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Combining conceptual, personal and archival photographic approaches, Iñaki 
Bonillas investigates the materiality and semiotic depth of the medium.  
Bonillas addresses the cultural history of photography to highlight the medium’s 
structural behavior and its relationship to the creation of identity.

For the Marginalia series, Iñaki Bonillas decided to work with photography 
books, because they seem to him to be spaces in which images can freely unfold. 
It is enough to look for the same photograph printed in two or three books to 
understand that in reality we know nothing about it, because, in its multiple 
unfoldings, sometimes it is sepia, sometimes black and white, sometimes 
yellow. The framing changes as much as the size, the contrast and even the 
quality, depending on the printing method. 

Another distinctive feature of the books is the way in which the images are 
arranged on the pages: sometimes they appear alone, occupying the width and 
height of the paper; at other times, however, they appear in groups, forming 
grids or even the most unexpected compositions. There are pages of books that 
have ten or twelve images so tiny that they look more like collections of stamps 
than anything else. Bonillas, an artist always attentive to the paraphotographic, 
soon noticed the peculiarity of the paths, almost always white, that form around 
these sets. And from there he created Marginalia: a series of collages in which 
the margin has come to occupy the center of the composition and the pieces of 
photographs build small narratives around these white paths that, labyrinthine, 
lead us from one side of the panel to the other. A way of approaching the 
photographic fact, but from the edge, moving away from the heart of the 
images to observe them obliquely. There, what stands out is that which does 
not seem to matter too much, but which in reality is a fundamental part of the 
daily consumption of photographs; all that which, being precisely on the edge, 
clearly reveals how we tend to relate to these images, which rather than solid 
bodies -as paintings would be- have become increasingly liquid and fluid.

Iñaki Bonillas (Mexico City, 1981) lives and works in Mexico City. 
Selected solo exhibitions: Secrets, Estancia Femsa/Casa Luís Barragán, Mexico 
City (2016); Archive J. R. Plaza, La Virreina Centre de la Imatge, Barcelona, Spain 
(2012); Intervención al pabellón, Pabellón Mies van der Rohe, Barcelona, Spain 
(2005).

Selected group exhibitions: Around the Day in Eighty Worlds, CAPC Bordeaux, 
France (2020); The Pulse of the Body. Uses and Representations of Space, 
Bombas Gens, Valencia, Spain (2018); Point/Counterpoint: Contemporary 
Mexican Photography, MOPA, San Diego, California (2017); The Infinite Relation 
in Difference, DUM Project Space, Ljubljana, Slovenia (2016); Crisis of Presence, 
Pori Art Museum, Finland (2016); Strange Currencies: Art & Action in Mexico 
City, 1990-2000, The Galleries at Moore, Philadelphia, Pensilvannia (2015); 
Rumors of the Meteor, Frac Lorraine, Metz, France (2014); Punctum, Salzburger 
Kunstverein, Austria (2014); ; La inminencia de las poéticas, 30th São Paulo 
Biennial, Brazil (2012); Resisting the Present, Museo Amparo, Puebla, Mexico 
and Musée d’Art moderne de la Ville de Paris, France/ ARC (2011 y 2012); Little 
Theater of Gestures, Kunstmuseum Basel, Switzerland and Malmö Konsthall, 
Sweden (2009); Little History of Photography, MUHKA, Antwerp, Belgium (2003); 
Utopia Station, 50th Venice Biennial, Italy (2003) and Locus Focus, Sonsbeek 9, 
Arnhem, Holland (2001).

His work is part of the following collections: Museo Amparo, Museo Tamayo, 
MUAC, la colección Jumex, Colección Coppel  in Mexico; Centro Galego de 
Arte Contemporánea de Santiago de Compostela, MUSAC in León, MACBA 
in Barcelona, all in Spain; MoMA, New York; Musée Départemental d’Art 
Contemporain de Rochechouart, FRAC Lorraine de Metz, FRAC Île-de-FRANCE/
Le Plateau, and CNAP, all in France.



Iñaki Bonillas
Marginalia 1, 2019

Giclée print on Fine Art Photo Rag de 308gr and pigmented ink, 
mounted on acid free forex of 3mm 

106 x 107 cm
Measures with frame: 109 x 110 x 4,5 cm

(AP) Ed. 3 + 1 AP 
IB/PH 92/AP



Marginalia 1, 2019
(detail)



Iñaki Bonillas
Marginalia 2, 2019

Giclée print on Fine Art Photo Rag de 308gr and pigmented ink, 
mounted on acid free forex of 3mm 

75 x 136 cm
Measures with frame: 78 x 139 x 4,5 cm

(AP) Ed. 3 + 1 AP 
IB/PH 93/AP



Marginalia 2, 2019
(detail)



The will to see beyond the immediate surrounding visible world conducts 
Dauder’s work. The artist attempts to capture what is  extremely difficult to 
retain: time, a fleeting moment, an ephemeral trajectory, something with no 
form, a remote place. To that end, she uses a variety of media, from sculptures, 
objects and drawings to films. The experience, iconography a nd literature 
around sea culture has also been a recurrent reference in Dauder’s work.

Insulana (2021) is a film that was conceived from the artist’s experience during 
her stay in the Azores archipelago, sixty years after the volcanic eruption that 
affected t he northwestern p art o f t he i slands i n 1 957 a nd left th e is land of 
Faial completely covered by ashes. The work is a visual collage, in which real 
images filmed by the artist are mixed with other archival images that overlap 
to create a double exposure effect that is transmitted throughout the film. The 
film moves between an austere representation of  the artist’s workplace (her 
studio and some of her works appear in the opening sequences), a place where 
the present and the past cohabit indistinctly, and the places that were strongly 
affected by the events to which the narrator refers. Insulana thus proposes a 
more general reflection on  th e cinematographic me dium, on  Dauder’s own 
work and her own plastic conception of time, and invites us to contemplate a 
different place, sometimes almost imaginary, which seems to be governed by 
another idea of time.

The presentation at Arco 2023 is completed by four works, each of them 
expressing a conjunction of parts of a decomposed, disunited body, about 
which we have no more information than the fragments before us. They are 
works resulting from long, manual and mental processes, through which the 
artist reflects on the formality of waste, on decadence and wear and tear. 
Waterlily , Bípedos I, Bípedos II and Decapar - Trasladar (2022-2023), are 
works on paper, a lithographic print on Japanese paper and two drawings, 
which are joined to a sculpture* still in progress. These three works share with 
the film, a vision of transformation, the interval between events and the trace.  

* We do not have definitive visual documentation of this last work at this moment.

Patricia Dauder, (Barcelona, Spain, 1973) she currently lives and works in 
Barcelona. She studied Fine Arts at the Fine Arts School in Barcelona (1991-96) 
and was a resident at Ateliers Arnhem, Holland (1997-98) and at ISCP in New 
York (2011).

Selected solo exhibitions: Ground and Underground, la Virreina Centre de la 
Imatge, Barcelona (2021); Nadala, Fundació Joan Miró, Barcelona, Spain (2018); 
Introducing Patricia Dauder: Surface, National Gallery, Prague, Czech Republic 
(2018); The Second Image, Museu de Serralves, Porto, Portugal (2012); and 
Horitzontal – Orbital, Espai Zero, Fundació Suñol, Barcelona, Spain (2009).

Selected group exhibitions: Collecting Practices: 25 years of Itinerarios, Centro 
Bot n, Santander, Spain (2019); Una dimensión ulterior, Patio Herreriano Museo 
de Arte Contemporáneo Español, Valladolid, Spain (2019); 1979, un monumento 
a instantes radicales at La Virreina Centre de la imatge, Barcelona, Spain (2011); 
and Test Transmission en Artspace, Auckland, New Zeland (2011).

The three works of Patricia Dauder presented in parallel to Insulana, at the stand 
of ProjecteSD, are each one of them a conjunction of parts of a decomposed 
body, disunited, about which we have no more information than the fragments 
before us. They are works resulting from long, manual and mental processes, 
through which the artist reflects on the formality of waste, and on decadence 
and wear and tear. They share with the film, a vision of transformation, the 
interval between events and the trace.  



Patricia Dauder
Insulana, 2021 

Film shot in S16 mm and transferred to video. Colour. Sound. 
Audio in Spanish. Lenght: 15’53”

Subtitles in English 
Ed. 2/5 + 1 AP

(PD/F 13/2)

Exhibition view: Suelo y subsuelo, La Virreina Centre de la Imatge. Photo: Pep Guerrero



Patricia Dauder
Insulana, 2021 

Exhibition view: Suelo y subsuelo, La Virreina Centre de la Imatge. Photo: Pep Guerrero



Insulana, 2021 
(detalle)

Patricia Dauder
Insulana, 2021 

(details of 2 frames) 
Link on Vimeo

https://vimeo.com/760259633?embedded=true&source=vimeo_logo&owner=121928182


Patricia Dauder
Insulana, 2021 

(detail)



Patricia Dauder
Insulana, 2021 

(detail)



Patricia Dauder
Waterlily, 2022 

Lithographic print on Japanese paper Tosa Usushi 
100 x 128 cm 

Ed. 2/2
PD/W 19/2



Patricia Dauder 
Bípedos I, 2023 

Charcoal on paper 
50 x 36,2 cm 

Unique 
PD/D 236 



Patricia Dauder 
Bípedos II, 2023 

Charcoal on paper 
50 x 66,5 cm 

Unique
PD/D 236



Dedobbeleer’s work uncovers the surprising in the familiar. As an attentive 
observer of reality, the artist bases his work on the presentation of objects and 
spaces which accommodate tenuous transformations. His objects, sculptures 
and photographs are the result of his very subjective contemplation of the 
urban and architectural fabric of our daily environment. 

In his work, the artist creates variations on motifs and details of everyday objects, 
subjecting them to small alterations: slightly changing the scale, modifying their 
color or substituting the materials with which they are constructed. Thus, while 
most of his sculptures have a very familiar appearance, none of them belong to 
our environment, they are never what they appear to be. The sculpture Knowing 
that You Do Not Know is a very good example of his practice.

Doubles and duplicates are a recurring theme in the artist’s practice. This notion 
manifests in photographic works such as the diptych The Contemporary Will Be 
Untimely. It shows the front and back of a museum shop bag depicting a still life 
by the Flemish painter Pieter Claesz (1596/1597–1661), and again humorously 
comments on the profanation of artworks.

Koenraad Dedobbeleer (Halle, Belgium, 1975) lives and works in Brussels, 
Belgium. In 2009 he was awarded the Mies van der Rohe Prize in Krefeld, 
combined with a solo exhibition at the Museum Haus Esters.

Selected solo exhibitions: Kunstverein Hannover, Hannover, Germany (2019); 
CAC Vilnius, Vilnius, Lithuania (2019); La Salle de Bains, Lyon, France (2019); 
Kunt Museum Winterthur (Switzerland) ; WIELS, Brussels, Belgium, (2018); 
GAK, Bremen, Germany (2014); Kunstmuseum St. Gallen, Switzerland (2012); 
Culturgest, Lisbon, Portugal (2010); and Kunsthalle Bern, Switzerland (with Rita 
McBride) in 2008, to name a few. 

Recent group exhibitions: The Luxembourg Pavilion, 17th Architecture 
Biennale, Venice (2021); Hightlights for a Future - DeCollectie (1), S.M.A.K., Gent 
(2019); General Rehearsal, MMOMA - Moscow Museum of Modern Art (2018); 
FLIP - About Image Construction, Royal Academy of Fine Arts, Ghent (2018); 
Collections Musée en Œuvre(s) - 40th Anniversary, Centre Pompidou (2017); 
L’esprit Bauhaus, Musée des arts décoratifs, Paris (2016); The UK Biennale of 
Contemporary Art, Liverpool (2016).

His works are included in public collections such the Frac Bourgogne, Frac Ile 
de France, Frac Pays de la Loire; Frac Normandie Caen, in France ; Kunstmuseum 
St. Gallen and Kunstmuseum Winterthur, Switzerland; Mu.ZEE, Ostend, S.M.A.K, 
Gent and Extra City Kunsthal, Antwerp, Belgium; V-A-C Foundation, Moscow, 
Russia and the Museo Nacional Centro de Arte Reina Sofia, Madrid, Spain, 
among others.



Koenraad Dedobbeleer
The Contemporary Will Be Untimely, 2019 

Dipthyc, two C- prints
43,5 x 49,5 cm each 

Ed. 1/1 + 1 AP
KD/PH 5



Koenraad Dedobbeleer 
Knowing that You Do Not Know, 2020 

Powder-coated steel, wood, brass 
173,5 x 28 x 30 cm

Unique
KD/S 75



Knowing that You Do Not Know, 2020, (detail)



Widely recognised for his conceptual approach to books, photography and 
other media, Hans-Peter Feldmann, a pioneer of artistic appropriation, bases 
his work on the collection and re-arrangement of pictures and all sort of 
objects emanating from our daily lives, in a mixture of ready-made and artistic 
intervention. Whether playful, sentimental, voyeuristic, kitsch, irreverent or 
poetic, Hans-Peter Feldmann strips our daily experiences bare. Through his 
ready-mades, the artist tries to dissociate himself from the idea of authorship.

In the late 1970’s Feldmann began to colour various types of photographs and 
some small plaster reproductions of sculptures inspired by classical models. His 
declared intention, so he said, was to make them more attractive: “I wanted to 
make them prettier, improve them, just as some people use a crocheted cover 
to improve the appearance of a toilet roll”. Even if these works are reminiscent 
of Greco-Roman statuary, they appear to have been adapted to other canons. 
They are reproductions from the world of popular culture. The colour, vivid and 
without shades, is applied in a simple and flat way like children would paint, 
what makes them have something of the seductive nature of kitsch objects.  
The better known plaster painted sculptures by Feldmann, have been generally 
“pink-skinned” painted male or female models. This David (black) was conceived 
later, in the 2000’s and compared to the other other coloured sculptures it has 
an even stronger “iconoclastic” power when seen in today’s context. 
.....

Hans-Peter Feldmann, (Hilden, Germany, 1941) lives and works in Düsseldorf. 
Fedmann’s work has been shown extensively since the early 1970s. His work 
appeared in Documenta 5 and Documenta 6 (1972, 1976). 

Past relevant shows:  Portikus, Frankfurt, Germany (1989); the Guggenheim 
Museum Soho, New York, USA (1993); The Tàpies Foundation, Barcelona, Spain 
(2001-2002); Museum Ludwig, Cologne, Germany (2003); Utopia Station, 
curated by Molly Nesbit, Hans Ulrich Obrist, and Rikrit Tiravanija at the 2003 
Venice Biennale; and The Last Picture Show: Artists Using Photography, 1 960-
1982 a t the Walker Art Center in Minneapolis, Minnesota, USA and at the Marco 
de Vigo, Spain (2003); Contemporary Art gallery, Vancouver, Canada (2006); 
Hamburger Banhof, Berlin, Germany (2006); Kunsthalle Wien, Austria (2007); 
Sculptur Project 2007, Munster, Germany; and solo shows at the Sprengel 
Museum in Hannover, Germany; Arnolfini gallery, Bristol, UK; Landesgalerie, 
Linz, Austria. (2007-2008); and Sao Paulo Biennale, Brasil (2012).

More recent shows include: solo exhibitions at Centro de Arte Reina Sofia, 
Madrid, Spain (2010); Malmö Konsthall, Malmö, Sweden (2010); Serpentine 
Gallery, London, UK (2012); the Museum of Modern Art, New York, USA (2017); 
and the Louisiana Museum of Modern Art, Humlebaek, Denmark (2019).

His works are part of some public and private collections: Hall Art 
Foundation, Germany; Flick Collection, Germany; Museum Folkwang, Germany; 
Kunstsammlung Nordrhein- Westfalen, Germany; Philara Kunstsammlung, 
Germany; Lenbachhause, Germany; Pinakothek der Moderne, Germany; 
Hamburger Bahnhof, Germany; ZKM Karlsruhe, Germany; Museum für 
Gegenwartskunst Siegen, Germany; DZ Bank Kunstsammlung, Germany; 
Museum für Moderne Kunst MMK, Germany; Kupferstichkabinett, Germany; 
Guggenheim Museum, USA; Art Institute Chicago, USA; Rubell Family Collection, 
USA; Smithsonian, USA; Marciano Art Foundation, USA; Pomeranz Collection, 
Austria; EVN Collection, Austria; Fotomuseum Winterthur, Switzerland; Migros 
Museum, Switzerland; Stedelijk Museum, The Netherlands; Museum Boijmans 
van Beuningen, The Netherlands; M HKA, Museum of contemporary art Antwerp, 
Belgium; La Caixa Collection, Spain; Bombas Gens, Spain; Macba, Spain; Centro 
de Artes Visuales Helga de Alvear, Spain; Laboratoire Artistique Du Groupu Bel, 
France; Frac Poitou-Charentes, France; Frac Haute-Normandie, France; Frac de 
Pays de la Loire, France;  Frac Limousin, France; Fondation d’ Enterprise, France; 
among many others.

Hans-Peter Feldmann was the recipient of the 2010 Hugo Boss Award, with an 
accompanying exhibition at the Guggenheim Museum, New York; and more 
recently the Otazu Foundation Art Prize, Spain (2020).



Hans-Peter Feldmann 
David (black), n.d. 
Plaster and paint 

113 x 30,5 x 40,5 cm 
Not Unique 

HPF/S 9



Dora García is internationally renowned for her conceptual and erudite work. 
She sculpts and arranges knowledge as a material in its own right. Using 
extensive documentary research, she delves into complex topics such as the 
history of the irrational, subconscious mind, and forges links with the great 
names in literature – including Walser, Artaud and Joyce. The oeuvre of Dora 
García folds up into writing, film, installation, and performance, as is centered 
around stories which she organises and stages, conjuring situations designed 
to engage the visitor and trigger unique, introspective experiences. The result 
of this multidisciplinary atlas is a highly conceptual and metaphorical discourse 
that addresses issues like the artistic dimension of fiction, marginality as a form 
of resistance, or the symbolic logics that condition our relationship with cultural 
spaces and products.

The Golden Sentences series began in 2002 with gold letters on cloth-covered 
board (much like a hardcover book), and continued in 2003 with gold leaf applied 
directly to the wall. The idea is to literalize the expression “a golden sentence,” a 
thought to guide our lives that is architecturally fixed. These sentences express 
a motivation, an idea, or the conduct of a person, a group, an institution, a 
state, or a family. Since 2002, Dora García has produced about thirty golden 
sentences. Typically, they are borrowed lines gathered from the most diverse 
sources. The one in our show comes from the poem “El prisionero” by Octavio 
Paz (1949).

Dora García (Valladolid, Spain, 1965) lives and works in Barcelona and Oslo.  
García has represented Spain at the Venice Biennale in 2011 and was present 
again in the Venice Biennale 2013. She took part in the 56th Venice International 
Art Exhibition, dOCUMENTA(13) and other international events such as Münster 
Sculpture Projects in 2007, Sydney Biennale 2008, 16th Biennale of Sydney in 
2008, 29th São Paulo Biennial 2010 and the 11th Gwangju Biennial 2016, Korea, 
among many others. 

Selected exhibitions: At the Rose Art Museum (Boston), Museo Nacional 
Centro de Arte Reina Sofía (Madrid), Fondation d’Entreprise Hermes (Brussels), 
Power Plant Contemporary Art Gallery (Toronto), Fonderie Darling - Centre 
d’arts visuels (Montreal), Punkt Ø (Moss), Centre d’Arts Visuels (Montréal), 
FRAC Ile-de-France (Paris), Tate Modern (London), MNAM - Centre Georges-
Pompidou (Paris), MUDAM (Luxembourg), SMAK (Gent), MUSAC - Museo de 
Arte Contemporáneo de Castilla y León, MACBA - Museu d’Art Contemporani de 
Barcelona, Index Contemporary Art Foundation (Stokholm), Fundació La Caixa 
(Barcelona), Centro de Arte Dos de Mayo (Madrid), Tel Aviv Museum (Israel), 
MAC’s - Musée des Arts Contemporains (Bossu), MOCAK (Krakow), Fondation 
d’entreprise Ricard (Paris), Villa Arson (Nice), Henry art Foundation (Seattle) 
among many others. 

Her work is in the following prestigious collections: Museo Nacional Centro 
de Arte Reina Sofía (Madrid), San Francisco MoMA, Centro Andaluz de Arte 
Contemporáneo (Sevilla), CNAP - National Center for Plastics Arts (Paris), La 
Caixa Contemporary Art Collection (Barcelona), Fundación ARCO (Spain), 
De Bruyn Collection (Rótterdam), Flannan Browne Collection (UK), FRAC: 
Bourgogne / Franche- Comté / Ile-de-France Le Plateau / Languedoc-Rousillon 
/Lorraine, Henry Art Foundation (Seattle), Kadist Foundation (Paris/San 
Francisco), MACBA - Museu d’Art Contemporani de Barcelona, MUSAC - Museo 
de Arte Contemporáneo de Castilla y León, Artium, Centro-Museo Vasco de 
Arte Contemporáneo de Vitoria-Gasteiz (Araba), Patio Herreriano - Museo de 
Arte Contemporáneo Español (Valladolid).

Dora García was awarded with the prestigious Premio Nacional de Artes Plásticas 
2021, given my the Ministry of Culture in Spain.



Dora García
Golden Sentence (All is mirror.), 2020

Letters painted in gold leaf. Dimension variable. 
Unique
DG/I 36



Ana Jotta’s protean work escapes any attempt at stylistic classification or 
typological definition. The proliferation and versatility of her work is her 
signature. Blithely borrowing her sources of inspiration from the history of art, 
cinema, poetry, popular and vernacular arts, comics and children’s books, Ana 
Jotta builds an idiosyncratic world whose modus operandi consists of dodging 
the rules. She applies herself with agility and rigor to deconstruct the precepts 
of distinction between art and life, the so-called minor and major arts by 
resorting to domestic and artisanal techniques without a hierarchy of relations 
between one and the other (paintings, drawings, collages, ceramics, installation, 
embroidery, stitching and poetry, even the decoration of the house where she 
lives.) Her work never ceases to ask questions about notions of authorship, 
identity and originality, as evidenced by the ironic insistence of the repetition of 
the letter J, the initial of her name, which has become the acronym of personal 
copyright of the artist.

In the piece Parti chercher du white spirit (Walter Swennen), Jotta borrows from 
the Belgian painter Walter Swennen the title of one of his exhibitions “I went to 
look for the white spirit” to make a woven carpet.

Os Plastificados is a set of works on paper presented in displays. This is an open 
series in Jotta’s body of work. Conceived by the artist as a visual equivalent of 
footnotes or quotations in a kind of visual diary, they trace, sketch, record and 
play with words, signs, colors and ideas.

Ana Jotta (Lisbon, Portugal, 1946) lives and works in Lisbon. Ana Jotta has 
received international awards such as Rosa Schapire Art Prize, Freunde der 
Hamburger Kunsthalle, Hamburg, Germany; Grande Prémio EDP, Portugal 
(2013); or  Prémio AICA (2015). 

Selected solo exhibtions: at the Serralves Museum, Porto, Portugal (Rua Ana 
Jotta, 2005); Culturgest Lisbon, Portugal (A conclusão da precedente, 2014); and 
Centre d’art contemporain d’Ivry - le Crédac, France (Ti Re Li Re, 2016). Other solo 
exhibitions include S/he is Her/e at Chiado 8, Lisbon, Portugal (2008); Encore en 
Level One, Paris, France (2014); Décor en Au 8 rue saint bon, Paris, France (2015); 
Cassandra at Culturgest Porto, Portugal (2016); DAS - IST - DAS?, Temporary 
Gallery, Cologne, Germany (2018); Inventória, Casa São Roque - Centro de Arte, 
Porto, Portugal (2019).  Une chambre en ville, Festival d’Automne, Paris, France, 
A comme encre,  Immanence, Espace d’Art Contemporain, Festival d’Automne, 
Paris (2022).

Selected recent group shows: Liverpool Biennial, Liverpool, UK (2016); P.S., 
Moer (duo show) with Ricardo Valentim, Gulbenkian Foundation, Lisbon, 
Portugal (2018); Three Moral Tales, Konsthall Malmö, Malmo, Sweden (2019); 
Straub/Huillet/Cézanne. Seelen malt man nicht, GAK Gesellschaft für aktuelle 
Kunst, Bremen, Germany (2019); La Vie des Tables, curated by Claire Le Restif, Le 
Crédac, Ivry-Sur-Seine, France (2020); X, Frac Pays de la Loire, Carquefou, France 
(2020), La fugitive, Festival d’Automne, Paris, France (2022).

Her works are part of public collections such as Caixa Geral de Depósitos, 
Lisbon, Portugal; Centro de Arte Moderna – Fundação Calouste Gulbenkian, 
Lisbon, Portugal; Fundação Luso-Americana para o Desenvolvimento, Lisbon, 
Portugal; Fundação de Serralves, Porto, Portugal; Fundação EDP, Lisbon, 
Portugal; Fundación ARCO, Madrid, Spain; FRAC, Ile-de-France, Paris, France; 
FRAC Corse, Corse, France; Frac Pays de la Loire, France,  among others. 



Ana Jotta
Parti chercher du white spirit (Walter Swennen), 2021 

Woven rug
194 x 136 cm 

Unique
AJ/TB 11



Ana Jotta 
Plastificados #6, 2018

2 plastified papers on metal display 
 Measure object: 68 x 31,5 x 20 cm 

Unique 
AJ/S 41



Ana Jotta 
Plastificados #6, 2018

(verso)



Ana Jotta 
Plastificados #8, 2018

2 plastified papers on metal display
Measure object: 45,5 x 22 x 19,5 cm

 Measures each sheet: 30 x 21,5 cm (recto/verso / 30,2 x 21,6 cm  (recto/verso 
Unique 
AJ/S 43



Ana Jotta 
Plastificados #8, 2018

(verso)



Jochen Lempert’s black-and-white analog photography captures the traces 
of natural phenomena in every sense, in any place, in any situation. Animals, 
humans, tree leaves, landscapes or cityscapes, dragonflies, bees, clouds, grains 
of sand, swarms of flying insects, the sky, the sea, birds, the moon, flowers, 
water, the sun, are just only a few of the motives that one can find in Lempert’s 
repertoire. The artist’s deep knowledge of natural science (his background 
in biology remains central to his identity), his sensitivity and his acute eye, 
together with his awareness for art and culture intersect so organically that it is 
impossible to restrict the contents of his work to one idea.  

One of the compelling qualities about Lempert’s photographic work is his ability 
to overcome the presence of the photographic apparatus. The way he observes 
the world and presents his work is so unpretentious and generous that it is no 
longer important if the camera was or was not there. It is his eye, his mind, that 
captures and makes the photographs with full freedom, unconstrained capacity 
to experiment and a sensibility rooted in timeless concerns.

The search for a non-singular “image” in favour of liaisons among pictures 
allows Jochen Lempert to express his work’s true dimension. In his universe, 
everything is subject, therefore, it is through a constellation of works that the 
diversity and richness of it is best visualized.  One picture leads to another and 
then to another and then to many…in a sort of interplay between light and 
shadow, brightness and darkness, transparent and opaque, atmospheric and 
compact. And many more ideas for the observer to discover. 

Jochen Lempert (Moers, Germany, 1958) lives and works in Hamburg. Before 
choosing photography for his artistic work, he dedicated himself to the 
practice of experimental fi lm wi thin th e Schmelzdahin collective (1979-89). 
In parallel to this activity, between 1980 and 1988, he studied Biology at the 
Friedrich-Wilhelms University in Bonn. In 1995 he received the Ars Viva 95/96 
Photographie Prize. He was guest professor at the HFK in Hamburg and he won 
a residency at the German Academy’s Villa Massimo in Rome (2009-2010). 
In 2014, he was nominated for the Deutsche Börse Photography Foundation 
Prize and in 2017 he was awarded the prestigious Camera Austria Award for 
Contemporary Photography.

Selected exhibitions: at Culturgest Lisbon, Portugal ( 2009); the Ludwig Museum 
in Cologne, Germany (2010); Rochester Art Center and Midway Contemporary 
Art Center in Minneapolis, both in the United States (2012); the Hamburger 
Kunsthalle, Germany (2013); the Cincinnati Art Museum, United Stated (2015); 
the Contemporary Art Gallery in Vancouver, Canada (2016); The Izu Photo 
Museum in Japan (2016-2017); the Sprengel Museum in Hannover, Germany 
(2018); the Musée départemental d’art contemporain de Rochechouart, 
France (2018); the Bildmuseet, Umea University, Umea, Sweden (2018); CA2M, 
Centro de Arte dos de Mayo, Madrid, Spain (2018); Kunsthaus Wien, Vienna, 
Austria (2018); Camera Austria, Graz, Austria (2019); Le Crédac, Centre d’Art 
Contemporain d’Ivry, Ivry-sur Seine, France (2020). Centre Pompidou, Paris, 
France (2022), Portikus Frankfurt (2022) and Huis Marseille, Amsterdam, 
Netherlands (2022). 

His works are included in the following public collections:  MoMA in NY and 
the Cincinnati Art Museum (USA); “La Caixa” collection, Barcelona (Spain); 
Museum Ludwig, Museum Folkwang, Sammlung Zeitgenössischer Kunst der 
Bundesrepublik Deutschland (Germany); Centre Nationale des Arts Plastiques 
(France); Kadist Art Foundation in Paris (France); Huis Marseille, Museum voor 
Fotografie (Netherlands), and the Nouveau Museé National du Monaco, among 
many others.



Jochen Lempert 
Taraxacum Seed (Umea), 2019 
Photograph, gelatin silver print 

45,4 x 37,2 cm 
Ed. 5/5 

JL/PH 658/5



Jochen Lempert 
Untitled (Stratiomyide), 2019 

Photograph, gelatin silver print 
36,5 x 27 cm

Ed. 4/5 
JL/PH 657/4



Jochen Lempert 
Flying Fish, 2019 

Photograph, gelatin silver print 
28,5 x 37,3 cm 

Ed. 4/5 
JL/PH 710/4



Jochen Lempert 
Untitled (Flight Attendant Records Condensation Trail), 2017 

Photograph, gelatin silver print 
23 x 32 cm 

Ed. 5/5 
JL/PH 466/5



Jochen Lempert 
Swimming Turtle, 2022 

Photograph, gelatin silver print 
26,5 x 36 cm

Ed. 2/5 
JL/PH 740/2



Jochen Lempert 
Untitled (Turtle), 2008 

Photograph, gelatin silver print 
47,5 x 38,5 cm 

Ed. 4/5 
JL/PH 38/4



Jochen Lempert 
Zitronenfalter, 2023 

Photograph, gelatin silver print 
28,6 x 22,7 cm 

Ed. 1/5 
JL/PH 658/5



Jochen Lempert 
Untitled (Genetical Resources), 1997 

Photograph, gelatin silver print 
32,5 x 51 cm

Ed. 2/5 
JL/PH 152/2



Jochen Lempert 
Untitled (Spiegelung), 2009 

Photograph, gelatin silver print 
38,5 x 30 cm 

Ed. 4/5 
JL/PH 451/5



Jochen Lempert 
On Photosynthesis, 2009

 3 photographs, silver gelatin prints 
2x 24 x 18cm, 1 x 30 x 24 cm

Ed. 4/5 
JL/PH 50/4



Jochen Lempert 
Pour la Forme, 2007 

Photograph, gelatin silver print 
41 x 31,5 cm

Ed. 3/5 
JL/PH 34/3



Jochen Lempert 
Vancouver Boy (Flies), 2022

 Set of 3 photographs, silver gelatin prints 
26,3 x 19,7 cm c/u

Ed. 1/5 
JL/PH 735/1



Jochen Lempert 
Untitled (Kelp Forest), 2017-2019

Set of 2 photograps, silver gelatin prints 
46 x 32 cm c/u

Ed. 5/5 
JL/PH 478/5



Jochen Lempert 
Untitled (Airplane Window), 2015 

Photograph, gelatin silver print 
46,5 x 34,5 cm 

Ed. 2/5 
JL/PH 305/2



Jochen Lempert 
Subjective Photography, 2010

Set of 4 photographs, silver gelatin prints 
24 x 18 cm each

Ed. 2/5 
JL/PH 299/2



Asier Mendizabal has been constructing a remarkable body of work over the 
past fifteen years, in which he pays most attention to the relations between 
form, discourse and ideology. The question of the sign and its materiality and 
identification as a social and political emblem has a central place among his 
interests.

The artist puts into perspective the complex articulations between the aesthetic 
and the political, and reconsiders the legacies, the possibilities, but also the 
failures, of the tradition of sculpture as a monument, certain historical artistic 
vanguards, political and militant cinema or punk music movements. Even 
though abstract sculpture is his most representative register, Mendizabal’s work 
unfolds in any number of other mediums, from film to silkscreen, from flags to 
photographic series and collages, always with an instinctive feel for sculptural 
and graphic form. 

Mendizabal’s sculpture presented at Arco, combines elements already used by 
Mendizabal in previous works. The piece is composed of an aluminum structure, 
an “L” shaped plate, fixed to the wall, on which a repeated pattern of “chains” 
has been printed, an element that is in itself a sequential repetition of parts 
linked together. Mendizabal has used the formal resource of the chain and its 
connection with linguistic concepts to refer to the question of sign and signifier, 
which is recurrent in all his work. This metallic structure is joined to a flexible 
white canvas, a support element, which, placed behind the plate, overlaps it by 
folding over it. Hence the title of the work, Plateau (fold). 

The series Figures and Prefigurations (Divers) and The Staff that Matters, 
reproduce photomontages of artists who, coming from different ideological 
contexts, will reach similar formal resolutions. The series share a common 
template as padding for figures. This cutout template is in turn a montage of 
fragments of photographs that show concentrations of people, taken from a 
position elevated, the classic representation of the collective subject and one 
of the motifs of another interwar genre, the political poster. The photomontage 
technique allows the artist to explore the relationship of tension between 
background and figure, between form and content and between aesthetics and 
ideology.

Asier Mendizabal (Ordizia, Spain, 1973) lives and works in Bilbao and Stockholm. 
Mendizabal graduated from the Facultad de Bellas Artes of the Universidad del 
País Vasco in 1997. He did post-graduate studies at the Byam Shaw School of Art 
in London. Since 2017 he is professor at the Royal Institute of Art in Stockholm. 
In 2017 he was awarded the Premio Arte y Mecenazgo given by La Caixa. 

Selected solo exhibtions: At MACBA, Barcelona; Museo Reina Sofía, Madrid; 
Culturgest, Lisbon; Raven Row, London; Galerie Miroslav Kraljevic, Zagreb; 
Hordaland Kunstsenter, Bergen; Museo San Telmo, Donostia-San Sebastián; 
Zarigüeya/Alabado contemporáneo, Quito; Fundación-Museo Jorge Oteiza, 
Alzuza. He has participated in group shows at the Patio Herreriano Museo de Arte 
Contemporáneo Español, Valladolid; Carré d’Art, Musée d’Art Contemporain, 
Nîmes; Museo Guggenheim, Bilbao; Secession, Viena; Kunstverein Düsseldorf; 
GFZK, Leipzig, Fundació Tapies, Barcelona; Museu Serralves, Porto; CCCB, 
Barcelona. He participated at Manifesta 5, the 54th Venice Biennial, the 31st 
São Paulo Biennial; EVA International 2014, Limerick; Taipei Biennial 2002 and 
the 4th Bucharest Biennial. 

His work is part of internacional public collections as: Museo Nacional Centro 
de Arte Reina Sofía (MNCARS), Madrid; MACBA, Barcelona; ARTIUM, Vitoria; 
Centro Galego de Arte Contemporanea (CGAC), Santiago de Compostela; 
Museo Guggenheim Bilbao; Fundació Banc de Sabadell, Barcelona; Fundació 
“La Caixa”, Barcelona; Museo de San Telmo, San Sebastián; Colección Meana-
Larrucea, Madrid; Fundación Iberdrola, Madrid; Colección Banco de España, 
Madrid; Fondation Kadist, Paris; Frac des Pays de la Loire, Carquefou ; Julia 
Stoschek collection, Düsseldorf; Schröder Collection, Berlin, among others.



Asier Mendizabal  
Plateau (Fold)*, 2023 (detail 

Aluminum and white PVC tarpaulin 
200 x 45 x 10 cm 

Unique 
AM/C 1

* We do not still have a photograph of the
the finished piece



Asier Mendizabal 
The Staff That Matters (Six Steps), 2009 

Offset print cut-ots on paper
84 x 59 cm

Framed: 96.5 x 72 x 5 cm
Unique
AM/C 1



Asier Mendizabal 
Figures and Prefigurations (Divers, B. Munari, 1935), 2010 

Offset print cut-ots on paper
84 x 59 cm

Framed: 96,5 x 72 x 5 cm
Unique 
AM/C 2



Asier Mendizabal 
The Staff That Matters (Risorgimento), 2009 

Offset print cut-ots on paper
84 x 59 cm

Framed: 96.5 x 72 x 5 cm
Unique
AM/C 3



Asier Mendizabal 
The Staff That Matters (Gandhi), 2009 

Offset print cut-ots on paper
84 x 59 cm

Framed: 96,5 x 72 x 5 cm
Unique 
AM/C 4



Since the late 1990’s, Peter Piller (Fritzlar, Germany, 1968) has been interested in 
the interaction between images of different sources. Photographs and drawings, 
archive pictures and exhibitions have formed a corpus of work, a space to bring 
ideas together, to prompt questions that sometimes lead to useful answers, or 
that just open up to more questions. The idea of Piller’s collecting has, thus, 
never been intended to be completed. His approach is rather an unfinished 
completeness that according to him, makes the process more lively, more active. 

For years he has been exploring the ancient caves in France and Spain, spending 
time in libraries, studying illustrations and images from specialist literature. In 
the course of this research, he has found many sketch-like symbols and the 
so-called “indeterminate lines” on the walls, that elude interpretation and 
definition. It is precisely this indetermination that lies at the core of Piller’s focus. 

His own photographs, taken over sometimes while travelling but mostly during 
everyday life, put together with images obtained from books, that are not meant 
to indicate any clearly recognisable referent. Often he presents images with 
blurring and errors that reinforce the impression of an open system of signs. 
Clusters of lines present on the wall surfaces of the caves could be taken for 
topographical aerial photographs or even macro images showing the structures 
of the skin. And these array of pictures is additionally juxtaposed with a number 
of “site drawings”, which were created in the vicinity of the Spanish caves he 
visited. Here, too, indefinable structures are revealed in the line constructions, 
similar to the photographed images of the cave drawings. Drawings that are, 
indeed, ambiguous symbols. Not topological or cartographic recordings, but 
subjective traces of memory and imagination.

As the artist himself points out, “the understanding of Stone Age art must 
remain provisional, speculative, conjectural, because each finding raises new 
questions that must remain unanswered due to the lack of written legacies and 
the ignorance of this nomadic culture.”

Peter Piller (1968) lives and works in Hamburg. From 2006 to 2018 he taught 
as Professor of Photography in the department of contemporary art at the 
University for Graphics and Book Art in Leipzig; since 2018 he has been teaching 
as Professor of Freie Kunst at the Kunstakademie Düsseldorf.

Piller was awarded the Edwin Scharff Prize by the Ministry of Culture and Media 
of the Hanseatic City of Hamburg (2011); the Ars Viva Prize by the Federation 
of German Industries (2004); the Rubens Prize by the City of Siegen (2003) and 
the Albert Renger Patzsch Prize by the Dietrich Oppenberg Foundation Essen 
(2003).

In the spring of 2023, the Kunsthalle Düsseldorf will present the first Peter 
Piller’s retrospective in the Rhineland. He has exhibited recently at the Oberbeck 
Gesellschaft, Lübeck (2022), the Kunstverein Ruhr, Essen (2022) and with Richard 
Prince at the Weserburg Museum, Bremen in 2021. Other recent solo exhibitions 
include Staatliche Graphische Sammlung München/Pinakothek der Moderne, 
Munich (2019); Museum Schloss Morsbroich, Leverkusen (2018); Mies van der 
Rohe Haus, Berlin (2018); Museum für Kunst und Gewerbe, Hamburg (2017, 
with Jochen Lempert); Kunst Haus Wien, Vienna (2016); Städtische Galerie, 
Nordhorn and Kunsthalle Nuremburg (2015); Fotomuseum Winterthur and 
Centre de la photographie, Geneva (2014), amongst others.  

He has participated in several group exhibitions, including: Kunsthalle Düsseldorf 
(2020); Triennial of Photography, Hamburger Kunsthalle, Hamburg; Haubrok 
Foundation, Fahrbereitschaft, Berlin (both 2018); Kunstmuseum Bonn; 11th 
Shanghai Biennale; Walker Art Center, Minneapolis and Fondazione Prada, 
Milan (all 2016).

Piller’s work can be found in public collections such as the CGAC (Centro Galego 
de Arte Contemporánea), Santiago de Compostela; the Comunidad de Madrid;  
Kunstmuseum Bonn, Museum Ludwig, Cologne; San Francisco Museum of 
Modern Art; Fotomuseum Winterthur; Sammlung Falckenberg, Hamburg; 
Sammlung Rheingold, Mönchengladbach; Staatliche Kunstsammlungen 
Dresden, among others.



Peter Piller 
Not titled, 2021 

Pigment print , 55 x 60 cm 
Measures with frame: 56 x 61 x 3,5cm 

Ed. 3/3 (+1 AP 
PP/PH 122/3



Peter Piller
Spanische Höhlen (El Pendo), 2019-2020 

Pencil on paper, 21 x 29,7 cm 
Measures with frame: 25 x 33,5 x 3,5 cm 

Unique
PP/D 16



Peter Piller 
Spanische Höhlen (El Pindal), 2019-2020

Set of 2 drawings, pencil and ink on paper, 21 x 29,7 cm each 
Measures with frame: 25 x 33,5 x 3,5 cm each

Unique 
PP/D 19



Peter Piller 
Not titled, 2022

Pigment print, 80 x 71 cm 
Measures with frame: 81 x 71,5 x 3,5 cm 

Ed. 2/3 (+1 AP 
PP/PH 136/2



Peter Piller 
Not titled, 2021

Two parts;  archival pigment print and pencil on paper 
Print: 33 x 48 cm. Drawing: 29 x 42 x 3,7 cm

Ed. 3/3 (+1 AP 
PP/PD 1/3



Peter Piller
Not titled, 2020

Archival pigment print, 34,8 x 60 cm 
Measures with frame: 35,5 x 61 x 3,5 cm 

Ed. 2/3 (+1 AP 
PP/PH 134/2



Peter Piller 
Not titled, 2022
Pigment print

48 x 33 cm
Ed. 2/3 (+1 AP) 
PP/PH 129/2



Peter Piller 
Not titled, 2022
Pigment print

48 x 33 cm 
Ed. 2/3 (+1 AP) 

PP/PH 125/2



Xavier Ribas is a photographer, Senior Lecturer at the University of Brighton 
(United Kingdom), and visiting Lecturer at the Universitat Politècnica de València 
(Spain). He studied Social Anthropology at the University of Barcelona and 
Documentary Photography at the Newport School of Art and Design, (Wales, 
United Kingdom). 

Xavier Ribas became known in the mid-1990s with his work on the spontaneous 
occupation of the urban periphery. He quickly became a good representative 
of a new documentary photography. In recent years, he has established a 
connection between his photographic work  and text. Afterlife #6 [Giant, Altar of 
Zeus, Pergamon] is a new work, a dyphthic part of a bigger series that combines 
photographs of ruins of classic sculptures with a text. 

The image was photographed by Ribas in the Museum of Classical Archaeology 
in Cambridge (UK) and shows a plaster cast of the sculpture fragment of the 
torso of the Giant Clytius from the frieze of The Altar of Pergamon (dated 
from early 2nd century BC, the original marble is in the Pergamon Museum, in 
Berlin). The text is a fragment of The Aesthetics of Resistance by Peter Weiss 
where we read about how the ancient magnificent sculptures of the Roman 
and the Greek times were made thanks to the effort of captive warriors slaved 
to work in the marble quarries while their strong, strenuous, fighting bodies 
were becoming the stuff of the sculptors’ dreams. In Ribas’ work there is always 
a social, political or anthropological subtext that is touched most of the times in 
a narrative, almost poetical way despite the crudity and sometimes roughness 
of the related event itself.  As we can read in the last sentence of the text: ”With 
the plundered people transferring their energies into relaxed and receptive 
thoughts, degradation and lust for power produced art.”

Xavier Ribas (Barcelona, Spain, 1960) lives and works in London and Barcelona.

Ribas has been involved in many international exhibitions including the 
Museu d’Art Contemporani de Barcelona-MACBA, Spain (2014), the Museo 
Nacional Centro de Arte Reina Sofía-MNCARS (2014), the Stedelijk Museum, 
Amsterdam, The Netherlads (2011); Sala de Máquinas, Santiago, Chile (2018); 
The Bluecoat, Liverpool, United Kingdom (2015); Le Bal, Paris, France (2015); 
Centro de Arte Dos de Mayo-CA2M, Madrid, Spain (2010); Virreina Centre de 
la Imatge, Barcelona, Spain (2010); Belfast Exposed, Belfast, United Kingdom 
(2009); Aperture Gallery, New York (2009); and George Eastman House, New 
York (2009).

He has received awards, commissions and fellowships from the Arts and 
Humanities Research Council – AHRC, United Kingdom (2012-2016); the 
International Photography Research Network – IPRN, United Kingdom (2006); 
Fundación Telefónica, Spain (2005); and Commande Publique du Ministère de 
la Culture et de la Communication, Centre National des Arts Plastiques, France 
(2006), among others.

Ribas has also collaborated on research, exhibition and publication projects with 
the Universidad de Salamanca, Spain (1998, 2000, 2009); Universitat Politècnica 
de València, Spain (2008); Université de Toulouse II-Le Mirail, France (2007-
2008); Universiteit Leiden, The Netherlands (2006); UNIACC Santiago, Spain 
(2010), and Universidad de Navarra, Spain (2009, 2014-2015).

His works are included in the following public collections: Museu d’Art 
Conteporani de Barcelona (MACBA), Spain; Fundació Sorigué, Spain; Stedelijk 
Museum Amsterdam, The Netherlands; Fotocollectie Universiteit Leiden, 
The Netherlands; Fondazione MAST, Bologna, Italy; Fonds Nacional d’Art 
Contemporain (FNAC), France; VOX Contemporary Image, Canada; Museo de 
Arte Contemporáneo de Castilla y León (MUSAC), Spain; Centro Gallego de Arte 
Contemporáneo (CGAC), Spain; Centro-Museo Vasco de Arte Contemporáneo 
- Artium, Spain; Col·lecció Nacional de Fotografia, Generalitat de Catalunya,
Spain.



Xavier Ribas
Afterlife #6 [Gigante, Altar de Zeus en Pérgamo], 2020 

Pigment prints mounted on dibond 
Photograph: Hahnemühle Photo Gloss Baryta 320 gr 
Text: 66 x 88 cm Hahnemühle Photo Rag Satin 310 gr 

89 x 67 cm each
Ed. 3/3 + 1 AP

XR/PH 59/3



“To be immersed in colour. That is the experience proposed by Pieter 
Vermeersch”, points out French curator François Piron (1). And it is, indeed, 
an experience of complete immersion what the Flemish painter’s work offers. 
Either through mural paintings but also in his works on canvas, or other surfaces, 
Vermeersch manages to elicit a powerful relationship between the work and 
the viewer. 

Vermeersch is best known for his “colour-graded” paintings which are the 
result of blending a large number of colours in such a perfectly uniform and 
smooth finish that the separation from one colour to the next, can no longer be 
perceived, it disappears. The melding of the multiple tonalities creates a blurred 
effect in a sort of infinitude. 

In this occasion, we present some small works on petrified wood. To these 
stones, found surfaces with their own high level of pictorial composition, the 
artist adds an image, or better, a part of an image. If in earlier works Vermeersch 
has used marble or other types of natural stones to simply add touches of paint 
in a quite reductive gesture, what he does now is more complex. The process 
implies screen-printing on the raw stone a photograph of itself that is enlarged 
to such an extent that becomes a grid of dots. The result is a blurred picture, 
or, we can still call it a painting, where the natural quality of the surface is, 
paradoxically, in tune with the screen-printing ink. By printing on the stone, 
Vermeersch activates its temporal dimension and adds a new layer, that of the 
present.

Colour fading into light and then into space. Matter becoming image. 
Vermeersch’s work and his exhibitions translate into a unique physical experience 
that cannot be encoded in any discourse.
(1)To Be Immersed in Colour. François Piron en Variations, Ludion Publishers, 2019

Pieter Vermeersch studied at the Higher Institute for Fine Arts in Antwerp, 
Belgium. In 2007 he was recipient of Jonge Belgische Schilderkunst (Young 
Belgian Painting Prize).

His works have been exhibited in international solo and group exhibitions, for 
example at M-Museum, Leuven, Belgium; Muhka, Antwerp, Belgium; Rose Art 
Museum, Boston, United States; 8e biennale internationale d’art contemporain 
de Melle, Melle, Germany; Fondation Louis Vuitton, Paris, France; S.M.A.K., 
Ghent, Belgium; Musée d’Art Moderne de la Ville de Paris, Paris, France; 
Blueproject Foundation, Barcelona, Spain; MSK, Museum of Fine Arts, Ghent, 
Belgium; Institut d’Art Contemporain, Villeurbanne, France; WIELS – Centre 
d`Art Contemporain, Brussels, Belgium; and South London Gallery, London, UK, 
to mention a few.

His works are part of private and public collections such as S.M.A.K., 
Ghent, Belgium; M HKA, Antwerp, Belgium; Rose Art Museum, Boston, The 
United States; Fondation Louis Vuitton, Paris, France; and European Central 
Bank, Frankfurt am Main, Germany, among many others. He has also been 
commissioned to produce site specific, permanent works in the public space, 
between them for the National Bank of Belgium, Brussels, Belgium; the Flemish 
Parliament, Brussels, Belgium; the Galeries Lafayette, Biarritz, France; and at 
the FNAC Voirie, Genève, Switzerland. 



Pieter Vermeersch 
Untitled, 2021 

Silkscreen on petrified wood 
25 x 48 x 2 cm 

Unique
PV/P 129



Pieter Vermeersch 
Untitled, 2022 
Oil on canvas 
150 x 111 cm 

Unique 
PV/P 133 



Pieter Vermeersch 
Untitled, 2021 

Silkscreen on petrified wood 
25 x 48 x 2 cm 

Unique
PV/P 127



SHOWROOM



Koenraad Dedobbeleer 
Forgotten Without Rating Them Forgettable, 2020 

 Silver gelatin print
49,2 x 44,2 x 3 cm 

Measure with frame: 49,2 x 44,2 x 3 cm
Ed. 1/1 + 1 AP 

KD/PH 17

In the recent photographs: Forgotten Without Rating Them 
Forgettable and Humans under Capitalism Inevitably Yearn for 
Escape, the motifs are quite simple or banal objects that by the 
process of photographic reproduction are turned into sculptural 
entities. Most of them have an almost ageless but archaic feel, 
even ethnographic in some cases. The images are first made 
with an iPhone, they are quick, fairly uncomposed snapshots, 
mostly taken as a way to help the artist remember something he 
saw and found interesting, almost like taking a note. Later, with 
an analogue technical camera (a Sinar P2, 4x5 to be precise) he 
rephotographs these images directly from the computer screen, 
causing an object of the present to be dislocated in time and 
approaching towards abstraction. 



Koenraad Dedobbeleer 
Something Very Powerful in Recuperating what Power Has Rejected, 2019 

Silver gelatin print
49,2 x 44,2 x 3 cm 

Measure with frame: 49,2 x 44,2 x 3 cm
Ed. 1/1 + 1 AP 

KD/PH 7



Marc Nagtzaam's work is always articulated from the dialectical play between drawing and crossing out, between saying and being silent, between showing 
and hiding. Taking texts, images or any other type of graphic material found (also within his own archive) as a starting point, Nagtzaam's drawings can be 
associated with what Susan Sontag called "aesthetics of silence". In her article "The aesthetics of silence" the thinker examines the ways in which a work can 
say and, in turn, remain silent. Two of the drawings from the set Missing Element / Regular Features nr. 622 / Systematic Irony are directly related to this article 
by Sontag, first published in Aspen magazine issue 5+6.



Marc Nagtzaam
Missing Element / Regular Features nr. 622 / Systematic Irony, 2021-2022 

4 drawings, garphite on paper and 3 riso prints
30,3 x 21,5 cm each

Unique
MN/D 166



Renowned and celebrated in the Netherlands since the sixties, Dutch artist Daan van Golden (1936, Rotterdam; 2017, Schiedam) is known for his meticulous 
paintings of motives and details of everyday life and every day images. Van Golden prioritizes close observation over imaginative invention and finds his subject 
matter ‘readymade’ in his daily experience of the world. If his work is in dialogue with Pop or Conceptual art, minimalism or appropriation, it has always been 
careful to keep its serene independence.

The photographic set Insel Hombroich shows the artist’s young daughter, Diana. This is part of one of van Golden’s most important works, the series called “Youth 
Is an Art” featuring more than one hundred photographs of Diana from her birth (1978) through the age of eighteen (1996). The photographic series shows an 
instant in the daily life of Diana, doing a cartwheel in front of an Yves Klein painting in one of the rooms at the Insel Hombroich museum in Germany. We see van 
Golden relishing his child, we see his attitude toward the role of art in life, and his appreciation of time and place. It is a clear example of van Golden’s counterpoint 
to his pictorial practice, that reinforces the intimate resonance that van Golden constructs between art and existence.



Daan van Golden            
Insel Hombroich, 1988-2012 
5 colour photographs 17,5 x 

17,5 cm each 
Ed. 4/10

DV/PH 2/4



Through a body of personal work inspired also by historical and political events, Danh Vō probes into the inheritance and construction of cultural conflicts, 
traumas, and values. When Vo was a child, his family fled Vietnam and settled in Denmark: their assimilation to European culture and the political events that 
prompted their flight are intrinsic to his artistic investigations. His work sheds light on the relation between the inseparable elements that shape our sense of 
self, both through collective history and private experience. 

In 08.01.1945, the artist presents a photogravure of an old postcard of the city of Hanoi with a Buddhist temple, on top of which there is a small-scale replica of 
the Statue of Liberty. The statue was apparently placed there sometime after 1887 during the French colonial occupation and later relocated to various locations 
around Hanoi. Finally, it was torn down and melted down on August 1, 1945, after being considered a vestige of French colonial rule. This is the date that Vō uses 
as the title of his work.



Danh Vō
01.08.1945,2016 

Photogravure on Somerset White Satin 350g
Paper: 39,5 x 42,5 cm – Plate:16 x 24 cm

With frame: 39,5 x 42,5 x 3 cm
Printed by Thomas Jennions. Published by Niels Borch Jensen Editions 

AP 1/6 (Ed. 24 + 6 AP
DHV/E AP/6



Photo credits:
Roberto Ruiz
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