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95 Context, 
Captions and 
Clarification: 
AMVK on pages 
1- 94

Anne-Mie Van Kerckhoven works, and 
even thinks, in four languages: English, 
Flemish, French, and German. This 
publication consists of Van Kerckhoven’s 
graphic and textual work, which resides 
more appropriately in this publication 
than in its corresponding exhibition. 

The following section consists of 
captions and translations of the facsimile 
material appearing on the preceding 
pages, which have been embedded into 
an excerpted transcription of an audio 
recording in which Van Kerckhoven 
responds to the contents, page-by-page. 
The recording took place in her studio in 
Antwerp, on 19 March 2015.

DE
Anne-Mie Van Kerckhoven works, and 

even thinks, in four languages: English, 
Flemish, French, and German. This 
publication consists of Van Kerckhoven’s 
graphic and textual work, which resides 
more appropriately in this publication 
than in its corresponding exhibition. 

The following section consists of 
captions and translations of the facsimile 
material appearing on the preceding 
pages, which have been embedded into 
an excerpted transcription of an audio 
recording in which Van Kerckhoven 
responds to the contents, page-by-page. 
The recording took place in her studio in 
Antwerp, on 19 March 2015.

1 Drawing has always been 
an important part of my practice, and I 
have made at least one drawing every 
day since the 1970s. This drawing, which 
I called Personen und Handlungen, or 
People and Actions, is a work I made 
in 1981 for Der Neger in Frankfurt. The 
imagery and concepts that appear were 
floating in my head, and I drew them 
together like a comic strip or a doodle—
in frames that follow each other. The 
arrows signal a direction.

At that time, I was often working in 
this manner. It’s a system, which I’ve 
employed, and often written about, to 
bring various elements onto a page, 
spontaneously. Each element in this 
drawing has a number to show what 
came first, second, third—an order 
of appearance, and experience. They 
overlap to further underscore their or-
der, and to stress that these 12 points 
of interest and levels of attention ap-
pear simultaneously.

Personen und Handlungen, 1981, 
ink & felt tip on paper, 21,4 x 33,3 cm, 
drawing, property of the artist

2 This optical pattern was pro-
duced as a background, which I used 
in my Komfort Uber Alles pamphlet. The 
final was offset-printed, but the graphic 
layout was produced using a photocopy 
machine. At the time, I couldn’t afford 
to use anything else, and this aesthetic 
reflects that of the noise music I was 
involved in at that time.

Raster Mecanorma, 1978

3 -  4 =BASIC was the second 
exhibition I made in 1980. At that time, 
there was almost nowhere to exhibit my 
work in Belgium. I made my first com-
puter animation a few years before in 
1977 and ‘BASIC’ was one of the first 
computer languages so I chose =BASIC 
as the title. I installed an array of Plexiglas 
sheets in the space, painted with words, 
symbols, signs,.I used black lights too, 
which made the texts appear to float in 
mid-air. 

It was not an ‘art show’, but an in-
stallation. It was a thinking machine—an 
idea you could enter.

=BASIC, 1980, Art Something, 
Amsterdam, NL, installation, photo-
graph: AMVK

5 -7 I made all of these drawings 
before I started working with Plexiglas 
and installation. I was making them for 
years, but then I developed an urge 
to take what was going on in these 
drawings and put it into space, in three 
dimensions, as installations. You can see 
them as mind maps, environments, and 
animations of thoughts. 

I sometimes get beset by too many 
thoughts. insights, and experiences 
stored in my brain. Here you can see 
how machines and machinery intrigue me 
more and more. It’s a logical evolution 
towards a machine-like registration of 
reality, and all that we experience during 
the day.

Juk, 1976, ink on paper,  
36 x 27 cm, drawing, property of 
Miss Deboever

Onduidelijke Bewegingen, 1977, 
felt tip on paper, 36 x 26,8 cm, 
drawing, property of the artist

Verschillende Ontwikkelingen, 
1977, ink on paper, 31,5 x 24,5, 
drawing, property of the artist

4 Machine-componenten, 1976, 
ink on paper, 36 x 27 cm, drawing, 
property of the artist

Scherpe Gedachten, 1977, ink 
on paper, 31,5 x 24,5, drawing, 
property of the artist

Machinaties, 1977, ink on paper, 
31,5 x 24,5, drawing, property of 
the artist

8 -  9 On the left is a work I 
made for a Wallonian magazine Soldes. 
They invited me to create some pages 
about colonialism. I thought about 
Unidentified Flying Objects and history, 
and ended up coining the term, I.F.C – 
Identified Flying Colonialists. The idea 
of UFOs landing on earth seemed a real 
possibility at that time. We were always 
looking at the sky.

That’s me on the left with two 
friends, and I made those hats directly 
on top of the image. I was very much 
into Star Trek. On the right is an expla-
nation of the exhibition =BASIC.

Identified Flying Colonialists, 
1981, in magazine Soldes, Fin de 
Série, nr5, Bruxelles, BE, speciale 
bijdrage

=BASIC, 1980, Art Something, 
Amsterdam, NL, text by AMVK about 
the installation, photograph: AMVK

DE
Ich lege dünnen Kunststoff auf 

den Boden und schütte gelb-fluores-
zierendes Wasser darüber, es ist leicht 
radioaktiv (nicht harmlos). Ich hänge 
21 Texte in unterschiedlicher Höhe an 
die Wände, auf transparentem Plexi, 
fluoreszierend. Es ist klar, wofür das 
steht. Die Texte sind durch dünne, 
schwarze Stromkabel miteinander ver-
bunden. Diese Kombinationen entstehen 
an Ort und Stelle (sie folgen meinen 
Gedanken und Interessen, die mir in 
diesem Moment wichtig erscheinen). Da 
hängt eine Spirale, die durch eine dicke 
Kunststoffmatte gebildet wird. Darin 
befinden sich 17 unregelmäßig geformte 
Plexi-Arbeiten mit neuen sowie alten 
Bildern. Es ist durchaus möglich hinein-
zugehen, aber nicht hinaus. Man muss 
durch das Wasser laufen, und es ist 
schwierig, irgendetwas durch den dicken 
Kunststoff hindurch zu erkennen. Das 
Licht besteht aus vier Schwarzlichtern 
und einem fluoreszierendem LT-Licht un-
ter dem Kunststoff. Am Eröffnungsabend 
wird irritierende, aber ästhetisch akzep-
table Musik gespielt. Das Ganze fühlt 
sich an, als betrete man ein Kraftfeld. Als 
betrete man eine Idee.

10   - 13 Public Annemy NR1 was 
a magazine that I made and handed out in 
=BASIC. It was in English because most 
of the people affiliated with the space 
were American lesbians. Everybody spoke 
English in these circles. I typed it on a Sun 
computer—this was rare in those days, 
and no one was used to typing. I prepared 
a text composed of scraps of things I 
found in newspapers, magazines, on 
television, or things we were talking about 
with friends. I have dyslexia, so it took me 
time to get it right. In the end, I found the 
text with the spelling and typing mistakes 
more interesting.

That’s me on the cover, stoned. The 
title, Public Annemy NR1, related to the 
ambiguous feelings I had toward every-
one else, the world—anxiety mixed with 
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96 97 Wolf Bleibt Wolf!, 1981, paint on 
plexi, 79,7 x 37,6 cm, from the series 
Industriële typen, property of the 
artist, photography: AMVK

The Convenient Arrangement 
for Sex, 1981, paint and felt tip on 
plexi, 55 x 44,5 cm, from the series 
Industriële typen, property of the 
artist, photography: AMVK

Callas, 1981, paint and felt tip 
on plexi, 30 x 48 cm, from the series 
Industriële typen, property of the 
artist, photography: AMVK

Ivar Johansson, Masterbrottare, 
1981, paint on plexi, 62,5 x 62,5, 
from the series Industriële typen, 
property of the artist, photography: 
AMVK

Girl Illustrated, 1981, paint, felt 
tip and tape on plexi, 40 x 38 cm, 
from the series Industriële typen, 
property of the artist, photography: 
AMVK

Und der Sohn, das ist auch 
Meine, 1981, paint on plexi, 90 x 33, 
from the series Industriële typen, 
property of the artist, photography: 
AMVK

27 These four ‘Neocolonialistic 
Operations’ were a follow up to Public 
Annemy NR1 and Public Annemy NR2. 
I made them when I was invited for 
shows, as pamphlets, so back to the 
I.F.C’s, but now it was a new neologism, 
about the invasion and occupation of 
thoughts, influences—trying to stay 
sovereign in your head, and keeping up 
with reality.

1st Neocolonialistic Operation, 
1981, Art garden show, Kassel, DE

28 -29 
So Nicht, Aber So!, in Shvantz!, 

nr10, Frankfurt, DE, speciale bijdrage

30 
3rde Neokolonialistische 

Operatie, 1981, Echelle 1. Ateliers 
Rue du Métal, Brussel, BE

31
4th Neocolonialistic Operation, 

1981, Hamburg, DE

32  -  37 For my exhibition 
Stress = (Proviand + Politik) x (Jugend + 

Poison), I made paintings that I installed 
as an equation, with pictures of women 
representing five different elements. 
I attached them to certain words in 
Esperanto. “Mensch” the condition 
of men, and what causes us so much 
stress. The table, plus the house, the 
nature plus the chair. I attached the 
word “table” to the Proviand, “house” 

is Politik, “nature” is Jugend, or youth, 
and “stuhl,” or chair, is prison. It’s not 
good to sit too often on a chair. I have 
always felt a lot of stress. I tried to 
juxtapose ideas and hope it will make 
things clearer for people, or make 
things clearer for me, to understand 
why I made them.

Stress = (Proviand + Politik) x 
(Jugend + Poison), 1981, schema 
voor de verschillende soorten werken: 
tekst, tekens en Esperanto

Stress = (Proviand + Politik x 
(Jugend + Poison), 1981, Kleine 
Ausstellungraum, Hamburg, DE, 
tekst AMVK over installatie

Stress = (Proviand + Politik x 
(Jugend + Poison), 1981, Kleine 
Ausstellungraum, Hamburg, DE, in-
stallatie, foto: AMVK

Stress = (Proviand + Politik x 
(Jugend + Poison), 1981, Kleine 
Ausstellungraum, Hamburg, DE, 
ruimtelijke simulatie van de installatie 
en tekst voor op de blauwdrukken 
op de grond

DE
Stress

A. Von der Decke, der Wand entlang, 
habe ich fünf Beziehungen zwischen 
Begriffen präsentiert:

1. Auf Plexi-Platten (13,5 x 28 cm), 
Sex, Nummern (Acryl, Marker) – trans-
parent.

2. Bilder auf Plexi-Platten (Pin-ups), 
jeweils mit einem Begriff versehen, 
Stress, Proviand ... Die Gesamtsumme 
kam groß auf die Wand (Tape, Acryl, 
Marker).

3. Fünf Plexi-Platten (schwarz) und 
fünf fluoreszierende Kunststoffarbeiten 
mit Zeichen und Text in Deutsch 
und Esperanto über die elementaren 
Grundlagen des „Lebens“.

4. Auf dem Boden fünf Bögen 
Blaupausen, gedruckt von hell zu dunkel 
(100 x 150 cm) mit je fünf identischen 
Aufstellungen über die Entwicklungen 
in der Politik, Landwirtschaft und 
Wirtschaft.

5. Außerdem auf dem Boden 
fünf weiße Karten , jeweils mit einer 
Kombination aus Stress, Proviand ...

B. Sowohl horizontal als auch ver-
tikal sollten diese Elemente als Serien 
wahrgenommen werden.

C. Mit schwarzen Stromkabeln habe 
ich die vertikalen Serien jeweils auf ganz 
unterschiedliche Weise miteinander 
verbunden, sodass eine verwirrende 
Aufteilung des Raums entstand.

D. Auf die andere Seite der Wand 
schrieb ich erläuternde Texte, die sich 
zwar nicht direkt auf die Serien bezogen, 
aber einem ähnlichen Grundgedanken 
folgten.

E. Für die Besucher gab es ein Blatt 
mit Informationen.

38 The title Le Mal, la Morale 
et Sentimental is in French because it 
was for an event in Paris, but the people 

who invited me were squatters and they 
were thrown out before it happened. I’d 
already made everything so I decided 
to show them at ICC in Antwerp, in a 
group exhibition. 

Le Mal, la Morale et Sentimental, 
1982, ICC, Antwerpen, BE, text by 
AMVK about the installation

DE
Le Mal, La Morale Et Sentimentale

Diese Installation steht in 
Zusammenhang mit den Resultaten 
von „INDUSTRIELE TYPEN“ und ei-
ner Untersuchung über die Presse 
(Zeitungen und Illustrierten). Sie 
entstand auf Anfrage in der herunter-
gekommenen Cafeteria des ICC in 
Antwerpen.

Dieser abstoßende Platz erwies sich 
im Nachhinein als idealer Ort für meine 
Reise durch das schmutzige Innere allge-
meiner Normen, die den meisten mensch-
lichen Handlungen zugrunde liegen.

Hier habe ich die Bewegung 
menschlicher Motive, die hinter je-
der Handlung stehen, die nichts mit 
Vermehrung und Arterhaltung zu tun 
hat, herauskristallisiert. 

Diese Motive beinhalten im-
mer einen Ausgangspunkt (1), 
eine Ausführung (2) und eine 
Schlussfolgerung. Dabei ist zu be-
rücksichtigen, dass in der Ausführung 
(2) die Summe des Ausgangspunkts 
(1) den Ausgangspunkt und die 
Schlussfolgerung (1 + 3) sowie die 
Ausführung selbst einschließt. 

Das heißt:
Le mal – vertikale Bewegung – stehen

1. Wut     
1’. Wir wollen Macht

2. Rausch    
2’. Wir wollen Wissen

3. Traum    
3’. Wir wollen Anhänger
La morale – schräge Bewegung – sitzen

1. Lust    
1’. Große Macht

2. Verachtung   
2’. Herausforderung

3. Die Seele   
3’. Fruchtbar

3. Sentimental – horizontale 
Bewegung – liegen
1. Familienblockade  

1’. Bewegung
2. Struktur der Systeme 
2’. Haltung
3. Identität   
3’. Richtung

39 - 40 I have an addiction 
to magazines. A lot of what is in my 
work comes from magazines. It doesn’t 
come from real nature. New Scientist, 
soft-core porn magazines, women’s 
magazines, LIFE, the Post, Belgian news-
papers — I made a number of works, 
then I grouped them in systems. It gave 
me some insight on the workings of so-
ciety. ‘Le Mal’ — the vertical movement 
— it’s about standing. ‘La Morale’ — the 

anger. The texts are dry descriptions of 
what it means to be friends.

The publication was offset printed in 
August 1980. I made 100 copies and re-
printed another 100 in the United States 
for an exhibition at the Los Angeles Art 
Museum, which was a gallery with the 
name of a museum.

Public Annemy nr 1, 1980, 
=BASIC, Publication/Offset-
catalogue, Art Something, 
Amsterdam, NL / Los Angeles 
Museum of Art, California, USA; 
Photography: René Ravesteyn

14  -19 Komfort Über Alles is 
the second booklet in the Public Annemy 
series. I made it for an exhibition at 
Warande in Turnhout, Belgium in 1980. 
By now, the link between machinery and 
art was stronger. The title is a reference 
to ‘Deutschland Über Alles’. 

The magazine deals with problems, 
and problems are the opposite of com-
fort. I had had a fight with my boyfriend 
and left him, so there was a lot of aggres-
sion in the air. That’s why the wrestlers 
appear. It’s all about solving problems in 
a poetic way—something between theory 
and poetry—and to regard the evolution 
of dealing with problems.  

On the last page you see a machine 
that tests the conditions of the air, but I 
called it a ‘Reality Manipulator’.

Public Annemy nr 2, 1980, 
Komfort Über Alles!, Publication/
Offset-catalog, De Warande, 
Turnhout, BE

20 
Komfort Über Alles!, 1980, De 

Warande, Turnhout, BE, text by 
AMVK about installation 

DE
Komfort Über Alles

Die rationale Lösung von Problemen 
versetzt den Menschen in einen 
angenehmen Zustand, der aus psycho-
logischer Sicht aus dem Wunsch nach 
Unterwürfigkeit resultiert und nichts mit 
der eigenen Person zu tun hat.

Die sogenannte therapeutische 
Wirkung, die das Kunstwerk für den 
Künstler hat, besteht nicht im äs-
thetischen Vergnügen, sondern im 
Unbehagen und einer beabsichtigten 
Einflussnahme. Dieselben Stadien 
durchläuft der Betrachter – und für ihn 
stellen sie eine Bereicherung dar.

Ich habe das große Spielzimmer von 
De Warande in fünf Felder aufgeteilt, 
die den fünf Schritten entsprechen, die 
für die Lösung eines Problems notwen-
dig sind. Diese fünf Schritte sind fünf 
Maschinen, fünf Plexi-Arbeiten (1,50 x 
1,50), die ihre therapeutische Wirkung 
aus ihrer Aufhängung, ihrer Farbe, ihrem 
Material und Bildern beziehen, die einen 
verfolgen, verwirren und eine komplett 

unangenehme Situation erzeugen. 
Im Zusammenhang mit experimentel-
len Theorien über die Elastizität von 
Festkörpern habe ich die Bilder so 
bewertet, dass sie von völliger Willkür 
(1) bis zu einer perfekt ausbalancierten 
Harmonie zwischen Farbe, Material, 
Form und Ziffer (5) reichen.

Die Nummer 5 steht für den 
Hierophant oder Meister.

Auf dem Boden war genau aufge-
zeichnet, wie dem Parcours zu folgen 
war. Es gab Stühle zum Ausruhen und 
ein Booklet mit Erläuterungen.

Es war eine Sezierung jeder 
einzelnen Obsession, die zunächst in 
ultravioletten und später in Halogenlicht 
betrachtet wurde. 

Die Ausstellung wurde nach 
meinen Anweisungen auch auf Video 
aufgenommen.

21 The first two images are from 
De Warande in Turnhout, Belgium. The 
second are from Salon 0, a café/bar in 
Holland. I installed Plexiglas paintings 
like devices, functioning like instruments 
in the space with the furniture in the bar, 
which was in use. 

I asked Danny Devos to take my 
portrait standing in the middle of the 
installation like you’d see in an adver-
tisement. It’s almost a parody. I have a 
problem with my back, so when I stand 
like that I feel very balanced. 

Komfort Über Alles!, 1980, 
De Warande, Turnhout, BE, 
installation, photography: AMVK

22 
Komfort Über Alles!,1981, Salon 

O, Leiden, NL, installation, photog-
raphy: Danny Devos and AMVK

23 I have been making this type 
of text for years, and I still do. They 
always add to each other. It’s a way for 
me to find, from the outside, logic of 
what I am doing in a very intuitive way. 
When I’m in my studio, in a bar, on the 
tram, I think of something and I note it 
down. At a certain point I rewrite these 
things, and combine them, and they start 
making sense to me—it’s a bit similar to 
how you write lyrics to a song. 

Round Up, 1981, text by AMVK

DE
1. Nur sehr viele Gedanken verset-

zen mich in die Lage zu erklären, dass 
die Wahrheit über die intellektuelle 
Entwicklung zu der Bedeutung führen 
wird, die durch diese Entwicklung 
ALLEM menschlichen Verhalten gegeben 
ist. Mit Ausnahme der Reproduktion der 
Spezies, um als Nahrung zu dienen.

2. Nur sehr viele Gedanken verset-
zen mich in die Lage zu erklären, dass 
die Suche nach Gewissheit ein Akt der 

Barmherzigkeit ist. Qualitätssicherung 
und Schutzsysteme sind mächtige non-
verbale Botschaften.

3. Jede dieser Formulierungen kann 
als Komprimierung des menschlichen 
Hirns mittels ∞ Kräfte betrachtet werden.

4. Natürlich ist es wunderbar, die 
Dummheit anzusehen. Und sie schmeckt 
köstlich.

5. Man muss durch Systeme kommu-
nizieren, die eindeutige Interpretationen 
ermöglichen, um hoffnungslose Gehirne 
in ihren Relativitätsprozessen alleine zu 
lassen – insofern ist es normal, dass 
Wissen als eine Ganzheit existiert.

6. Der Raum, der Superraum und der 
Quantenzustand unseres Universums ge-
gen Geist, Materie und zahlreiche Begriffe. 

7. Diese Überlegungen passen auch 
zu vielen anderen Problemen:
A. Neue Waffen gegen gefährdete Arten. 
B. Das Leben nach der 4-Minuten-
Warnung, wo Produktivität der Schlüssel 
ist.
C. Erfindungen für Kunden wie dich, die 
keine Fehler ertragen können.
D.Meinungen, die ihr eigenes Geschäft 
berücksichtigen. 
E. Informative kleine Arbeiten, die durch 
alles, was nach ihnen kommt, vervoll-
ständigt werden.
F. Bionica - Cybernetika = 0.

8.Der Knackpunkt bleibt aber, dass 
dein Verhaltensmuster nichts mit subjek-
tiven Gefühlen zu tun hat.

5 (Allen Voraussagen zum Trotz 
wächst die Ozonkonzentration weiterhin, 
die Überbevölkerung ist eine tickende 
Zeitbombe, mehr Funktionen, mehr 
Kontrolle, mehr erweiterte Informationen. 
Gib sie weiter!) (Ich wette, der 
Computer war schuld!) 

9. Alles in deinem Leben dient 
zur Auffüllung.Die Deadline für 
mein Programm kommt immer noch 
näher. Die Alternative wären ein 
0-Phase-Programm und der Verlust 
der Konzentration. Du kannst es dir 
erlauben, meine Meinungen zu äußern.

24  -26 All of the images on 
these pages are Polaroid photographs, 
which I took in my house. It always has 
everything to do with interiors.

I was working in a factory that pro-
duced Plexiglas and neon publicity ma-
terials, and was allowed to take away 
scraps and spare Plexiglas. I liked it 
when it was raw, and already had a life. 
I started making works on Plexiglas and 
plastic because in the 1970s there was 
a tendency against synthetic in society, 
so for me plastic was the perfect carrier 
for making the art of that moment. 
I always adored the material, and it 
was out of an urge to make something 
beautiful that I used Plexiglas and PVC. 
Yet I ended up making things that most 
people found very ugly. There’s anger 
and a sense of protest in it. 

In 1982, I started making ‘real’ 
exhibitions. These works have figurative 
elements, whereas before, there were 
only texts and signs, symbols. 



98 99 Für eine Neuinterpretation der Bilder 
verwende ich sie erneut über das ge-
wählte Wort. Dafür erfinde ich etwas 
widersprüchliche Logiksysteme, um 
einen gewissen Zufallsfaktor einzufüh-
ren, der zufällige Kombinationen und 
Synchronizität erlaubt. Auf diese Weise 
probiere ich Dinge aus und schaue, wie 
sie funktionieren. Dabei benutze ich den 
Betrachter als Gradmesser.

Die Bilder fungieren als Instrument in 
einem System, das es zu überprüfen gilt.

Gegenwärtig benutze ich meinen 
Computer, um die Bilder und Wörter zu 
speichern. Ich nutze den Computer, um 
sie zu sammeln und Systeme zu entwi-
ckeln, damit sie während der Arbeit etwas 
enthüllen. Dadurch wird die Information 
zu einer Form, zu einem Werkzeug; sie 
wird zu der Leinwand, auf der ich arbeite.

Die Information und die Daten wer-
den zur Farbe, einem vielfältigen Speicher 
aus vergangener, gegenwärtiger und 
zukünftiger Intelligenz. 

So nutzt man Informationen, die über 
den Inhalt der Arbeit bestimmen, die ih-
rerseits den für den tatsächlichen Zweck 
benötigten Inhalt liefert.

Die 5te Kraft/ The 5th Force, 
1990, Galerie Lydia Megert, Bern, 
CH, manuscript by AMVK about the 
installation

52 This is a study for a larger 
work. I used to make drawings and 
then with photocopying and other 
techniques I’d build upon then toward a 
state where I’d create something larger.

Collage van Vrouw, 1990, papier, 
21 x 29,7 cm, property of the artist

53 - 55 This is a manuscript for 
a lecture I gave in Frankfurt. The photo-
graph at the end is of me reading from 
the Egyptian Book of the Dead at a Club 
Moral performance.

Die 5te Kraft, 60/90, 1990, Am 
Mousonturm, Frankfurt, DE, lecture

The Lips of Osiris Ani, 
Triumphant, are the Lips of Anpu, 
1985, performance Club Moral, 
Entrepôt Laîné, Bordeaux, FR, pho-
tography: Eric Hurtado

EN
Creativity: Exorcism; Progress

Prologue.
It is the artist who is the mortar 

which attaches daily things and their 
triviality to each other. He/she brings 
the days, the weeks, the months, the 
years, the centuries and the worlds in 
contact with each other. The artists are 
what discerns generations and what 
melts them together. They act by con-
trolling and losing control. By defying 
human contacts and by overrising time-
consciousness through their loneliness, 
to look over the heads this way. It is a 

voyage from microcosmos till macro-
cosmos starting with the impotence 
to action. Through the maintenance of 
mistery and superficiality everything 
mouths in an impotence to fuse with the 
roundabout, and “I” with the self. The 
first step is the awareness of this all. 

The focus is on a positive fusion 
consisting in attaining power over re-
ality, the concrete. This is the second 
step. The two methods to reach this 
goal is looking for connections and the 
research for possibilities to control. This 
demands intelligence which can be built 
up by cataloguing, structurising and sys-
tematyzing information. 

Hereafter comes step three: consists 
in surfacefarming reality whereafter the 
change-over from thought to deed takes 
place. Then comes confrontation of the 
act itself, the point where the moral, am-
biguity of things, in other words “good 
and evil” emerge. Good and evil bring 
us to the soul and the purpose, the pro-
cess that eventually discharges into ART.

At last there is the confrontation 
of the image with thought, with the 
third, with the onlooker. Automatically 
step four is then human contact which 
functions as a bufferzone, ultimately 
spoken. To be regarded as a surviving 
mechanism.

The only thing left now for the artist 
is to regain the fifth step known as the 
return to chaos, by the means freedom, 
space, the 5th element, where the “I” 
becomes the centre again, as a buoy.

The problem is the following list: 1. 
Doubt 2. Chaos 3. Lucidity, around the 
nothing 4. Destruction of memories 5. 
The 5th force. Fundamentally the need, 
the sickness of our time, is doubt. Doubt 
in one’s own possibilities never were so 
unlimited, that freedom never has been 
so wide. In a negative way this state is 
felt as chaotic, whilst deepdown one 
tends to receive chaos friendly, recog-
nizing all its capacities, revaluating its 
female aspect. Let yourself go no matter 
how and you find yourself with little effort 
in the lucide state around the nothing 
where, beyond nihilism and inertia, the 
recall for a voluntary destruction of mem-
ories makes us land on the 5th force.

1. Chaos
When you look at artists as being the 

mortar that unites daily things and their 
triviality, able, sometimes, to suggest 
a new acceptable whole, temporarily 
then, it becomes clear who resides in 
“space”, who utilizes it, and of what it 
consists.

Space, that what connects, what is 
in everything, and of which everything 
is built, is on the one hand chaos, the 
initial substance, the soul of the world, 
the causeless force, the stocksupply 
of future worlds. (1) On the other hand 
chaos is an “initially absolute anarchistic 
situation that comes before the manifes-
tation of the forms, and, if occuring at 
the end, precedes the decomposition of 
every form. It is a term of regression on 
the way to individualisation, a state of 
dementia…” (2)

In Egypt they called chaos the force 
of the unshaped and not ordered world, 
which surrounds the arranged creation 
like the ocean does with the continent. It 
was there before creation and co-exists 
with the formal world of which it seems 
the envelope, like an immense and im-
mortal powerreserve wherein at the end 
of times all forms will dissolve. (3) The 
Chinese think of chaos as the homo-
genic space that precedes the split up 
in 4 horizons,… This division marking the 
gateway to distinction and the possi-
bility of a course. She is the fundament 
of every direction in the cosmos. Each 
time one gets confused, you join cha-
os again, whereout it is impossible to 
escape than by an active thought, that 
cuts and intersects, divides, in the origi-
nal element. (4)

Modern times degraded chaos to 
the symbol of defeat of the human spirit 
in view of the mystery of existence. It is 
made equal to the un-difference, the un-
formed, to total passivity spoken of by 
platonic and pythagorian traditions.

2. The will for creativity – The pentagram.
Turning the coin, on the other hand 

we find the 5th force clearing up tem-
porarily patterns in chaos, while being 
simultaneously the potency of patterns 
itself. The 5th force is the temporal con-
juration of chaos, the point where one 
reality transcends in another. She is the 
inclination-mechanism itself, which bears 
as main consequence the name “evo-
lution”. During the 5th century before 
Christ Aristotle made the quintessence 
out of it, the 5th being of the universe 
in contrast with the 4 elements fire, air, 
water and earth. He mentions a unique 
element, hardly material in form, wherein 
the action of mathematic laws progress-
es, without any mechancal help nor any 
other obstacle. Later authors speak 
about invisible background material 
along which the laws of nature are being 
wired, guided, one way or another. Also 
according to Aristotle the motion of 
bodies mainly depends on the properties 
of the medium wherein they evoluate. 
The urge for a controlling itinerary, that 
both brings in change and tolerates the 
stability of natural laws, is that what 
convinced him of the presence of a con-
tinuum in universe, impregnated with the 
5th essence. (5)

It was Pythagoras (569-500 bc) who 
observed certain patterns and numberre-
lations in nnature: the explication for or-
der and harmony had to be found in the 
science of numbers. So is the number 
of regular convex polyhedra in a space 
of three dimensions, five. There are the 
tetrahedron (4), the hexahedron or cube 
(6), the octaedron (8), the dodecahe-
dron (12) and the icosahedron (20). The 
Pythagoreans regarded the dodecahe-
dron as being worthy of special respect. 
By extending the sides of one of its 
pentagonal faces to form a star, they ar-
rived at the pentagram, or triple triangle, 
which they used as a symbol and badge 
of the society of Pythagoras. By this 
sign they recognised a fellow member. 
(6) The pentagram was also regarded 

oblique movement — is about sitting, 
and ‘Sentimal’ — horizontal movement 
— is about lying down. I was reading 
Elias Canetti’s Crowds and Power and 
we made the same connections, so this 
must be universal. 

Le Mal, la Morale et Sentimental, 
1982, ICC, Antwerpen, BE, installa-
tion, photography: AMVK
 

41 I photocopied the text 
from a hospital in London where the 
skeleton and personal books of Joseph 
Merrick, the Elephant Man, are kept. I 
was invited to make costumes for a play 
about the Elephant Man so I was there 
doing research. I doubled the drawing to 
objectify it, photocopy it, and reproduce 
it. The imagery came from my subcon-
scious, as it is with all of my drawings, 
so I had no control over them, they just 
came. Only later could I use them.

Are We Not Men?, 1989, ink on 
paper, 36 x 27 cm, drawing, property 
of the artist

Collage, 1979, kopie van dag-
boek John Merrick, Elephant Man, 
papier, 21 x 29,7 cm, property of the 
artist

Extérieur 1, 1989, ink on paper, 
36 x 27 cm, drawing, property of the 
artist

42 -  43 This photograph 
documents a video-still on a screen, with 
a drawing of two nuns putting medicine 
in a little boy’s eye. The title is called De 
Mens in het Dier (or The Human in the 
Animal). It’s sort of tender too, but the 
nuns have no heads because that’s the 
purpose of a Uniform—to erase identity. 
The video consisted of drawings of 
Marc Vanrunkxt dancing, Danny Devos, 
myself, and my nephew who I was 
babysitting a lot. It’s about the interrela-
tions of people.

De Mens in het Dier, 1985, vid-
eostill, Video (U- Matic), photogra-
phy: Cleo Cafmeyer

44  -  45 These are images of 
TITLE OF EXHIBITION, the exhibition in 
which De Mens in het Dier was featured. 
I made a lot of work and there was too 
much to see but I wasn’t interested in 
aestheticizing my output at that time. 
This overload of information was import-
ant for me. 

Jan Hoet hated it, and was shouting 
in the exhibition. It was shocking. Years 
later, he started to like my work and 
apologized.

De Mens In Het Dier - Een 
Kwestie Van Hormonen, 1986, 
Vereniging van het Museum van 
Hedendaagse Kunst, Gent, BE, instal-
lation, paper, 21 x 29,7 cm, property 
of the artist, photography: AMVK

46 These photographs depict 
my installation Verdeel en Heers - De 
5de kracht at the ICC in Antwerp. I 
took terms from Artificial Intelligence 
and reflections on knowledge repre-
sentation and combined them with 
color codes and images of the faces 
of heart patients. In the back of my 
head, I was thinking about intelli-
gence as a disease—a sort of mush-
room that has invaded our minds. 

Verdeel en Heers - De 5de kracht, 
1989, Internationaal Cultureel Centrum 
(ICC), Antwerp, BE, installation, photog-
raphy: Wim Van Nueten

47
The Fifth Force, 1989, text by 

AMVK about the installation

DE
Die Fünfte Kraft

Eine Serie mit 17 Dias aus einer Vi-
deo-Animation, die zur Video-Installation 
„Divide and Rule“ gehört.

Die Dias erzählen die Geschichte 
eines Gehirns,das Informationen zerstö-
ren will, um Beschädigungen zu überle-
ben. Es kommt auf die einzig mögliche 
Lösung, dass es nur leben kann, wenn 
es diese Dualität akzeptiert.

Die Begriffe stammen aus einem 
Vortrag über Wissensrepräsentation, 
der auf einer Konferenz über Künstliche 
Intelligenz in Brighton, England, gehal-
ten wurde.

Die Gesichter basieren auf Beispie-
len, die die physiognomische Wirkung 
von Herzerkrankungen auf die Gesichter 
der Patienten veranschaulichen. (Das 
Gesicht des Herzkranken, J. Schmidt-
Voigt, 1962)

Die Zeichnungen sind bei Digital 
Arts in Brüssel entstanden und wurden 
mit dem System Keyaloa erstellt. Die 
Video-Ausgabe erfolgte über einen 
Silikon-Grafikarbeitsplatz. Die Dias wur-
den von Mediason in Brüssel entwickelt.

Copyright: AMVK.1989.

48 - 49 The Artificial Intell- 
igence Laboratory in Brussels asked me 
to create its letterhead when I was an 
Artist-In-Residence. Luc Steels taught me 
how to use their computers and I read 
his books. Normal Macintosh computers 
were only used to calculate then. I want-
ed to make animations with a computer 
but you had to make a drawing first, print 
it out, and then animate them. I told Luc 
I wanted to draw nude women using a 
mouse, because normally they just made 
dry calculations. I wanted to put sex into 
it, but in a very mathematical way.

Briefpapier, letterhead paper 
designed for the Artificial Intelligence 
Laboratory, Brussels, BE, 1982, 
designed by AMVK

Vrouwenfiguur, computer draw-
ings, animated, 1983, in LISP on 
SUN computer, AI-lab, Brussel, BE

50 - 51 This manuscript is from 
a lecture at Galerie Lydia Megert in Bern. 
I was often invited to give lectures be-
cause I was writing a lot. I used the title 
The Fifth Force because there are four 
forces in science—the weak and strong 
radioactive forces, gravity, and so on—
but there’s been a fantasy about the fifth 
force since Aristotle. It could be cosmic 
dust, Love, or God. In science they’ve 
been looking for an all-enveloping force 
that could explain more. Nowadays you 
see in magazines they believe they’ve 
found it.

EN
Fake text on Fifth Force

Eines Tages kam ich auf die Idee, 
meine Aufzeichnungen über Bilder von 
Frauen und über Wörter miteinander 
zu verbinden. So wie Autohändler ihre 
neuesten Modelle mit spärlich beklei-
deten Frauen präsentieren. Ich nenne ein 
Beispiel: Ich habe Wörter gesampelt, die 
mit bestimmten Elastizitätsproblemen, 
Wissensrepräsentation und Symmetrie 
im Raum zusammenhängen. Die habe 
ich dann mit folgenden meiner Ordner 
kombiniert:

Für eine Neuinterpretation der Bilder 
verwende ich sie erneut über das ge-
wählte Wort. Dafür erfinde ich etwas 
widersprüchliche Logiksysteme, um 
einen gewissen Zufallsfaktor einzufüh-
ren, der zufällige Kombinationen und 
Synchronizität erlaubt. Auf diese Weise 
probiere ich Dinge aus und schaue, wie 
sie funktionieren. Dabei benutze ich den 
Betrachter als Gradmesser.

Die Bilder fungieren als Instrument in 
einem System, das es zu überprüfen gilt.

Gegenwärtig benutze ich meinen 
Computer, um die Bilder und Wörter zu 
speichern. Ich nutze den Computer, um 
sie zu sammeln und Systeme zu entwi-
ckeln, damit sie während der Arbeit etwas 
enthüllen. Dadurch wird die Information 
zu einer Form, zu einem Werkzeug; sie 
wird zu der Leinwand, auf der ich arbeite.

Die Information und die Daten wer-
den zur Farbe, einem vielfältigen Speicher 
aus vergangener, gegenwärtiger und 
zukünftiger Intelligenz. 

So nutzt man Informationen, die über 
den Inhalt der Arbeit bestimmen, die ih-
rerseits den für den tatsächlichen Zweck 
benötigten Inhalt liefert. 

Eines Tages kam ich auf die Idee, 
meine Aufzeichnungen über Bilder von 
Frauen und über Wörter miteinander 
zu verbinden. So wie Autohändler ihre 
neuesten Modelle mit spärlich beklei-
deten Frauen präsentieren. Ich nenne ein 
Beispiel: Ich habe Wörter gesampelt, die 
mit bestimmten Elastizitätsproblemen, 
Wissensrepräsentation und Symmetrie 
im Raum zusammenhängen. Die habe 
ich dann mit folgenden meiner Ordner 
kombiniert:



100 101 because an overall view is utopia itself. 
It sis this overall view, this paradigm, 
that seems to be indispensable to obtain 
control, to de-mystify, to fathom. But is 
there anything to fathom?

It is so that women have the capaci-
ty to accept chaos because their nature 
is “connection, combination” and be-
cause structurally spoken they need no 
more than nature and its rhythms. This 
knowledge allows her to dominate with-
out pardon but aware of being a part of 
the whole, she recognizes the natural or-
ganisation coming from the male, name-
ly delay, deepening, specialisation.
Epilogue.

The instruction is the construction of 
a harmonious society in the innerworld. 
Each moment deserves its fruit. When 
we want to know if our course is right 
we just can look at the agreeable points 
of contact with the surroundings. Gotten 
rid of every mysterious diversionary 
mechanism like fatalism, worship or 
accident or praying as an attempt to 
hypnotize the future, we can only accept 
coincidence, serendipity, BLANK : thy 
are the dialogue with materials, time, 
unity, the connection, “the 5th force”.

56 These drawings come from 
my subconscious. This is what comes 
out. Before they were mandalas and 
mind maps but by now it was the interior 
that united all the different elements on 
the page. When you have an interior of 
a house, all its elements have a different 
history behind them.

De Realisatie van een 
Verwachting Verschaft Mentaal 
Plezier, 1991, ink on paper, 36 x 27 
cm, drawing, property of the artist

Aangenomen dat de Waarheid 
een Vrouw Is - (Nietzsche), 1991, ink 
on paper, 36 x 27 cm, drawing, prop-
erty Vlaamse Gemeenschap

57 Whenever possible, I buy 
sample books of textiles, when shops 
liquidate their stock mostly. For this 
particular set—about 37 samples—I was 
working with a book about the Theory of 
Elasticity, how a household can have its 
relations stretched to the limits. I usually 
have more than one book around while 
I work—a soft-core porno magazine, a 
scientific or theoretical book—to provide 
other influences.

Theory of Stress, 1993, acrylic 
paint on fabric, 26,9 x 33,5 cm, sam-
ple book of 45 terry cloths, property 
of the artist

58 - 59 It’s an old photo. The 
plastic plates usually hang in my library 
as a warning. I learnt to not speak about 
things that aren’t finished by reading 
interviews with Hollywood directors. As 
a maker, you think of things, and you 

have an incubation period, but until it’s 
there, you have to shut your mouth. It’s 
about witchcraft: know things, dare to 
do things, want them, then keep it to 
yourself and make the things.

Savoir, Oser, Vouloir, Se Taire, 
1992, felt tip & acrylic paint on plas-
tic dish, 19,5 x 30,5 x 5 cm, 4 dishes, 
property of the artist, photography: 
AMVK

60 
Theory of Stress, 1993, acrylic 

paint on fabric, 26,9 x 33,5 cm, sam-
ple book of 45 terry cloths, property 
of the artist

61 The three-headed monster 
I drew is the past, the future, and the 
present. It’s a foretelling of things that 
are going to happen in the future. Again, 
it comes from my subconscious.

No Future, 1991, ink on paper, 
36 x 27 cm, drawing, property of the 
artist

No Escape II, 1991, ink on paper 
& photocopy, 29,7 x 21 cm, drawing, 
property of the artist

62 I wrote this text for the What-
Where festival in Amsterdam. ‘Hardware’ 
at the time was a new term, like ‘soft-
ware’, and also ‘wetware’. The textile 
samples you see were given to me by a 
friend. When I’m drawing, I first choose 
a pad of paper, and work in it, without 
looking back at previous pages. When I 
return, I notice a relation. It’s the same 
with the textile samples.

What-Where Connection, 1991, 
in Warten, Das Magazin, Berlin, DE 
speciale bijdrage

DE
Was-wo-verbindung

1. Der verschiebung der aufmerk-
samkeit und der grösse der reize ist 
die allgemeine unvernunft einer stra-
tegie bewusst. Das fixieren mit den 
augen pocht, pocht, und das geistige 
im-kreis-drehen ist unter uns. Das nai-
ve versus das ausgeklügelte, die tiefe 
versus die plane fläche des bildes. Im 
uhrzeigersinn oder gegen den uhrzei-
gersinn. Ich strecke meine hand aus, 
das sehe ich. Ich möchte dich. Rechts 
versus links. Unsere phantomhände 
verschmelzen. Der gravitation des 
aufrechten zum trotz beginne ich mit 
einer geistigen faltung. Das erwartete 
versus das unerwartete. Geistiges 
training – distanz und zeit. Dein na-
cken. Ist es expansion oder kontrakti-
on, das rechte versus das linke?

2. Durch die erde zu weit unten 
zu sein ist gemeinsames schicksal: 
kubische reize tauchen zusammen 

mit ziel-reizen auf. Gravitation des 
aufrechten, meine unzugänglichkeit 
spürt den gegensatz zwischen über-
einstimmung und fehlender überein-
stimmung.Super solide oder nicht, 
ich beginne einen geistigen trans-
formationsprozess. Ich drehe mich 
in die tiefe, nicht-analoge rotation. 
Arrays. Ich brauche distraktoren, um 
den fliessenden zustand zu überwin-
den. Meine denkweise kann nicht 
mit diesem grad an instabilität leben. 
Das positive versus das negative, 
nichtrational. Zu viele ebenen an be-
schreibung. Nackt, viel zu sehr.

3. Vier jahre zuvor: mein in-
trospektives programm steht in 
einem kausalen zusammenhang mit 
mir. Ich führe eine statistik in einem 
programm über mein verhalten. Sie 
stellen deduktive leistung zur verfü-
gung, sie wissen, was sie wissen, sie 
ziehen ad-hoc-schlussfolgerungen. 
Um einen eindruck von der macht 
der reflexion zu bekommen, kannst 
du die architektur der reflexion 
studieren. Du wirst interne fehler 
bemerken und dich der objektiven 
zirkulären interpretation fügen. 
Before- und after-methoden befreien 
uns nicht von widersprüchlichem, 
unsicherem und unvollständigem 
verhalten.

4. Teilausfall. Teilmenge. Ich 
kämpfe gegen negative gefühle und 
fürchte den kreislauf unangenehmer 
dinge. Ich fühle mich entfremdet und 
sehne mich nach gewissheiten. Aber 
da ist nur leere. Amvk.5.91.

63  These eight photographs 
document a group exhibition Vierkant at 
SMAK in Ghent, which I was invited to 
participate in by Jan Hoet. In a very sys-
tematic way, I used black walls. Texts, 
and editing text is very important for me, 
so I use this black and white element to 
grasp the space. It’s a manner of work-
ing that I have often employed. 

Vierkant, 1993, Stedelijk Museum 
Aktuele Kunst (S.M.A.K.), Gent, BE, 
installation, photography: AMVK

64 The top image was taken at 
Zeno X Gallery. It depicts a male sor-
cerer and his witch. The diagram below 
is from 1986 and they’re my personal 
mandalas. It’s how I see the position of 
women. 

Shangri-Lah, 1990, Zeno-X 
Gallery, Antwerp, BE, installation, 
photography: Wim Van Nueten

2 schema’s met de positie van 
de vrouw als mandala, 1990

65 De Uitputting van de Muze 
(or The Exhaustion of the Muse) is about 
inspiration, and how people lost their 
inspiration. Below you see a mandala on 

as a symbol of health: the mathematical 
beauty of its shapes was beneficial for 
the beholder. It touches, like other forms 
of beauty, buried memories, that while 
they emerge awaken feelings in the con-
scient layers of the mind. (6)

In my opinion one finds in the ex-
tension of the elements of the 12-plane, 
thinking of 12 as being the measure for 
time, 12 hours day, 12 hours night, the 
opening of matter from the third dimen-
sion to time and her 4th dimension.

Looking at the whole from a differ-
ent angle the pentagram then becomes 
the formal mastering of chaos. It is the 
tool with which chaos can be forced to 
temporary standstill. It is an itinerary, 
more than a static symbol, more an 
open door than a window. The use of 
the pentagram in satanic rites is very 
understandable, provided that satanism 
aims in essence the objective entrance 
into a subjective state. (7)

Encyclopedically the pentagram is 
described as an old mystic sign used 
against evil spirits. Based on the number 
5, it expresses the unity of unequals. 
Besides that it symbolizes the andro-
gyne, the two- or un-gendered. It is a 
microcosmos. Through ages it became 
a key for high wisdom: it opens the path 
to the secret. It means “happiness”, 
fulfilment and according to Paracelsus, 
it is one of the most powerful symbols. 
It personifies a power that arises from 
the synthesis of complementary forces. 
Eliphas Levi sees the mastery of the 
mind over the elements in it. It is the 
sign of the word that became flesh, it is 
the key for 2 worlds. It is the absolute 
philosophy and the absolute physical 
science. (8)

3. Chaos – Research.
In today’s world of physics and other 

sciences as well, there is a tendency to 
feel good in chaos. However still limited 
to certain areas, the phenomenon is 
explored and restored from the damned 
corner of negativity where it has been 
driven in since the separation of ratio 
and emotion. It makes Ian Stewart de-
clare in november 1989 that chaos is 
exciting because it opens the possibility 
to simplify complex phenomenons. He 
finds chaos worrying because it intro-
duces new doubts about the traditional 
model-building procedures of science 
and finds chaos fascinating because of 
its interplay of mathematics, science and 
technology. But above all he finds chaos 
beautiful because it is no accident. “It is 
visible evidence of the beauty of mathe-
matics, a beauty normally confined with-
in the inner eye of the mathematician but 
which here spills over into the everyday 
world of human senses.” (9)

Commonly spoken one can state 
a growing scientific interest in irregular 
phenomena. Michael Eckersley formu-
lated that “just as there is in all of us the 
instinct to organise events and space, 
there also seems to be a contrary urge 
to disorganize events and spaces that 
appear to be too rigidly structured or 
confining…The fact that chaotic phenom-
ena in nature are inherently interesting 

is not new to a lot of artists who based 
entire careers on the pursuit, visualization 
and understanding of such complex life 
phenomena….

Though it is natural and understand-
able that human beings find comfort in 
the basic clarity and dependability of 
law-governed, deterministic systems, 
many individuals seem genuinely to pre-
fer the surprising, the unpredictable and 
the original.

Ideally, compositional unity is a bipo-
lar struggle between utter simplicity and 
utter chaos (Rudolf Arnheim). Eckersley 
then states that for some time research-
ers in the fields of mathematics, physics, 
chemistry, engineering and meteorology 
have been interested in random behavior 
in systems. “Their work has revealed the 
pervasiveness of chaotic phenomena 
even in the simple systems and has led 
to new methods for finding hidden order 
within apparent chaos.” (10)

4. Mutual connection – Practical
I quoted all this to reveal the hidden 

connection between chaos, order and 
the 5th force. The fundamental need, 
which is metaphysical, to escape from 
every situation felt as rigid, can be inter-
preted as an echo from the phenomenon 
that initially – through creativity – filched 
evolution, the new, from chaos.

The 5th force as the centre of 4 
poles, turns up whenever it is neces-
sary. The need for, the thought of it 
alone proves her existence as creativity 
in a potential state. The emptyness that 
comes before every creative act is felt 
extatically by G. Bataille, the surrealist, 
the destructivist, nihilist. He falls in a 
bottomless abyss, tries to give himself 
totally, to force total void, and give it 
a name. His attempts are idle because 
the word locks out a lot of which is 
known that only the word can break in. 
What also was the problem of Marquis 
de Sade.

According to Bataille the space of the 
void is constructed by community, keep-
ing the door wide open for chaos. No 
wonder a train of thought like this could 
only lead to an unuancated nihilism. He 
matters about moments of sovereignity, 
of being free, but with regard to other 
people. When he surrenders to extremes 
it means a downfall for the freedom of 
an emptiness in full view, consciously, of 
all the others. In 1990 this emptiness or 
fullness is that of everything else. Bataille 
looks at the inner experience of nothing 
as an effort to unite being and not being. 
I see an analog in it with the “Wu Wei” 
principles of Lao Tse: Wu Wei is doing 
without doing something. It is effort 
without effort. It is hard to understand 
and easy to do. It is enlightment, and it is 
deep rest. The ego melts. It is female. It is 
like sleeping, it comes like love, whenever 
the time is ripe for it. (12).

In Bataille’s case it is the man who 
unites feminity through orgasm. On 
those moments he ascertains a break up 
of meaning in a multiplicity, whereafter 
the checkup, the plannification, sys-
tematisation press themselves up as a 
temporary rest.

I propound the next step which is: to 
look at multiplicity as a meaning itself, as 
to its modes of apparition and its appar-
ent divisions in their numbers and kinds. 
Through the phases of multiplicity one 
reaches then over the extremity, the top, 
to a dilusion manifestating itself in a way 
that it can melt with no problem together 
with any other dilusion. The spoken of 
dilusions are immaterial and move in the 
area of proportions of subject and ob-
jects to each other and of their relation 
with time measurement. The confron-
tation of a subject with a multiplicity of 
meanings, interrelations, in short the 
consequences and origins of every 
surrounding object, of everything that 
goes on in the outside world, modifies 
itself into a psychological position to be 
described as extreme lucidity. This also 
feels the schizophrenic who, contrarely 
to most of the other people, is not able 
to construct a new whole. Chromosome 
5 (!) brings a psychological pain about 
known as ever lasting blank. The ultimate 
persisting isolation.

Considering every object in light 
of its own past and future, one suffers 
from a lucidity that unavoidably leads to 
nihilism, that leads to total inertia. The 
awareness of the unavoidable existence 
of everything around us in the middle 
of its own laws and objectives can only 
justify inaction, with annihilation of life 
as an only way out. If there is a remedy 
against this awareness it is the volutary 
destruction of parts of the own self and 
the linked memories. This occurs auto-
matically and daily.

5. Personal recipe
It is not surprising that the number 5 

– the number of marriage of the celestial 
principle with the earth – principle of the 
mother – emerged the moment on which 
in a crisissituation, a situation of chaos 
and abundance, I made a mandala for 
myself. (13)

 I saw myself at the centrepoint of 
4 poles, a wonam in the middle of four 
rotating cubes (turning around her as an 
axe, like sattelites and on equal distance 
to each other). The four poles are cas-
tles, horses, men and trees. The Castles 
stand for the inflicted or innate destina-
tion. The cause, the past and the future. 
The Horses are the useful nature, faith, 
friends, help. Then there are Men, who 
are the opposite side, the other half. The 
present, the always present purpose, the 
reason why. Also it are the children. At 
last there are the Trees, who symbolize 
the present with slower rhythms. It is the 
seemingly immobile, that what has to be 
accepted.

From the viewpoint of each of these 
poles it is as if the woman appears to 
them as a moon. Only lit by the light of 
one of the other sources. This way she 
fulfills a confidence inspiring function 
that bypasses her essence, which only 
gives an illusion of her as a centre. She 
appears only to exist by grace of the 
source that shines on her. The four poles 
of the world succeed, thanks to their ex-
istential multiplicity, to create the illusion 
that everything turns around them, just 



102 103 als ein Überlebensmechanismus. 
Jeder Zyklus lief über einen ge-
wissen Zeitraum, zwei Jahre oder 
auch länger. Für diese Installationen 
erhielten die Betrachter einen 
Leitfaden. Insofern brauchte ich 
nichts mehr zu erklären. Gleichzeitig 
begann ich damit, die Ausstellungen 
auf Band aufzunehmen. Diese 
Videos wurden dann ihrerseits wie-
derum zu eigenen Werken.

1981 wurde ich Artist-in-
Residence im Laboratorium für 
künstliche Intelligenz an der Freien 
Universität in Brüssel. Das ging bis 
1986.

Aus unerfindlichen Gründen 
habe ich die Vorliebe, ständig 
Informationen zu sammeln. Ich 
sammle Bilder, Wörter, Leute ... und 
packe sie in meinen Computer, um 
sie jetzt oder später zu verwen-
den. Vor allem habe ich eine große 
Sammlung mit Bildern nackter 
Frauen. Die Reproduktion des 
weiblichen Körpers ist einer dieser 
Auslöser, der mich seit Jahren an-
treibt.

72 
Composition with works for 

Headnurse exhibitions, 1996-2000, 
paint on Plexiglass and PVC with 
magnetic backing

73 - 75 Head Nurse came 
about in a time when I wanted to know 
why I was so fascinated by Artificial 
Intelligence and naked women. I decid-
ed to make a combination of 96 images 
and 96 words, and send them to Guido 
Gezelle—this ‘holy’ poet who hated 
women and loved words. So I sent him 
96 faxes, one a day. I was reading Mary 
Daly’s Pure Lust, in which she proposed 
that, to remake the world, you have to 
remake the language we use to con-
struct the world.

In 1991 I bought my first home com-
puter and started making maps, scanning 
and digitalizing images from my collection 
of pre-Sexual revolution soft-core por-
nographic images of women. I have too 
many to do them all, but I started making 
series. The two scans come from the 
scrapbooks I used to determine the series 
I would digitize, so the drawings relate 
to a certain pose, and the x, xx, xxx, or 
xxxx relate to this too—they’re codes and 
ciphers, personal mnemonic devices.

Report 5>100, Headnurse, 
=Faxproject Borgerhout - 
Carmerstraat, Brugge, 1996, digital 
reworked images for EZFK (2005) in 
Kunsthalle Bern, CH

Report 5>100, Headnurse, 
=Faxproject Borgerhout - 
Carmerstraat, Brugge, 1996, original 
images stretched

96 eroticized concepts,  
1996-1997, final version and original 
notes in workbook

76 These are images I took of 
my Headnurse series from a show at 
Zeno X Gallery. It’s about my father.  
 I created this exhibition architec-
ture because I didn’t want to hang 
the work on the walls—nothing was 
fixed. The perforated screens are 
steel and you can see through them, 
but also you can hang the works on 
them because all the works were 
magnetic. So it was reconfigurable. 

Papa, in HeadNurse, 1998, Zeno 
X Gallery, Antwerp, BE, photography: 
AMVK

77 These four images are from 
the same exhibition and come from a 
fashion book on a collection of Prada. 
I printed out the computer imagery 
directly onto graph paper, with scanned 
imagery. The image on the left is from 
Zeno X, from my Head Nurse series. 
I created this exhibition architecture 
because I didn’t want to hang the work 
on the walls. The steel screens are per-
forated, so you could see through them, 
but also hang the works on them. All the 
works had magnetic backs, so it was all 
reconfigurable. Nothing was fixed.

Identificatie van een Onbekend 
Object/ Overeenkomst van 
Onbekenden/  Systeemarchitectuur/ 
Beschrijving van Data, series Prada, 
1998, print on graph paper, diasec, 
plexi, pvc on magnetic back, mul-
tiple, 20,6 x 29 cm, property of the 
artist

78 It’s a self-portrait in front of 
buildings with some kind of person lying 
on top of me. It’s just my silhouette. It 
wasn’t made specifically for the space, 
but it’s fantastic how it fit.

Little Zohar, Een Bloem Van 
Smarten Was Haar Mond, 1991, 
Galerie Transit, Leuven, BE, instal-
lation, property Dirk Vanhecke, BE, 
photograph: Dirk Vanhecke

79 Here you see four drawings 
from 2001, made in Ostend, Belgium. I 
go there at least once a year to refresh.

Ontploffend, 2001, felt tip 
on paper, 28,2 x 21 cm, drawing, 
property of the artist

Oostende 2, 2001, felt tip on 
paper, 28,2 x 21 cm, drawing, 
property of the artist

Yes Master, 2001, felt tip on 
paper, 28,2 x 21 cm, drawing, 
property of the artist

8, 2001, felt tip on paper,  
28,2 x 21 cm, drawing, property of 
the artist

80 - 81 The red light district 
in Antwerp had been purged and all the 
brothels were closing. They invited art-
ists to exhibit there before the buildings 
were torn down. One day, after the pros-
titutes stopped working, I installed prints 
on canvas, magnetic prints, and paper 
prints in the staircase, and in the actual 
rooms where the ladies did their work. 
I just hung mine alongside the cher-
ished things they left there like posters 
of Beyoncé, or whatever next to these 
fantastic, bright green sparkling curtains, 
with the clock still ticking on the wall. 

This exhibition was a tribute to the 
hard work these women have to do there. 
These sorts of conditions are where I 
see the place of art in the world—not in 
the reserve of collectors or museums. 
It’s also good for me to show in unusual 
spaces because I am working a lot with 
theory and images that aren’t supposed 
to be masterpieces. They gain from their 
surroundings. 

I asked Jan Hoet why he never came 
to my studio, and he told me that my 
studio was truly wherever I made my 
exhibitions. It’s a bit of a cop out, but 
there’s some truth to it as well.

Bordello, 2002, Rosse Buurt, 
Antwerpen, BE, installation, photog-
raphy: AMVK & DDV

82  -  83 You have to explain, 
to give lectures, to justify yourself, so 
I decided I had to make a definitive 
statement about why I was working 
with images of women, and how. On 
women images is a distillation of a lot 
of other texts. In the drawings on the 
right, there’s the worshipping of design, 
sex, and theory. There are always 
three elements, except in the drawing 
depicting a bomb, which has to do more 
with the idea of Vagina Dentata. It was a 
comment on the war.

On women images, 1997, text 
AMVK

Mikki, Anatomie d’une 
Destrucivité Humaine, series A Dash 
of Dolls, 2002, ink on paper, 17 x 
19,5 cm, property Frank Demaegd

Vegetatieve Toestand, 2002, ink 
on paper, 17 x 19,5 cm, property 
Frank Demaegd

Shock and AWE, 2003, ink & co-
lour pencil on paper, 20,7 x 26,8 cm, 
property of the artist

Illiacus Origin, 2003, ink & colour 
pencil on paper, 20,5 x 25,5 cm, 
property of the artist

A Profusion, 2003, ink & colour 
pencil on paper, 20,5 x 25,5 cm, 
property of the artist

As Freud Asserted, 2003, ink & 
colour pencil on paper, 20,5 x 26,3 
cm, property of the artist

Expérience sur un Phénomène..., 
2004, ink & colour pencil on paper, 
20,5 x 26,3 cm, property of the artist

The Time of Carnivalistic 
Representation, 2004, ink & colour 

transparency from an overhead projec-
tor, and the projection is overlaid with 
my video The Fifth Force.

De Uitputting van de Muze, 
1990, W139, Amsterdam, NL, lecture

66 This collage is from 1992. 
I made it for something in Bern, at 
STOP. Everything you need to know is 
explained in the text. It’s all there.

La Force, La Beauté, La 
Sagesse, 1992, ontwerp voor spe-
ciale bijdrage

67-  69 These photographs 
were taken in an exhibition is from a 
show I made together with Danny Devos 
and MARK SCHIPPERS?, called Belgisch 
Spleen. For my part, I was interested in 
the Schoenberg’s last opera, and the 
hegemony of the word and of the image. 
Schoenberg was a Jew who became 
a Christian only to later become a Jew 
again at the end of his life. The image 
has lost its power through abstraction 
and conceptual art. It was the beginning 
of the Internet, and these works are 
about the struggle between concept 
and image.

Belgisch Spleen, 1993, Parbleu, 
Antwerp, BE, installation, photogra-
phy: AMVK

Belgisch Spleen, 1993, Parbleu, 
Antwerp, BE, text by AMVK about 
the installation

EN
PRESS RELEASE PARBLEU
ANNE-MIE VAN KERCKHOVEN
BELGIAN SPLEEN
1 - 24 APRIL 1993
co-op ZENO X GALLERY

Belgian Spleen (relating to Spleen 
de Paris by Charles Baudelaire) was 
in first instance a complete written 
agenda from Brepols for cash income 
and expenditures. At a certain mo-
ment I filled a Belgian merchant agen-
da with thoughts and reflections that 
I had written down between 1974 and 
1992. I classified the notes by the day 
of the year to see if certain subjects 
and thoughts returned at certain peri-
ods of time within the year. Just as a 
means to find out if there was a cer-
tain system in the chaos of swirling 
and storming thoughts. And if there 
was any evolution in it.

In Parbleu I built a structure with 
second hand materials and with 
help of stand constructor Frank. The 
walls, including a door left ajar, all 
started at 30cm above ground level. 
The sound of the steps of everybody 
entering the room were amplified 
and distorted by a delay-machine 
that was fixed under the grid of the 
Parbleu drain, just behind the en-
trance of the installation.

Most of the exhibited works, 
including text, paint, drawn imag-
es and monoprints were made on 
plastic dishes and plates from the 
defunct catering business of my par-
ents. Also table tops from the com-
pany, my father’s plexi design table 
and my wooden children’s desk were 
used as support. My children’s chair 
was high up on a wall. Most of the 
works were autobiographic, made 
in various layers of plexi and PVC. 
The whole was an exorcism: “Savoir, 
Oser, Vouloir, Se Taire”. Which says 
that you have to make things instead 
of talking about them. It concerns 
mostly the relation a citizen has with 
oneself and the thoughts and to 
which extremes this can lead.

On the children’s desk, that was 
hanging on a wall of the outer in-
stallation, my videofilm “Alle Grond 
weg onder de Voeten (Exorcism 
of a Relocation Depression)” was 
playing.

Along with ‘Belgian Spleen’ an 
artist edition is published in an edi-
tion of 50 including 5 deluxe copies.

70 
Wunschmaschinen I, 1993, 

Fotogalerie WUK, Wenen, AT, notice 
in Salzburger Nachrichten

Race Religion Genius, 1993, 
paint and plexiglass on aluminum, 
72,3 x 32 x 2,7 cm, property private 
collection, BE

71 ‘The abstract isn’t sexual-
ly stimulating’ is a quote from JEAN 
HERNET? from his last interview. Years 
after I came across the interview, I made 
a video with this as the title. It’s good 
that these pages appear next to each 
other in this book—with this text ap-
pearing next to Race Religion Genius—
because it’s also about the struggle 
between the image and the abstract, or 
concept. The concept takes everything 
sexual out of what’s being lived. That’s 
the purpose also. You have something 
that captures you in an emotional way 
and you want to dominate it, so you 
give it a concept, a word, or you make 
an abstraction out of it—an asexual 
instrument.

The abstract isn’t sexually 
stimulating, 1995, text by AMVK

DE
Das Abstrakte ist keine sexuelle 

Stimulanz

1970 habe ich mich ent-
schieden, Grafikdesign zu stu-
dieren. Zum einen, weil das die 
Kunstrichtung war, die sich am 
meisten auf Zeichnung konzen-
triert hat, und zum anderen, weil 
ich so viele Techniken wie möglich 
lernen wollte, um Bilder machen 

zu können, die auf technischer 
Reproduzierbarkeit basieren. Von 
Beginn an haben diese Techniken 
für mich wie Sprachen funktioniert, 
mit untereinander auswechselbaren 
Gesetzen und Mustern. Es hat mir 
immer gefallen, den Dingen eine 
gewisse Einheitlichkeit aufzuzwin-
gen und damit Gegensätze und das 
sogenannte Inkompatible zu ver-
schmelzen. Die Ursache für dieses 
Verlangen liegt in einer tiefen Liebe 
für alles Existierende begründet 
und ist doch mit einem ständigen 
Gefühl des Abscheus gepaart, der 
aus meiner wachsenden Einsicht 
über Unverständnis, Unglaube und 
Revolte entsteht. 

1975 habe ich damit begonnen, 
meine Zeichnungen auszustellen. 
Durch ein Übermaß an Erfahrungen 
mit der Welt sind diese Zeichnungen 
als Zyklen entstanden. In meinem 
Unterbewusstsein hat sich diese 
Erfahrung in Bilder verwandelt. Eine 
Art seismografischer Reproduktion 
einer Akkumulation inneren Lebens. 
Die Ergebnisse waren willkürlich, 
sehr uneinheitlich. Wenn man seine 
Arbeit Leuten zeigt, erwarten die im-
mer, dass man darüber spricht und 
sie erklärt. Da ich mich nicht auf 
den Inhalt konzentrieren wollte, son-
dern versuchte, ihre Natürlichkeit 
zu bewahren, habe ich die Frage 
ins Zentrum gestellt, was mich 
dazu veranlasst hat, sie zu machen. 
Welchen Zweck haben sie: Worin 
bestand die Notwendigkeit, sie zu 
machen. Was waren ihre Auslöser. 
Auslöser wie Bilder, Wörter, 
Umstände, Situationen.

Zu dieser Zeit las ich 
gleichzeitig de Sade und 
Wittgenstein in Kombination mit 
Wissenschaftsmagazinen. Die 
Erklärung meiner Arbeit wurde zu 
einer zweiten Version meiner Arbeit. 
Und mein eigenes Gehirn wurde 
zum Gegenstand meiner Kunst.

Die Impulse, die mich dazu 
brachten, Dinge zu tun, rückten 
ins Zentrum meines Interesses. 
Einfluss, Bestimmung, Schicksal, 
das Soziale, die Moral – alles, was 
das Handeln der Leute antreibt, 
wurde zu meiner Inspiration. Als 
Gegengewicht zu den Bildern aus 
meinem Inneren begann ich damit, 
Bilder aus den Massenmedien 
zu verwenden. Ich sammelte je-
des Magazin, das ich mir leisten 
konnte, und nutzte diese ganze 
„Oberflächlichkeit“ dazu, um unter 
der Oberfläche nach Strukturen, 
Sparten und Systemen zu suchen.

Diese Bilder inspirierten mich 
zu Gemälden, die ich meistens 
auf Reststücken von Styropor, 
Kunststoff und Plexiglas gemacht 
habe. Durch die Vielzahl an Arbeiten 
wurde nach einer Weile ein ge-
wisses System erkennbar. Ich habe 
das Ganze dann mit einer gut struk-
turierten Installation abgeschlossen 
– einer Ausstellung.

Jede Installation funktionierte 



104 105 About 12 playgirls, structured, 
2014, 12 x (100 x 100 cm), screen 
print on cardboard printed by the 
artist, property of the artist

94 I make a lot of collages in 
between bigger works or installations. 
I started this one in 2014, and finished 
it this year. I had the image of a woman 
in the background and collected texts. 
It’s about the way men direct women in 
a certain way by designing the spaces 
where they live. I have an adversity with 
a lot of what Le Corbusier did in his life. 
I don’t know if he’s entirely responsible 
for the uniformity of interiors that people 
live in all over the world. The woman is 
from a magazine for latex fetishists. I 
think these sorts of fetishes result from 
these interiors.

The (social) Production of 
Space, 2015, collage/drawing, 
mixed materials on paper and PVC, 
30,5 x 41 cm, property of the artist

einem Filmstar stand dabei ganz oben 
auf der Liste. (1929 an der Riviera, nach 
dem Crash.) Ein Entkeimungsmittel 
und gezeitenbeeinflusste Zerstreuung. 
Und ich möchte Sie daran erinnern, 
nicht ohne Trumpf zu spielen, außer 
Sie können dreieinhalb bis vier schnelle 
Stiche machen. „Cryonouts“! Ich habe 
nie in einem menschlichen Antlitz eine 
solche Begierde gesehen wie damals 
in ihrem. Sein Gesicht war unergründ-
lich. Sie waren sehr angenehme ruhige 
Leute, die den Skandal hassten. Sie 
war mit einem Südländer zusammen, 
den sie in einer Speak-Easy-Kneipe 
aufgegabelt hatte. Um die Hitze der 
Reibung loszuwerden. Sein Benehmen 
war jungenhaft, heiter und höflich 
... Distanziertheit ... Unnahbar. Das 
ganze russische Raumprogramm ist 
nur eine moderne Form der rituellen 
Sonnenanbetung. Unter den russischen 
Astronauten gab es immer eine Gruppe 
von Sonnenanbetern. Nachdem sich 
die orthodoxe christliche Kirche von 
Rom abgelöst hatte, griff sie wieder auf 
ältere heidnische Elemente zurück. Das 
gilt vor allem für den Mithras-Kult, einen 
Mysterienkult, der sich von Persien über 
das gesamte Römische Reich verbrei-
tete. Darin war die Sonne die dominie-
rende kosmische Kraft. Sonnenmalerei. 
Wie die Heiligenscheine auf Ikonen. 
Die neuen Heiden im 19. Jahrhundert. 
Eine Folge der höheren Ordnung. Sie 
hatte Leichtigkeit, Selbstkontrolle 
und Sicherheit erreicht. Du versuchst, 
verschiedene Teile des Modells an 
Extrempunkte zu führen. Bis sie entwe-
der zu Null gewinnen oder irgendein 
Limit erreichen. Wenn in England Frauen 
aus dem höheren Stand durch einen 
Skandal den Zutritt zur Gesellschaft 
verloren, begannen sie sich für Kunst 
zu interessieren und umgaben sich mit 
Malern, Schriftstellern und Musikern. 
Du musst versuchen, diesem Punkt im 
Lösungsraum fernzubleiben. Ein gerecht-
fertigtes Vertrauen in seine Klugheit. 
Über 37 Grad oder so, jenseits der 
„Schwelle der Absenkung“, ihre kogni-
tiven Fähigkeiten waren herabgesetzt, 
ihr Urteilsvermögen beeinträchtigt. 
Ihre manuelle Geschicklichkeit und ihr 
Jagdinstinkt waren erlahmt. Sie ist jung 
und möchte Spaß haben. Kannst du dir 
nicht vorstellen, was es für ein Mädchen 
bedeutet, wenn es nicht so gut geklei-
det ist wie die anderen in der Gruppe? 
Großer Stress durch Hitze – Lagrange-
Punkt. Europa ist am Ende. Wir sind 
die größten und mächtigsten Leute der 
Welt (1919). Adam und Eva in Gucci-
Schuhen. Nein, ich will nicht gehen und 
mir Bilder in einem Museum anschauen. 
Sie hat einen Punkt erreicht, an dem sie 
ihren Verlust vergessen hat. Sie beo-
bachtete jede Veränderung seiner Mimik. 
(Übrigens: Philosophen müssen nur ein 
guter „Futurist“ sein – sie müssen uns 
voraussagen, wie die Wissenschaft die 
philosophischen Probleme lösen wird.)

90 Modernistic interiors. I found 
them in Berlin. I put orbs over them like 
good spirits floating in the air. There’s an 
image of a man and woman copulating, 
and very dry technical descriptions of 
sex taking from two books, equating the 
sex and the luxury of the interiors.

Study, from the series Modernism 
is Mirrored, 2009, edition, offset print 
on paper mack mat, 40 x 40 cm, 
V-Edition, Antwerp, BE.

New York living-room, from 
the series Modernism is Mirrored, 
2009, edition, offset print on paper 
mack mat, 40 x 40 cm, V-Edition, 
Antwerp, BE.

91 This is a working document 
that hung in my studio while prepar-
ing my 2014 exhibition 3 Carrels, 
Degenerate Customized Solutions at 
Zeno X. I take an image and double it in 
different layers. It’s a system I created, 
but I started switching from one image 
to another and it became very com-
plicated. I had to attach every result I 
would get to a certain part of this book 
by Marguerite Porete—Mirror of the 
Simple Souls. Symanowski is written on 
it too—timbre as a structure. I wanted an 
atmospheric structure. He used timbre 
of music as a structure, so I attached it 
to my ideas of mirroring and symmetry. 

Play-Girl, 2013-2014, print and 
inks on paper, 42 x 29,7 cm, werk-
schets 

92-93 A carrel is a desk, a 
closet—from convents in the 12th cen-
tury—that also works as a bench, and to 
collect information. I made three of them 
as structures for my exhibition at Zeno 
X. This particular one is called Carrel 3 
(Connection Machine). Each of the three 
carrels represents a stage in the process 
of data processing. They also stand for 
human life stages. Playgirl was made 
instead of a booklet. Its one of twelve 
cardboard silk-screened panels hanging 
on the walls. You can see my process of 
working with images of women, but also 
the Symanowski thing in them too. 

3 Carrels, Degenerate 
Customized Solutions, 2014, Zeno 
X Gallery, Antwerpen, BE, photogra-
phy: AMVK 

Carrel 3 (Connection Machine), 
2014, meranti multiplex carrel with 
transparent coloured plexiglass 
back, 201 x 240 x 62 cm, property of 
the artist

Il est bien juste que je ne me 
possède pas (Chapter 101), 2014, 
casein paint, aryl paint and spray 
paint on digital prints, mounted on 
wooden board with glue and metal 
screws, 100 x 150 cm, property of 
the artist

pencil on paper, 20,4 x 26,3 cm, 
property of the artist

Il n’y a pas de Pseudo-
magnétisme..., 2004, ink & colour 
pencil on paper, 20,6 x 26,3 cm, 
property of the artist

DE
Über Bilder Von Frauen

Eines Tages kam ich auf die Idee, 
meine Aufzeichnungen über Bilder von 
Frauen und über Wörter miteinander 
zu verbinden. So wie Autohändler ihre 
neuesten Modelle mit spärlich beklei-
deten Frauen präsentieren. Ich nenne ein 
Beispiel: Ich habe Wörter gesampelt, die 
mit bestimmten Elastizitätsproblemen, 
Wissensrepräsentation und Symmetrie 
im Raum zusammenhängen. Die habe 
ich dann mit folgenden meiner Ordner 
kombiniert:

1. Nackte Frauen, die nur mit einem 
Gürtel bekleidet sind

2. Frauen, die ihre Brüste zeigen, 
während sie den Betrachter

fixieren
3. Frauen, die ihre Bluse fürs 

Ausziehen über den Kopf streifen
Für eine Neuinterpretation der Bilder 

verwende ich sie erneut über das ge-
wählte Wort. Dafür erfinde ich etwas 
widersprüchliche Logiksysteme, um 
einen gewissen Zufallsfaktor einzufüh-
ren, der zufällige Kombinationen und 
Synchronizität erlaubt. Auf diese Weise 
probiere ich Dinge aus und schaue, wie 
sie funktionieren. Dabei benutze ich den 
Betrachter als Gradmesser.

Die Bilder fungieren als Instrument in 
einem System, das es zu überprüfen gilt.

Gegenwärtig benutze ich meinen 
Computer, um die Bilder und Wörter zu 
speichern. Ich nutze den Computer, um 
sie zu sammeln und Systeme zu entwi-
ckeln, damit sie während der Arbeit etwas 
enthüllen. Dadurch wird die Information 
zu einer Form, zu einem Werkzeug; sie 
wird zu der Leinwand, auf der ich arbeite.

Die Information und die Daten 
werden zur Farbe, einem vielfältigen 
Speicher aus vergangener, gegenwär-
tiger und zukünftiger Intelligenz. 

So nutzt man Informationen, die über 
den Inhalt der Arbeit bestimmen, die ih-
rerseits den für den tatsächlichen Zweck 
benötigten Inhalt liefert.

84 The drawing depicts a 
trialogue between Marguerite Porete, 
Giordano Bruno, and Herbert Marcuse. 
I did it in 2005 at the Lagenhalle in 
Brügge, a place from the 1300s. I had 
to work there for nine weeks, and this 
catalogues the books I brought there, 
like a bibliography.

Are you suffering from tired 
love?, from the series I’ll Rob You, 
2005, drawing on coloured paper, 21 
x 29,7 cm, property of the artist

85 On the right is a photograph 
of me filming a dance by Marc Vanrunxt 
at a castle next to Antwerp for the video 
The Dance of the 7 Veils. He performed 
it three times for me, first in the morning 
when the birds started to sing, then at 
midday, and again in the evening. 

AMVK shooting Dance of the 7 
veils, 1991, Marc Vanrunxt (Dance), 
Video (VHS), photography: DDV

86-87 I scan several of the 
pages of a magazine and start working 
on them with texts and ideas and then 
I make a nice picture on my computer 
usually sized around a meter to two 
meters. Then I start taking it apart. I print 
these parts in a factory on Plexiglas or 
PVC and then I paint on the back. It 
gives layers—interpretation layers. What 
you see in this book is not the finished 
work, but the image I used to make the 
work.

This Is The Voice Of Freedom, 
from the series JEM, 2009, digital 
print on PVC, private collection 
Germany, photography: Peter Cox

88 There are mirrors in almost 
all of my exhibitions, because it’s an 
important natural concept, mirroring. In 
this case, I also used the mirror to keep 
the exhibition from becoming monoto-
nous, to make it more alive. At WIELS, 
Dirk Snauwaert wanted to exhibit all of 
my drawings. In the end we only showed 
about 400, but I had to find a system to 
show the drawings in a way where they 
didn’t interfere too much from series to 
series. There was a room with computer 
animations, and there were facsimiles 
on tables.

There are mirrors in almost all of my 
exhibitions because it’s an important 
natural concept, mirroring. In this case, 
I also used the mirror to keep the exhi-
bition from becoming monotonous, to 
make it more alive.

Nothing More Natural, 2008, 
drawing exhibition by AMVK in 
Kunstencentrum WIELS, Brussel, BE,  
photography: Wim Van Nueten

89 I made these texts during a 
residency in Florida. They are color-cod-
ed and the colors relate to the three 
texts I compiled into this one text.

Mash Up, Sunstorm/ Razor’s 
Edge, 2013, ink on canson (160gms) 
paper, 27,7 x 35,6 cm, property of 
the artist

DE
Er war ein Synth-Star, der Inbegriff 

unausgegorener Sehnsüchte von kleinen 
Mädchen. Er brachte uns bei, dass wir 

alle viel größer sind, als wir wissen, und 
dass Weisheit der Weg zur Freiheit ist. 
Er brachte uns bei, dass es nicht erfor-
derlich ist, sich aus der Welt zurückzu-
ziehen, um erlöst zu werden. Man muss 
nur dem Ego abschwören. Er brachte 
uns bei, dass selbstlose Tätigkeiten 
den Geist reinigen, und dass Pflichten 
dem Menschen die Chance bieten, das 
isolierte Ich zu überwinden und eins mit 
dem universellen Ich zu werden. Sie war 
indischer Abstammung. Ruhig, nach-
sichtig, voller Mitgefühl, selbstlos und 
bescheiden.

Durch Beschützerqualitäten 
Menschen zu wahrer Größe zu verhel-
fen, erscheint so, als brauchten sie dein 
Vertrauen, um Selbstvertrauen entwi-
ckeln zu können. Zur Realität kannst du 
über Wissen gelangen. Allerdings wider-
spricht es dem menschlichen Instinkt, 
einer Maschine so viel Kontrolle zu 
überlassen. Er versuchte (brachte 
ihnen bei), sie von der Sklaverei der 
Selbstfindungspraxis, der Tradition 
und des Gefühls zu entwöhnen. Er 
sagte ihnen, dass sie befreit werden 
können durch Stille, Zurückhaltung 
und Verzicht, durch die Standhaftigkeit 
des Geistes und ein leidenschaftliches 
Verlangen nach Freiheit. Ein Geist des 
Bedauerns. Es ist Wahrheit und Freiheit. 
Der Teil von ihr, der sich dem Raum 
verschrieben hatte, fand Gefallen an 
seinen Worten über die „dynamische 
Entwicklung“ und den Rest. Es hat keine 
Eigenschaften. Es transzendiert Dauer 
und Veränderung, das Ganze und den 
Teil, das Endliche und das Unendliche. 
Es ist für die Ewigkeit, weil seine 
Vollendung und Perfektion unabhängig 
von der Zeit sind. Gerontokraten. In der 
rituellen Haltung der Niederwerfung.

Kein wirkliches Gefühl für 
Entschleunigung. Das Absolute bezeich-
net die „Wirklichkeit“. 

Sie suchte nach Wut und fand 
nur Leere. Irgendwie schade. Bei der 
Meditation über das formlose Eine 
fand ich Ruhe im Absoluten. Und hat 
der Glaube an die Seelenwanderung 
eine praktische Wirkung auf (die 
Überzeugung) die Leben derer, die 
daran glauben? Letzten Endes be-
steht darin die entscheidende Frage. 
Du kennst mich nicht gut genug, um 
mich zu kränken. Vielleicht hat das 
Schauspiel, das wir gerade gesehen 
haben, eine Hemmschwelle außer Kraft 
gesetzt, und der Rhythmus der klang-
vollen Kadenzen hat – wie es die Musik 
tut – seine natürliche Zurückhaltung 
überwunden. Nichtlinearität. Brahma der 
Schöpfer. Vishnu der Bewahrer. Shiva 
die Zerstörerin. Die drei Manifestationen 
der ultimativen Wirklichkeit. Jene, die 
schauten, hatten Augen für Farben, für 
die es in der menschlichen Sprache 
keine Namen gab. Die Kunst triumphiert, 
wenn sie die Konvention zu ihrem eige-
nen Instrument machen kann.

Im Zuge einer immer größer wer-
denden Eigendynamik schienen die 
im Exil befindlichen Mitglieder der 
Königshäuser eine wunderbare Zeit zu 
verleben. Das Zusammentreffen mit 
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