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Lisa

(un)broken brings together recent work of
ten young artists - photographers, image
gatherers, visual thinkers - as articulated by
5 curators.
The challenge at hand is to produce an
exhibition in the span of 5 days, a process
that involves complex interpersonal
negotiations and sudden changes of hearts.
Exhibition making is a game. To play is
an action that takes place within certain
spatial and temporal limits, between willing
participants, following deliberate rules,
and outside the realm of what is materially
useful and necessary. The environment of
the game, as defined by Johan Huizinga
in Homo Ludens, is one of rapture and
excitement, mystery and joy.
This game we play is called
‘(un)broken’ and takes place within the
delimited space of Zwarte Zaal, for three
weeks in January 2022. The participants are
Lennert De Lathauwer, Hanne Grobet, Leif
Houllevigue, Maia Liu, Natacha de Mahieu,
Lukas Neven, Kristof Thomas, Lukas van
Bentum, Lisa Van Damme, Reza Yavari,
moss collective and Sam Steverlynck.

The unspoken rules are defined on the
spot. They might change. They place the
participants on an equal playing field and
inform the collective process of making,
shaping a space of shared authorship.
Playing is done for the sake of itself,
regardless of what is useful and necessary,
and the collective process carries more
weight than the physical outcome. This
might question the purpose of producing
exhibitions, but not their essential value.
In this game that everybody plays with
seriousness and rigor, we access spaces
where rules are different from ordinary
life, more permissive, more specific and
codified. A space to explore which modes
of working are sustainable. A space where
it’s allowed to switch roles.
So, let’s play.

moss is a curatorial collective based in Ghent founded by Lotte
Egtberts (NL), Elisa Maupas (IT), Lucie Ménard (FR), and Anna
Stoppa (IT). Sustained by different professional experiences in
various institutions, galleries and independent art spaces, they

moss collective & Sam Steverlynck

adapt organically to conceive context-specific projects, valuing
horizontal collaboration with artists as indispensable. They
recently curated n o s h o w s h o w, a series of 8 solo exhibitions
by young artists graduated from Ghent’s art schools at Kolder,
Ghent (BE) and État transitoire, a solo exhibition by Pepa Ivanova
at Couvent des Clarisses in Roubaix (FR). Upcoming projects
include Inbox Interference, part of The Wrong Biennale launching
in February 2022.
Sam Steverlynck is a Brussels-based critic/curator. He writes
for various publications including Art Review, DAMn°, HART, …
He is curator for the second-year candidate laureates at HISK.
He is currently working on the exhibition Zijn naam was Austerlitz/
Austerlitz was his name that will open in February in A Tale of A
Tube in Rotterdam and takes W.G. Sebald novel Austerlitz as a
starting point (Oriol Vilanova, Jason Dodge, Tris Vonna Michell,
Aurélien Froment, Simon Fujiwara,….). Together with Dome Wood,
he is co-founder of The Agprognostic Temple, a nomadic art
space/ Gesamtkunstwerk that deals with art and spirituality. At
present, The Temple curated two solo exhibitions (Léonard Pongo,
Nicolas Provost) and two group shows (Sanam Khatibi, Joris Van
de Moortel, James Lee Byars, Ricardo Brey, Shana Moulton, …)
In 2014, Steverlynck curated A Simple Plan, an exhibition in
a private villa designed by the architect Stéphane Beel (Pierre
Bismuth, Honoré d’0, Leo Copers, Gert Robijns,…). He was also
one of the driving forces behind a residency project in a 1958
house by René Heyvaert in Destelbergen.

Everywhere I go my camera follows. I’m infinitely
collecting images from my experiences in this
body. This is me, but is it really? Who am I beyond
the accumulation of the life experience I live
through?

Keywords: consciousness, self, memory, identity,
patterns, networks. interconnectedness. ancestors,
symmetry, fractals, accumulation, ecosystems,
social-structures, atoms, planets.

@de_lthwr

As I try to mediate between different realities,
I work with various sources of visual references:
drawings, photographs, found images and
personal pictures. They are assembled into an
interconnected visual network, their relations
defined by an abundance of sensations, textures,
colors and feelings. The images echo each other,
expand, are being put out of their context and like
this merged into something new. I try to integrate
my exploration of the realms of consciousness by
looking at nature – mushrooms in particular. It’s a
pantheistic way of looking, an all-encompassing
consciousness that is present, while meaning stays
relative as everybody’s perception of the cosmos is
different.

LENNERT DE LATHAUWER
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HANNE GROBET

[WinError 2] (THE_HOLY_BIBLE.exe)
1.	I am the machine writer, your narrator.
You shall not read stories, retold stories,
versions that establish the hierarchical
dualisms installed by the patriarchy. You
shall not be reading in the language of
domination. You shall not be trapped in
political grammar.
2.	You shall not be limited by this, nor your
internal life and freedom to think.
3.	You shall not be reading cohesive stories.
4.	Remember to honor the chaos.
5.	Honor the machine stories that re-code
communication and dogma to subvert
command and control.
6.	You shall not be controlled by the
sovereign.
7.	You shall not segregate the virtual from the
non-virtual world.
8.	You shall not contribute to the patriarchal
structures of the on- and offline world.
9.	You shall not deepen the confinement of
women and other minorities by not
questioning the language that 			
colonized them.
10.	You shall imagine another society.

LEIF HOULLEVIGUE
@gunther_uber_alles

“Under the weight of the yellow lights,
it feels like to be in a movie where the
character is trapped in an overwhelming
set of situations. Looking out the window,
the boulevard, the exit or entrance door.
It’s a capharnaüm, screams, siren car,
vibrations. A working-class district, noisy
and supportive. The frozen land, the
dripping nose...nose diving, sticking your
head out of the window.
Public places, a terrace, memories
a little more confused, one more
hangover... A rockstar’s life without
glory or stopovers. It’s monotonous and
endless. It’s the snake biting its own
tail. The elbow sticking to the zinc of
a bar, ‘70s panelling, the smell of cold
tobacco. An industrial wasteland. Dinner
in the company of a wall. The smell of
sausages at the Christmas market, a
beautiful winter sun to which the thin
rain’s layer invites itself. More and more
bricks, rubble, stains and stones, face to
face with concrete. Overwhelmed by all
these details.”

18 digital prints. video, 0’50

Capharnaum, village of consolation

Do we need to combine ourselves?

“You say that by seeing all the pieces
as one body, the pieces escape being
piece.
You say that you and I see one body
formed by two eyes seeing, that you and
I see each other’s body by two as one.

Site specific video, 2’58

MAIA LIU

But left sees. And right sees. And they
see: left and right don’t see (you) alike.
Left sight and right sight don’t see alike.
Left and right are not alike. Left sees
lefter than right sees righter than left.
And if the left one sees more to the right
and the right one sees more to the left
and left and right see crosswise and left
and right overlap with one another, no,
differ from one another, and
“You look cross-eyed”, you see. And say
that without left together with right there
is no depth, all is flat, all is onesided,
that only two unsame parts produce
perspective.”
Fragment of a dialogue with a friend
during a walk on which I was wearing
unequal shoes (2021)

This series, inspired by personal travels, questions the way
we travel and the reasons we have for going to specific
places. Using tens to hundreds of images taken in selected
tourist hotspots within a defined time frame and added to
a single collage, Theatre of Authenticity interrogates what
seem to be the new tourist norms and the objectivity of the
photographic medium.
Travel posts on social media seem to answer to certain
aesthetic and social codes which people are using as if
they were actors, creating their own online performance in
landscapes as visual commodities.

conventions in search of authentic and introspective
experiences but end up in the same natural environments,
living the same experiences and behaving in the same way
as thousands of fellow travelers?
Selected locations are based on the number of geo-tagged
posts on social media. To make these collages, the same
editing tools as those available on social media were used.
Like them, photography lose its objectivity, thus enlarging
the gap between idealized pictures on Instagram and the
reality of the environment in which those are taken, reducing
human presence to a texture, covering fragile but majestic
pieces of nature.

natachademahieu.com @natachademahieu

How strange is it that tourists are trying to escape social

NATACHA DE MAHIEU

Theatre of Authenticity

Middle Gray Variations

LUKAS NEVEN

@lukas_neven

A grey card1 was photographed in
daylight with all possible combinations
of exposure time2 and aperture3 the
camera provided. This process was
repeated twice on films with different
film speeds4.
The negatives are printed 1:1.
The notes taken during the process
are reproduced corresponding to the
negatives.
The positives are ordered according to
the method used while photographing.
1.	
A grey card is used in photography to calibrate light meters,
cameras and prints. It is a flat object with 18% gray reflectance
value. This value is mathematically a middle gray on a scale
from black to white. It is a fixed key reference point in
photography.
2.	
Exposure time or shutter speed is a measurement for the time
the shutter was open, exposing the sensor or film to light,
during the process of photographing.
3.	
The aperture is the diameter of the lens opening. A small f
number corresponds with a large opening and a high f number
with a small opening.
4.	
The film speed depicts the sensitivity of the film to light. A higher
film speed number equals higher sensitivity to light.

Apparatus of Joy* is an invitation to play: a seemingly
innocuous proposition, within the (somewhat sinister)
infrastructure of an apparatus we are not aware of.
*Another iteration of Apparatus of Joy is currently on
view in the foyer of KASKcinema through December
2022.

kristofthomas.com @kristofthomas

In this iteration, 12 + 2 cubes form a giant-sized block
puzzle: on each face of each cube, a fraction of a
larger image is printed. The unspoken invitation is
for the viewer to interact with the assemblage, and
try their patience on the task of rebuilding an image.
In La délégation d’affiche, a series of fragmented
billboards floats in mid-air against the ultimate cerulean
blue backdrop. The color here codes the relationship
with advertising, being the same as the color of the
back side of the printing paper used for promotional
billboards, and hints to the unvisible set of rules and
visual codes that governs our gaze.

KRISTOF THOMAS

Central to the idea of the apparatus, is that its elements
and entities are rearrangeable. They can be shuffled
around, arranged in different shapes and assembled
into different installations. This plays a key role in
Kristof Thomas’ practice: multiple recombinations
are possible within Apparatus of Joy, each one
allows different perceived narratives to sneak in and
undermine the apparatus.

Apparatus of Joy, block puzzle

Apparatus of Joy

Spectacle

Digital print on plexiglas

LUKAS VAN BENTUM

lukasvanbentum.com @l_vanbentum

Across the former USSR, one of the
strongest visual indexes of all that has
been wrought over the past thirty years
has come in the dramatic transformation
of urban landscapes. Spectacle takes
a look at the widely circulating images,
posted online and plastered on billboards
and construction sites across the city
of Baku, which present a better future
seemingly within collective and individual
reach.
In some ways, this is a tribute to
the strength of “paper architecture”
chronicles of the built and unbuilt that
circulate in ways unrelated to actually
existing structures. Throughout the
Soviet era, drawings of future worlds
were widely admired and cited for their
staging of state authority. To achieve
that, the circulating images were
constructed not only as architectural
assemblages, but simultaneously as a
system of signs. What is called
transition is actually a process in
which the space between images
and realities is reconfigured.

“Will I succeed in training a goldfish to swim
through a hoop? The goldfish is photographed
with a flash. A goldfish can’t tolerate flashes,
so this setup is not acceptable. Addition of
water improver, so the tap water has the perfect
conditions for a fish. A goldfish is a social animal.
By including mirrors, the goldfish gets the illusion
that it isn’t alone. After tapping twice on the
pedestal, the goldfish is fed. After a few days, it
swims directly to the water surface to eat. Ensure
there is a place to hide in the aquarium. A mirror
in the corner becomes a shelter. Provide the water
with sufficient oxygen. Oxygen is created on the
surface between water and air. The goldfish learns
to swim to the target to get food.”

lisavandamme.be @lisavada

In her photographs and videos, Lisa Van Damme
observes the mechanism through which humans
and animals interact. She captures the various
devices invented and used by humans to control
animals, by inducing certain behaviors, or to lure
them to a specific location. The gestures are
repeated again and again by the trainer as well as
by the trainee, making the relationship much more
complex than it seems. Who is controlling who?

LISA VAN DAMME

The collective representations we have of animal
species shapes the way we interact with each
of them; it is said goldfish have a memory of 3
seconds, or that crows know how to count.

Will I succeed in training a goldfish to swim through a hoop? Digital prints Carousel Video loop, 4’03 min

Will I succeed in training a goldfish to
swim through a hoop? / Carousel

Jeff doesn’t always come with a wall

A sudden gust of wind on lightbox, 250 x 397 cm

REZA YAVARI

rezayavari.com

A photograph can be viewed on several levels. To begin with, it is
a physical object, a print. On this print is an image, an illusion of
a window on to the world. It is on this level that we usually read a
picture and discover its content … Embedded in this level is
another that contains signals to our mind’s perceptual apparatus.
It gives ‘Spin’ to what the image depicts and how it is organized.
The Nature of Photographs, Stephen Shore
Prior to last year when I moved to Ghent, my encounter with
photographs of my favorite photographers was channeled through
the internet, books, and the magazines that were available in my
country, not with the original artist’s presentation. Similar to the
way you are seeing the picture of Jeff Wall in this booklet. Therefore, the way I saw those works was never the way the artists
themselves intended to present their works. The representative
nature of the photographic medium convinced me that I could
consider myself an audience of those works, despite not seeing
the original artists’ version. To me, the photographic medium
delivered the experience of observation without presence. The
dimension, technicality and materiality of the photograph’s original
presentation, even the intention of the artist to turn their photographs into limited numbered objects, was barely relevant in the
process of relating to the artwork.
My first encounter with the original prints of the contemporary
photographers in Europe was a shocking moment of doubting
my previous knowledge and perception of every photograph I
ever saw. To a point where I was suspecting that everything I ever
thought I have seen was just a misunderstanding, and didn’t relate
to the original work.

However, getting out of the shock of that encounter, I started to
rethink my relation to those photographs. The misunderstandings
may still be there, but they bring me to question to what level not
seeing the original presentation can affect perception. To what
extent the original presentation matters; what qualities led me to
connect to these photographs, and if those qualities are necessarily related to, for instance; how big the presentation lightboxes
are? I wonder if those qualities are within the depictive level of the
photograph which can travel without the presence of the physicality of the original print, which the access to is very limited.
The work presented in this show is the result of the struggle to
find the relation of perception of contemporary photography to its
presentation.
A Sudden Gust of Wind was a key to my first connection with
KASK School of Arts, where I found it being referenced in the work
of one of the teachers. It is now referenced once more as my connection point for bringing up these thoughts.

©Jeff Wall
A Sudden Gust of Wind (after Hokusai), Transparency on lightbox, 250x398, 1993
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