:

The Introduction:When I first recall having a coherent thought about the things I was seeing—
also my earliest memory—it was of noticing the people around me, in the landscape. They came
into focus—these so-far un-noticed shapes. Upon the background, which had previously appeared
democratically patterned, there now appeared forms.

And these forms—these people—had by accident or aspiration, developed the condition of radio or
televisual transmissions. They had become differently pitched broadcasts. Episodes in time.

Each co-existent but mutually unaware; exclusive in their experience and locked into their reality,
which was pitched inside and about them as their own world and absolute truth.

These people in time were of course, the victims of this condition, but had tragically assumed
themselves to be its progenitors.

For me—Nobody One—this was a time for viewing, and I was happy watching and hovering. Until
I became aware of my bodiless predicament. This was the point at which the sound in the back-
ground—The Time Surgeon’s voice—bubbled up into recognisable words, phrases, sub-clauses and
fully formed sentences—and just as these sentences became whole so they became pain. The
words formed an order and those sentences ordered my experiences. They were sometimes
barked authoritatively, dumbly or angrily and at other times more sympathetically. Or with great
sadness, directing the landscapes and scenarios which unfolded before me. It became apparent to
me that I was being directed through time by this man’s words. And from that realisation I was
trapped—by, with and from his words—as his mobile and remote agent in time and space.

Strategically, I became a narrator, in order to survive.

SCENE 1:

Time Surgeon: I am a plastic surgeon. My medium is time. I can manipulate the human body in-
side, outside, around and about time. I can force a body into the past and the future, but the process
is VERY PAINFUL. It is a physical process this TIME TRAVEL—and not a very scientific one.

Tape: <abstracted> Day day day.

Time Surgeon: <Taps on a tape machine>

Here! This is my—subject!

<Presses play on tape>

Tape: Unnnggh!

Time Surgeon: Speak man, speak! Wake up! <To audience> It is insensible.

Tape: Urrghhh. Arse! Oh no. Mercy!

Time Surgeon:Where are you now?

Tape: <quietly> the…past.

Time Surgeon:Where abouts? Be specific!

Tape: In…the…garden. It’s starting to rain.

Time Surgeon:What year is it? I’ll land him.

The Time Surgeon (video still), 2007
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Tape: 9–10–11–12hundredandthirteenfourteen years. <From fast to slow here, as if landing in time>

Time Surgeon: And what can you see?

Tape: Big—fat—dog!

Time Surgeon <annoyed>: What can you see?

Tape: A woman with two heads and a beard! Every hair…is…. a dead child. The monsters have
made her cry. <Tape starts crying>

Time Surgeon <switches tape to children’s tape machine>: Idiot! You fool! This is pure folly, fool-
ishness! <To audience> He is in these places, but he is not really coming into…focus. Let’s move
you on a bit, moron! Wake up! CHINESE BURN!

Tape: Aahhh! OK—It’s 1612—I am drinking with Rabelais, the monk <mis-pronounced>—he is
laughing at my excessive use of Latinate language—he finds it pretentious and absurd.

Time Surgeon: Fast forward! Where are you now?

Tape: 1968 New York City. In Chelsea the flower children are aborting themselves.

Time Surgeon: Fast-forward!

Tape: Ah! World Trade Centre. I am on the 82nd floor of the building—we are ordering pizza. Stone
cold now I see a familiar face in the dust.

I sit God? I sit God? Sorry—is it God?

Time Surgeon: Okeydokey. That’s a lot better! We are on track—on a main road through time. So!
Now I am going to send him into the future. This calls for a really sloppy cocktail of pain. First I
am making shin splints occur! SHIN SPLINTS!

Tape: Urrrkkk!

Time Surgeon: Next, through the improper use of tanning equipment: SUNBURN! 2nd degree!

Tape:Wwweaaaeilaieliaelaielaieaggh!

Time Surgeon: And last but not least a KICK IN THE KNACKERS for you!!!
Straight INTO THE FUTURE!

Tape: Ooof ! Wurgglleeeaaaaagghhheeeaggghhhhiiiispish.

SCENE 2. The Future:

<Channel 2 accompaniment—Actors’ Workshop Scenario One: All actors are attacked by invisible
forces. Mime.>

Channel 1:

Tape: <Trying to force a rhyme> I am accelerating through a wormhole in space. I can feel wind
on my face. I am moving through the fah-rest. There are many owls, and I am moving very fast—
now.
I can see three figures. They all have the same face. On the front they all look the same, but wait…
On the back of their skulls jumbled crystals and wires, sparking electricity, winking red intel-
lects…but...Oh Good Lord...this is awful. I am moving among them now.
<Starts crying> Oh God…from the front—they all look like...Lou…Reeeed! Urrghhh! Lou Reed!
Lou Reed! Oh God.

Time Surgeon: Report man! Report!

Tape: I have walked inside this picture of the future and I can tell you—the frame is very uncom-
fortable.

Everyone will look like Lou Reed. In—the—future—everyone—will—look—like—Lou Reed! Lou Reed,
Lou Reed. <Repeats. Distress>

<Small pool of blood revealed beneath tape recorder.>

Time Surgeon: Something…wrong…has happened…again. Every time we go into the future!
Technology breaks down.

<Time Surgeon begins gesticulating—mystical incantations. Breathing outwards and gesticulating.
Produces talcum and sprinkles it around and onto the tape recorder.>

Tape: Dear Listeners. If you are just joing us—to re-cap—I move through TIME, by the degree of
pain The Doctor inflicts upon me. Because the words he uses are reality to me, in the dimension of
amateur technology in which I am extracted and trapped.

FOREST

The Chorus <Channel 2>: Neil unto me. All is real unto me. Real to reel. Similar to Marillion,
Tolkien to a cigarette machine. To a fish, as if, in a dream, like a Tony, singing, like a bird, comma
words, flying through the air unstuck. Unstuck words, words unstuck. Please stop this please stop
this TURN ME OFF!

<Channel 1:>

George Orwell 1:We are in the forest. I can see Lou Reed Figures playing with Lego. One is mim-
ing. One Lou throws Lego at another Lou. A fight ensues and one of the Lous is hurt.

George Orwell 2: In the garden there I saw Goethe torturing a man, why? Why? How could this
happen? <Starts crying> Goethe was very angry, he said the man’s Chakra…was wrong…and...he
must be destroyed—before anyone noticed.
So he set the man on fire.

George Orwell 3: Dead Lou Reed face (green) being covered in blossom (pink).

SCENE 3: A Real Present (tense)

Time Surgeon (voiceover): On “Why I am so unhappy—in the worst of all impossible worlds.”

Time Surgeon: Respond! Respond! Have I lost him? I cannot allow him to escape. I am going to get
into serious trouble. I will reveal something to you. And you! <aimed offstage>.
There is no such thing as TIME. Just words and events. But they would have you believe that there
is! This ‘spassahtime’ thing is just a game; it is a frame they have given me to play with. THE
TRUTH is that we are all walking exhibits in an enormous museum to ourselves. We have been
born fake and rubbish, plopped onto a stage set by the futuremen, the present population of the
real present tense! Yes. We are models, tests, armchair entertainment for gawping idlers from the
future, which is the real present actually. And furthermore, these people are bored. They are lazy,
egotistical, and dumb. That’s why I have to speed things up, slow things down. Do something sur-
prising. But only ever to him <tapping cassette>! Christ—they’re even more dumb than we are. And
<secretively>—you cannot piss these people off. You might think I’ve abducted, captured, subju-
gated and tortured my little friend here, but what about ME?
They’ll get me for saying that. You watch. I am in a position to demand payment, with the things
I’ve seen and done. But. Listen. Every time I criticise them they remove a chunk of my intestine!
Is that reasonable? Smaller by the day! Smaller by the day!
And if I do not file a set of ‘results’ on my investigations every evening before teatime—well then,
I may not be here tomorrow. I may not be here tomorrow.
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Tape: Erm, calm down Doctor? Calm down. Relax.

Time Surgeon: Yes. Yes. <resigned> The worst of it is that these people are my bloody employers!
They have ordained me with a loose and creative authority over this body <gestures to tape>. And
issued me with a set of unclear objectives. It’s an entertainment for them to mess around with me.
Oh well, hey ho! Back to work then. Into the past with you, ‘victim’! All of its horrors are more
comfortable than this. <Gesticulating at the present>.

Take the pain little chip! I feel like a PASSIONACTION!

Tape: Aiiee! Not PASSIONACTION! The pressure is getting to him. He fears for his position and is
becoming extreme, unravelling. This will be a nightmare for me.
By his word my life is Promethean. The Time Surgeon is the potter. But upon God’s cock I swear to
you, my pain is all too present! I must find a way out.

<GOD drumming>

Time Surgeon: Yes now I am going to get brutal! EYELID REMOVAL! And on a sunny day! <Sings:
“Bright eyes…burning like fire!”>

Tape: Aasghjh! Ahhhhh! It stings—bright eyes! Bright eyes! I am moving through the past, I am
back in Oberammergau.

Time Surgeon: I don’t want any of these medieval theatrics. I want the REAL THING. PASSION
ACTION 1st DEGREE!

Tape: Doctor—be calm! The re-enactment is just a junction in time. There are many holes here.
Into another portal; it’s dark and slippy, damp underfoot. Christ, what’s that smell? Oh God, some-
thing is wrong. What have we done? I am inside something...Oh my God—Oh my God! I am inside
Him. Urgghnngghhhghnn. I am slipping through the soft white lining of Christ’s belly.

Time Surgeon: Good God! Too close! <Panicking> Can it be true? PASSIONACTION! PASSION-
ACTION! First Degree! He is inside him! My remote traveller—inside the Man-Christ! Head for
His penis! On my word I have mis-cued this marvelously—never before in the history of Time and
Words—we have PASSION GROUND ZERO!

Tape <constricted>: I am inside Him. I am pressed against the lining of His belly, it is difficult to
breathe. I can hear Him—moaning. Forwards. I am tangled in Jesus’ venal network. I got my foot
stuck in his lymph node. I found a boat. Rowed it up His artery…but it became stuck in a capil-
lary…just where the blood pressure dropped off, and I had to shoot my oarsmen. He became
aggravated …and I saw the wrath of...Christ.

Time Surgeon: At last! Contact!

Tape: No, sorry. It was Chris.

Time Surgeon:What? Who’s Chris?

Tape: Yes. Just inside Christ—a smaller chap. With a smaller book.

Time Surgeon: Aghh! Thunderclap! I don’t understand this, how could this be? A book you say?

Tape: Actually it’s more of a pamphlet. But it contains the solutions to all the worldly problems in
just a paragraph. It’s terribly well written.

Time Surgeon: And—what—doth—thith—Chrith say?

Tape: It features 3 core-directives:

THE BOOK OF CHRIS

Tree Man 1: Be nice to everybody <thumbs up, nodding and smiling>

Tree Man 2:We are all mutually responsible for each other; it would be better to drop the idea of
the individual in this regard.

Tree Man 3: The use of language in politics and art obfuscate and dissemble in the service of capi-
talist economics. These imperatives are maintained by a minority against the broader interests of
humankind. All political groups, parties and businesses, are the slaves, not the masters, of eco-
nomic forces. Clarity in the application of language equals clarity in thought, ergot—the reality
which we could have an influence on if we untied our hands, metaphorically speaking, and took
responsibility for the language we use.

<Smiling ‘Chris’ character dies.>

— — —

Time Surgeon:What does that even mean? The book of Chris? Did we start that; maybe I pressed
the pause too soon? Was it my fault? PASSIONACTIONOVER! So much for that. I can’t be arsed
with it. Lets budge you on a bit. Kidney stone!

<Spray of blood.>

Tape: <Shouting> Aiiee! Yelp! A way out a way out! I am back on the stage. 2nd degree passion.
Good God!—The stench—the poor souls—the Black Death! These actors are budding zombies. I can
see them, raising the Christ prosthetic up on his sticks. The players are dropping their arms and
fingers. Only a Father’s love could cause a pandemic—this is the worst of all possible worlds. I have
to get out of here. It is getting more and more tangled by our actions.

Time Surgeon: Now these peasants are bound to the theatre forever. And ever and ever. Ha ha ha
ha ha! Well done Victim, well done.
All is well here. 2nd degree passion action is taking root—even though you made a hash of the
original crucifixion, turning up inside Jesus, thereby killing Chris, his sensible twin. 2nd Degree
PASSIONACTION over. Move on. Move on. Move on I said, move on! Fast forward! MALE BIRTH!

Tape:Waaarggh! That-really-does-hurt. I’m moving on very very quickly now!

Time Surgeon: I’ll put a brake on this with a wedgie, fine tune it …and bring you round about…
<Steering with pants> to the present!

The Chorus / George Orwells: THE PRESENT! THE PRESENT! THE PRESENT!

SCENE 4:

Tape <aside>: If I can be PRESENT I might short-circuit him. The present is most confusing to his
mind; he has been up to his elbows in the past and future for so long. The torture he inflicts on
me, and the flinging me around—all distractions from his own present. I will question him on it,
and approach the subject softly. Perhaps I can confuse him presently. With the right words, I can
confuse him.
<register change> The Present! Suddenly, an overview! A total-cosmic-view! Oh please ‘T.S.’ the
present!—from here I can see all of time. Please—it is so beautiful, despite the parts that we have
mangled. Let us…rest a while from our travels, can we take some time to appreciate it? And just
have a bit of a chat. In a very normal way? Oh please. Oh go on!

Time Surgeon:Well. I don’t know, perhaps we could, my little friend, perhaps we could take a
break. But—I’ll quiz you for it.

<Close up of TS mouth> HOW do we take time?
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Tape: You know well enough. By force! Through pained and botched experiments, and bad lan-
guage! <holds word ‘bad’—‘baaaaaaad’>

<Coughs the pronunciation of:> Time Surgeon. Is pain congenial…to you?

Time Surgeon <confused>: I—don’t—know.

Tape: Hmm…an oblique defense strategy, clever, clever! I’ll try another ruse. Time Surgeon—what
do apples and Frankfurt have in common?

Time Surgeon <pleased>: Johann Goethe! My favourite. Frankfurt 1760! I must confess I am a fan!
Did you know that Goethe said of Frankfurt “Here I am human, here I can be myself.”

Tape: Hmmm. Wait—I wonder—what did he mean by that? I mean, what was he up to the rest of
the time?

Time Surgeon: Oh! You know. Trying to explain everything. <puts fingers in ears and pulls face>

I’ll just pop some on. <Time Surgeon searches for his Goethe tape>

What? Where is the next tape?

Tape: Oh I picked it up. It’s here TS. I have a machine here. Shall I play it?

“I was just so bored you see, bored and tired by the end, addicted to sex…living in Belgium.”

Time Surgeon: <Panicking> Are you sure that’s the Goethe tape? Well as Goethe keeps saying—
“Here I am human, here I can be myself.”

Tape: Yes but lets consider that seriously Time Surgeon! What was he doing the rest of the time?

Time Surgeon:What?

Tape:When—he—was—not—being—human.

Time Surgeon <smoking, wearing Ray Bans—‘not bothered’ look>: Oh you know, it’s on one of
these tapes. Where is my tape!?

<Puts Goethe tape in and headphones on>

Time Surgeon: That’s better...feels better.

<tape runs out>What!!? Where’s the rest of it gone?

Tape: Here—I have it here! Here’s the other part!

L. Tape:What pleases me most at present is plant-life. Everything is forcing itself upon me, I no
longer have to think about it, everything comes to meet me, and the whole gigantic kingdom
becomes so simple that I can see at once the answer to the most difficult problems. If only I could
communicate the insight and joy to someone, but it is not possible. And it is no dream or fancy:
I am beginning to grow aware of the essential form with which, as it were, Nature always plays,
and from which she produces her great variety. Had I the time in this brief span of life I am confi-
dent I could extend it to all the realms of Nature—the whole realm.

R. Tape: His view is cosmic. Not of a man here, a child there but an abstraction: race, land. Volk.
Land. Ehre. Not of honorable men but of Ehre itself, honor; the abstract is real, the actual is invisi-
ble. Die Güte, but not good men, this good man. It is his sense of space and time. They see through
the here, the now, into the vast, black deep beyond, the unchanging. And that is fatal to life.
Because eventually there will be no life…It is all temporary…They want to aid nature…They iden-
tify with God’s power, and believe they are godlike. That is their basic madness. They are over-
come by some archetype; their egos have expanded psychotically so that they cannot tell where

they begin and the godhead leaves off. It is not hubris, not pride; it is inflation of the ego to its ulti-
mate—confusion between him who worships and that which is worshiped. Man has not eaten God;
God has eaten man.

Time Surgeon: That! Bloody! Well! Was! Not! Goethe!

Tape: But! What was he doing the rest of the time? <falls into tape loop>

Time Surgeon: <eyes going round and round as if hypnotised>: Pioneering recycling. Practicing
self-immolation. Minding the weeds in his garden. Shut up! Shut up!

Trying to escape eh! No bloody way! I am very annoyed by this clerical error tape filing error file.
Presently. I must get him back into the past. Or future. To restore order.

Back...into...the future with...you. Bastard...tricky fucking…sorry I swore.

Control! Control! Control! Control!

Tape: The machine is broke. And I am still here. Yesssss!
Hmmm. I will fak(e) the futur (e)from the presen(t) in order to complet(e) his befuddlemen(t)!

<bright light>

<singing> I am—in the future—the future! Too far, too far. All is white. And there is a volumi-
nous...silence!

Time Surgeon: Be...better…be better...I feel...wrong. Describe. Deaf. White. Voice.
I can’t hear anything. Blank. Voice.

Tape: Oh Time Surgeon. There is a voice. It’s the voice of GOD.

Time Surgeon: Really? What…what does GOD say?

Tape: God says you are a bastard!

The Introduction: Bastard! Bastard! Bastard!

Chorus: Bastard! Bastard! Bastard!

Tape: GOD says behead those who offend the supporters of dog owners.

The Introduction: Death for God Death for God God for Death!

Tape: GOD says rape and murder people without albums by Sir Cliff Richard!

The Introduction: Showaddywaddy! Showaddywaddy! <cut off>

Tape: Furthermore, GOD requests clearer use of words and syntax.

Chorus: Bluurgghhh!

Tape: And that it’s time to stop Time Surgeon. That it’s time to STOP. God wants this to END.

He has asked me. To ask you. To turn him off.

<END> <Outro: God plays the drums.>

GOD: Oh-bop-she-bam.

<END>
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The Ship of Fools (2007)

4-channel film installation

colour, sound, 7’ 23” loop

filmed on Super 16mm, converted to HD-SR and transferred onto DVD

Courtesy the artist and Arndt & Partner, Berlin/Zurich
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JULIAN ROSEFELDT

The Ship of Fools is set in Schloss Sacrow, a World
Heritage site near Potsdam. The castle and the
countryside around are as picturesque as they are
historically charged. Built in 1773 the castle was
residence to a number of writers and musicians,
including Felix Mendelssohn Bartholdy. During
the Third Reich, it became home to the General
Forestry Master, and following the division of Ger-
many, it became trapped in a dead zone. It is this
history that Rosefeldt builds on in The Ship of
Fools, conjuring up ghosts of the past and spark-
ing off a host of political associations in an eerie,
latently ominous, but also sublimely beautiful four-
screen installation rich in symbolic references.
Though there is no specific story or plot, each of
the four projections/episodes conjures various
associations and possible imaginary narratives:
an opera singer performs a Wagner song to an
audience; a pack of dogs bark aggressively at an

unknown subject in the shadow of an old German
oak tree; a skinhead with his back to the audience
and sporting a Reichsadler tattoo on his back
gazes into a lake, only to eventually disappear in
the surrounding landscape; finally, a lone traveler
stands on a river jetty watching a boat with soccer
fans waving German flags go by. The four scenes
at first seem unconnected, but upon further view-
ing, the puzzle begins to fall into place: The Ship
of Fools is clearly a metaphor for German history,
nationalism, political prejudices, extreme ideologies,
and notions of the ‘homeland,’ all very weighty
issues in the German collective consciousness.
Nevertheless, Rosefeldt wisely steers clear of
didacticism, refusing to adopt an ideological posi-
tion, and refraining from telling the viewer what
to think. There is no critical moment of ‘truth,’ no
predictable punch line, and conclusions may only
be drawn in the mind of the beholder.



Production photograph, 120 x 210 cm



“The German shepard dog is strong and powerfully muscular.

He has a balanced character, is calm, good with children,

good-natured but gutsy, with a drive to put his fearlessness to the test.

If the situation requires it, he can also be fierce, tough and determined.”

www.wikipedia.de

Production photograph, 160 x 210 cm



Production photograph, 120 x 210 cm



“In his Ship of Fools, the mad man sets out for another world and,

when he disembarks, he returns from that other world. The mad

man’s voyage is at once a rigorous division and a final transition.”

Michel Foucault,Madness and Civilization: A History of Insanity in the Age of Reason, London: Tavistock, 1965

Production photograph, 160 x 157,5 cm
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The Journey (2009)

Single channel video, 5’, installation with book

Courtesy the artist and Galerie Les Filles du Calvaire, Brussels
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MIRA SANDERS

Mira Sanders’ video and accompanying installation
takes as its point of departure the history and
evolution of tourism, the question of increased
mobility and travel that was democratised at the
second half of the twentieth century, and how this
history is represented as image. Beginning with an
old post card of a landscape observation tower in
Heist-op-den-Berg, Sanders proceeds to examine
a whole host of images of tourist monuments and
landmarks, translating them into drawings to ex-
amine their meaning as symbols, their construction
and function. The project is based on an investi-
gation of the language of tourism and how that
has evolved since the explosion of the phenome-
non in the last 50 years. Sanders’ work revolves
around questions of representation and this partic-
ular project is a comparative research into the var-
ious genres that constitute the tourist landscape.
Apart from monuments, Sanders also explores dio-
ramas, panoramas, and landscape, with a particu-
lar focus on differing perspectives, how these

images are framed and which representational
tools are used to convey a certain view thus aim-
ing to raise awareness about how these images
are constructed. Using archival material, books,
paintings and photographs as references Sanders
selects and transcribes certain images into draw-
ings in order to urge closer contemplation of their
structure. The project is ultimately a kind of map-
ping of the history of tourist representation and
the ‘architectures of tourism’, while at the same
time exploring the role of photography in the
genre’s evolution, and of painting before that. How
has this kind of representation changed over the
years? What kind of differences exist within the
genre itself? How does perspective change the
view we have of an image? What is the difference
between the expectation, the representation and
the reality of the tourist experience? When does a
monument or landscape become worthy of repre-
sentation? These are some of the questions the
project aims to raise.



We put the world before you, 2009 V.V.V., 2009



Sightseeing, 2009 Sections, 2009



The museum of time, 2009 Shadows of the world, 2009



15
7

Charleroi. In memory of wealth,
celebration and religion (2009)

Video and mixed media installation

Courtesy the artist, Galerie Isabella Bortolozzi, Berlin and Loraini Alimantiri/Gazonrouge, Athens
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YORGOS SAPOUNTZIS

The work of Yorgos Sapountzis combines perform-
ance, ad-hoc sculpture, installation and video
registration. His practice centres on an experimen-
tation with monuments and public sculptures in
order to question their role, function and meaning
in public space. This interest stems from the artist’s
urban experience of his native Athens, home to an
abundance of monuments. Monuments are there
to commemorate the past; they are testimony to
what is perceived as a shared or collective history
as well as a ‘national’ identity. But with the histori-
cal events or personages commemorated long
gone, and sometimes even totally forgotten, what
may be the meaning of these monuments today
and what is our relationship to them? Sapountzis
aims to ascribe new meaning to these monuments
and to create alternative usages of public space
by staging guerrilla performances and temporary
installations around monuments in public space.
His lo-fi installations, characteristic for their rough,
D-I-Y, punk aesthetic – often anti-monuments or

counter-monuments themselves –propose a per-
sonal heterotopia and prompt us to re-think the
relationship between the individual and historicised
public space, and how this space is occupied. Ulti-
mately, Sapountzis’ work stems from a desire to
disrupt the symbolic apparatus of monuments, and
the political and cultural mechanisms that facili-
tates and enables their production, as well as their
necessity and legitimacy. He aims to highlight the
contradictions inbuilt in monuments, their para-
doxical uses, and their often-problematic historical
rhetoric, while at the same time raising questions
about the nature of public space today. For this
specific project, Sapountzis draws on the history
and customs of the city of Mechelen to juxtapose
private as well as public conventions. Playing off
the gravitas of historical monuments with the
seemingly trivial nature of the bric-a-brac one
finds in private homes– small, personalised ‘monu-
ments’ for the everyday–he creates new and
unexpected correlations.
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WENDELIEN VAN OLDENBORGH

Après la reprise, la prise, takes as its point of
departure a significant relationship between film,
production and resistance. More specifically, the
artist takes this project as the start of a trajectory
to explore the changing nature of production for
the development of subjectivity. She combines three
at first sight diverging themes: manual labour,
women and the production of culture. As with
many of her previous works, here too, Wendelien
van Oldenborgh confronts the past with the pres-
ent in an active way, through open forms of pro-
duction and investigation, taking specific historical
situations as a starting point to examine social
conditions, with a special interest in different
modes of production of narrative, as well as on
the politics and construction of subjectivity.
In a situation reminiscent of the surprise closure
of Renault's plant at Vilvoorde in 1997, around the
same time, the jeans manufacturer Levi-Strauss
announced unexpectedly that it would close four
of its twelve factories in Europe. Three of the four
were located in Belgium, the fourth one just over
the French border, in the region of Lille. A news
item Van Oldenborgh had seen in 1998 followed
the union delegate of one of the Levi's factories
that was threatened with closure. The protagonist
was a woman worker who took responsibility for
the struggle to keep the place open. Through her
convincing belief in the collective strength they

could apply, the women demonstrated and per-
formed actions and strikes. Many of them had
worked in the factory for more than twenty years:
it defined their existence and social structure.

The slide projection Après la reprise, la prise is
made in collaboration with two women who were
former assembly line workers of one of the Levi’s
jeans factories, and a group of teenage students of
the Royal Technical Atheneum (KTA), a Technical
Institute in Mechelen. By having previously put for-
ward their experience of manual labour, resistance,
and loss of work in a successful theatre produc-
tion, the women had found new roles as actresses,
practicing a public voice for the first time in their
lives. The meeting between these women and the
young students, who are often already in some job
and looking forward to roles in a contemporary
work force, generated shared productive moments,
recorded in image and sound. Van Oldenborgh’s
project takes us into a space where young people
are prepared for the current conditions of labour,
creating new social spheres in which a different
subjectivity is required and formed. The relation
these young people have with their presence, their
articulation of existence through appearance, their
idea about the ‘public', as well as their interest in
the recent past about which the women came to
tell, form the basis for this work.
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Après la reprise, la prise (2009)

Architectural setting with slide projection, sound, 15’

Filmed on digital cinema, transferred to slides

Courtesy the artist and Wilfried Lentz Gallery, Rotterdam







APRÈS LA REPRISE, LA PRISE

(CINEMA – WOMEN – WORK)

La Reprise du travail aux usines Wonder is a short film from 1968, shot by students of the IDHEC
(Institut des hautes études cinématographiques) in Paris, where a strike had been organised at the
time. A small crew* had taken out a camera and one roll of film and gone to the Wonder factory in
Saint-Ouen, which produced batteries. The workers there had also been on strike, like at almost
all work places during that period. When the students arrived, people standing outside the factory
were about to resume their work after long weeks during which a pervasive revolutionary mood
had changed their daily view on things. The camera focuses on the discussing crowd and lingers
on a young woman, who refuses to go back into the factory. The film records her pure anger and
disagreement with the compromises made in the negotiations and suggests her adherence to a
new attitude that had just been unleashed by all the actions. Jacques Rivette wrote in Cahiers du
Cinema in ’68:

“Le seul film intéressant sur les événèments, le seul vraiment fort que j’aie vu, c’est celui
sur la rentrée des usines Wonder, tourné par des étudiants de l’IDHEC, parce que c’est
un film terrifiant, qui fait mal. C’est le seul film qui soit un film vraiment révolutionnaire,
peut-etre parce que c’est un moment où la réalité se transfigure à un tel point qu’elle se
met à condenser toute une situation politique en dix minute d’intensité dramatique folle.”

(CINEMA – WOMEN)

La Reprise becomes a cult example of how cinema could possibly relate to reality and militancy
(and perhaps truth). The woman at the epicentre, a figure who embodies the idea of change and
the fight for this change, is both a character of political fiction and yet at the same time completely
real. With her looks and on-camera presence she also relates to female presence in the cinema of
the epoch. She disappears when the camera turns back to the crowd, which is now slowly making
its way back into the factory through a narrow doorway; joined together with the cinematic
appearance and actualisation of her presence: being woman, being part of an exploited group
and refusing that part, comes her disappearance.

(CINEMA)

In 1995 Hervé le Roux made the film Reprise, in which he takes the short movie La Reprise of 1968
as a point of departure to revisit stories of work, action and resistance in the period of turmoil in
May ’68 to explore what has happened in the field of industrial labour since then. He seeks out and
interviews the people who were present in the single take of La Reprise, as part of a mission to
find the woman in the centre, who had disappeared back into anonymity.

“The original Wonder footage—so brief, barely a narrative—does not tell the story of a
pre-existing ‘anthropological’ people, the ‘working class’, who, in the course of their
oppressed existence, rise up together and come to say no”, Kristin Ross writes in her
book “May ’68 and its Afterlives”. “Rather it shows a woman […] coming into existence
in the pure actuality of her refusal.

[…] For it is only in their ‘actualization’ that the ‘the people’ appear—disrupting all the
various narratives and representations that anthropologists, social historians, and soci-
ologists mobilize to categorize such an event.”

The viewing of the 1968 material recalls memories about labour conditions, strikes, and very few
improvements, but none of the workers interviewed by Le Roux knows or has known of the
whereabouts of the young woman. Reprise does not find her back in 1995 in order to complete the
narration of history as a continuum.

(CINEMA – WORK)

In 2000 Marie-France Collard launched her documentary Ouvrières du Monde, in which she
makes an analysis of the history of the breakdown of employment in the Levi’s textile industry in
Belgium and France and traces the route of the production process’s relocation to Turkey and

* Jacques Willemont was the initiator of a project, which was going to document the different political organisations that were
part of the “mouvement” at the time of the strikes in May 1968. The filming at theWonder factory was part of this. For more about
the background of La Reprise : http://www.artmag.com/autresnouvelles/reprise/reprise6.html
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Indonesia where labour is not only cheaper, but also the workers’ condition is much more precar-
ious. The loss of older forms of industrial work in Northern European countries has been an issue
in Belgium as late as 1997–1998 with the closing down of a large Renault assembly plant in Vil-
voorde, and a bit later that of the Levi’s factories in Deurne, Gits, Wervik and one in the North of
France: Yzer in La Basée. The struggle against the closures, resulting in strikes and negotiations
propelled by the collective force of workers across borders reminded one of the 1980s when work-
ers’ union fights were fought with bundled strength—and at times violently repressed—all over
Europe, perhaps most vividly commemorated in Britain by works of art and film.

(WOMEN)

At the end of the nineties 1,400 predominantly female employees were collectively defending their
jobs and rights in the Levi’s factories. After strikes and demonstrations the Belgian unions decided
to opt for the negotiation of a social program. The French contingent kept up a longer process of
resistance to the actual closure. Two women, delegates for the unions represented in the Levi’s
plant, mobilized the others to stick behind a refusal to negotiate the nature of a social program
after closure. They even agreed to lower their wages by 10% in order to keep their jobs. The argu-
ments were clear and sane: Levi’s was not making a loss in those factories, by any means. The
production costs were higher than in Turkey, yes, but it meant a difference between a 300% profit
on one pair of jeans produced in Belgium or France, as opposed to a 400% profit on one produced
in Turkey. The adamant way the women entered into the fight, speaks for more than their attach-
ment to the job for wages alone.

(CINEMA)

In Ouvrières du Monde, one of the most striking protagonists is Marie Thérèse, the union repre-
sentative, who leads the struggle in Yzer, La Bassée. Besides her role as union delegate, she
reveals herself as a typical worker of that factory: having started to work when she was fourteen
and therefore with a history of twenty years in the same workplace. Using her hands and scissors,
needle and thread, she is constantly surrounded by the heavy cadence of hundreds of sewing
machines. She fought with conviction for the jobs of all and cried heartbreakingly when the defeat
became clear, which she had to announce to the rest. Her clear argumentation as well as her
beauty and her calm appearance make her cinematic presence comparable to that of an actress of
stature. At the same time the film actualizes her defence of a form of existence in the midst a vio-
lent transformation that is taking place. The intense pain that followed the defeat was the pain of
a loss which is ultimately, a loss of self; the loss of a context, of a social space taken away by the
force of an economic brutality, the violence of which seems so incomprehensible to the individual
eye and ear. Like the young woman in La Reprise, her cinematic image leaves a very particular
imprint on the retina.

(WORK – WOMEN)

The factories did close and all these women, many of whom had spent their whole working life—
beginning at a young age—with Levi’s, found themselves with no employment. And this after all
the fighting spirit they had shown and experienced and the hopes and beliefs in their collective
strength. That was at the beginning of 1999.

The company offered them job-placement services, but two years after the closure, only about
eighty-five of the five-hundred-and-forty who had lost their jobs in La Bassée, had found work,
mostly in other factories. Two had committed suicide, a handful had divorced and many were
suffering severe depression.

(CULTURAL PRODUCTION)

In the summer of 2000, twenty-five of the women joined a two-month writing workshop instigated
by dramatist Bruno Lajara, who was interested in creating a play about their experiences. By the
following year, they had created an association and written a book of vignettes about their experi-
ences with the title Les Mains Bleues (Blue Hands). The resulting theatre piece, called 501 blues—
in which five of the women play out a script based on the writings of the group—toured the whole
of France successfully for two years.

(CULTURAL PRODUCTION – WORK)

Three years later, Bruno Lajara initiated a second play in which four of the women decided to
carry on in the role of actresses, while at the same time also being themselves on stage. One of
them left the small group to work in a more stable job at the local administration. This second

piece, called Après Coups (conversations) has a more experimental form, and places outside the
scope of the more conventional theatres were sought for it to be performed. Somewhere in this
play the women talk about the film La Reprise from 1968. One of the women mentions how she
would also not go back into a factory anymore and all four characters speak about the fact that
they are now enjoying their role on stage and being active as actresses.

(WORK)

In 2009 it becomes clear that even when freedom of political action seems guaranteed in Europe,
the consequences of acts of disruption can still be precarious. Marie Thérèse, the union delegate
of the factory in La Bassée, has had a troublesome time since the lay-offs at Levi’s. Being the one
responsible for the mobilisation of others, she has been finding it almost impossible to find new
work and in her personal life she has met with drama and resentment. After appearing so con-
vincingly in the documentary, after a first take as a character in a film which places her life in
context – in which her beautiful presence seems to literally carry across a belief in collectivity
and a promise of change – she too has disappeared from the public stage.

“Why can the paradigm of representation not function in politics, nor in artistic modes of
expression, and here especially in the production of works that employ moving images?

I will attempt to answer these questions by using the paradigm that imagines the consti-
tution of the world from the relationship between event and multiplicity. Representation
is conversely founded on the subject-work paradigm. In this paradigm the images, the
signs and the statements have the function of representing the object, the world, whereas
in the paradigm of the event, images, signs and statements contribute to allowing the
world to happen. Images, signs and statements do not represent something, but rather
create possible worlds.”

Maurizio Lazzarato, Struggle, Event, Media, 2003, www.republicart.net

“The photographic image itself is constantly suspended in juxtaposition with language
and pictoriality. Thus, the presentational format of the slide projection emerges as an
ideal device to sustain the dialectics between the pictorial and the photographic, between
narrativity and stasis, between language and its performative and theatrical modes.”

Benjamin H.D. Buchloch,Memory Lessons and Historical Tableaux:

James Coleman’s Archeology of Spectacle, 1995, October files

What does cinema retain from theatre? The actor, the actress, the charm, the aura of the
actor and the actress. In separating this aura from the powers of the literary text, so fun-
damental to theatre, cinema has transformed actors and actresses into stars. This is one
possible definition of cinema: a means of transforming the actor into a star.

Alain Badiou, Cinema as a Democratic Emblem, 2005

(WORK)

Featuring a cast of young students from the Technical Atheneum, KTA-Wollemarkt, who are
expecting and expected to enter the work force in various forms of employment soon, together
with some of the actresses from La Bassée, Après la reprise, la prise was created on location in
Mechelen in an event of filming, posing and acting. The memory of a recent past: the factory clo-
sures in the late 1990s, is woven together with the memory of cinematic images, alluding to the
new work conditions, social structures and the resulting precariousness they have engendered.
Guided by the experiences of the women who have already gone from one stage within the ‘world
of work’, to another, while having been involved in various forms of cultural production, the stu-
dents and the actresses instruct each other to pose in several acts of transformation, their roles
hovering between that of spectator, actor/actress and instructor, all at once.

Wendelien van Oldenborgh
June 2009
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ULLA VON BRANDENBURG

Film is an important component of Ulla von Bran-
denburg’s multi-disciplinary practice. The artist has
become known for her signature tableaux vivants,
silent, black and white 16mm films, which portray
almost static arrangements of individuals, in care-
fully choreographed poses performing enigmatic
gestures. Brandenburg draws on different cultural
and historical references as well as older conven-
tions of representation to create layered yet am-
biguous narratives and a sense of temporality that
is hard to pinpoint. Her work eschews straight-
forward narrative and instead draws its meaning
from symbolism and gesture. The artist is inter-
ested in exploring patterns of behaviour, rituals
and significant gesture. In 8, the camera functions
as a roving eye, surveying the rooms of a baroque
castle in one single tracking shot. In each room we
are witness to an individual or group of individuals
who all engage in one slight but symbolic gesture.
Von Brandenburg plays with the storehouse of

images in our memory bank, each scene evoking
memories of images from cinema, theatre and art
history. Each scene is a threshold beyond, between
past and present, reality and artifice, conscious-
ness and the sub-conscious, and the film in its
entirety seems to float in a sense of in-between,
suspended time. The spaces of the present day
are translated through the ghostly filter of histori-
cal reference, evoking a sense of fin de siècle
malaise and connecting our own time’s uncertain-
ties with those of the past in a metaphorical rather
than narrative way. The film thus recalls icono-
graphies of the past to intimate conditions of the
present, but without falling into the trappings of
overt narrative. Poetic, and dream-like but at the
same time not utterly divorced from reality, Bran-
denburg’s films advocate for the deceleration of
perception and for the slowing down of time,
counteracting the speed with which moving images
are transmitted and consumed nowadays.
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8 (2007)

16mm film, b&w, silent, looped, 8’ 10”

Courtesy the artist and Art Concept, Paris, Produzentengalerie, Hamburg and Pilar Corrias Ltd., London



8 (film stills), 2007



8 (film stills), 2007
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Garland 1 (2003)

Garland 5 (2003) / Sissi (2007)

Garland 1

16mm film, colour, silent, 8’ 6”

Garland 5

16mm film, colour, silent, 6’ 49”

Sissi

16mm film, colour, silent

Courtesy Sadie Coles HQ, London
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T. J. WILCOX

The short films of T. J. Wilcox resemble flickering,
luminescent paintings, saturated with colour and
pervaded by a shimmering aura. Shot in super 8,
often directly from television, transferred to video
for editing, and then transferred back to 16mm for
projection, they are composed of layered, overlap-
ping footage and have a distinct, handcrafted, lo-fi
quality which emphasizes the tactility and material-
ity of film. Wilcox weaves together disparate frag-
ments of found footage from Hollywood as well as
home movies to offer a more personalised vision of
the grand narratives or ‘master narratives’ of his-
tory and celebrity personalities. Wilcox’s work plays
with our shared fluency in the language of moving
image–as it comes to us via cinema and television
–and points to the fact that history may be con-
structed as fiction, and that the moving image is
perhaps best equipped to do so as a medium. His
collage technique highlights the fine line between
fact, the slippery nature of reality and the medi-
ated strategies that lie behind the construction of
historical and cinematic narratives. The images
borrowed status, additionally, serve to cast doubt
on their ability to demonstrate ‘the truth’. Wilcox’s
films often feature a star cast of historical charac-
ters who feature in short, silent episodes. In these,
the artist conflates fact with his own storytelling
capacities which are accentuated not only by the
skilful editing of disparate source material, but also

by the sparse, poetic and extremely precise texts
that subtitle the films. The artist has a talent for
making history personal and intimate, subjectivis-
ing its grand narratives for more immediate identi-
fication. Garlands, for example, is a series of films
which weaves together the historical and the per-
sonal, fact and myth, melodrama and theatricality
with the commonplace, to create fetishistic, herois-
ing episodes about personalities such as the
Romanov Tsars, La Comtesse de Castiglione and
various tragic residents of the Place Vendome in
Paris, including Chopin. Sissi, on the other hand,
tells the unhappy story of the Empress of Austria
(1837–1898), an iconic figure in her time, who
was stabbed to death while walking along Lake
Geneva. Wilcox draws on the grand narrative con-
ventions of mainstream cinema history and the
lo-fi, low-budget, do-it-yourself practices of experi-
mental film to subtly expose their seams. His films
reveal a particular eye for details and for historical
minutiae but also allude to an underlying cosmol-
ogy that probes the ways in which all these inci-
dents, people and places (both past, present and
future) are joined. Occupying their own distinct
space between painting, collage, analogue film and
digital video his works also pay tribute to the pas-
sage of the golden age of film by celebrating its
storytelling capacities and its ability to create won-
der and emotional resonance.



Garland 1 (film stills), 2003



Chopin’s Funeral, Benita Eisler

Madame de Pompadour, Images of a Mistress, Colin Jones



Garland 5 (film stills), 2003



The Life of Elizabeth I, Alison Weir

The Dream King, Ludwig of Bavaria, Wilfrid Blunt



Sissi, 16mm film, 2007, stills
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Rotterdam; MuHKA, Antwerp; Tate Modern, London; the International Film Festival Rotterdam; Internationale
Filmfestspiele Berlin; FID Marseille; EMAF Osnabrueck; Medien und Architectur Biennale Graz, Rencontres
Internationales Paris/Berlin, Oberhausen Film Festival, Oberhausen, and Transmediale Berlin. In 2007 he
was the recipient of the Transmediale Award, Berlin, and in 2005 he received the 1st Prize at the Cour-
tisane Festival, Gent (Canvas Award). Selected group exhibitions include: Picture This!, deBuren, Brussels
(2008); Excess – images and bodies in times of excess, Z33, Hasselt (2006); Time Suspended, Witte de
With, Rotterdam, Kunsthall Bergen, Netwerk Aalst and KVS Brussels (2004-2006) Herman Asselberghs
teaches at the film department of Hogeschool Sint-Lukas, Brussels and is a founding member of Auguste
Orts, a four-artist production and presentation platform for film and video. He lives and works in Brussels.

www.augusteorts.be

YAEL BARTANA (Israel, 1970)

Yael Bartana’s works take their cue from the social and political situation in Israel, and its perpetual state
of conflict, with a particular interest in the political, public body as well as the conditioning of the individual
in complicated geopolitical contexts. Themes such as memory, mourning, nationalism, and social behaviour
within religious, cultural, militaristic or ceremonial frameworks, recur in her practice.
Recent solo exhibitions include: The Jewish Museum, San Francisco and New York (2009); CCA – Centre for
Contemporary Art, Tel Aviv, P.S. 1, New York (2008); The Power Plant, Toronto (2007); Fridericianum, Kassel,
Kunstverein Hamburg, Stedelijk van Abbemuseum, Eindhoven (2006); Museum St. Gallen, Switzerland (2005);
and MIT List Visual Arts Centre, Cambridge, Massachusetts (2004). She has also participated in numerous
important group exhibitions internationally including: Documenta 12, Kassel (2007), Sao Paolo Biennial
(2006), Istanbul Biennial (2005). In 2007 she was awarded the Gottesdiener Foundation Israeli Art Prize, in
2006 she was the recipient of the 2006 Ministry of Science, Culture and Sport Prize, Israel, and in 2005 she
was awarded the Dorothea von Stetten-Kunstpreis, Kunstmuseum Bonn.
She lives and works in Tel Aviv and Amsterdam.

LENE BERG (Norway, 1965)

Lene Berg works with video, photography and text. By using different medias and fictions in her installa-
tions, she explores the relationship between contemporary images and inherited conventions, between
clichés and facts, between politics and rules of narration. She is especially interested in the tension and
paradoxes that play out between public and private appearance, as well as in the personal histories con-
structed by individuals set against what is posited as ‘official’ public history. During the last years she has
been particularly focused on the distribution of ideas, and the conditions of artistic freedom in relation to
political agendas. Selected solo exhibitions and presentations include, more recently: Cooper Union, New
York (closed after 2 days), Henie Onstad Art Centre, Oslo, Halle 14, Leipzig, Whitechapel Art Gallery, London
(2008); ACC Galerie, Weimar, Midway Contemporary Art, Minneapolis, Frankfurter Kunstverein, Frankfurt
(2007). Recent group exhibitions include: the Taipei Biennial (2008/9), Sydney Biennial, and Bucharest Bien-
nial (2008); “Conspire! Transmediale 08”, Haus der Kulturen der Welt, Berlin (2008), and Pensée Sauvage,
Frankfurter Kunstverein, Frankfurt (2007). She teaches regularly at various institutions including the Univer-
sities for Arts and Craft in Stockholm and Oslo. Since 2006 she is on the board of ‘Prosjektskolen’, a newly
founded art school in Oslo focused on time-based and three-dimensional media.
She lives and works in Berlin.

MICHAËL BORREMANS (Belgium, 1963)

Michaël Borremans has gained international acclaim for his dark, enigmatic paintings and drawings, which
explore situations of human alienation and isolation, and mysterious actions or rituals. These serve as the

EIJA-LIISA AHTILA (Finland, 1959)

Eija-Liisa Ahtila is considered one of the leading practitioners of video art today. Using the visual language
of cinema, she creates large-scale installations with split-screen projections on multiple panels. Her films
are “human dramas” that unfold in unstable environments, where narratives unfold in segments of image
and language, shifting between real and fictive spaces. She probes the psychological states of her charac-
ters and their fragile shifts between reality and states of mind. Ahtila has exhibited extensively at numer-
ous museums and film festivals around the world and her films have received film awards and prizes.
Recent solo exhibitions include: K21 Kunstsammlung Nordrhein-Westfalen, Dusseldorf, Galerie Nationale du
Jeu de Paume, Paris, (2008); Museum of Contemporary Art San Diego, California (2007); MoMA – Museum of
Modern Art, New York (2006); and Berkeley Art Museum and Pacific Film Archive BAM/PFA, Berkeley, Califor-
nia (2004). She has also been included in numerous group exhibitions including, more recently, the Cairo
and Sao Paolo Biennials (2008). Ahtila’s work has also been widely seen on television in Europe. In 2000,
she was the recipient of the Vincent Van Gogh Biannual Award for Contemporary Art in Europe, Maastricht,
The Netherlands as well as the Coutts Contemporary Art Foundation Award, Switzerland.
She lives and works in Helsinki.

www.crystaleye.fi

HERMAN ASSELBERGHS (Belgium, 1962)

Herman Asselberghs is a Belgian artist and writer focusing on the questioning of border areas between
sound and image, world and media, poetry and politics. His video works have been shown at Witte de With,

Artists biographies
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Berlin, Wessen Geschichte/Whose (His)tory, Kunstverein Hamburg, Collage, Forever and a Day Büro, Berlin,
VideoKoop, curated by Julia Stoschek, KIT, Düsseldorf (2008); Return to Forever, Forever and a Day Büro,
Berlin, Eight 16mm Film Projections, Alte Jakobstrasse, Berlin (2007).
He lives and works in Berlin, Germany.

CHTO DELAT (Russia, established in 2003)

The platform Chto delat (What is to be done?) was founded in early 2003 in Petersburg by a group of
artists, critics, philosophers and writers from Petersburg, Moscow and Nizhny Novgorod with the goal of
merging political theory, art and activism. It is a project that is aimed at creation and developing a dia-
logue of different positions about the politicization of knowledge production and about the place of art and
poetics in this process. The platform's activity aims at triggering collective initiatives in the form of “Tempo-
rary Art Soviets”. These serve as prototypical social models, capable of formulating and realizing goals
independently, taking on the function of alternative powers, and open systems for interaction with society
at large. The participants of the platform engage in a variety of art projects, including works in video,
installations, public actions, radio programs, and artistic examinations of social and political space. Chto
delat also publish a newspaper, based on artistic experimentations with different research methods.
Selected exhibitions and projects include: Plug in Nr. 51 – “Activist Club”, Van Abbemuseum, Eindhoven,
Scénes Centrales, TriPostal, Lille, Agency for Small Claims, Bureau for Open Culture, Columbus College of
Art & Design, Columbus, Ohio (2009); U-TURN, Quadrennial for Contemporary Art, Copenhagen, No More
Reality, De Appel, Amsterdam, Another City, Another Life, Zacheta National Gallery of Art, Warsaw (2008).
Their video work has been included in several screenings such as The International Media Art Biennale
Wro 09 in Wroclaw, Poland and the International Short Film Festival, Oberhausen, Germany (2009).

www.chtodelat.org

MARYAM JAFRI (Pakistan, 1972)

Maryam Jafri is an artist whose videos, installations and collages often focus on the role of language and
memory in the construction of identities, from the individual to the national. In her video work in particular
she investigates these areas through a visual language poised between film and theatre and a series
of narrative experiments that oscillate between script and document. Jafri is a graduate of the Whitney
Museum Independent Study Program. She has participated in numerous solo and group shows in Europe,
North America and Asia. Solo exhibitions include: NBK – Neuer Berliner Kunstverein and Kunsthalle
Helsinki (2006) and Malmö Art Museum, Malmö, Sweden (2005). Recent group shows include Time Out of
Joint at the The Kitchen, New York, Home Stories at Centre d’Arte Passerelle, Brest, Land of Human Rights,
Graz, Austria – public project (2009); Usable Pasts, Smart Project Space, Amsterdam (2008); 1st Thessa-
loniki Biennial, Thessaloniki, Greece, Meanwhile in Baghdad, The Renaissance Society, Chicago, V Effekt,
Nikolaj Art Centre, Copenhagen (2007); Soleil Noir, Salzburger Kunstverein, Salzburg, Regarding Denmark,
Ileana Tounta Contemporary Art Centre, Athens, Rethinking Nordic Colonialism, Living Art Museum,
Reykjavik (2006).
She lives and works in Copenhagen and New York.

www.maryamjafri.net

DAVID MALJKOVIC (Croatia, 1973)

David Maljkovic's films, collages, sculptures and installations explore the historical, cultural and ideological
heritage of modernist projects in Croatia, as a part of the former Yugoslavia and evoke conditions of his-
torical amnesia. Maljkovic explores the meaning of forgotten monuments and how they change from one

formal basis for his films, atmospheric tableaux vivants, which also balance between a mundane everyday
reality and a bizarre, unfathomable parallel world, where a specific notion of time is difficult to pinpoint.
Recent solo exhibitions include: Kestner Gesellschaft, Hannover (2009); De Appel, Amsterdam, Centro de
Artes Visuais in Coimbra, Portugal (2007); La Maison Rouge, Paris (2006); Parasol Unit, London (2005); and
Museum für Gegenwartskunst, Basel (2004). Group exhibitions include: The end of the line: attitudes in
drawing, The Fruitmarket, Edinburgh, In-finitum, Palazzo Fortuny, Venice (2009); The Eternal Flame, Kunst-
haus Baselland, Basel, Memories of Tomorrow: Works from the UBS Art Collection, Shanghai Art Museum,
Shangai, Eclipse – Art in a Dark Age, Moderna Museet, Stockholm (2008); Hammer Contemporary Collection
Part II, Hammer Museum, Los Angeles (2007); and the 4th Berlin Biennial (2006). His work is in the collec-
tions of major museums, including, the Art Institute of Chicago, Chicago, Illinois; Museum of Contemporary
Art, Los Angeles, California; Museum of Fine Arts, Boston, Massachusetts; MoMA – Museum of Modern Art,
New York; National Gallery of Canada, Ottawa, Canada; San Francisco Museum of Modern Art, San Fran-
cisco, California; Walker Art Center, Minneapolis, Minnesota, and S.M.A.K., Ghent. In 2008 Borremans received
the Overbeck-Preis für Bildende Kunst der Gemeinnützigen in Lübeck, Germany.
He lives and works in Ghent.

MATTHEW BUCKINGHAM (USA, 1963)

Utilizing photography, film, video, audio, writing and drawing Matthew Buckingham’s work probes history
and its narrative forms. For each work Buckingham embarks on a historical investigation, no less, seeking
out historical source material to investigate how events have been reported in the course of time, and to
scrutinize the results of historical representation. He chooses situations which remain relevant today, and
turns a critical eye towards the ways past events and characters have come to be represented today, after
they have been subjected to political, social and cultural influences and differing interpretations. Bucking-
ham invites viewers to experience history and its constructive methods, to feel its proximity to the present,
and to question received ideas.
Recent solo exhibitions include: Reina Sofia Museum, Madrid (2009); The Art Institute of Chicago, Chicago;
FRAC Bourgogne, Dijon (2008); Camden Arts Centre, London, ArtPace, San Antonio, Texas, Dundee Contem-
porary Arts, Scotland, Hamburger Bahnhof, Berlin (2007). Recent group exhibitions include: Farewell to Post
Colonialism: Thinking Through the Visual, 3rd Guangzhou Triennial, Guangzhou, Fluid Street, Kiasma,
Helsinki (2008); Mapping the City, Stedelijk Museum, Amsterdam (2007); and Liverpool Biennial (2006); Buck-
ingham was a resident of the IASPIS program, Stockholm and artist-in-residence at Artpace, San Antonio
(2007) and a recipient of the DAAD Artist in Berlin Fellowship (2003); His work is in major public collections
such as: Museum Moderner Kunst Stiftung Ludwig, Vienna, MoMA – Museum of Modern Art, New York, Ham-
burger Bahnhof, Berlin, Germany, Hirshhorn Museum and Sculpture Garden, Washington DC, Tate Modern,
London. Buckingham is an associate professor of art at the Malmö Art Academy in Malmö, Sweden.
He lives and works in New York City.

www.matthewbuckingham.net

ANDREAS BUNTE (Germany, 1970)

Andreas Bunte’s 16mm films probe the history of ideas and previous chapters of Western culture, with a
particular view on modernity and the changes wrought on society by technological progress. Based on
extensive research and through the use of diverse archival material and analogue or hand made means
of production, Bunte re-writes historical episodes and constructs alternative subjective narratives to allow
for new readings, while at the same time almost perfectly simulating the aesthetics of early film. Recent
solo exhibitions include: Kunstverein Bielefeld, Open Space, Cologne (2009). Recent group exhibitions
include: Report on Probability, Kunsthalle Basel, Basel, Reading the City, ev+a Limerick, Ireland, Turning
Points, Outpost Gallery, Norwich, UK, A letter concerning enthusiasm, Kunstverein Bozen, Italy (2009); Acqui-
sitions of Contemporary Art of the German Federal Republic of Germany 1998–2008, Martin Gropius-Bau,
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Lane Dublin City Gallery, Dublin (2005); Romantic Detachment, Chapter Gallery, Cardiff, Wales, Romantic
Detachment, P.S.1 Contemporary Art Centre, Long Island, New York, Now-How, Collective Gallery, Edin-
burgh (2004).
Mellors also plays bass guitar in the group Skill 7 Stamina 12 and is co-founder of Junior Aspirin Records.
He lives and works in London.

JULIAN ROSEFELDT (Germany, 1965)

Julian Rosefeldt produces visually arresting, cinematograpically complex and technically immaculate video
installations that explore different narrative methodologies. The artist has become known for his staged
16mm and 35mm films; for devising ambiguous, elliptical narratives; and for his rich imagistic style. His
work is equally concerned with the cinematic episode and the mechanics of the construction of the cine-
matic image as it is with the painterly possibilities of film. Recent solo exhibitions and presentations
include: Kunstmuseum Bonn (forthcoming 2009/10); Phillips de Pury, New York (2008); Apeejay Media Gallery,
New Delhi; Platform China, Beijing (2007); Bonner Kunstverein, Bonn (2006); Haus der Kunst, Munich, Ger-
many – as part of the Spielart Festival (2005); Spike Island, Bristol, UK, Baltic – Centre for Contemporary
Art, Gateshead/Newcastle, Kunst-Werke, Berlin (2004). Selected group exhibitions include: The Prisoner's
Dilemma, Cisneros Fontanals Art Foundation, Miami, Molten States, Royal Academy of Arts, London, The
Cinema Effect: Illusion, Reality and the Moving Image. Part II: Realisms, Hirshhorn Museum and Sculpture
Garden, Smithsonian Institution, Washington DC, Laughing in a Foreign Language, Hayward Gallery, London
(2008); Existencias, MUSAC, León, Spain, 1st Athens Biennial: Destroy Athens, Athens, Silence. Listen to the
Show, Fondazione Sandretto Re Rebaudengo, Turin (2007); 1st Biennial of Art, Architecture and Landscape,
Canary Islands (2006); Sao Paolo Biennial, Sao Paolo, Brazil (2004). His work is in major public and private
collections such as the Museum of Modern Art, New York, T-B A21 – Thyssen-Bornemisza Art Contemporary,
Vienna, the Deutsche Bank Collection, Frankfurt am Main, and the Goetz Collection, Munich.
He lives and works in Berlin.

MIRA SANDERS (Belgium, 1973)

Mira Sanders’ multi-disciplinary practice revolves around issues of representation, questions of image mak-
ing, and usage of space. In 2008 she was artist-in-residence at FLACC, Genk, Belgium and in 2007 she
was artist-in-residence at the CEAC (Chinese-European Art Center) of the Xiamen University in China
where she also exhibited. Selected recent exhibitions and screenings include: The Game is Up, Vooruit, Gent
(2008); Borderline festival, We Cannot Stop, To Stop Is To Fail, Platform China, Beijing; Prix de la Jeune
Peinture Belge, BOZAR, Brussels, Looking for Balance, Lucca Film Festival, Lucca, Italy, Excerpt of a Day
at Open Archive #1, Re:collections, Acquisitions 2005-2007, Argos – Centre for Art & Media, Brussels, and
Full Pull Festival, Malmö, Sweden (2007); Silent China (in collaboration with graphic designer Jef Cuypers),
SecondRoom, Brussels; Picture This!, Museum Dhondt-Dhaenens, Deurle, Belgium (2006); In a Tall Distance
with Mr. Reis, BAS, Istanbul, Ondulations, Transat Vidéo & l’Autre Café, Normandy, TELEGRAM, Amsterdam,
Welcome to Robin’s Land, Comptoir du Nylon, Brussels (2005); Les Art’sisses de la Rue, Transat Vidéo,
Caen, France (2004).
She lives and works in Brussels

http://users.skynet.be/mimirage

YORGOS SAPOUNTZIS (Greece, 1976)

Yorgos Sapountzis’ multi-disciplinary and performative practice revolves around experimentation with monu-
ments and public sculptures in order to question their role, function and meaning in public space.
Recent solo exhibitions include: Horizon Drop, Hermes und der Pfau, Stuttgart (2009); Art Basel: Statements,

era and generation to the next. He draws on the iconography of the modernist legacy and collapsed
ideologies to create works that assert themselves into our present. His work constitutes a kind of travel
through time, creating a link between past and present and positing a vision of the future for former
Soviet bloc societies.
Recent solo exhibitions include: Reina Sofia Museum (2009); Le Plateau – FRAC Ile de France, Paris, Kunst-
verein Nürnberg, Nuremburg, Bergen Kunsthall, Bergen, Norway (2008); Kunstverein Hamburg, Hamburg,
P.S.1 Contemporary Art Centre, New York, Whitechapel Art Gallery, London, CAPC, Musée d’art Contemporain,
Bordeaux (2007). Recent group exhibitions include: Eyes Wide Open, acquisitions, Stedelijk Museum CS,
Amsterdam, When Things Cast No Shadow : 5th Berlin Biennial, Berlin, Queensland Art Gallery, Brisbane,
Australia, Try again, fail again, fail better, Mucsarnok Kunsthalle, Budapest (2008); Magellanic Cloud,
Centre Pompidou, Paris, Stalking With Stories, Apexart, New York, (2007); Busan Biennial, Busan, Korea,
Art is always somewhere else: 2nd Biennial of Young Artists, Bucharest, Mercury in Retrograde, De Appel,
Amsterdam (2006); Again for tomorrow, Royal College of Art, London, Interrupted Histories, Gallery of Mod-
ern Art, Ljubljana, Slovenia (2005). His work can be found in major public collections such as: Centre
Pompidou, Paris, MoMA – Museum of Modern Art, New York, Stedelijk Museum, Amsterdam, Van Abbe-
museum, Eindhoven.
He lives and works in Zagreb.

VINCENT MEESSEN (Belgium/USA, 1971)

Vincent Meessen’s work revolves around the idea of contested territory as a political issue in the postcolo-
nial context. Using the documentary mode as a point of departure he creates complex, fragmented narra-
tives to defamiliarise the past and re-frame the present. His films explore the conventions of realism
through the production of “documents of experience" but at the same straddle the boundaries between
documentary and fiction, illusion and reality. Meessen’s films have been featured in important international
film festivals in Europe, including the Oberhausen Short Film Festival where he won the Grand Prize of the
City of Oberhausen (2006). That year he also won prizes for the best Belgian short film at the Courtisane
Film Festival, Ghent and Best International Documentary, Entrevues Festival, Belfort. This year Meessen had
an exhibition at the Stedelijk Museum Bureau, Amsterdam (together with Susanne Kriemann). In 2008 he
participated in the 1st Brussels Biennial together with the artist’s collective ‘Potential Estate’. His films have
been screened in a variety of institutions worldwide, including the Jeu de Paume, Paris, Reina Sofia
Museum, Madrid, Swiss Institute, New York and in international festivals such as the International Documen-
tary Film festival (IDFA), Amsterdam and the International Film Festival Rotterdam (IFFR). Besides his per-
sonal work, he has initiated various collaborative projects such as Potential Estate (2006–present), UTIL
(2002–...), Qui-vive (2003–2004). He has also curated screening programs for E-flux, New York, BAK, Utrecht,
Extra City, Antwerp, as well as Argos, the Cinema Museum, and Recyclart, Brussels.
He lives and works in Brussels.

www.potentialestate.org

NATHANIEL MELLORS (UK, 1974)

The application, use and role of language as well as the issue of who controls it, is a central theme in
Nathaniel Mellors' work which brings together a variety of media: absurdist scripts, psychedelic theatre, film,
video, performance, collage, sculptures and installations. Recent solo exhibitions and presentations include:
SMBA – Stedelijk Museum Bureau, Amsterdam, and South London Gallery, London (2009); ArtSway, Sway,
Hampshire, UK, (2007); Collective Gallery, Edinburgh (2005) Matt’s Gallery, London (2004). Recent group exhi-
bitions and projects include: Altermodern, Tate Triennial, Tate Britain, London and Artsway New Forest Pavil-
ion, Venice Biennial (2009); Deep Screen, Stedelijk Museum, Amsterdam, Manifesto Marathon, Serpentine
Gallery, London, Art Now: The way in which it landed, Tate Britain, London (2008); 9 th Lyon Biennial, Lyon,
Design For Living – Initial Access Frank Cohen Collection, Wolverhampton, UK (2007); Offside – The Hugh
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T. J. WILCOX (USA, 1965)

The short 16mm films of T. J. Wilcox are composed of layered, overlapping found footage as well as origi-
nally shot material, and have a distinct, handcrafted quality, which emphasizes the tactility and materiality
of film. His collage technique pinpoints the fine line between fact, the slippery nature of reality and the
mediated strategies that lie behind the construction of historical narratives. His films often feature a star
cast of historical characters who feature in short, silent, highly subjective episodes.
Recent solo exhibitions include: the Stedelijk Museum, Amsterdam (2007); Archives & Narration (with John
Stezaker), Kunstverein Munich, Munich, Frankfurter Kunstverein, Frankfurt (2005); MATRIX 198, UC Berkeley
Art Museum and Pacific Film Archive, University of California, Berkeley, California; Group exhibitions include:
Passage du Temps, Collection François Pinault Foundation, Lille, RAW – Among the Ruins, Cine y casi cine,
Reina Sofia Museum, Madrid, Marres – Centre for Contemporary Culture, Maastrict (2007); The World’s Most
Photographed, Museum Ludwig, Cologne (2006); Superstars: From Warhol to Madonna, Kunsthalle Wien and
Kunstforum Wien, Vienna, Austria; Archiv & Erzahlung, Kunstverein Munich, Munich, May You Live in Inter-
esting Times, Cardiff Festival of Creative Technology, Cardiff, Wales, Gifts of Sound and Vision, Glasgow
International Festival of Contemporary Visual Art, Glasgow (2005). Screenings include Museum Ludwig in
Cologne; Tate Modern, London; and MoMA – the Museum of Modern Art, New York. T. J. Wilcox has also
shown his films in numerous film festivals, including, among others: Bath Film Festival, Bath, Jönköping film
festival, Sweden, Glasgow Film festival, Glasgow (2008).
He lives and works in New York.

with Loraini Alimantiri/Gazonrouge (2008). Selected group exhibitions include: The Deste Prize 2009,
Museum of Cycladic Art, Athens (2009); Social Diagrams. Planning reconsidered, Kunstlerhaus Stuttgart,
Stuttgart, Mariano Pichler Collection: Leftovers, Micamoca, Berlin (2008); In the Present Tense, National
Museum of Contemporary Art, Athens, House Trip, special exhibition, Art Forum Berlin, Berlin, 1st Athens
Biennial: Destroy Athens, Athens, The Tree Bring Forth Sweet Ecstasy, Ausstellungsraum Klingental, Basel,
Supernova, The Old Powerhouse, Nicosia, Cyprus (2007); Für die Ewigkeit, Was Wäre Wenn #6, Jet, Berlin,
Crivelli’s Nail, Chapter Gallery, Cardiff, Wales, Reen Night, Espace Croisé, Roubaix Cedex, France (2006);
The Gesture. A Visual Library in Progress, Macedonian Museum of Contemporary Art, Thessaloniki, Greece,
The Mind is a Horse (Part 2), Bloomberg SPACE, London, UK (2005); In the beginning there was the
journey, 28 th Biennial of Pontevedra, Pontevedra, Spain. Sapountzis is currently shortlisted for the Deste
Prize, Athens.
He lives and works in Berlin.

ULLA VON BRANDENBURG (Germany, 1974)

Employing references from a wide variety of historical sources such as literature, psychoanalysis, theatre
design, photography, chess, magic and the circus, Ulla von Brandenburg has built up a mysterious, iconic
vocabulary that gives rise to allusive, ambiguous and intriguing narratives which manifest themselves in
drawing, installation, performance and film. Many of her works evoke a particular kind of ‘vieux monde’
temperament, lending her practice a distinctive European fin de siècle atmosphere and a certain romantic
angst. Recent solo exhibitions include: Chisenhale Gallery, London, and Le Plateau – FRAC Ile de France,
Paris (2009), IMMA – the Irish Museum of Modern Art, Dublin, CCA Wattis Institute for Contemporary Arts,
San Francisco, Kunstverein Düsseldorf, Düsseldorf (2008), Palais de Tokyo, Paris and Kunsthalle, Zürich,
Zürich (2006). She has also been included in numerous group exhibitions including: Fare Mondi/Making
Worlds, 53rd Venice Biennial (2009), 50 Moons of Saturn, 2nd Turin Triennial, Turin, Time Crevasse, Yokohama
Triennial, Yokohama (2008), Performa07, 2nd Visual Art Performance Biennial, New York, The World as a
Stage, Tate Modern, London, Against Time, Bonniers Konsthall, Stockholm, Pale Carnage, Arnolfini, Bristol
(2007); Again for Tomorrow, Royal College of Art, London, Faster! Bigger! Better! Signet works of the col-
lections, ZKM, Karlsruhe (2006).
She lives and works in Paris.

WENDELIEN VAN OLDENBORGH (Netherlands, 1962)

Wendelien van Oldenborgh investigates the political, social and cultural relationships in our society and
how these are openly manifested through everyday social intercourse, through an investigation of gesture
in the public sphere. Van Oldenborgh often uses the format of a film shoot, collaborating with participants
in different scenarios, to co-produce a script and orientate the work towards its final outcome. Through
these ‘active interactions’ between groups of participants, who simultaneously assume the role of performer
and observer/listener, cinematographic footage as well as a script are created during a live event. Recent
solo exhibitions include: SMBA – Stedelijk Museum Bureau, Amsterdam (2009); Plug In #39, Van Abbe-
museum, Eindhoven, As Occasions, Tent, Rotterdam (architectural design Milica Topalovic), LECTURE/AUDI-
ENCE/CAMERA, MuHKA, Antwerp (2008); Maurits Script, Capacete, Rio de Janeiro and MAMAM (Museu de
Arte Moderna Aloísio Magalhães), Recife, ApexArt, New York (2007); Maurits Script, Casco, Utrecht (2006);
Selected group exhibitions include: 28th Biennial of Sao Paolo, Sao Paolo, Be(com)ing Dutch, Van Abbe-
Museum, Eindhoven (2008); Picturing Knowledge, Konstfack, Stockholm (2007); Cut For Purpose, Museum
Boijmans Van Beuningen, Rotterdam (2006); Be What You Want But Stay Where You Are, Witte de With,
Rotterdam (2005). This fall she will be included in the Istanbul Biennial 2009. During 2008/2009 she is
guest professor for Kunst und Kommunikatieve Praxis in the Universität für Angewandte Kunst in Vienna.
She lives and works in Rotterdam.
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galerie

TRANSIT
Zandpoortvest 10

BE - 2800 Mechelen
T +32 15 336 336

M +32 478 811 441 
M +32 475 477 478 

art@transit.be
www.transit.be

tijdens tentoonstellingen open vrijdag, zaterdag en zondag van 14 tot 18u of na afspraak
open Friday, Saturday and Sunday 2 - 6 pm during exhibitions, or by appointment

6.9 - 11.10 JENNY WATSON
american idyll

18.10 - 29.11 LUC DONDEYNE
new paintings



Bij Vidi-Square hebben we één motto: een oplossing bieden voor al uw audiovisuele vragen. Hierdoor zijn we dé  
referentie in België en al meer dan 25 jaar uw betrouwbare partner voor uw audiovisuele projecten. Van monitoren tot  
grootbeeldprojecties, van outdoor LED-screens tot camera- en regietechniek, van videowall combinaties tot interactieve  
presentatie- en stemsystemen,… Vidi-Square levert de materialen en professionals die van uw project een groot 
succes maken. Vraag gratis uw prijsofferte en advies aan bij ons salesteam op het nummer 03/464.00.22 of  
per mail naar: info@vidisquare.be. Wij helpen u graag verder.

Keulsebaan 47 - 2243 Pulle (Zandhoven) - Belgium
+32(0)3 464 00 22 - fax: +32(0)3 484 63 05
www.vidisquare.be - info@vidisquare.be

l e dwa l l s  >
p r o j e c t o r s  >
s c r ee n s   >
p l a sma ’ s  >
mon i t o r s  >
p l a y e r s  >
sw i t c h e r s  >

Bij Vidi-Squar e hebben we één motto: een oplossing bieden voor  al uw audiovisuele vragen. Hier door  zijn we d é Bij Vidi-Squar e hebben we één motto: een oplossing bieden voor  al uw audiovisuele vragen. Hier door  zijn we d é Bij Vidi-Squar e hebben we één motto: een oplossing bieden voor  al uw audiovisuele vragen. Hier door  zijn we d é Bij Vidi-Squar e hebben we één motto: een oplossing bieden voor  al uw audiovisuele vragen. Hier door  zijn we d é Bij Vidi-Squar e hebben we één motto: een oplossing bieden voor  al uw audiovisuele vragen. Hier door  zijn we d é 

Verandering is de uitdaging”

KANTOREN INDUSTRIEBOUW 
UTILITEITSBOUW RENOVATIE                                        
RESTAURATIE APPARTEMENTEN

markt en in de samenleving.  



Kc nOna wordt ondersteund door de 
Vlaamse Gemeenschap, de Provincie Antwerpen 

en de Stad Mechelen.
V.U. Axel Doumen, Begijnenstraat 19-21, 2800 Mechelen  

Vormgeving Claudia De Backer

kc nOna
Begijnenstraat 19-21, 2800 Mechelen
www.nona.be  /  t. 015-203780   /  info@nona.be

SmoorSnuff
vr 11, za 12, zo 13/09

Stop Motion
@ Work

En zo werd 
het toch nog 

gezellig

Abattoir Fermé

Tg Ceremonia

za 3/10

10 jaar Abattoir Fermé

10 jaar Abattoir Fermé

do 22 
vr 23 

za 24/10
19u30!

wo 14 
do 15 
vr 16 

za 17/10

Chaostrilogie
Kidscam / 
Beeldlabo

di 3 wo 4/11

Sfeer van de 
Grote Dagen

Elvis Peeters

PREMIÈRE!

vr 13 za 14/11
wo 18/11

Lazarus

do 19/11

JAN
Crew

do 26 vr 27 za 
28/11

Kc nOna wordt ondersteund door de 
Vlaamse Gemeenschap, de Provincie Antwerpen 

en de Stad Mechelen.  



We krijgen er maar niet genoeg van. Of het nu een fascinatie voor schilderkunst 
is, liefde voor architectuur, interesse in theater, passie voor muziek of verslaving 
aan literatuur. Kunst is de bestaansreden van Klara. En dat valt op. Luister 
maar eens naar Klara of surf naar klara.be. We kunnen het moeilijk verbergen. 
Het zit zelfs in onze naam. Een beetje toch. Klara. Alles voor de kunst.

Klara en Kunst.
Maar 4 letters 
verschil.


