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Selected Museum Solo Shows 

— Curbs & Cracks, S.M.A.K, Ghent (Belgium)
—  Critical work. For life and how we live it, Staatliche Kunsthalle, 

Karlsruhe (Germany) 
—  The Land of Milk & Money, Museum Weserburg, Bremen (Germany)
—  Paintings from the USA and Japan, MDD, Deurle (Belgium) 
—  Koen van den Broek, 1999 – 2004, DA2, Salamanca (Spain)

Selected Curated Shows

—  Fantasy, curated by Koen van den Broek, Museum for Contemporary Art 
(MuHKA), Antwerp (Belgium) 

—   No More Boring Art!, Selection collection S.M.A.K, PXL-MAD School of Arts, 
Hasselt (Belgium)

— Philippe Vandenberg - Abstract Works, Gallery Baton, Seoul (South Korea)

Selected Gallery Shows

— Angle, White Cube, London (United-Kingdom)
—  Out of Space, Figge von Rosen Galerie, Cologne (Germany)
— WHAT? Galerie Greta Meert, Brussels (Belgium)

TRACK 

— Comin’ Down, Figge von Rosen Galerie, Berlin (Germany)
—  Chicane, Marlborough Contemporary, London (United Kingdom)
—  Apex, Friedman Benda Gallery, New York (United States)
— YAW, Galerie Greta Meert, Brussels (Belgium)
— Zylon, Gallery Baton, Seoul (South Korea)
— Armco, Figge von Rosen, Cologne (Germany)

—  Insomnia and the Greenhouse, Friedman Benda Galley, New York 
(United States)

—   Cut Away the Snoopy, Marlborough Contemporary, London 
(United Kingdom)

—  Sign Waves, Gallery Baton, Seoul (South Korea)
—  The Del, Galerie Greta Meert, Brussels (Belgium)
— The Light We Live In, Gallery Albertz Benda, New York (United States)  
—  The Dog, Philipp von Rosen Galerie, Cologne (Germany)
—  The Beginning, Galerie Ron Mandos, Amsterdam (Netherlands)
—  Keep it Together, Galerie Greta Meert, Brussels (Belgium)
— In between Memory and Dream, Gallery Baton, Seoul (South Korea)
— Through Romance, Lempertz, Brussels (Belgium)

Selected Museum Group Shows

— ‘Project Palace, a centenary’, Bozar, Brussels (Belgium)

Selected Public Projects 

—  Solution, Hofkamer, Heritage site, Herita, Antwerp (Belgium)
—  Sampled AZ Sint Marteen, Mechelen (Belgium)
—  Bruegel’s Eye: reconstructing the landscape, Dilbeek (Belgium)
—  Borderline, Seasonal campaign for the Opera Ballet Vlaanderen (Belgium)
—  Mural at the Provinciehuis, Hasselt (Belgium)

CONTENTS



—   Mural at the restaurant ‘t Zilte, Museum Aan de Stroom (MAS), 
Antwerp (Belgium)

—  Wall Works, De Garage, Mechelen (Belgium)
— Plants Shadows and Models, Auditorium Charles Vandenhove, Gent (Belgium)

Selected Collection Works

Collaborations and Friendships

—  With Daan Gielis
—  With John Baldessari



Born in 1973 in Bree, Belgium
Lives and works in Antwerp, Belgium

Born in 1973 in the Belgian town of Bree, Van den Broek first studied architecture 
and subsequently painting, initially at the Royal Academy of Antwerp and then at 
the Academy of Visual Arts of Breda. In his opinion, despite his painting studies, 
he has always remained an architect at heart. Ever since his student days, van den 
Broek has travelled constantly: around Europe, to the USA, Mexico and even to 
Japan. Always with his camera close to hand. He takes photos, a lot of photos, which 
all depict the same subject: the architectural interventions of man on the landscape.

Early in his career, Koen van den Broek developed a fascination for desolate 
landscapes in which man rarely appears, but always makes his presence felt. 
He depicts the traces left behind on roads, streets and houses that have been 
abandoned. The artist’s perception of roads and borders in barren lands has 
provided the painter with impulses that enable him to make his specific statement 
on landscape painting. Van den Broek operates by turning his face downwards and 
zooming in on the irregularities of the pavement, on curb stones and shadows. It is 
this very search for a subject of representation that led the artist on a journey closer 
to abstraction.

Works by Koen van den Broek are part of major public collections, including the 
LACMA, Los Angeles; SMAK, Ghent; M HKA, Antwerp; Busan Museum of Art, 
Busan; San Francisco Museum of Modern Art; Astrup Fearnley Museet, Oslo; 
Staatliche Kunsthalle, Karlsruhe, and Museum Dhondt-Dhaenens, Deurle. His 
work has been presented at the Venice Biennial (2015 & 2017); White Cube, London; 
Kunstmuseum, Bonn; Royal Museum of Fine Arts of Antwerp and Brussels; Seoul 
Arts Centre, Seoul; Kunsthalle, Mannheim; Royal Academy, London; MAS, Antwerp, 
and Kunsthal, Rotterdam; His work can also be found in numerous public spaces in 
Belgium, such as the Hofkamer, Antwerp; ‘t Zilte, MAS, Antwerp; AZSM Hospital, 
Mechelen, and the Provinciehuis, Hasselt.



KOEN VAN DEN BROEK 
b. 1973 Belgium 

Biography 

1997–2000  Higher Institute of Fine Arts Flanders (H.I.S.K Flanders), Antwerp (B) 
1995–1997  Academy of Visual Arts St. Joost, Breda, (NL) 
1993–1995  Royal Academy of Fine Arts, Antwerp (B) 
1991–1993  Ir. Architect (bachelor), K.U. Leuven (B) 

Solo Shows 

2024 ‘Out of Place’, M H KA, Antwerp (BE)
 ‘Of(f) Road’, Ludwig Museum, Koblenz (DE)
 ‘Broken Road’, Philipp von Rosen Galerie, Cologne (DE)

2023 ‘Of(f) Road’, Kunstmuseum Magdeburg, Magdeburg (DE)  
 ‘The Real World’, Galerie Greta Meert, Brussels (B)
 ‘The Coin Toss’, de Boer gallery, Los Angeles (US)

2022 ‘Firminy’, Chambre Avec Vue, Saignon (France)
 ‘Warm Comfort’, De Buck, Saint-Paul de Vence (France)

2021  ‘Tango in Paris’, Philipp von Rosen Galerie, Cologne (DE)
 ‘ Through Romance’, curated by Luk Lambrecht, Lempertz, Brussels, 

9 September – 15 October 2021 
 ‘In between Memory and Dream’, Gallery Baton, Seoul (KR), 21 April – 28 May

2020 ‘The Beginning’, Galerie Ron Mandos, Amsterdam (NL), 24 April – 13 June  
 ‘WALL WORKS, De Garage, Mechelen (B) 

2019  ‘Keep it together’, Galerie Greta Meert, Brussels (B) 
 ‘The Dog’, Philipp von Rosen Galerie, Cologne (DE) 

2018  ‘A Glowing Day’, Gallery Baton, Seoul (KR)

2016  ‘Behind the Camera’, Philipp von Rosen Galerie, Cologne (DE) 
 ‘Borderline’, Antwerp Tower, Antwerp (B) 
 ‘The Land of Milk & Money’, Museum Weserburg, Bremen (DE) 
 ‘The Light We Live In’, Gallery Albertz Benda, New York (US) 

2015  ‘Sign Waves’, Gallery Baton, Seoul (KR) 
 ‘The Del’, Galerie Greta Meert, Brussels (B) 

2014  ‘Cut Away the Snoopy’, Marlborough Contemporary, London (GB)
  ‘Armco‘, Figge von Rosen Galerie, Cologne (DE)

2013  ‘Zylon’, Gallery Baton, Seoul (KR)
 ‘Yaw’, Galerie Greta Meert, Brussels (B) 
 ‘Apex’, Friedman Benda Gallery, New York (US) 
 ‘Borders’, Spinnerei, Leipzig (DE) 

2012  ‘Chicane’, Marlborough Contemporary, London (GB) 
  ‘Koen van den Broek, From The East To The West And Back’, Gallery Baton, 

Seoul (KR) 
 ‘Shadows’, Museo Alto Garda – Arco, Palazzo dei Panni (IT) 

2011   ‘Koen van den Broek, Insomnia And The Greenhouse’, Friedman Benda 
Gallery, New  York (US) 

 ‘Koen van den Broek, Comin’ Down’, Figge von Rosen Galerie, Berlin (DE) 



2010  ‘WHAT?’, Galerie Greta Meert, Brussels (B) 
 ‘JOURNEY’, Figge von Rosen Galerie, Cologne (DE) 
 ‘Curbs & Cracks’, S.M.A.K., Ghent (B) 
  ‘Preview, Works on Paper by Koen van den Broek’, Royal Museum of Fine Arts 

(KMSKA), Antwerp (B) 

2009   ‘Koen van den Broek, “Shadows of time” Black Polyurethane on Inox’, MDD, 
Deurle (B) 

2008   ‘This an example of that’, Collaboration with John Baldessari, Galerie Greta 
Meert, Brussels (B) 

  ‘This an example of that’, Collaboration with John Baldessari, 
Bonnefantenmuseum, Maastricht (NL) 

 ‘Out of Space’ Figge von Rosen Galerie, Cologne (DE) 
 ‘Who will lead us?’ Art Brussels, (winner of the Illy Prize), Brussels (B) 

2007  Angle’, White Cube, London (GB) 

2006  ‘Dante’s View’, Figge von Rosen Galerie, Cologne (DE) 

2005  ‘Paintings from the USA and Japan’, Museum Dhondt-Dhaenens, Deurle (B) 

2004 ‘Koen van den Broek, 1999 – 2004’, DA2 Salamanca (ES)

2003  ‘Threshold’, White Cube, London (GB) 

2002   ‘Les charmes discrets de l’art flamand contemporain: Koen van den Broek’, 
Chapelle  des Pénitents Blancs, Gordes (FR) 

2001  ‘Borders’, White Cube, London (GB) 
 ‘Koen van den Broek: Schilderijen/Paintings’, Z33, Hasselt (B) 

2000  ‘Koen van den Broek’, Cultural Centre Hasselt (B) 

1999  ‘Koen van den Broek’, Galerij Art 61, Hever (B) 

1998  ‘Koen van den Broek’, Bernarduscentrum, Antwerp (B) 

1997  ‘Koen van den Broek’, Galerie Hellinga Beetsterzwaag, Amsterdam (NL) 

Group Shows 

2023 ‘Crash Test’, PONTI gallery, Antwerp (BE)
  ‘The city is elsewhere. Revision of a dream’, Museum unter Tage, 

Bochum (DE)
 ‘Brilliant Cut’; Gallery Baton, Seoul (KR)
 ‘Give me an answer’, artist studio of Marie Cloquet, Ghent (BE)

2022 ‘Project Palace, a centenary’, Bozar, Brussels (B)

2021 ‘The Little Catalogue of the SMAK collection’, SMAK, Ghent (B)
 ‘FIAT Lux’, Pilar, Elsene (B)
 ‘Gifted’, SMAK, Ghent (B)
 ‘City Trip’, CC De Steiger, Menen (B)

2020   ‘No More Boring Art! (part 2)’, Selection collection S.M.A.K, PXL-MAD School 
of  Arts, Hasselt (B), 12 November – 16 December 

  ‘Critical work. For life and how we live it’ with Koen van den Broek, Peter 
Paul Rubens,  Albrecht Dürer, Rembrandt, Giovanni Battista Piranesi, Pablo 
Picasso, Otto Dix, Erich  Heckel, Leiko Ikemura, Sean Scully amonst others, 
Staatliche Kunsthalle Karlsruhe, (DE), 30 June – 27 September 



 ‘Muurschilderingen’, Roger Raveelmuseum, Zulte (B), 8 March – 7 June 
  ‘No More Boring Art!’, Selection collection S.M.A.K, PXL-MAD School of Arts, 

Hasselt (B), 20 February – 31 March

2019  ‘BANG BANG’, TICK TACK, Antwerp (B) 
 ‘Time will tell’, MoMeNT, Tongeren (B) 
 ‘Di fuochi e accesi sensi’, Greta Meert Galerie, Brussels (B) 
 ‘GENESIS’, L.A.C., Narbonne (FR) 
 ‘Uit beleefdheid’, MuHKA, Antwerp (B) 
  ‘Bruegel’s gaze: reconstruction of the landscape‘, Dilbeek/Brussels (B) (Public 

space project - sculpture) 
 ‘Highlights for a Future: 20 years S.M.A.K.’, S.M.A.K., Ghent (B) 
 ‘Salon de Peinture’, MuHKA, Antwerp (B) 
2018   ‘The Flâneur – From Impressionism to the Present’, Kunstmuseum Bonn (DE) 
  ‘NAP’, Curated by Joost Declercq and Charlotte Crevits, Ron Mandos Galerie,  

Amsterdam (NL) 
 ‘Koen van den Broek & Jakub Rehak’, Sint-Alegondiskerk, As (B) 
 ’20 Years NICC – Jubilee, A4 works’, NICC, Antwerp (B) 
 ‘139 x Nothing but Good’, PARK, Tilburg (NL) 

2017  ‘Kunstlicht’, Fuhrwerkswaage Kunstraum, Cologne (DE) 
 ‘Vloed’, Art Center Ten Bogaerde, Koksijde (B) 
  ‘Le Paysage en Question’, Centre d’Art Contemporain de Châteauvert, 

Châteauvert  (FR) 
  ‘Intuition’, Group show during the Biennale of Venezia, Palazzo Fortuny, 

Venice (IT) 

2016   ‘Schilde Kiest Kunst, A selection from the Province of Antwerp Collection’, 
Museum  Albert Van Dyck, Schilde (B) 

  ‘Duikboot’, Koningklijke Academie voor Schone Kunsten Antwerpen 
(KASKA),  Antwerp (B) 

  ‘DE-GENERATIES, Elias et ses compagnons de routes’, De Markten, 
Brussels (B) 

  ‘Urgent Conversations: Athens - Antwerp’, coproduction of National Museum 
of  Contemporary Art Athens (EMST) and the Museum of Contemporary Art 
Antwerp (M  HKA), EMST, Athens (GR) 

 ‘Prelude / Subversion’, Gallery Baton, Seoul (KR) 
  ‘Museum Dirk de Wachter, Borderline Times’, Museum Dr. Guislain, 

Ghent (BE) 
  ‘In Dialogue with Jan Cox’, Duo exhibition curated by Koen van den Broek,  

Callewaert-Vanlangendonck Gallery, Antwerp (B)
 ‘UNGENAU’ (collection S.M.A.K), De Halle, Geel (B) 

2015   ‘The Importance of Being, Contemporary art from Belgium in Latin-
America’, In Situ work by Koen van den Broek, Museu de Arte Moderna, Rio 
de Janeiro (BR)

 ‘Unterseeboot über Malermeister’, Cultuurcentrum, Mechelen (B)
 ‘Good Morning, Hallo’, G2 Kunsthalle, Leipzig (DE) 
 ‘The Corner Show’, Extra City, Antwerp (B) 
  ‘Proportio’, Group show during the Biennale of Venezia, Palazzo Fortuny, 

Venice (IT) 
 ‘Kunstbeurs Rode Kruis Vlaanderen’, Klooster Sancta Maria, Ronse (B) 
  ‘The Importance of Being, Contemporary art from Belgium in Latin-America’, 

In Situ  work by Koen van den Broek, Museo de Arte Contemporáneo, Buenos 
Aires (AR)   

 ‘Drawing Biennial 2015’, Drawing Room, London (GB) 
  ‘The Importance of Being, Contemporary art from Belgium in Latin-

America’, In Situ  work by Koen van den Broek, Museo Nacional de Bellas 
Artes, Havana (CU)    

 ‘Before/Beyond Words’, Group Show, Wattenfabriek, Herzele (B), 



2014   ‘De Vierkantigste Rechthoek, Belgische kunst in perspectief’, KAdE, 
Amersfoort (NL) 

 ‘Muhka Extra Muros – Visite’, C-Mine, Genk (B) 
 ‘Museum to Scale 1/7’, Kunsthal Rotterdam, Rotterdam (NL) 
 ‘Dialogen’ (curator: Flor Bex), C-Mine atelier Piet Stockmans, Genk (B)   
 ‘Passions Secrètes’, Tripostal, Lille (FR) 
 ‘Bloed’, Landcommanderij Alden Biesen, Bilzen (B) 
 ‘Biënnale van de schilderkunst’, Museum Dhondt-Dhaenens, Deurle (B)   
 ‘Nothing but good’, Park, Tilburg (NL) 
 ‘RE: Painted’, SMAK, Ghent (B) 

2013  ‘Museum to scale’, Royal Museum of Fine Arts (KMSK), Brussels (B) 
 ‘Happy Birthday Dear Academie’, MAS Antwerp, Antwerp (B) 
 ‘Art Attack’, Oud-Pand Sodermans, Hasselt (B) 
 ‘Works with paper’, Marlborough Contemporary, London (GB) 
 ‘De Modernen Duo’s’, Koningin Fabiolazaal, Antwerp (B) 
  ‘First we take The Hague, then we take Berlin’, Embassy of Belgium, The 

Hague (NL) 
 ‘Raoul en ik’, Etablissement d’en face projects, Brussels (B) 
 ‘COLLECTIE XXXIII’, Museum for Contemporary Art (MuHKA), Antwerp (B) 

2012   ‘Belgium Contemporary Now’ (with Koen van den Broek, Patrick Vanden 
Eynde, Stef  Driesen, Guy Van bossche, Cindy Wright), Gallery Baton, 
Seoul (KR)   

  ‘Biënnale van de Schilderkunst: De mens in beeld’, Roger Raveel Museum, 
Zulte Machelen (B)

2011   ‘Jan Van Imschoot, Koen van den Broek, Wilfried Vandenhove’, Brandstrup 
Gallery,  Oslo (NO) 

  ‘COLLECTIE XXII Ten oosten van 4°24’ ‘, Museum for Contemporary Art 
(MuHKA), Antwerp (B) 

 ‘Extra Muros: Meesterwerken in het Mas’, MAS, Antwerp (B) 
  ‘Tomorrow Is The Question | Collectiepresentatie’, Museum for 

Contemporary Art  Ghent (SMAK), Gent (B) 

2010  ‘14th Vilnius Painting Triennial: False Recognition’, CAC, Vilnius (LT)  
 ‘Does city/Münster matter?’, AZK Münster, Germany (DE) 

2009   ‘A Story of the Image’, Shanghai Museum, China (collaboration MuHKA 
Antwerp) ‘Fading’, Museum Elsene, Brussels (B) 

2008   ‘Fantasy’, curated by Koen van den Broek, Museum for Contemporary Art 
(MuHKA), Antwerp (B) 

 ‘Academia. Qui es-tu?’, Chapelle de l’Ecole des Beaux-Arts, Paris (FR) 
  ‘Biënnale van de Schilderkunst’, Museum Dhondt-Dhaenens, Deurle - 

Raveelmuseum,  Machelen (B) 
 ‘Take the doll’, Aardenburg (NL) 
 ‘The hands of Art’, Museum for Contemporary Art Ghent (SMAK), Ghent (B) 

2007  ‘The Floor’, Zwarte Panter, Antwerp (B) 
 ‘Vanaf Nu!..’, LLS387, Antwerp (B) 
 ‘Metamorphosis III’, LAC Perpignan (FR) 
 ‘Metamorphosis III’, Museu Municipal Abello, Berenguer (Barcelona) (ES) 
 ‘Welcome Home’, Museum for Contemporary Art (MuHKA), Antwerp (B) 
 ‘Jubilee’, Museum for Contemporary Art (MuHKA), Antwerp (B) 

2006  ‘Open Space’, Art Fair, Cologne (DE) 
 ‘Beaufort 2006, Ostend (B) 
 ‘Freestate’, Ostend (B) 
 ‘Leere X vision’, Marta Herford (DE) 
 ‘Between a Rock and a Hard Place’, Kenny Schachter Rove, London (GB) 
 ‘Leeftijdgenoten’, Raveelmuseum, Machelen (B)



2005  ‘Royal Academy Illustrated 2005’, Royal Academy, London (GB) 
 ‘Prague Biennale 2’, Prague (CZ) 
 ‘p k m gallery: scape-code: their subjective topographies’, Seoul (KR) 

2004  ‘Direct Painting’, Kunsthalle Mannheim (DE) 
  ‘Karel Appel, Onderweg. reis van Rudi Fuchs langs de kunst de lage landen’, 

Centre  for Fine Arts (Bozar), Brussels (B) 
 ‘This not a home, this is a house’, Observatoire, Brussels (B) 
 ‘Framed’, CC Strombeek, Strombeek (B) 
 ‘Koen van den Broek - Wim Catrysse’, Strombeek (B) 

2003   ‘Once Upon a Time: Een blik op de kunst in de jaren ’90 in België’, Museum 
for  Contemporary Art (MuHKA), Antwerp (B) 

  ‘Matisse and Beyond: A Century of Modernism’, San Francisco Museum of 
Modern Art  (SFMOMA), San Francisco (US) 

 ‘Oorsprong’, Brakke Grond, Amsterdam (NL) 
  ‘The Ambiguity of the Image. Belgian Art Now’, Art Athina Helexpo 

Exhibition Centre,  Athens (GR) 

2002   ‘Wim Catrysse, Koen van den Broek, Leen Voet’, Gallery James Van Damme, 
Brussels (B) 

2000   ‘Prix de la Jeune Peinture Belge’, Palais des Beaux-Arts, Brussels (B) ‘Europa 
Prijs’, Museum for Fine Arts, Ostend (B) 

 ‘The New Millenium in my Dreams’, Seoul Arts Centre, Seoul (KR) 
  ‘Biennale Prizegiving and Exhibition of Visual Art, Golfo de La Spezia’, 

La Spezia 13 (IT) 
   ‘Presentation of the work of the laureates 2000’, Higher Institue for Fine Arts 

(H.I.S.K.),  Antwerp (B) 
 ‘Open Ateliers H.I.S.K.’, Higher Institute for Fine Arts (H.I.S.K.), Antwerp (B) 

1999  ‘Subjectieve verbeelding’, Huis Thuysbaert, Lokeren (B) 
  ‘Open Ateliers/Open Studios’, Higher Institute for Fine Arts (H.I.S.K.), 

Antwerp (B) 
 ‘Group Exhibition: Synestesia’, Lokaal 01, Antwerp (B) 

1998  ‘FAXX’, Tilburg (NL) 
  ‘Open Ateliers/Open Studios’, Higher Institute for Fine Arts (H.I.S.K.), 

Antwerp (B)
 ‘Spring 98: Jong talent in Antwerpen’, Koningin Fabiolazaal, Antwerp (B) 

1997  ‘Koen van den Broek and Philip Morris’, Bergen op Zoom (NL) 
 Galerie Nieuw Brabantse Kunststichting, Breda (NL) 

Other Projects

2022  ‘ANTWERP UNIVERSAL’ group show curated by Koen van den Broek, 
Leienpaleis, Antwerp (B)

2021 ‘No More Boring Art, The Other Side’
  Group show with works by Jannis Kounellis, Michaël Borremans, Valerio 

Adami, Evelyne Axell, René Heyvaert, Allen Jones, Oscar Murillo, Nedko 
Solakov, Guy Vandenbranden, From the S.M.A.K. Collection curated by Koen 
van den Broek & Iris Paschalidis, PXL-MAD School of Arts, Hasselt (B)

2020  ‘Chords & Cracks’, Visuals by Koen van den Broek, CC Mechelen, Mechelen 
(B), 01 March

  ‘Muurschilderingen’,Group show, Roger Raveelmuseum, Zulte (B),  
8 March – 7 June

  ‘No More Boring Art!’, Group show with René Daniëls, Raoul De Keyser, 
Thierry De Cordier, Mike Kelley, John Baldessari, Luc Tuymans en Marlène 
Dumas, From the S.M.A.K. Collection curated by Koen van den Broek, PXL-
MAD School of Arts, Hasselt (B), 20 February – 31 March



2019  ‘BANG BANG’, Group show with Koen van den Broek, Nadia Naveau,  
Renato Nicolodi, Cindy Wright, Charif Benhelima, Peter de Cupere and 
Wim Catrysse. Curated by Koen van den Broek, TICK TACK, Antwerp (B),  
14 September – 20 October

 ‘De Blik van Breugel’, In situ installation by Koen van den Broek, Dilbeek (B)

2018  ‘Rogeer Raveel. Unseen Abstraction’, Curated by Koen van den Broek, 
Callewaert Vanlangendonck Gallery, Antwerp (B)

2017  ‘ARTBEAT’, Flanders Festival Ghent, Eskimofabriek, Ghent (B)
  ‘Renzo Piano Project’, Work of Koen van den Broek being featured in the 

unit for 565 Broome SoHo, Renzo Piano’s first residential project in New 
York.

2016  ‘Guard & Boccanegra’, on view during the 2016 – 2017 season of the Flemish 
Opera and Ballet, Antwerp (B)

  ‘OMNIVERSE, Sioen and Korean friends’, EP, Artwork by 
Koen van den Broek, Label: Chili Music Korea

  ‘VER BANDEN, #3 VER WONDEREN’, Jef Lambrecht curated by 
Koen van den Broek, Poortgebouw, Antwerp (B)

  ‘Philippe Vandenberg’, Curated by Koen van den Broek, Gallery Baton, 
Seoul (KR)

2015  ‘Trash’, Group show with Wim Van der Celen, Gommaar Gilliams, 
Daan Gielis, Katrien Claes, Cindy Wright, David O’Kane. Curated by 
Koen van den Broek, Eastman Gallery, Hasselt (BE)

2014  ‘Caravantis’, Bookpresentation Frank Albers (cover Koen van den Broek), 
De Bezige Bij, Antwerpen (BE).

2013  ‘Onland’ – Linus, Artwork by Koen van den Broek, Label: Onland (B)

2012  ‘Faerge’ – Machtelinckx/Jensson/Badenhorsts/Wouters, Artwork by 
Koen van den Broek, Label: El Negocito Records (B)

2010 ‘Trottoirs voor Jan’, mural at Troubleyn/Jan Fabre, Antwerp (B)

2008  ‘Fantasy’, curated by Koen van den Broek, Museum for Contemporary Art 
(MuHKA), Antwerp (B)

Public Projects

2023 ‘Plants Shadows and Models’, Auditorium Charles Vandenhove, Gent

2019 ‘Torque Malinas’, Mural, De Garage, Mechelen (B)

2017 ‘Solution’, Hofkamer, Heritage site, Herita, Antwerp (B)

2016 Seasonal campaign 2016-2017, Opera Ballet Vlaanderen (B)

2015 ‘Sampled’, AZ Sint-Maarten, Mechelen (B) – Inauguration October 2016

2011 Wielingen Square, Knokke (B)
 Provinciehuis, Hasselt (B)
 ‘t Zilte, MAS, Antwerp (B)

Selection of Public Collections

Busan Museum of Art, Busan
Astrup Fearnley Museet fur Moderne Kunst, Oslo
LACMA, Los Angeles
Museum Dhondt-Dhaenens, Deurle
Leeum, Samsung Museum of Modern Art, Seoul



San Francisco Museum of Modern Art, San Francisco
SMAK, Ghent
M HKA, Antwerp
Kadist Art Foundation, Paris
AZ Sint-Lucas, Ghent
AZ Sint-Lucas, Ghent
Staatliche Kunsthalle Karlsruhe, Karlsruhe
Museum D’Ixelles, Ixelles
Museum Voorlinden, Wassenaar

Publications (Solo)

Koen van den Broek: Stuff, Wouter Davidts, Frank Albers, ed. Exh. Cat. De Garage
Mechelen, MER. Borgerhoff & Lamberigts, 2019
Track. Philipp von Rosen, ed. Cat. Essay by Kay Heymer. DISTANZ Verlag GmbH,
Berlin, 2014.

Koen van den Broek. Cut Away the Snoopy. Exh. Cat. London: Marlborough
Contemporary. Dialogue: ‘References can be a pain’. Koen van den Broek, John C.
Welchman and Andrew Renton in conversation. London: Marlborough 
Contemporary, 2014

Insomnia and the greenhouse. Exh. Cat. Essays by David Anfam and A.M. Homes.
New York: Friedman Benda Gallery. Hatje Cantz Verlag, Ostfildern, 2013.

Shadows. Giovanna Nicoletta, ed. Exh. Cat. Essays by Giovanna Nicoletta, 
Noemi Smolik. Arco: MAG (Musea Alto Garda), 2012.

From the east to the west and back. Exh. Cat. Essay by Jennifer Higgie. Seoul: 
Gallery Baton, 2012.

Crack. Davidts, Wouter, ed. Exh. Cat. Ghent: Stedelijk Museum voor Actuele Kunst
(S.M.A.K.). Essays by Wouter Davidts, Dirk Lauwaert, Bik Van der Pol, Andrew 
Renton, Merel van Tilburg, John C. Welchman. Amsterdam: Valiz Book and Cultural 
Projects, 2010.

Journey. Exh. Cat. Cologne: Figge von Rosen Galerie, 2010

This an example of that. Koen van den Broek and John Baldessari. Exh. Cat.
Maastricht: Bonnefantenmuseum. Strombeek-Bever: bkSM (Cultuurcentrum
Strombeek); Mechelen: De Garage (Ruimte voor actuele kunst), 2008

Out of Space. Exh. Cat. Cologne: Figge von Rosen Galerie, 2008

Angle. Exh. Cat. Essays by Dieter Roelstraete, Koen van den Broek. London: 
White Cube, 2007

Treshold. Exh. Cat. Essay by Jennifer Higgie. London: White Cube, 2003

Schilderijen/ Paintings. Exh. Cat. Provinciaal Centrum voor Beelden Kunsten. 
Hasselt: Provinciaal Centrum voor Beelden Kunsten, 2001



Koen van den Broek’s studio 
in Antwerp (Belgium)



Koen van den Broek’s studio 
in Seoul (South Korea)
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Museum Solo Shows
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Curbs & Cracks
S.M.A.K, Ghent (Belgium)
30.01 - 16.05.2010

In January 2010, S.M.A.K opened its doors for Koen van den Broek’s very first 
retrospective exhibition Curbs & Cracks, curated by Andrew Renton (Goldsmiths 
College, London) & Thibaut Verhoeven (S.M.A.K. Ghent).  

 A publication, CRACK, has been produced within the context of the exhibition. 
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Curbs & Cracks, 
Installation views at 
S.M.A.K 
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Viaduct, 2002
Oil on canvas
280 x 420 cm, 
Hall Art Foundation 
Collection
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Yellow Border #2, 2003
Oil on canvas, 240 x 

160
Hall Art Foundation 

Collection
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Curbs & Cracks, 
Installation views at 
S.M.A.K 
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Curbs & Cracks, 
Installation views at 

S.M.A.K 
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Photography takes on considerable importance in Koen van den Broek’s work. 
Indeed, most of his paintings originate in the photographs he takes during his 
travels. They are the first step on a path towards a degree of abstraction.
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Bronx , 1999, Oil on 
Canvas, 90 x 35 cm
Private Collection
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Curbs & Cracks, 
Installation views at 

S.M.A.K 



25

C
O
N
T
E
N
T
S

CRACK was designed and published for the show. It presents the first 
comprehensive selection of Van den Broek's work and explores his diverse 
references and methods. 
Lavishly illustrated and with essays focusing on specific aspects, Crack gives a 
nuanced, stimulating view of the work of one of Belgium's most important young 
artists. 

Editor: Wouter Davidts
Contributors: Bik Van der Pol, Wouter Davidts, Dirk Lauwaert, Metahaven, 
Andrew Renton, Merel van Tilburg, John C. Welchman.
Design: Metahaven 

2010, Valiz| supported by S.M.A.K., Cassochrome, Bernard Soens & Laurence Soens | 
paperback | 306 pages | 27 x 20 cm (h x w) | English | ISBN 978-90-78088-41-7

The content of CRACK is available for viewing only, here. 

https://drive.google.com/drive/folders/1MBrNorUOPWcjnmIhwNRfHgXwlgGyZSTP
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Koen van den Broek (º1973) paints 
‘landscapes’ on the boundary of 
abstraction and realism: urban out-
skirts, architectural details, cracks 
in asphalt, kerbstones, a straight 
road in perspective. In creating his 
works van den Broek draws on the 
photographs he took during his 
travels through the United States, 
Japan, Latin America, and Europe. 
Other sources of inspiration are 
the history of film and modern and 
contemporary architecture.
Crack presents the first comprehen-
sive selection of van den Broek’s work 
over the last ten years and explores his 
diverse references and methods.
Lavishly illustrated and with essays 
focusing on specific aspects, Crack 
gives a nuanced, stimulating view of 
the work of one of Belgium’s most
important young artists.• 

Koen van den Broek
Painting

Crack
Valiz
S.M.A.K.
Lannoo

Edited by 
Wouter Davidts

With contributions by
Bik Van der Pol
Wouter Davidts
Dirk Lauwaert
Metahaven
Andrew Renton
Merel van Tilburg
John C. Welchman

Valiz, Amsterdam
S.M.A.K., Gent
Lannoo, Tielt

ISBN Valiz / S.M.A.K. 
978-90-78088-41-7

ISBN Lannoo 
978-90-209-8857-4

K
oen van den Broek

C
rack

S.M.A.K.
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Critical work.
For life and how we live it
Staatliche Kunsthalle, Karlsruhe (Germany) 
30.06 - 27.09.2020

“Systemic Importance” seems to be the measure of things during the Covid-19 
pandemic. But what would a society look like where everything non-systemically 
important is dwindling away? 

With Koen van den Broek, Peter Paul Rubens,  Albrecht Dürer, Rembrandt, Giovanni 
Battista Piranesi, Pablo Picasso, Otto Dix, Erich  Heckel, Leiko Ikemura, Sean Scully 
amonst others

The Staatliche Kunsthalle of Karlsruhe acquired the four works exhibited by Koen 
van den Broek for their collection. 
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Critical Work.
Installation views at 
Staatliche Kunsthalle, 
Karlsruhe 
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The Land of Milk & Money
Museum Weserburg, Bremen (Germany) 
16.09 - 30.10.2016 

The Land of Milk and Money is a series of four large landscape paintings by Koen 
van den Broek that evoke the artist’s obsessional journeying through the American 
landscape.
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The Land of Milk and 
Money 

Installation views at 
Museum Weserburg
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Guard, 2014
Oil on canvas
266 x 400 cm
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2. Project description (one A4 page in English) !
The Land of  Milk and Money is a new series of  four large landscape paintings by Koen van den Broek 
that evoke the artist’s obsessional journeying through the American landscape. Below is a response to 
this new series by a lead Flemish writer and literary translator, Frank Albers - in the form of  a poem 
and subsequent commentary.  !

The Land of  Tiresias  !
    Once upon a time  
	 	 	 	 there was a land 
	 	 	 	 we believed in 
	 	 	 	 once upon a time we believed 
	 	 	 	 this was the land we believed in !
    in  
	 	 	 	 rivers and trees - no drought 
	 	 	 	 mountains and light - no darkness 
	 	 	 	 wetland and waterfall – no dust !
    once upon a time we believed 
	 	 	 	 the land was our food and our shelter 
	 	 	 	 we wandered and worked and slept 
	 	 	 	 we believed everything the land said !
    I am nobody’s  
	 	 	 	 I am yours 
	 	 	 	 I am anybody’s 
	 	 	 	 I am mine !
    and we were not afraid !

by Frank Albers !
(annotations) !
The Land of  Milk and Money. The title refers to a utopian trope: the land of  milk and honey. Dream of  a utopian 
otherworld has been poisoned by capitalism, trade, commodification: hence “Money”. !
First three stanza’s evoke (life in) this utopia of  yore. (Paradise on earth, America, the West,…) !
A ‘twist’/’turn’ occurs in lines 1-2 of  the fourth stanza. !
"Free frame of  reference" is a  term used by the Diggers, an American countercultural movement in San-
Francisco in the sixties (very short-lived). It denoted a giant picture frame-like yellow frame through which the 
Diggers doled out free food to the poor and the needy.  !
The sixties counterculture combined idealism with anger and fear (the nuclear threat, the ‘red scare’, etc…). The 
gate/frame in KVDB’s painting suggests at once entry and exit – away from heaven into hell? Or out of  hell into 
a new heaven. It connotes promise and apprehension… !
In the following lines the poem moves closer to the paintings.  
"the shadeless Los Alamos rose garden" refers to a lab at a secret location in New Mexico, founded by the 
American government during the second World War to coordinate the scientific research of  the so-called 
Manhattan Project, the Allied project to develop the first nuclear weapons. The term also occurs in the poem 
“Howl” by Allen Ginsberg. The combination of  a secret nuclear weapons research facility with a (White House) 
“rose garden” constitutes a kind of  oxymoron Ginsberg would have loved. !
At the end of  KVDB’s foursome, which ranges from Genesis to the Apocalyptic, man stays behind unprotected, 
without gods or ‘sheperds’ ("the guards fled"), looking for meaning, for an answer,  a new beginning, a direction 
and/or a purpose that can be either spiritual (“an angel”), rational/philosophical (“a reason”), or sensual/
physical (“a bed”). 

Page !  / !4 31
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3. Clearly defined and documented project with illustrations !

"  !
Koen van den Broek 
Players 
2014 
266 x 400 cm 
Oil on canvas !!

"  !
Koen van den Broek 
Guard 
2014 
266 x 400 cm 
Oil on canvas 

Page !  / !5 31
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"  !
Koen van den Broek 
Goal 
2014 
266 x 400 cm 
Oil on canvas !!!

"  !
Koen van den Broek 
Lautner 
2014 
266 x 400 cm 
Oil on canvas !!!

Page !  / !6 31
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4. Provisional visualization or sketch of  your booth or space required !!
Visualization of  the project: !

"  !!

Page !  / !7 31
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Paintings from the USA and Japan
Museum Dhont-Dhaenens (MDD), Deurle (Belgium)
24.04 - 19.06.2005

This exhibition at the Museum Dhondt-Dhaenens showed a selection of van 
den Broek’s paintings which were created during the years before it. Most of 
the canvases are based on photographs taken during his travels to America and 
Japan. It was, however, not a retrospective, but rather a thorough selection of 
the most important works based on these travels. Koen van den Broek explicitly 
chose to combine and confront the images from the Far West and the Far East in 
the same exhibition. For Koen van den Broek, the new meanings given to these 
‘contradictory’ images by such a confrontation are of fundamental importance and 
form part of his work.  
 
The selection of paintings was made by Koen van den Broek himself, and come from 
various collections in the Netherlands and abroad.
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Paintings from the USA 
and Japan 
Installation views at 
MDD
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Paintings 1994 - 2004
DA2 Domus Artium 2002, Salamanca (Spain)
22.04 - 30.05.2004

This exhibition was Koen van den Broek’s first solo exhibition in Spain.  
It presented a selection of paintings from his travels through the United-States 
including some of his series Borders. 
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Paintings 1994 - 2004
Installation views at 

DA2
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Selected 
Curated Shows
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Fantasy
Curated by Koen van den Broek
Museum for Contemporary Art (MuHKA), Antwerp (Belgium)
21.03 - 21.09.08

Koen van den Broek acted as a curator on this show, presenting a selection of iconic 
works by Belgian as well as American artists along with his own. The anchor points 
of this selection illustrated his predilection for American minimalism and American 
post-expressionist painting. Koen van den Broek curated this show following the 
example of his colleague and good friend John Baldessari, who acted as a guest 
curator for the show Magritte and Contemporary Art: The Treachery of Images in the 
Los Angeles County Museum of Art in 2007. 
 
Koen van den Broek’s reflection on his own oeuvre and working method was 
represented in this exhibition by a series of paintings. Some of which could also be 
found in his 2007 solo show Angles in the London gallery White Cube.

Including works of:  Nick Andrews, John Baldessari, Charif Benhelima, Marcel 
Broodthaers, Wim Catrysse, Jan Cox, Luc Deleu, William Eggleston, Tracy Emin, 
Dan Flavin, Liam Gillick, Mary Heilmann, René Heyvaert, Peter Joseph, Donald 
Judd, Jan Kempenaers, Robert Mangold, Brice Marden, Gordon Matta-Clark, Paul 
Mccarthy & Mike Kelly, Bruce Nauman, Blinky Palermo, Edward Ruscha, Thomas 
Schütte, Mitja Tušek, Koen van den Broek, William van den Broek, Patrick Van Den 
Eynde, Wilfried Vandenhove, Jan Van Imschoot, Dan Van Severen, Jan Vercruysse 
and Jeff Wall.
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Fantasy
Installation views at 
MuKHA
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Fantasy
Installation views at 

MuKHA
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The following pages are from the press catalogue of Fantasy.
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FANTASY
intervention by Koen van den Broek
21.0321.09.08

MuHKA 
Museum of 
Contemporary 
Art 
Antwerp v.z.w.

 
Leuvenstraat 32/2000 Antwerp/ 
T +32 3 260 99 99/F +32 3 16 24 86 
info@muhka.be/www.muhka.be 
 

an initiative of the Flemish Community 
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FANTASY
intervention by Koen van den Broek
21.0321.09.08

When the MuHKA decided five years ago to invigorate its collection in a radical 
way, the process was accompanied by an inevitable re-think of the collection 
policy and of the museum’s entire collection philosophy. In this way the emphasis 
shifted from static presentation to a more research-minded approach to artistic 
practice as a dynamically intellectual context. ‘Research’ is central to the 
display policy of the MuHKA, and one specific type of display, the exhibition as 
intervention, examines not only the MuHKA collection as such, but also highlights 
the practice of the ‘intervening’ artist. 

In the spring of 2008 Koen van den Broek is the intervening researcher on call. Van 
den Broek, one of Belgium’s leading young painters, at once broadens the range 
of the intervention format: his presentation research no longer focuses on his own 
work [which was the case in previous interventions, from Carla Arocha to Pieter 
Vermeersch], but rather the broader dialogue with recent art history – a dialogue 
which by definition goes beyond the walls of the MuHKA, as is apparent from his 
selection of certain iconic works, particularly by American artists, from private 
Belgian collections.

The cornerstones of this selection illustrate Van den Broek’s well-known predilection 
for American Minimalism and American post-expressionist art: his mentors and 
examples are John Baldessari [with whom Van den Broek is currently working on 
a collective project], Donald Judd, Robert Mangold – and also William Egglestone, 
Brice Marden and Jeff Wall. From the MuHKA collection Van den Broek has selected 
works by such pioneers as Dan Flavin and Ed Ruscha – but, when compiling the 
presentation, he will also choose from among the works of such Belgian artists as 
Jan Vercruysse, Jan Van Imschoot and Mitja Tušek. Their ‘European’ sensibility is 
embedded in an assortment of works by pre-eminent European artists from private 
Belgian collections, with Thomas Schütte and Blinky Palermo at the forefront.

Van den Broek modelled ‘his’ presentation loosely on the example of his colleague 
and good friend John Baldessari, who was guest curator for the exhibition 
Magritte and Contemporary Art: The Treachery of Images at Los Angeles County 
Museum of Art in 2007 — a classic example of the idiosyncratic intelligence of the 
artist/exhibition-maker with an eye for the ‘secret’ similarities between different 
works, oeuvres and practices. In this way, this informal, fantasy-rich dialogue 
between artworks which, at first glance, seem to have little in common, forms an 
experimental, speculative and — ultimately, in accordance with the title of the 
exhibition – playful setting for Van den Broek’s reflection upon his own oeuvre and 
working method, which in this exhibition are rather modestly represented by a 
recent series of paintings, some of which were on display at the White Cube gallery 
in London in the spring of 2007.
____
with works by Nick Andrews, John Baldessari, Charif Benhelima, Marcel Broodthaers, Wim Catrysse, Jan 
Cox, Luc Deleu, William Eggleston, Tracy Emin, Dan Flavin, Liam Gillick, Mary Heilmann, René Heyvaert, 
Peter Joseph, Donald Judd, Jan Kempenaers, Robert Mangold, Brice Marden, Gordon Matta-Clark, Paul 
Mccarthy & Mike Kelly, Bruce Nauman, Blinky Palermo, Edward Ruscha, Thomas Schütte, Mitja Tušek 
, Koen van den Broek, William van den Broek, Patrick Van Den Eynde, Wilfried Vandenhove, Jan Van 
Imschoot, Dan Van Severen, Jan Vercruysse and Jeff Wall

MuHKA 
shows
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PUBLICATION ANGLE

Koen van den Broek, Angle — Koen van den Broek, 2007
Publication dedicated to the ensemble of eleven works of art, presented by Koen 
van den Broek at White Cube in London, Spring 2007; with texts by Koen van den 
Broek and MuHKA – curator Dieter Roelstraete.

Angles, a publication by Koen van den Broek featuring texts by MuHKA curator 
Dieter Roelstraete and the artist himself, will be presented on the occasion of the 
opening of Fantasy.
____
> texts by Koen van den Broek and Dieter Roelstraete
> design Inge Ketelers and Michaël Bussaer
> soft cover
> 28 pp.
> 23 x 29 cm
> ISBN: 978-909022081-9
> €20

MuHKA 
reflects
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TEXT DIETER ROELSTRAETE FROM ANGLE [EN]

To Curb One’s Enthusiasm
Two [Uneven] Thoughts Occasioned by Eleven Paintings

1. The Bottom Line
It is tempting to imagine Koen Van den 
Broek, a painter of such earthly trifles 
as curbs, edges, gutters and sidewalks 
– paintings, it is important to note, that 
are based primarily on photographs 
made by the artist himself [a strategy 
that has become increasingly common 
among painters of the post-painterly 
era] – as a bit of an oddball character 
shuffling along the streets of deserted 
New World cities, perennially looking 
down, poring over the ground beneath 
his feet and never once looking up from 
the camera to take in, however furtively, 
the obvious marvels [trees! clouds! wom-
en!] that dot the landscape in which he 
finds his signature curbs, edges, gutters 
and sidewalks. He does not paint skies, 
nor does his work qualify as landscape 
painting proper – his gaze is fixed on a 
much ‘smaller’ [yet simultaneously also 
much more real] part of the world: the 
mundane reality of its physical base, its 
literal bottom line. Grounds, floors, bot-
toms, bases, and their linear structuring 
devices – streets, pavements, cracked 
surfaces. Both ‘earth’ and ‘world’, if I may 
be allowed to bring into play this arch-
Heideggerian dyad: the world’s very 
earthy condition as that from which it 
rises to become our world.
Many writers before me have expressed 
their baffled admiration for the rigorous 
single-mindedness and precision with 
which Van den Broek locks his painterly 
gaze in this relentless downward mode 
[“downcast eyes”], and I too admire the 
singular sense of purpose of his picto-
rial commitment and determination 
– in the same way, perhaps, as I have 
long admired Niele Toroni [unrelent-
ing, uncompromising, still crazy after all 
these years] more than Daniel Buren [too 
frivolous at times, too accommodating]. 
But what about the world that is thus left 
out of sight, the world disregarded? Does 
the downward gaze mean that the artist 
in some sense refuses the marvel of the 
world that surrounds, envelops and en-
counters him? Do the ubiquitous curbs 

in his canvasses help to embody the 
artist’s radically curbed enthusiasm be-
fore the world ‘ahead’ or in front of him, 
the hallowed destination of so many 
centuries of realist painting? Or, much 
more introspectively and self-reflexively, 
does his looking-down-not-up reflect the 
humbling, or at the very least sobering 
experience of the artist’s realization of 
the immense possibilities of painting 
– or the despair of standing before its 
many impossibilities instead? ‘Where’ 
does one look when one is looking down 
anyway? Mid-way between looking 
up [and away] and turning our gaze 
inward, we might say: looking at one’s 
feet – “shoegazing” – is a gesture typi-
cal of the introvert. But Van den Broek’s 
paintings obviously say very little about 
the artist himself; for one, his shadow, let 
alone his shoes or feet, are never part 
of the picture. His paintings of street 
surfaces – a most literal rendition of the 
classical Greenbergian credo that truly 
modern [i.e. self-conscious and self-criti-
cal] pictorial art should devote itself ex-
clusively to exploring the possibilities of 
its medium-specificity: the superficiality 
and depthlessness of the picture plane 
– even make a jarring show out of this 
denial of introspection precisely by their 
principled, programmatic nature, by the 
faint yet firmly discernible echo of the 
Warholian injunction to be more “like 
a machine”. They resist psychologizing 
much in the same way like they ‘refuse’ 
any sense of horizon or avert their eyes 
so as to not meet [the eyes of] the world 
– or so it seems. Perhaps Koen Van den 
Broek’s paintings are more ‘about’ the 
world as earth, home and hearth, than 
any other paintings I know of; it is pre-
cisely the epistemological devotion with 
which they take in their part of the world, 
however humble and ‘pedestrian’, that 
makes them uniquely embodied and 
part of the world.
Indeed, what does the ground beneath 
Van den Broek’s feet disclose and re-
veal? The earth, precisely: that on which 
we stand and from which we emerge, 

MuHKA 
reflects
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the surface of which – the navigable 
world – carries us on. Much more than 
air or sky, the long-standing pictorial 
subjects of some of western art’s finest 
triumphal moments, ‘ground’ effectively 
defines us as beings that partake and 
literally root in the palpable reality of 
our earthly home – a shared reality of 
bodies, of natural processes, of bear-
ing and support. Above all, the ground 
reminds us of gravity as the single most 
significant force in the known universe 
– the reason for the very existence of the 
Earth, the Moon, the Sun, and most mac-
roscopic objects in the known universe. 
Granted, air and water are important too 
– oh yes – but one may well ask one-
self the following question: why, in fact, 
haven’t there been more paintings of 
the “ground beneath our feet”? [This is a 
bit of rhetorical chicanery, of course, as 
Koen Van den Broek does not so much 
paint the ground as earth – he mostly 
paints its squalid, lifeless surface, its eco-
nomic reduction to a means of transpor-
tation: the ground as a road.] Grounds 
provide ‘grounding’, or points of an-
chorage. Rendered as painterly motifs, 
they help to remind us that the world is 
never just something that is “over there”, 
always positing itself in front of us, but 
rather something that is around us – be-
neath us even: the very thing on which 
we stand in the crowning glory of our 
human bipedalism.
In Van den Broek’s paintings, these 
grounds – represented mostly by straight 
or curving curbs, the matricial tools that 
help us maneuver the habitable earth 
– are no mere formal devices for dem-
onstrating the artist’s effortless mastery 
of the modernist paradigm of the grid 
[inevitably, Henri Matisse and Barnett 
Newman comes to mind, followed by 
Elsworth Kelly, Franz Kline, Morris Louis, 
all undisputed masters of delineation 
and demarcation]; they also provide 
guidance – above all to the viewer. Their 
spines are, quite literally, leads: lines of 
flight and sight, channelling and direct-
ing our gaze towards a world that veers 
away from us, yet also beckons us to ex-
plore it further. They are pathways, “lines 
made by walking” – a nod to the artful 
flânerie of Richard Long, another artist 
who has made good use of the ground 

beneath his feet – that help us navigate 
the world. Indeed, we do not merely 
look – through the eyes of the artist, to 
be sure – at the ground, we also feel it; 
as our gaze travels downwards and up 
again, along the slender column of a 
fissure in the road, we also feel our way 
out into the world beyond – a void, per-
haps, or a realm of possibilities.
In other words, the single greatest 
achievement of this haptic effect of 
painting/looking as ‘grounding’, this 
concerted effort at attending to the 
ground beneath our feet – as opposed 
to the sky above or worldly future 
ahead – is a sense of embodiment, 
of partaking in the bodily real, that 
no amount of withering colours and 
fading contours can help to under-
mine, and Van den Broek’s persistent 
preference for a close-range view of 
the ground stretching right from under 
his/our feet to encompass the immedi-
ate proximity of the micro-world in front 
of him/us, recalls the relatively little-
known work of a nineteenth century 
German artist that the great American 
critic Michael Fried has called the 
quintessence of embodiment – Adolph 
Menzel.
In his “Menzel’s Realism: Art and 
Embodiment in Nineteenth-Century 
Berlin”, published by Yale University 
Press in 2002, Fried devotes a whole 
chapter to Rear Courtyard and House, 
a painting made by Menzel in 1844 
[now in the collection of Berlin’s Alte 
Nationalgalerie] depicting a seemingly 
unprepossessing scene: “a stretch of 
bare ground crossed by wooden fences 
and littered with signs of construction 
as well as of neglect, viewed from an 
upper story of the rear of a house.” By 
the sound of this description, this is of 
course a much more highly elevated 
vantage point than the ones used in 
Van den Broek’s decisively anthropo-
metric paintings, but the relevance 
of my comparison lies in both artists’ 
attention to ‘detail’ in the ground im-
mediately below, forcing us to look 
down rather than ahead or up, and in 
the way this perspective forces us to 
engage with the painting in a manner 
that foregrounds spectatorial embodi-
ment in ways that were [and remain] 

MuHKA 
reflects
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quite foreign to standard modernist 
pictorial practice. Like Menzel, Van 
den Broek paints a world of spectato-
rial implication – intimacy almost – as 
opposed to distancing. In said chapter, 
Fried goes on to stress the bewildering 
oddity of Menzel’s compositional gen-
ius at a time when ‘modern’ European 
painting was wholly dominated by the 
various French schools of landscape 
painting, and compares his Rear Court-
yard with works by various “core” Impres-
sionists. It is well worth quoting Fried at 
length: “French painting throughout the 
nineteenth century remained essentially 
classical in its mode of constructing 
an illusion of spatial depth, by which I 
mean that in the work of generations of 
major painters from David and Ingres 
through Corot, Monet, Cézanne, and 
Seurat [and beyond], this was done 
by delineating a succession of planes 
all of which ran parallel to the picture 
plane and were stepped back into the 
distance by measurable degrees.” It 
was by thus positing the primacy of 
planar organization, following a scheme 
inherited from Poussin and Claude, that 
French painting succeeded in setting the 
agenda of twentieth-century modernism 
as an art of the picture plane – a visual 
paradigm in which the viewer stands 
opposite the world [of which the painting 
is a fragment, or a window looking out 
across and into the world] instead of in it. 
Instead, “nothing could be further from a 
modernist emphasis on the picture plane 
than the dispersive, multi-angled, and 
kinaesthetically charged syntax of Rear 
Courtyard and House: a viewer occupy-
ing an unusually elevated point of view 
looks out and down, not straight ahead, 
at a world fundamentally skewed rela-
tive to his or her implied orientation, a 
world comprising a multiplicity of rela-
tionships that defy geometrical ordering, 
indeed that defy totalization or unifica-
tion of any kind [...], and therefore can 
be made out, apprehended as relation-
ships, only by a combination of extreme-
ly close looking and projective imagi-
nation.” It is precisely in this emphasis 
on bodily implication and relationality 
– an intentionality that weds the viewer 
to the world, and the painter to the earth 
– that I want to connect Fried’s Menzel to 

my phenomenological reading of Koen 
Van den Broek’s paintings: they are both, 
in irreducibly different ways of course, 
painters of embodiment – of the experi-
ence of inhabitancy and being-ground-
ed in the world. [Incidentally, in a defi-
ant gesture meant to celebrate rather 
than conceal embodiment and embod-
ied spectatorship, Adolph Menzel, whose 
work very often employs the downward 
gaze that equally characterizes so many 
of Van den Broek’s paintings, did paint a 
picture of his foot.]
Looking down is what the archaelogist 
does, or the detective – and all the other 
mortals, to get their bearings or find their 
keys.

2. “Mise-en-abîme”
Whereas Koen Van den Broek’s earlier 
paintings were ‘simply’ based on pho-
tographs [taken by the artist himself], 
the newer works that are documented 
in this book are primarily based upon 
paintings [made by the artist himself] of 
photographs [taken by the artist himself]. 
Of things.
They are paintings of paintings of 
photographs of grounds – in the process 
of which the grounds themselves have 
effectively been set free, floating and 
hovering in mid-air, loosing all sense of 
what we just came to describe as ac-
tual ‘grounding’. What may once have 
been a curving, distant curb, has now 
become – for this beholder at least, in 
the case of Display, Display Disc and the 
appositely named Rhythm – a couple of 
boomerangs. Or two birds of prey falling 
from the sky – in any case, something 
that seems suspended rather than sunk, 
grounded or floored: it is odd to see how 
the loss of dimension in these disorient-
ing, literally un-settling paintings has in 
fact erased all memories of what origi-
nally lay at the basis of these images – a 
road, a path, ‘earth’. But more about this 
dialectic in a moment or two.
Paintings of paintings of photographs 
then. This inevitably and immediately 
prompts a series of questions which have 
been the primary concern of many a 
painter [if not all painters] “after Warhol” 
– questions that concern the pertinence 
of originality and authenticity in con-
temporary culture, and the uneasy 
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cohabitation of aura [the ‘unique’ 
hieratic character of the man-made art 
object] and mass-scale reproducibility. 
Does a painting of a painting of a pho-
tograph move us one step further away 
from any idealized concept of origin or 
[imaginary] source – the image that was 
initially captured by the artist’s camera, 
yet as a photograph never entered the 
public consciousness – or does it in fact 
bring us back to this origin, simply by 
virtue of its denial of a technology of re-
production on the one hand, and its ar-
dent commitment to the manual labour 
of painstaking painterly reconstruction 
on the other? Of all art forms, painting 
still stands out as that which is closest 
to the classical notion of the work of art 
as an entity of quasi-divine uniqueness 
and originality; the palpable presence 
of the artist’s hand across the painting’s 
surface and in the uneven patchwork of 
dots, daubs, strands and stripes, secures 
the work’s claim to unquestionable ‘au-
thenticity’, so that the painting, through 
its sheer physicality and indisputable 
worldliness, in some sense returns us to 
the physical reality of the world from 
which the photograph [to name but one 
example of a form of technological me-
diation that does not involve the human 
hand] has estranged us. 
In the beginning, there is the curb – say, 
in Morro Bay, as pictured in Morro Bay 
Border, a painting from 2004. It is a 
curb I imagine knowing well, ‘located’ 
in a Californian seaside town which I 
have been fortunate enough to pass 
through myself on a roadtrip from San 
Francisco to Los Angeles. Then there 
comes the photograph, transforming the 
material, factual curb into an immate-
rial image, a process of ‘virtualization’ 
that has become all the more radical 
with the advent of digital reproduc-
tion technologies: we have now lost the 
curb’s originary worldliness – its image 
is no longer part of the world we inhabit, 
navigate and, more to the point, walk 
upon. But then there is the painting 
– both a “return of the real” and a “return 
to the real”: though we may no longer 
possess [or look at] the original curb, at 
least we have been brought back into 
the primary orbit of its world – that of 

everyday matter and materiality, that of 
the physical experience of its world, that 
of labour and work: the labour that went 
into laying down the pavement, and its 
immediate reflection, the work that went 
into making a painting of that pave-
ment. We may rest assured: not every-
thing has gone up in the eerie smoke of 
dematerialization.
But what happens when that painting 
– the step that brought us back to earth, 
both literally and metaphorically – is 
then again treated as a stand-in for the 
image of the thing it ‘represents’, and 
so goes on to inspire yet another paint-
ing, one in which the contours of the 
‘original’ image [object, thing] become 
yet further dissolved in a haze of distant 
memories? Surely a painting of a paint-
ing of a photograph of an object does 
not return us to the object in the same 
way as a painting of a photograph of 
an object does. Yet it is still undeniably 
more ‘real’ than the photograph that 
is both logically and chronologically 
closer to the object – it is a painting, af-
ter all, and through its very work-like and 
bodily nature cannot help but laying 
claim to this worldliness.
The curb in Morro Bay is the real thing: 
it is a curb [in Morro Bay]. The ‘original’ 
photograph of that curb may already 
be said to be two things: a curb in Morro 
Bay and an image of a curb – and to 
the many who may never see this curb 
in Morro Bay, it could just as well rep-
resent a hundred other things, and not 
just curbs either: a photograph of object 
A may easily be misread to represent 
an unknown object B [say, a gutter]. The 
first painting after the original photo-
graph further obfuscates the question of 
precise identification and location: here 
we inevitably tread on the well-worn 
path of figural analysis that has sought 
out a comparison between Koen Van 
den Broek’s [mostly vertical] paintings 
of sidewalks and gutters, and the famed 
‘zips’ of Barnett Newman, who may or 
may not have looked at the sidewalks of 
his native New York for pictorial inspira-
tion. A mundane object with a very pre-
cise [pedestrian] aim is thus transformed 
into a cipher of abstraction – a “migra-
tion of form” that forever seals the curb’s 
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triumphant entry into the realm of Art: 
it has become a Gestalt. But then, in the 
fourth stage of this laborious process, this 
inaugural move into abstraction is treat-
ed as just another source photograph: a 
second painting is made after the first, 
effectively diminishing the initial paint-
ing’s status as an imperious gesture of 
literal abstraction. This second painting 
is yet more abstract [it cannot be other-
wise]; the original curb in Morro Bay has 
become nothing but a distant, useless 
memory – and perhaps this is exactly 
what should have happened. I imagine 
this is exactly how and why [and when 
and where] art is made – to both remem-
ber and forget about the world. ‘Abstrac-
tion’ is just another name for this forget-
ting, and in this new series of paintings 
Koen Van den Broek has shown himself 
to be a master of his chosen trade: he 
has made us forget both about the curbs 
and [much more poignantly, of course] 
his previous paintings of curbs – he is 
truly a free man, an artist.
What is left of anything in Cut Out and 
Solution? Who remembers the world that 
they once, in an earlier stage of the ar-
tistic process of forgetting, re-presented? 
Instead, they have become their own 
world, and in doing so drag our gaze 
into this singular instance of ‘worlding’. 
These works’ dizzying play with origins, 
removes, returns and withdrawals, has 
caused the images in the paintings 
– paintings, we should remember here, 
of very real things, of objects that are in 
fact all too real to warrant the attention 
of ‘art’ – to become even more detached 
from any sense of anchorage in the real. 
They are being swept up in a maelstrom 
of questioning and repetition that make 
them seem more and more groundless 
– a truly beautiful irony, given the fact 
that the original images that lay at the 
root of these paintings are photographs 
of grounds the artist himself may once 
have walked upon.
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LIST OF WORKS

Nick Andrews
—Rock around the Clock, 1997 {courtesy artist}

John Baldessari
—Throwing three balls in the air to get a straight line, 1973 {purchase MuHKA 2008}
—Two Distorted Figures [on Blue] with [Yellow] Springboard, 1991 {private collection, 
Brussels}

Charif Benhelima
—Garbage, 2007 {courtesy de Buren}

Koen van den Broek
—Rhythm, 2006 {courtesy artist and Jay Jopling/White Cube, Londen}
—Waterfall, 2004 {courtesy artist and Jay Jopling/White Cube, Londen}
—Eight Avenue,1999 {private collection, courtesy White Cube, Londen}
—Ghost Truck,1999 {private collection, courtesy White Cube, Londen}
—Display, 2006 {courtesy artist and Jay Jopling/White Cube, Londen}
—Solution, 2006 {courtesy artist and Jay Jopling/White Cube, Londen}   
—Cut Out, 2006 {courtesy artist and Jay Jopling/White Cube, Londen}

William van den Broek
—Untitled, 1983 {private collection}

Marcel Broodthaers
—Deux Tonneaux, 1966 {private collection, Brussels}

Wim Catrysse
—Backdrop, 2007 {courtesy artist}

Jan Cox
—Fruit and Flower, 1962 {courtesy De Zwarte Panter, Antwerp}
—Orpheus and Maenads, 1965 {courtesy De Zwarte Panter, Antwerp}
—Ontwerp  “Ilias van Homerus”, sd {courtesy De Zwarte Panter, Antwerp}

Luc Deleu
—Obelisk, 1983 {purchase MuHKA 1986}
—Legoconstructie, 1978 {purchase MuHKA 1986}
—Legoconstructie, 1978 {purchase MuHKA 1986}
—Legoconstructie, 1979 {purchase MuHKA 1986}
—Legoconstructie, 1981 {purchase MuHKA 1986}
—Legoconstructie, 1982 {purchase MuHKA 1986}

William Eggleston
—Untitled [Open Suitcase], 4/7, 1999-2000 {courtesy Xavier Hufkens Gallery, Brussels}
—Untitled [Bar, American Flags, Memphis-Tennessee], 2/7, 2001  {courtesy Xavier 
Hufkens Gallery, Brussels}
—Untitled [Food Market], 3/10, 1994 {courtesy Xavier Hufkens Gallery, Brussels}

Tracy Emin
—There’s nothing funny about this, 2000 {private collection Jan Van Imschoot}

Dan Flavin
—Corner Piece, 1978 {purchase MuHKA 1992}

Liam Gillick
—Last Day of production, 2007 {courtesy Galerie Micheline Szwajcer, Antwerp}
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Mary Heilmann
—Garden of Allah, 1986 {private collection Belgium, courtesy Zeno X Gallery, Ant-
werp}
—Red Square, Yellow Bar, 1986 {private collection Belgium, courtesy Zeno X Gallery, 
Antwerp} 
—Lavender, 1986 {private collection Belgium, courtesy Zeno X Gallery, Antwerp} 

René Heyvaert
—Untitled, 1981 {donation Familie Heyvaert and Lightmachine Art Agency, 2007}

Peter Joseph
—Red over Bronze, 2006 {private collection, Brussels}

Donald Judd
—Untitled, 1988 {purchase MuHKA 1992}
—Untitled [Progression], 1969 {courtesy Van Abbemuseum, Eindhoven}

Jan Kempenaers
—The Picturesque Grid, 2007 {courtesy artist}
—Replica, 2005 {courtesy artist}

Robert Mangold
—Attic Series III, 1990 {private collection, Brussels}

Brice Marden
—Poster for Philipp Glass Concert, February 2,9,16 & 23, Idea Warehouse, New York. 
Edition of 100, 1975 {private collection, Antwerp}

Gordon Matta-Clark
—Office Baroque # 669, 1977 {donation Gordon Matta-Clark Stichting 1995}

Paul McCarthy & Mike Kelly
—Heidi, 1994 {courtesy De Vleeshal, Middelburg}

Blinky Palermo
—2 Rote Siegel, 1970 {courtesy Marie-Puck Broodthaers}
—Ohne Titel [mit Komma], 1971 {courtesy Marie-Puck Broodthaers}
—Blaues Dreieck, 1969 {private collection, Brussels}

Edward Ruscha
—Twentysix Gasoline Stations, 1962 {private collection Belgium, courtesy Zeno X Gallery, 
Antwerp}    
—Various small fries and milk, 1964 {private collection Belgium, courtesy Zeno X Gallery, 
Antwerp}    
—Some Los Angeles Apartments, 1965 {private collection Belgium, courtesy Zeno X 
Gallery, Antwerp}    
—The Sunset Strip, Los Angeles, 1966 {private collection Belgium, courtesy Zeno X 
Gallery, Antwerp}    
—Thirtyfour Parkinglots in Los Angeles, 1967{private collection Belgium, courtesy Zeno X 
Gallery, Antwerp}    
—Royal Road test, Los Angeles, 1967 {private collection Belgium, courtesy Zeno X Gallery, 
Antwerp}    
—Nine Swimming pools and a broken glass, 1968 {private collection Belgium, courtesy 
Zeno X Gallery, Antwerp}    
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Edward Ruscha
—Crackers, Hollywood, 1969 {private collection Belgium, courtesy Zeno X Gallery, 
Antwerp}    
—Real Estate opportunities,1970 {private collection Belgium, courtesy Zeno X Gallery, 
Antwerp}    
—A few palm trees, Hollywood,1971 {private collection Belgium, courtesy Zeno X Gallery, 
Antwerp}    
—Records, Hollywood,1971 {private collection Belgium, courtesy Zeno X Gallery, 
Antwerp}    
—Colored people, 1972 {private collection Belgium, courtesy Zeno X Gallery, Antwerp} 
—Hard Light, Los Angeles, 1978 {private collection Belgium, courtesy Zeno X Gallery, 
Antwerp}    

Thomas Schütte 
—Kollektion [8 Muster-8 Farben], 1980 {private collection Herbert}

Mitja Tušek 
—RVN, 2002-03 {courtesy artist}
—CHSS, 1995-97{courtesy artist}

Patrick Van Den Eynde
—Studies, 1995 {courtesy Flemish Community}      

Wilfried Vandenhove
—Sunset with Pirates, 2007 {courtesy artist}
—Welcome to Tijuana, 2007 {courtesy artist} 
—No Surrender, 2007 {courtesy artist}    
—Blue Restaurant, 2007 {courtesy artist}   
—John My Deere, 2007 {courtesy artist}   
—México Hotel, 2007 {courtesy artist}   

Jan Van Imschoot
—The Mistake, 2008 {private collection Jan Van Imschoot}
—The widow, 2008 {private collection Jan Van Imschoot}
—The colonel, 2008 {private collection Jan Van Imschoot}
—Ladyboy-curlieman I, 2007 {private collection Jan Van Imschoot}
—Doorway in the Sun nr 3 [a dilettant version], 2007 {private collection Jan Van 
Imschoot}

Dan Van Severen
—Zonder Titel, 1992 {purchase MuHKA 1993}

Jan Vercruysse
—Places [II.8], 2006 {courtesy Flemish Community}

Jeff Wall
—The Guitarist, 1987 {courtesy private collection, Brussels}

DOCUMENTAIRE
—A film about William Eggleston in the Real World
84’, directed by Michael Almereyda, New York, 2005

PUBLICATIE
—Mike Kelley, Day is done, New Haven & London, 2007
with audio Day is done I & II, 2007
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IMAGES 
FANTASY

Koen van den Broek, 2007

Koen van den Broek, Solution, 2006, courtesy artist and Jay 
Jopling/ White Cube, London

MuHKA 
shows

Koen van den Broek, Ghost Truck, 1999, courtesy artist and Jay 
Jopling/ White Cube, London
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Marcel Broodthaers, Deux Tonneaux, 1966, private collection

John Baldessari, Two Distorted Figures [on Blue] with [Yellow] 
Springboard, 1991, private collection, Brussels

Charif Benhelima, Garbage, 2006, courtesy de Buren

Wim Catrysse, Backdrop, 2007, courtesy artist
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Luc Deleu, Obelisk, 1983, photo R. Heirman

William Eggleston, Untitled [Open Suitcase] 4/7, 1999-2000, 
courtesy Xavier Hufkens Gallery, Brussel

Liam Gillick, Last Day of Production, 2007, courtesy Galerie 
Micheline Szwajcer

William Eggleston, Untitled [Food Market], 3/10, 1994, courtesy 
Xavier Hufkens Gallery, Brussel
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Mary Heilmann, Garden of Allah, 1986, private collection,  
courtesy Zeno X Gallery, Antwerpen

René Heyvaert, Untitled, 1981, collection MuHKA

Peter Joseph, Red Over Bronze, 2006, private collection

Robert Mangold, Attic Series III, 1990, private collection
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Wilfried Vandenhove, John my Deere, 2007, courtesy artist

Wilfried Vandenhove, México Motel, 2007, courtesy artist

Wilfried Vandenhove, Blue Restaurant, 2007, courtesy artist

Texts and images can be downloaded at 
www.muhka.be/press

When publishing, thank you for mentioning 
www.muhka.be

Dan Van Severen, Zonder Titel, 1992, collection MuHKA
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No More Boring Art! 
From the S.M.A.K. Collection curated by Koen van den Broek and Iris Paschalidis
PXL-MAD School of Arts, Hasselt (Belgium)
20.02 - 31.03.2020

On the occasion of the opening of the new art studios at the School of Arts 
PXL-MAD, S.M.A.K. is moving some iconic works from its collection to the new 
exhibition space of the Fine Arts programme. By curating No More Boring Art! Koen 
van den Broek brings the work of internationally famous artists, including himself, 
to Hasselt. A sequel to this show, No More Boring Art! (part 2) will take place from 
12.11 to 16.12.2020.

Including works of: René Daniëls, Raoul De Keyser, Thierry De Cordier, Mike 
Kelley, John Baldessari, Luc Tuymans, Marlène Dumas, Oscar Murillo, Adrien 
Ghenie,…
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Installation views at 
PXL-MAD
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Philippe Vandenberg - Abstract Works
Curated by Koen van den Broek
Gallery Baton, Seoul (South Korea)
27.04 - 28.05.2016

The oeuvre of Philippe Vandenberg (1952–2009) is characterised by an introspective 
search in which various literary, philosophical and art-historical references help 
induce a temporary state of wonder. Using word, image and symbol, Vandenberg 
challenges the ethical context of the work of art. In this way works are situated in 
the present, creating a visually recognisable dialogue with the society in which they 
were made. In Vandenberg’s art, universal motifs such as war, religion and mobility 
undergo a critical transformation. 

Vandenberg has established a reputation as one of the leading painters of his 
generation.

Vandenberg’s paintings are in the permanent collections of the Guggenheim (New 
York), La Maison Rouge (Paris), Stichting De Pont (Tilburg), Stichting Sammlung 
Falckenberg (Hamburg), Smak (Ghent) and many others. 
Philippe Vandenberg is represented by the gallery Hauser & Wirth (New York).
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Philippe Vandenberg - 
Abstract Works

Installation views at 
Gallery Baton
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Philippe Vandenberg - 
Abstract Works
Invitation to the show
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Angle
White Cube, London (United-Kingdom)
02.02 - 10.03.2007

For his third solo exhibition at White Cube Hoxton Square Koen van den Broek 
exhibited a group of paintings he had recently created. In these works, he created 
a series of minimal paintings with pared down, panoramic compositions that have 
moved away from the original source of their image – the photographic snapshot 
– to focus instead on the application of paint, the spatial effect of colour and the 
reduction of a motif to its barest possible form.
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Angle
Installation views at 
White  Cube
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Figge von Rosen Galerie, Cologne (Germany)
17.04 - 14.06.2008
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Out of Space
Installation views 

at Figge von Rosen 
Galerie
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Article on Out of 
Space published in 
Art Forum 
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Base, 2008
Oil on canvas
88 x 105 cm
S.M.A.K Collection 
Ghent
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WHAT?
Galerie Greta Meert, Brussels (Belgium)
09.09 - 13.11.2010



74

C
O
N
T
E
N
T
S

WHAT?
Installation views at 
Galerie Greta Meert
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G A L E R I E  G R E T A  M E E R T

KOEN VAN DEN BROEK

   Press release

Greta Meert Gallery opens its season with new work by Belgian artist Koen van den Broek
(Bree, 1973). After his recent retrospective show in the S.M.A.K., Ghent, which covered 10
years in his career, the artist now shows his most recent work in his first solo exhibition.

Koen van den Broek's work has often been associated with the notion of 'Border'. Indeed,
borders literally dominate his canvases in kerbs, gutters, cracks in the asphalt, shadows,
viaducts, etc. However, he takes these lines of demarcation beyond their banality and turns
them into a powerful metaphor for a contemporary way of life: 'life on the road'. Referring to a
theme that runs through American literature and film, many of these images find their origin
along the vast American highways. Van den Broek’s desolate landscapes that captivate the
strong light of LA show us a present-day 'condition humaine'.

The visual motifs are also formally strong. Van den Broek flirts with abstraction. While the
borders, the kerbs and the cracks latently point at the abstract character of the present-day,
urban landscape, the imagined space is further purified to a purely geometrical structure of
lines and colours, an anti-form that underlines the two-dimensionality of the painted surfaces.
This subtle balance between form and colour, perspective and levelling off, figuration and
abstraction, betrays an accurate knowledge of and preoccupation with the heritage of 20th
century art, from Matisse to American Minimalism.

Van den Broek's works often start from his own photographs. Since the 1960s photography
and film have been used recurrently in contemporary painting. Even more than their capacity
for reproduction, the specific aspects of these media have determined van den Broek's visual
language. By means of an explicit framing, a manipulation of the rules of perspective and
distinct lighting, the artist creates a charged atmosphere and monumentality that undermine
the relevance of the original motif. What counts is the experience of the image, the tension
between the imagined space and the conceptual space of the canvas.

‘Shadows’ are a recurrent motif throughout the exhibition. In the series ‘Nancy’ and ’North
Central Avenue’ – two locations around The MOCA Geffen, LA – van den Broek captivates
the typical Californian sunlight in a stunning way. The level of clarity and luminosity and the
strong interaction between the black and white shades make the paintings nearly vibrate.

Recent exhibitions:   ‘Curbs and Cracks’, SMAK, Gand (01.10-05.10)
     ‘Preview. Work on paper’, 2010, KMSKA, Antwerp (01.10-02.10)

                 ‘14th Vilnius Painting Triennial:False Recognition’, CAC, Lithuania (06.10-08.10)
‘Painting Biënnal: Beyond the Sublime’, MDD/Roger Raveelmuseum,
Deurle/Zulte (07.10-09.10)

- Exhibition from 9 September till 13 November 2010 -
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The following gallery shows are the ones included in Koen van den Broek’s 
publication TRACK (2014)

“TRACK documents recent paintings by Koen van den Broek and represents an 
evolution of style for one of the most accomplished painters of his generation. 
The book follows a sequence of exhibitions that he has made over the past two 
years, which mark a significant turning point and development in the artist’s 
practice, as he pushes all remaining figurative elements towards the field of 
complete abstraction. He is widely celebrated for his series of paintings inspired 
by unconventional perspective. On road journeys in the United States, he took 
hundreds of snapshots that he could later use as source material for his canvases 
where he would focus on one detail. These details might include a section of a 
road, the curb receding into the perspective of the image, or cracks in the surface, 
and almost always an interplay with shadows; a displaced tradition of the Flemish 
landscape. Today he reworks recurring features in his previous paintings, a 
vocabulary that continues to recombine into new compositions.”
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Koen van den Broek track
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Comin’ Down 
Figge von Rosen Galerie, Berlin (Germany)
09.09 - 19.11.2011
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Comin’ Down
Installation views 

at Figge von Rosen 
Galerie
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Chicane
Marlborough Contemporary, London (United Kingdom)
21.11.2012 - 05.01.2013

For his first show at Marlborough Contemporary, van den Broek revisited a single 
location from fractionally differing angles and perspectives, to produce five 
substantial new works. The title of the show, Chicane, refers to a break or turn in 
the road, which becomes the formal moment of focus for the paintings. It’s a device 
to slow down a car’s progress. In the painting it slows down our reading of the 
perspective.

This exhibition was the first part of a trilogy and has been followed by Apex at 
Friedman Benda, New York and YAW at Galerie Greta Meert, Brussels. 
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Chicane
Installation views 
at Marlborough 
Contemporary
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Flash Art 
Italy | Print 
January/February 2013 
 

	  
!

Article on Chicane in 
Flash Art Italy
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Apex
Friedman Benda, New York (United States)
25.04 - 24.05.2013

Apex is the second solo show Koen van den Broek had at Friedman Benda. 

The works presented are based on his own previous paintings of shadows and cracks 
found on sidewalks and roads.
Awkward yet slashing mechanical shapes in black and bright colors move across the 
surfaces of these nearly abstract paintings.

This exhibition was part of a trilogy along with Chicane at Marlborough 
Contemporary, London and YAW at Galerie Greta Meert, Brussels.
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Apex
Installation views at 

Friedman Benda
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Birds, 2013
Oil on canvas 
266 x 400 cm 
Pizzuti Collection
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The following pages are issued from the magazine Art in America. They include an 
interview where Koen van den Broek discusses the works shown in Apex.
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Art in America 
International | Online 
18 April 2013 
 

	  

Down	  on	  the	  Street:	  the	  Art	  of	  Koen	  van	  den	  Broek	  
by	  Elisabeth	  Kley	  

Antwerp-‐based	  artist	  Koen	  van	  den	  Broek	  specializes	  in	  huge	  photo-‐based	  paintings	  
of	  the	  unnoticed	  surfaces	  that	  lie	  beneath	  us	  as	  we	  travel	  from	  place	  to	  place.	  Taking	  
a	   self-‐reflexive	   turn,	   his	   latest	   body	   of	   work,	   which	   will	   soon	   be	   on	   view	   in	   his	  
second	  solo	  show	  at	  New	  York's	  Friedman	  Benda	  gallery	  (Apr.	  25-‐May	  24),	  is	  based	  
on	  his	  own	  previous	  paintings	  of	  shadows	  and	  cracks	  found	  on	  sidewalks	  and	  roads.	  
Awkward	  yet	  slashing	  mechanical	  shapes	  in	  black	  and	  bright	  colors	  move	  across	  the	  
surfaces	  of	  these	  nearly	  abstract	  paintings.	  

	  

Van	  den	  Broek,	  40,	   is	  also	  a	   trained	  architect	  and	  has	  had	  solo	  shows	  at	  London's	  
Marlborough	  Contemporary	  (2012),	  at	  Berlin's	  Figge	  von	  Rosen	  (2011,	  2010,	  2008)	  
and	  at	  galleries	  in	  Korea	  and	  Spain	  and	  museums	  in	  Antwerp	  and	  Ghent.	  The	  artist	  
discussed	  his	  new	  studio	  and	  the	  work	  in	  "Apex,"	  his	  upcoming	  show,	  with	  A.i.A.	  via	  
e-‐mail.	  
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ELISABETH	  KLEY	  Please	  tell	  us	  about	  your	  new	  studio.	  Does	  it	  differ	  from	  previous	  
work	  spaces?	  
	  
KOEN	  VAN	  DEN	  BROEK	  I	  often	  work	  at	  different	  locations,	  including	  L.A.,	  Paris	  and	  
New	  York	  City,	  but	  I've	  always	  had	  studios	  in	  and	  around	  Antwerp.	  The	  structure	  
around	  my	  work	  has	  become	  more	  specific,	  and	  demand	  for	  my	  paintings	  has	  
increased.	  I	  need	  a	  place	  that	  provides	  a	  sort	  of	  frame	  where	  I	  can	  function	  with	  
clear	  borders,	  to	  concentrate	  and	  develop	  my	  practice.	  Now	  I	  am	  based	  in	  Merksem,	  
an	  Antwerp	  suburb.	  Rather	  than	  being	  a	  perfect	  museum	  space,	  it's	  a	  warm,	  
sometimes	  annoying,	  even	  impractical	  space	  with	  a	  will	  of	  its	  own!	  Which	  makes	  it	  
my	  studio.	  
	  
KLEY	  You	  often	  find	  your	  images	  in	  overlooked	  places	  like	  sidewalks,	  curbs	  and	  
roads.	  Your	  idea	  of	  continuously	  looking	  down	  is	  distinctive.	  
	  
VAN	  DEN	  BROEK	  Edward	  Hopper,	  Wayne	  Thiebaud,	  Richard	  Diebenkorn,	  Gerhard	  
Richter,	  Ed	  Ruscha	  and	  John	  Baldessari	  have	  all	  painted	  the	  street.	  And	  then	  there	  
are	  the	  four	  big	  M's:	  Manet,	  Matisse,	  Malevich,	  Mondrian.	  Mondrian	  began	  with	  
landscapes	  of	  trees	  and	  oceans	  before	  his	  work	  became	  abstract.	  By	  the	  end	  in	  New	  
York,	  with	  Broadway	  Boogie	  Woogie	  and	  Victory	  Boogie	  Woogie,	  he	  really	  was	  
painting	  the	  street!	  Later,	  in	  the	  '50s,	  there	  was	  Rothko,	  Motherwell	  and	  Kline.	  At	  
the	  Denver	  Art	  Museum,	  I	  discovered	  an	  entire	  Motherwell	  series	  called	  "Open,"	  
inspired	  by	  Porte-‐fenêtre	  à	  Collioure	  [1914],	  the	  amazing	  Matisse	  that	  looks	  abstract	  
but	  is	  actually	  a	  regular	  night	  view.	  And	  Aaron	  Siskind	  photographed	  the	  rough	  
walls	  near	  the	  street.	  
	  
KLEY	  But	  you	  are	  the	  only	  one	  that	  concentrates	  so	  strongly	  on	  the	  ground.	  
	  
VAN	  DEN	  BROEK	  The	  ground	  is	  how	  architecture	  began:	  going	  from	  A	  to	  B.	  After	  
that,	  it	  is	  time	  to	  build.	  At	  the	  movies,	  I	  look	  at	  non-‐places	  found	  between	  
"important"	  scenes-‐trees,	  skies,	  floors	  and	  streets.	  In	  the	  opening	  scene	  of	  The	  
Cotton	  Club,	  we	  see	  the	  gutter,	  pebbles,	  reflections	  and	  black-‐and-‐white	  abstractions	  
before	  the	  camera	  moves	  up	  to	  show	  people	  coming	  out	  of	  a	  distant	  jazz	  club.	  
	  
KLEY	  The	  shapes	  in	  your	  new	  paintings	  resemble	  strange	  flat	  war	  machines	  or	  the	  
shadows	  cast	  by	  helicopters	  across	  airport	  landing	  fields.	  
	  
VAN	  DEN	  BROEK	  I	  was	  thinking	  of	  Apocalypse	  Now.	  
	  
KLEY	  Portions	  of	  your	  new	  paintings	  are	  reminiscent	  of	  Clyfford	  Still's	  thickly	  
painted	  abstractions.	  I	  also	  think	  of	  Ellsworth	  Kelly's	  early	  use	  of	  accidental	  outdoor	  
shapes	  and	  Andy	  Warhol's	  enormous	  shadow	  paintings.	  
	  
VAN	  DEN	  BROEK	  My	  work	  is	  connected	  with	  history.	  I	  make	  direct	  references	  to	  
Kelly,	  for	  example,	  in	  Still-‐Kelly	  [2013],	  a	  painting	  derived	  from	  an	  image	  of	  the	  
shadows	  of	  a	  railing	  at	  the	  Clyfford	  Still	  Museum	  in	  Denver.	  I	  also	  love	  Warhol's	  
unconventional	  attitude	  towards	  composition	  and	  Christopher	  Wool's	  images	  of	  
street	  trash.	  
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KLEY	  Speaking	  of	  trash,	  forbidden	  substances	  like	  spit,	  urine	  and	  feces	  are	  often	  
found	  on	  dirty	  streets	  and	  floors.	  Does	  this	  enter	  into	  your	  thinking	  about	  your	  
subject?	  
	  
VAN	  DEN	  BROEK	  There	  is	  the	  floor.	  There	  are	  things	  happening	  on	  that	  floor.	  My	  
painting	  On	  the	  floor.	  Thanks	  to	  Lou	  Reed	  and	  Metallica	  [2012]	  refers	  to	  a	  2011	  CD	  
made	  by	  those	  artists.	  To	  hard-‐core	  fans,	  this	  project	  was	  almost	  an	  attack	  on	  their	  
religion.	  Lou	  Reed	  fans	  appear	  to	  hate	  Metallica	  and	  vice	  versa,	  so	  these	  artists	  were	  
doing	  exactly	  what	  their	  fans	  would	  hate	  most.	  Similarly,	  people	  expect	  me	  to	  paint	  
landscapes-‐it's	  only	  recently	  that	  my	  paintings	  have	  been	  understood	  as	  conceptual.	  
In	  my	  collaboration	  with	  John	  Baldessari,	  This	  an	  Example	  of	  That	  [2008],	  I	  painted	  
directly	  on	  his	  photographs,	  something	  I	  could	  otherwise	  never	  do.	  John	  destroyed	  
almost	  all	  his	  paintings	  in	  the	  late	  '60s,	  so	  I	  was	  giving	  him	  the	  paint	  he	  couldn't	  
have	  himself.	  We	  both	  did	  things	  we're	  not	  allowed	  to	  do.	  This	  is	  what	  art	  is	  about.	  
	  
	  
PHOTO:	  Birds	  (2013),	  oil	  on	  canvas,	  104¾	  by	  157½	  inches.	  
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YAW
Galerie Greta Meert, Brussels (Belgium)
20.04 - 06.07.2013

The Yaw series constitutes the second part of a trilogy of exhibitions by Koen van 
den Broek. Chicane opened in London in November 2012. The third and final part, 
Apex happened at Friedman Benda in New York in April and May 2013 .

Each title in this series of exhibitions contains a reference to our perception of 
the urban landscape. The term ‘Yaw’ refers to the imprint mark (a residue, an 
unevenness) a vehicle leaves when it gets stuck rotating its wheel on a soft surface. 
A human intervention as a demarcation point of our environment and observation, 
Yaw is added to van den Broek’s lexicon of borders, cracks and shadows of urban 
and architectural elements.
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YAW
Installation views at 
Galerie Greta Meert
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Flock#1, 2013
Oil on canvas
250x 200 cm
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Zylon
Gallery Baton, Seoul (South Korea)
13.12.2013 - 29.01.2014

Zylon was Koen van den Broek’s second solo show at Gallery Baton, Seoul. The 
works presented allowed viewers to see a more abstract side of his work, which 
hadn’t been yet showed at Gallery Baton. It was a great opportunity for Seoul’s art 
lovers to experience major European contemporary paintings.
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Zylon
Installation views at 
Gallery Baton
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The following pages are issued from Ocula and contain an interview of Koen’s van 
den Broek about Zylon. 
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Armco
Figge von Rosen Galerie, Cologne (Germany)
01.02 - 29.03.2014

Armco, much like the other exhibitions included in TRACK, showed a a fresh side 
of Koen van den Broek’s work. It was indeed the first time he presented to German 
viewers this new series of paintings he had been working on since 2013, and which 
can be described as a radical shift towards abstraction.
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Armco
Installation views 

at Figge von Rosen 
Galerie
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Insomnia and the Greenhouse
Friedman Benda Gallery, New York (United States)
15.09 - 22.10.2011

Insomnia and the Greenhouse was Koen van den Broek’s first solo show in the United 
States. It is of considerable importance as it presented the full range of his oeuvre 
and led to the publication of a book also named Insomnia and the Greenhouse in 
2013. 

The Insomnia works, executed in Antwerp, are monumental, their grand-scale 
and various perspectives are reminiscent of film takes, or camera positions. In No 
Service, an enormous mountain looms within a seemingly shifting foreground and 
distance, and the viewer has to continuously re-adjust focus between the virtuosity 
of painted brushwork and the dominance of an over-arching image.

The Greenhouse works, including Star Island #1 are more intimate works, nuanced 
paintings, executed during the artist’s residence in Williamsburg, New York.

Koen van den Broek built a real greenhouse at Friedman Benda for the show. 
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Insomnia and the 
Greenhouse
Installation views 
at Friedman Benda 
Gallery
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Insomnia and the 
Greenhouse

Installation views 
at Friedman Benda 

Gallery
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No Service, 2011
Oil on canvas 
266 x 400 cm 
Jan de Nul Collection
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Star Island #1, 2011
Oil on canvas
150 x 100 cm
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The next pages are an article on Insomnia and the Greenhouse, published in the 
magazine Gallery Guide.
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This article in Modern Painters was also published in September 2011, in connexion 
with the show.
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Two years after the show at Friedman Benda, Koen van den Broek published a 
book reuniting the works of his Insomnia and Greenhouse cycles he had previously 
exhibited.

 
Insomnia and the greenhouse. Exh. Cat. Essays by David Anfam and A.M. Homes. New
York: Friedman Benda Gallery. Hatje Cantz Verlag, Ostfildern, 2013.
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Space Out was written by David Anfam and is part of the book Insomnia and the 
Greenhouse. 
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Cut Away the Snoopy
Marlborough Contemporary, London (United Kingdom)
21.11.2012 - 05.01.2013

Cut Away the Snoopy was Koen van den Broek’s second show at Marlborough 
Contemporary in London.  
 
The expression ‘Cut Away the Snoopy’ was used by the sculptor John Chamberlain 
to designate his notion of the artist’s obligation to remove those recognisable 
elements or points of association that occur in the composition for the sake of 
pure form. The exhibition, which is named after Chamberlain’s expression, marks 
a turning point in van den Broek’s practice, as he pushes all remaining figurative 
elements towards the field of complete abstraction.
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Cut Away the Snoopy
Installation views 

at Marlborough 
Contemporary
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Detail of a sculpture 
by John Chamberlain 
at Dia:Beacon in New 
York
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Chamberlain in Hol-
land
2014

Oil on canvas 
165 x 110 cm

Private Collection
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The following catalogue has been produced for the exhibition.
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Koen van  
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Cut Away 
the Snoopy
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Birds #101
2014
Oil on canvas
150 × 100 cm
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Exodus
2014
Oil on canvas
118 × 115.5 cm



134

C
O
N
T
E
N
T
S

Torque #12
2014
Oil on canvas
180 × 120 cm 
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Torque #39
2014
Oil on canvas
88 × 115 cm



136

C
O
N
T
E
N
T
S

Torque #95
2014
Oil on canvas
118.5 × 115.5 cm
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Torque #11
2014
Oil on canvas
150 × 120 cm
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Torque Gate
2014
Oil on canvas
180 × 120 cm
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Chamberlain  
in Holland
2014
Oil on canvas
165 × 110 cm
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Study for 
Chamberlain  
in Holland
2014
Oil on paper
70 × 50 cm
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Street Painting
2014
Oil on canvas
150 × 100 cm 
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Dialogue with  
blue border
2014
Oil on canvas
87.5 × 90 cm
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Stretched
2014
Oil on canvas
210 × 140 cm
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Mistress
2014
Oil and encaustic  
on paper
250 × 200 cm 
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Dialogue

‘References can be a pain’
Koen van den Broek, John C. Welchman and  
Andrew Renton in conversation

 John C. Welchman
For the best part of a decade your work, though of ten 
abstracting in appearance, was scrupulously wise to the 
street. You seemed to be working in the wake of those 
avant-garde artists and writers from the twentieth century 
who looked down and around in order to think through 
questions of motif and location and then bind them  
to form and appearance. I’m thinking of Walter Benjamin, 
who as Hannah Arendt once put it, ‘bent down’ in  
order to look, comprehend... and collect; or how the 
critical power of Proust (as Benjamin described it) did not 
‘toss the world up but fling it down.’ Having dispensed 
with, or reallocated, the vanishing points meted out  
by roads and curbs, some of your new work takes up with 
figures of escape and freedom, referring to ‘birds’ and 
‘exodus’: how has the focus of your looking changed?

 Koen van den Broek 
The first time my work was described as looking down  
was actually in reference to the painting Red Border 
1999, based on a photograph I took in San Francisco.  
I considered it a landscape painting, focusing on the end 
of a road, with a lawn at the side and a red curb going 
up. This ‘going up’ was important as I was standing  
in front of a hill. That’s why in this case there’s no sky.  
And not really any looking down. Maybe a bit like Wayne 
Thiebaud or Richard Diebenkorn. 

When they saw it, my artist friends reacted as if I was 
starting to evolve towards abstraction. As we know,  
when there’s a horizon, we call it ‘landscape’. But in this 
case we could call it ‘composition’–as we learned from 
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Barnett Newman. The red ‘zip’ rendered in perspective 
made me reflect and prompted the development of  
my subsequent border paintings. In these works you are 
looking down at the street where the minimal objects  
that run alongside it are there to grasp for free.

A second painting, Eighth Avenue 1999, is just as 
important. I was taking a photograph against the sun  
in New York city and to avoid the glare I lowered  
the lens. Again, I got an interesting abstraction based  
on the street, curbs, sidewalks and shadows. By calling  
it Eighth Avenue I took the abstraction back to reality. 

 JCW
How did this play out?

 KVDB
OK, let’s jump forward 15 years. 

In 2010 I was asked to do a huge intervention in public 
space – 7,000 square metres on glass. It was on two 
avenues of glass each 200 metres long and 30 metres 
high as well as a smaller area. The complexity of this 
particular structure forced me to abandon my usual ways 
of working. So I made a selection of existing paintings 
based on compositions and colours. From those I took  
the elements that appealed to me. The building will  
be a hospital, so we made jokes in the studio, like red is 
for fire injuries, yellow for madmen, blue helps ward  
of f fever, etc. This was a key step towards my new series.  
I was working like a DJ, sampling my own work, which  
I translated onto canvas. This led to the first show of the 
new paintings, ‘Chicane’ at Marlborough Contemporary. 
As the paintings do not refer directly to any specific 
place, I wasn’t obliged to confront – or deal with – reality 
anymore. I built on this new freedom. Funny characters 
seemed to appear in the shadows – birds, figures, hats 
and other dialogues. I became a pareidoliac, a seer  
of figures in clouds, in my case in shadows. I’m still not 
sure if that’s a good thing, but it’s more fun.

 JCW
What’s interesting in this shif t is, perhaps, less  
the signal dif ference between your earlier motif-driven  
work and the recent turn to self-‘translation’ than the  
continuity we can observe between both ways of working  
founded on a certain commitment to found subject-
matter. The street and curb paintings are products  
of photographically mediated encounters staged all over 

Red Border
1999

Eighth Avenue
1999
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the world – in Europe, Mexico, Japan, but above all  
in the US – that give rise to representations of specific 
pitches, twists and turns of roadways and sidewalks,  
their bounding apparatuses and the ambient light and 
shade that shapes their visibility. Some of the work  
in ‘Chicane’ and ‘Cut Away the Snoopy’ appropriates 
formulations that have already been appropriated and 
then invests them with a more serendipitous or impromptu 
array of subjects. 

What is relegated in both cases is any transaction with 
what Clement Greenberg referred to as the ‘optical’  
or ‘all-over’ conditions of painting, things that might be 
seen as purely visual, radically non-compositional or 
def iantly non-iconic. So while some aspects of ‘Snoopy’ 
– the comics f igure who allegorises content or f igurative 
reference in John Chamberlain’s suggestive turn of  
phrase – may have been excised in the current exhibition  
it seems just as important that other intimations  
remain or are deliberately, if whimsically, conjured-up.

 Andrew Renton
Isn’t the classic problem of abstraction that there is 
always a Snoopy? Some resemblance or association 
interpolated into the work by the viewer, despite  
the artist’s intentions. So if we ‘get’ the source, or see 
something we recognise in the image, we feel like  
we’ve done our job.

But what’s exciting for me in these new paintings is  
that they feel freestanding, detached from any source  
or origin. And yet they still feel intuitively like Koen’s 
paintings, and reveal af finities with earlier work  
where source or location was more explicit. So how  
to explain this? It feels to me as if a vocabulary is 
forming, at the level of painterly gestures. They have  

their origin in curbs or shadows perhaps, but now  
they only reference themselves, and there’s a continuity 
that speaks from painting to painting.

I would even argue this is the case with Koen’s continued 
appropriation of Fouquet’s Madonna and Child  
(c.1450), which does resemble its source, in a schematic 
way. But it’s Koen’s scheme, and the gesture is now  
100% his.

 KVDB
References can be a pain, but on the other hand, so 
crucial. There’s no art without them. I’m interested  
in Franz Kline’s references, and when Aaron Siskind 
photographs an old wall, which sometimes looks  
like a detail from the surface of a Kline. ‘Cut away  
the Snoopy’ is an expression of ten used by John 
Chamberlain. I like how it of fers a procedure to make  
the right decisions, to go to the essence of the painting.. . 
and it’s funny. 

To me, painterly gestures are just a tool, while  
a vocabulary comes naturally. There are studies of  
the physical constitutions of artists and their connection 
with the work – which might make sense. But this 
 does not mean that one has to pay too much attention 
to them. Decisions are made, f irst of all; concepts are 
worked out. Later these things might have an influence 
on a painter’s execution. 

 JCW
In the terms Andrew sets out, Koen, you have played  
a double role: for, initially at least, it’s you the artist rather 
than the viewer who has performed the act of re-reading 
your own work by reading into it. The main ‘Snoopy’  
you have cut out is the relay between a motif (say a road 
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surface) and its apprehension through some kind of 
recognition. But there’s no question that you have added 
in a few Snoopies of your own: projected or imagined 
objects (like the birds); surprising allusions (such as  
the silhouette of Fouquet’s Madonna); even a ‘style’ 
which is self-referring and identifiable – surely the most 
aesthetically immediate of the things you refer to with  
the notion of ‘physical constitution.’

I don’t want to be too Hitchockian here, but I find the 
situation with the birds especially intriguing. What  
you seem to have done, in fact, is to turn Pliny’s parable 
of mimetic realism associated with the Greek painters 
Zeuxis and Parrhasius inside out. For instead of positing  
a trompe l’oeil realism of the kind that causes real birds 
to try to swoop into a work (Zeuxis’ painting of grapes)  
to consume its contents, you have transmuted form  
that is partly found, partly assisted, into phantasmatic 
winged creatures themselves. In a sense you have fought  
of f Aristotle (the key point of origin for western mimetic 
theories) with the shadows of Plato. Your ‘birds’  
dwell in the ether of the shadow: they may actually have  
‘been there’ in some ‘original’ street scene, flying  
or perching overhead and casting their shadows; or they 
may be entirely projected, read from the entrails of  
dark forms and shapes, and thus partly predicted 
(because they might have been there) and partly created 
by association. This is an intriguing situation that  
pushes much further, I think, than the normal associative 
scoring of pareidolia.

Of course, in the battle of deceptions related by Pliny, 
Zeuxis lost because he had deceived only birds and  
not – as Parrhasius achieved with his eye-fooling curtain 
– a painter’s capacity to look. 

 AR
A painter’s capacity to look, yes. But I think what’s 
interesting about the process of painting here is  
that the translation from the street view to canvas is only in 
one direction. You could – at a pinch – extrapolate back 
from the painting to the street. But in the newer works, 
probably not. John, you talk of the witnessing,  
the ‘being there’ in the landscape. That’s crucial to inform 
an aspect of the painting, but I have always felt that it 
was equally important to return to the studio, negotiate 
this foreign light of extreme contrasts from the measured 
light of Antwerp. Landscape and art history negotiated at 
one remove. 

And, by extension, the work becomes about the act of 
revisiting the ‘being there’ through the painting. So  
it’s not Cézanne in front of Mont Saint-Victoire, testing the 
micro-inflections of the light in real time, but an even more 
conceptual practice driven by painterly repetition, 
detached and deferred. 

And that’s one of the crucial elements, even more visible  
in the newer paintings – this form of what we might  
call committed repetition. Ethical, almost, to the extent  
that the subject is already less significant than the  
daily rigour of doing. Like Ryman committing to the white 
square and the infinite variations possible within that 
restriction, or Kawara’s date paintings… 

In the light of this, Koen, can you talk a little about 
repetition and how that works for you from one painting  
to another?

 KVDB
Just a small reaction on John’s remarks. I do like the 
Hitchcock reference; I’m a big fan. Shadows, reflections  
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in puddles on the street… Think also about the first  
scene of Coppola’s movie, The Cotton Club, when the 
suspense starts. It is a shot of the street, the gutter, 
reflections, shadows, and when the camera moves up,  
in a distance, the exit of the club appears. 

Regarding the battle of deceptions related by Pliny:  
it happens quite regularly when people see my original 
photograph where a painting is based on. They think  
it’s already the reproduction! Quite amusing. 

There are more ways of approaching my work, and  
as Andrew mentions, there are significant dif ferent rules  
in the newer works. Regarding Cézanne, and this  
is the opposite of what you say , Andrew, I did have this 
conversation with Catherine David about Cézanne’s 
apples, where I did my best to approach the conceptual 
side of the work. 

You also mention Ryman, I would like to add Willem  
de Kooning, not only because he comes from my part  
of Europe. Think about him revisiting several topics,  
like gates in form of doors, rivers, paths... And of course  
his women! And the illusion of freedom. As Paul McCarthy 
wants us to believe in some of his performances  
that it’s about the American Expressionists. Revisiting 
dif ferent topics has alway been important to me.  
Like the cracks, the landscape, borders, shadows and 
now, in a way, the Torques and Birds. And rather  
than a direct reference to the real, this is more a self-
reference.  Trying dif ferent compositions, colours,  
angles within the canvas is pretty new to me. It is  
a challenge Mondrian or Albers might have experienced. 
Except now we are in 2014, and have the beauty, and at 
the same time the burden, of all we know of art history 
since then. Also designing on a computer, working 

digitally, is new. I do think repetition is important to me. 
It’s like a frame I am working in. As Fellini once put it:  
the limitation of working in a frame prevents you from 
getting lost and superficial. 

 JCW
How does this tie in with your two most recent paintings 
which in a sense return us to the street with allusions  
to works by John Chamberlain?

 KVDB
Taking photos is a continuous act while I am traveling, 
although my work procedure is dif ferent nowadays  
in the studio. Recently I was at Dia: Beacon, where  
I took some photographs of Chamberlain’s sculptures,  
in just the same way that I would photograph  
a gas station or another detail on the street. One looks  
like a blood splatter, the other one like crashed cars.  
On the road again!

May 2014
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Sign Waves 
Gallery Baton, Seoul (South Korea)
27.08 - 08.10.2015

Sign Waves was Koen van den Broek’s third solo show at Gallery Baton in Seoul.  
 
The title of the exhibition “Sign Waves” is the main subject embracing a wide 
spectrum of Koen van den Broek’s paintings. It is a notion which the artist has 
had in mind while he produces the paintings and is also a signpost directly and 
ideologically connected to each piece of work. 
 
For example, he created the Waves series after seeing a painting of the Thames river 
by Canaletto (Giovanni Antonio Canal) in the Museo Nacional de Bellas Artes de La 
Habana (Museum of Fine Arts of Havana, Cuba).
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Sign waves
Installation views at 
Gallery Baton
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Waves #3, 2015
Oil on canvas

165 x 110 cm 
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Canaletto 
(Giovanni Antonio 
Canal)
London: Chelsea 
College, the Rotonda, 
Ranelagh House and 
the Thames, 1751,
Oil on canvas, 
95.5 x 127 cm 
Museo Nacional de 
Bellas Artes de la 
Habana

Details of the waves
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The Del
Galerie Greta Meert, Brussels (Belgium)
6.02 - 4.04.2015

Most of the works of this show can be traced back to the American hinterland, 
although the identity of the locations is often blurred, becoming ‘common grounds’ 
that serve his pictorial experiments. 
The exhibition lends its name from the Hotel ‘del’ Coronado in California where 
Billy Wilder shot the movie Some Like it Hot (1959). 
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The Del
Installation views at 
Galerie Greta Meert
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An article about the show was published in the magazine ArtReview.
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The Light We Live In
Gallery Albertz Benda, New York (United States)
25.02 - 9.04.2016

This exhibition marks Koen van den Broek’s third solo show in New York illustrating 
the artist’s evolution from the objective to the intensely personal.  Suggesting the 
unraveling of a suspense film, the exhibition toggles between seemingly rational 
perspectives and entirely subjective points-of-view.
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The Light We Live In
Installation views at 
Gallery Albertz Benda
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Article published in 
Art Forum about The 
Light We Live In
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The following text is the translation on an article published in the Belgian 
newspaper De Morgen, regarding The Light We Live In.
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Maes, Els.  “Painter Koen van den Broek, with new work in New York and at the Flanders Opera,” De Morgen.  March 13, 2016.  
Translated from the original Dutch on March 14, 2016. 

	

 

PPaaiinntteerr  KKooeenn  vvaann  ddeenn  BBrrooeekk,,   wwiitthh  nneeww  wwoorrkk  iinn  NNeeww  YYoorrkk  aanndd  aatt  tthhee  
FFllaannddeerrss  OOppeerraa  

  
BByy  EEllss  MMaaeess  

 
 
Even as a lapsed art student, Belgium was too small for painter Koen van den Broek (42). His 
canvases depict urban landscapes that are just as much at home in Seoul, London or New York. For 
the first time, human figures are starting to enter his frame. “You don’t realize how conservative the 
art world can be until you start taking radical steps.”  
 

“Walks in the woods?” 
 

The words are met with hilarity, around 2 o’clock at night. 
 

“He really said that?” 
 
He really said that. Fourteen hours earlier, during the formal part of the interview. I’d asked Koen van 
den Broek how he manages to stay sane while commuting between 5 galleries on 3 continents, a 
studio in Antwerp, a house in Korea. 
  
Mostly, by trying to spend a lot of time with his family, he said. Just getting away for a bit. To the 
ocean, with the kids. And for walks in the woods.  
 
“Koen hates going for walks,” laughs Femke Vandenbosch, Koen van den Broek’s girlfriend and studio 
manager. “But it’s true that we try to find a balance. Sometimes there’s family life and tranquility. 
And sometimes there’s this.” 
 
This is a crowded table in a Greek restaurant in New York. A cluster of friends and acquaintances – 
art collectors, architects, gallery owners, opera directors, journalists. An evening filled with hugs and 
drunken speeches and glasses of red wine that tumble into the lap of Geert De Proost of Flanders 
House. This, this is ending up in a hotel bar with a narrowed down group, popping a few bottles of 
champagne. And trying to find a late-night burger and fries. 
 
Some pressure needs to be relieved. Tomorrow is D-Day, the opening of his new show, The Light We 
Live In. 
 
We’d started the interview earlier that afternoon, at the Albertz Benda gallery in Chelsea, 
Manhattan, where I was given a preview. “It feels like I’m standing here entirely naked and exposed,” 
says Van den Broek. “Just before, a reporter from Artforum came over [an authoritative international 
art magazine – Ed.]. He stood looking at some of the pieces for twenty minutes. No idea what he was 
thinking. It’s so nerve racking.” 
 



165

C
O
N
T
E
N
T
S

 
Maes, Els.  “Painter Koen van den Broek, with new work in New York and at the Flanders Opera,” De Morgen.  March 13, 2016.  
Translated from the original Dutch on March 14, 2016. 

	

To lead with the breaking news: Koen van den Broek has painted human figures. And that’s a 
milestone. “I know, I made grand declarations about how I’d never add people to my paintings. That’s 
something I need, radical statements like that. But in the end, you need to keep things interesting 
for yourself.” 
 
Over the past fifteen years, van den Broek has created an impressive body of work consisting of 
pared-down, nearly abstract pieces. His paintings zoom in on curbs, cracks in the pavement, the 
shadow of a vehicle. Images we pass every day but no longer really see. They’re based on snapshots 
he takes on the road, mostly in the US. His works are unoccupied: without place, without action, 
without people. 
 
In his retrospective in SMAK in 2010, there was one single piece that included living creatures. I 
remember that piece, because it moved me, after rooms filled with concrete and stone. The Farm, an 
early work dating from 2001, depicts sheep and a pig, which seem to float in a field. “Human flesh 
doesn’t interest me,” he declared at the time.  
 
“I needed to give myself that restriction,” he says now. “Painting means making choices, delineating 
a domain, finding focus.” 
 
GGeettttiinngg  uusseedd  ttoo  tthhee  ppaaiinn  
In recent years, that focus has also come from outside. Van den Broek accepted a commission to 
work on communication for Kunsthuis, the merger of Opera Vlaanderen and Ballet Vlaanderen. He’ll 
provide one piece for each production. “I didn’t feel much of a connection to opera or ballet,” he 
admits. “As soon as I’d agreed, the agony began. Opera is drama, sex, violence, emotion. Way beyond 
my comfort zone. My work has always been desolate, empty, cinematic. It gave me a huge amount of 
stress, but I like being pulled out of my familiar confines. If that doesn’t happen, you don’t evolve.” 
 
He and Aviel Cahn, the opera company’s director, have become friends. “By immersing himself in 
opera, Koen’s work has become more personal,” Cahn tells us later. “More emotion has crept in.” 
 
Like a commanding director, Van den Broek guides our gaze through the five rooms that hold a dozen 
new paintings. “I’ll get nervous if people start walking in different directions tomorrow.” The former 
control freak says that he’s learned to let go.  
 
But not today. Sunset is the first – and for now only – painting to be revealed here that will be used 
by the Vlaamse Opera. Google the final scene of the movie Paris, Texas, and you’ll recognize the 
orange sunset, the night-blue sky, and the green glow of a street light. An empty parking lot, a lone 
figure who has parted from his wife and child. 
 
The classic by Wim Wenders continues to be a source of inspiration for Van den Broek. “But this 
painting might also be telling a different story. It’s about distance, loneliness, letting go. To me, it 
could also be a soldier, gazing out at trouble in the distance.” And so Sunset will be the campaign 
image for the ambitious upcoming opera production about WWI by Luk Perceval. A battlefield of 
human relationships or of war, the viewer will decide what he or she wants to see. As a painter, he 
only wants to provide images, not to impose too many words. 
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Maes, Els.  “Painter Koen van den Broek, with new work in New York and at the Flanders Opera,” De Morgen.  March 13, 2016.  
Translated from the original Dutch on March 14, 2016. 

	

Look, there’s another human. Hood shows a woman on the hood of a Dodge Challenger. A holiday 
snapshot that Van den Broek took during a trip around San Diego. “I’ve never painted as quickly or as 
freely.” The woman on the hood is the painter’s sweetheart. But you don’t really need to know that. 
“It’s a universal mood. The romance of escape. The freedom of being on the road. The America of 
True Romance [a movie by Tony Scott, based on a scenario by Quentin Tarantino – Ed.].” 
 
An American art critic drew a comparison to Luc Tuymans, because both Belgians base their 
paintings on photography. “But Luc can give an entirely different explanation and meaning to each of 
his paintings. Condoleezza Rice’s face, everyone can find something in that. But if I paint figuratively, 
or paint a person, all that matters is the composition. Light and shadow, that’s all.” 
 
Perhaps he’s noticed that I’ve been trying not to stare at him. During our conversation, Van den 
Broek can hardly hold his head up straight. It pulls towards his left shoulder, cramped. “Things got out 
of hand when Dimitri Verhulst and I were out carousing,” he laughs. 
 
Later that evening he’ll explain that he suffers from cervical dystonia, a condition that affects the 
neck muscles and causes his head to pull to one side. It’s likely that it will never pass. The cause – 
who can say – could be a cocktail of stress and genetic vulnerability. Maybe he truly carries too 
much weight on his shoulders. It doesn’t restrict him from painting. But the pain takes getting used 
to, and even more so the feeling that everyone’s staring at him. “It’s tough,” says Vandenbosch, “For 
someone who is really quite shy.” He brushes it off. Pain is what pills and shots are for. 
 
And he’s in treatment with physical therapist Lieven Maesschalk, a lone artist among star athletes. 
 
RReebbeell   
In his new work, Van den Broek also seems to sample some of his own classics. A bridge, a curb. But 
while he used to paint with precision and control, his new works seem to be more free, more 
adventurous, even cheerful.  
 
“You don’t realize how conservative the art world can be until you start taking radical steps,” he 
says. “If you head into a new direction, collectors rush to buy an old, recognizable piece. It might have 
been safer and more commercial to keep repeating myself. But I don’t ever want to become 
predictable.” 
 
He’s no stranger to being slightly rebellious. At the age of 27, Van den Broek was at the top of the art 
charts, when he was picked up by White Cube in London, just about the world’s most influential 
gallery. But along with prestige came a total loss of control. 
 
“It became a factory, and I felt like a pawn. Meaning no longer carried any weight.” Not without pride, 
he says: “I was the first artist to ever leave White Cube. That was just not done.” 
 
So is there any truth to the story that he once destroyed 300 of his works? With a big grin, Van den 
Broek shows me a recent video on his phone. A kind of IS execution video, with a piece of art as the 
victim and a gallery owner as the executioner. “Of course they hate it, seeing tens of thousands of 
euros being wiped out. But I just didn’t think the work was good enough.” 
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Maes, Els.  “Painter Koen van den Broek, with new work in New York and at the Flanders Opera,” De Morgen.  March 13, 2016.  
Translated from the original Dutch on March 14, 2016. 

	

A large diptych closes the show, “like a split screen in a Tarantino movie.” Furnace Creek Washington 
Rd, we read. And so the exhibition ends where it all began for the painter, on a trip through Death 
Valley. 
 
“The sunrise over Badwater, that can’t be surpassed. The bright sun, the hard shadows, the endless 
salt flats. You can never capture that magic in a photograph.” It was then and there that he decided: 
I’m going to be a painter.  
 
“‘Isn’t Belgium good enough for you?,’ people ask me. But it just doesn’t trigger me.” 
 
One of the paintings in this show is Car, it’s of his own car in a garage in Ghent. He’d never painted his 
own surroundings before. “I need distance. What I paint, is a dreamlike image. More illusion than 
reality. It’s like the vision I had of the United States when I was a teenager, shaped by movies and TV 
shows. In the same way that Roman Polanski, Wim Wenders, and Alfred Hitchcock viewed America 
as outsiders.“ 
 
“Movies, especially from the 90s, continue to be an endless source of inspiration. The Coen 
brothers, Tarantino, David Lynch, Kusturica. That visual language is still so influential.” 
 
JJeettsseetttteerr   
During our tour of the show, the references keeping coming – “that neon green, that’s the 80s, New 
Order and Kraftwerk.” But nothing ever touches on the artist’s inner life. Van den Broek steers clear 
of sentiment and psychobabble. “I don’t paint my personal issues or pain. The work needs to 
transcend the artist. Make no mistake, I do of course have a big ego. But in my work, it’s not about 
me. The artwork is more important than the artist.” 
 
He’s an artist who wants to paint himself out of the picture, wants to be a blank canvas. “Which 
might make me a thankless subject for the press.” 
 
I read him a quote from the February 20th interview in De Morgen that Jan De Cock did with Chantal 
Pattyn, his ex-wife. ‘These days, the only way an artist can get any attention at all is by acting like a 
pop star,” Pattyn mentions in the piece. “That just depends on the kind of attention you’re seeking,” 
says Van den Broek. “I get offers for the craziest things: reality television, photo shoots. But I have 
more admiration for someone like Martin Margiela, who remains a total mystery.” 
 
“You know, that Goudvis documentary by Canvas created a myth. It made me look like a jetsetter, 
someone who just lounged around in expensive hotels. But that’s only one side of the story. It’s 
really very simple: I need daylight to take photographs and paint pictures.” 
 
As soon as it’s dark, it’s time to eat, drink and party. 
 
“For me, travelling is working. Renting a convertible and driving through the desert. Going to the 
Museum of Contemporary Art in Chicago to look at work by Philip Guston. Yet another visit to the 
Matisse room at MoMA here in New York. Discovering new artists in galleries. I’m preparing an 
exhibition in Seoul, with beautiful work by the ‘forgotten’ painter Philippe Vandenberg. An artist 
should be concerned primarily with art.” 
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LLiivviinngg  iinn  aa  MMaaggrriittttee    
Which terms to use to describe that his career is flourishing? We could write that his smallest 
canvas here costs at least 30,000 euros. We could mention that Elton John has one of his works on 
the wall, as does the king of Malaysia. That following London, Brussels, Cologne, and New York he 
also has a gallery in South Korea. And that the gallery owner gave him a house there. Really. “Things 
are going well there. I love the energy of the place, the sense of progress.” 
 
Van den Broek shows pictures of his modern house, in a green oasis, on an island. The design was 
inspired by The Castle of the Pyrenees, the floating rock painted by Magritte. “They’d already spoken 
to a top architect, everything had been arranged. It allows me to spend time there more often.” 
Perhaps the exotic locale will inspire him to work. “Like Gauguin in Tahiti.” 
 
No, an artist doesn’t have to waste away in an attic, living a life of destitution. Van den Broek had a 
studio built in Merksem, with offices for his assistants and his own screening room. Perfect for 
when you want to watch Paris, Texas for the umpteenth time and take pictures of freeze frames. “I 
have absolutely no interest in money. But I’m happy that I was able to buy a beautiful house built in 
the 70s [in Schilde, by architect Eddy Posson – Ed.], because I love architecture. As an artist, your 
eye is trained to beautiful things, shapes, materials. I’d rather buy a beautiful sweater by Margiela 
than by H&M. And I’m fortunate to be able to look after the people I care about.” 
 
Comfort doesn’t kill creativity. “Quite the opposite. I employ two people, so that I don’t have to work 
on emails or paperwork. To be able to paint, I need a day of total concentration. Which means I’m not 
accessible. If I have a meeting at 10 in the morning, my whole day is screwed. No, I’m not easy for the 
people who live with me.” 
 
BBlluuffff iinngg  hhiiss  wwaayy  iinn  
Does he ever worry about a time when everything won’t be as good? “I’ve already lost everything 
once. Several times, actually.” He dropped out of architectural engineering, got kicked out of art 
school and worked in a factory to get by. But: “In Belgium, there’s always someone who will make you 
a Nutella sandwich.” 
 
His self-made attitude has an American edge to it. Midnight Cowboy is what his friend, the artist 
Guillaume Bijl calls him. “But without having to be a prostitute.” 
 
In his early twenties, van den Broek bluffed his way to New York. He told a couple of businessmen 
that he was about to break through. If they wanted to get their hands on his work at an affordable 
price, they’d have to buy now. “It wasn’t entirely true,” he says. “I needed the money to buy a plane 
ticket. But as soon as I arrived, I made my first connections and the train started rolling.” Bluff, and 
guts. “In the US, that’s rewarded. If you tell someone here that you’re a painter, they’ll say: ‘That’s 
amazing’. In Belgium it’s: ‘Oh, but can you make a living doing that?’” 
 
“I never wanted to be a big fish in a small pond, someone like Raveel. Yes, people think you’re 
arrogant if you say that. But becoming a star in Belgium means you’ll get stuck there and grow 
stagnant. For an artist, that’s fatal.” 
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Not everyone finds his bravado charming. Which he might have contributed to, just a bit, in the 
euphoria of his first success. Aged 27, he used the first money he’d earned at White Cube to buy a 
lavish BMW, “that I’d double park in front of the gallery, with lights blinking. That might have been 
over the top.” 
 
Is there an element of revenge to that, for the guy who was asked to leave art school? “Not revenge. 
But the sense that you need to work extremely hard and fight to accomplish anything. I take nothing 
for granted. There’s a continuous search and uncertainty if you’re taking the right steps. I’ve made 
my first sculpture; I’m not yet sure how that will turn out. I could go in any direction. But that kind of 
freedom can be extremely challenging.” 
 
TToouugghh  aass  nnaaii llss  
From gallery to hotel lobby, from water to wine. From a conversation about art to talking about family 
and children and the dog. How it isn’t always straightforward to be travelling the world as a newly 
blended family, co-parenting two sons aged 7 and 11. And how challenging it can sometimes be for a 
couple to work together. 
 
Femke Vandenbosch left her job as the director of the Museum of Fine Arts Ghent to run Van den 
Broek’s studio. “Yeah, that brought on some impassioned responses. But not working together is 
entirely unthinkable,” she says. Another round of wine, and photos are passed around of the dog, 
who was named after the artist Robert Mangold and recently peed in the gallery. 
 
As cool and impersonal as his work may seem, his friends unanimously tell me that he’s the most 
loyal, generous person. “Whatever you might say about him, the opposite is true as well. He abounds 
in contradictions,” says Vandenbosch. A misanthrope who can’t stand to be alone, is the most fitting 
description I hear. “I’m tough as nails,” he claims, but it sounds like a little boy shouting ‘I’m a knight’ 
from inside a plastic suit of armor. 
 
Thursday, gallery night. All that is beautiful, rich, extravagant, and hip is fluttering between the 
dozens of galleries in Chelsea. It’s hard to poll opinions, since everything here is ‘fabulous’. The 
Armory Show is on, and collectors from across the world have flocked to New York. There can’t be a 
better moment to be pushed to the forefront by your gallery. “Without a doubt, Koen is one of 
today’s most important European painters,” says gallery owner Thorsten Albertz. 
 
Belgians are on a roll in New York. There’s the big Broodthaer retrospective in MoMA. New work by 
Cindy Wright, a friend and former classmate of van den Broek, is up at De Buck Gallery, a few streets 
over. And Berlinde De Bruyckere at Hauser & Wirth. Does the good fortune of ‘the Belgians’ – there’s 
Tuymans and Borremans, too – pull others forward? “No, their styles are too dissimilar for that,” says 
Albertz. “There isn’t such a thing as ‘the Belgian school’. Interest for Koen mainly comes from 
collectors who focus on abstract art. Especially on the West Coast, where people are interested in 
seeing a European’s fresh perspective on California.” 
 
The following day, Artinfo lists Koen van den Broek as one of the five must-see shows: “A visual poet 
of curbs, gutters, and roads,” their description reads. 
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Over dinner, after the vernissage, the mood is clearly relieved. There’s laughter and gossip. The 
pastrami at Katz Delicatessen is discussed, and sex, and the connection between the two – which 
eludes me for now. I’ve long put away my notebook. 
 
The gallery holds an after-party at Mr Fong’s, a club in the heart of Chinatown. We flag a yellow cab 
and go off into the New York night. It’s just after midnight. Time for a restorative walk in the woods. 
 
The Light We Live In, thru April 9th at Gallery Albertz Benda, New York. 
 
UNGENAU, SMAK-collection in cc De Werft in Geel, thru June 5th. 
 
 
IImmaaggeess  aatt  tthhee  ooppeerraa  
Opera Vlaanderen has been working with artists for their campaign visuals for a few years. Maybe 
the current poster has caught your eye, featuring a larger-than-life Othello in bondage gear – the 
work of artists Maurizio Cattelan and Pierpaolo Ferrari. “The most important thing is to grab 
attention and trigger a dialogue,” says opera director Aviel Cahn. Earlier collaborations include 
photographer Carl De Keyzer. Next season, van den Broek will be the first painter to receive the 
honor. Both existing and new paintings will be used to illustrate all of the dance and opera 
productions that are part of the season’s Borderline theme. “Our aim isn’t to spell out the themes. 
We want to stimulate the imagination,” says Cahn. Artists participate without remuneration. The 
program and accompanying images will be released from April onwards. (EM) 
 
 
BBIIOOGGRRAAPPHHYY  
 
1973, born in Bree 
 
Lives and works in Antwerp 
 
2001: First solo show at the White Cube Gallery in London 
 
2003: Part of the group exhibition Matisse and Beyond: A Century of Modernism, SF Moma 
 
2010: Retrospective Curbs and Cracks in the SMAK in Ghent 
 
Galleries in Cologne, London, New York and Seoul. Represented in Belgium by Galerie Greta Meert 
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Philipp von Rosen Galerie, Cologne (Germany)
09.03 - 18.05.2019
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The Dog
Installation views at 

Philipp von Rosen 
Galerie
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The Dog
Installation views at 
Philipp von Rosen 
Galerie
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KKooeenn  vvaann  ddeenn  BBrrooeekk  
TThhee  DDoogg     
OOppeenniinngg  oonn  MMaarrcchh  88,,  22001199  ffrroomm  77  uunnttiill   99  ppmm  
EExxhhiibbiittiioonn  ffrroomm  MMaarrcchh  99  ttoo  AApprriill   2277,,  22001199  
TThhee  aarrttiisstt  iiss  pprreesseenntt  
 
We are pleased to open our seventh exhibition of the Belgian painter Koen van den Broek with The 
Dog on March 8, 2019 at 7 pm.  
 
In addition to a series of new paintings, we will also be showing charcoal drawings for the first time. 
 
For this show van den Broek used photographs that he took during extensive walks with his Scottish 
collie through the landscape surrounding his house in Schilde near Antwerp. Accordingly, in the new 
paintings we see no more American city views or landscapes, no deserts, no motorway bridges. 
Rather, van den Broek paints his homeland: fields, meadows, forests, gates, paddocks, paths, a 
cultural landscape of the European West. Often the center of the painting is more or less a plant 
structuring the picture surface, which not only defines left and right, but also foreground and 
background. 
 
For these paintings van den Broek has chosen a palette that is partly new for him. The colors are 
subdued, the light predominantly diffuse, as if the sun was seldom shining in Belgium. The leaves of 
the plants are yellow and partly have black spots, showing signs of decay, as if they fell off with the 
next gust of wind. With their reddish shoots, they look like plant depictions in Art Nouveau style and 
with their fleshiness they also have an erotic side, like limbs in nudes from the oeuvre of Egon Schiele 
or Gustav Klimt. All in all, the works are permeated by a moment of melancholy and fragility. van 
den Broek thus sets a signal for the finiteness of our existence. In contrast, the earlier works, 
especially the typical border motifs, stand for permanence and strength. 
 
With these paintings van den Broek by no means denies his pictorial-conceptual past. The interest in 
the photographic gaze and thus also the interest in relating the two media, or as a painter in dealing 
with the medium of photography, remain. The composition of the image continues to be determined 
by photography; the compositional decisions are made with the selection of the photographs. Yet van 
den Broek's new works achieve a very special, perhaps even mature, mood. He is no longer the 
adventurer "on the road" who drives through the American West with loud music in his car and tries 
to capture the sublime of this landscape in his paintings. Rather, he is a man who has learned to 
enjoy his home and who can see the beauty in the little things – a plant, a shadow from the fence of a 
paddock on his daily walk. 
 
Of course, van den Broek will not forget or even neglect the American landscape and the great 
metropolises of the American West. In our exhibition they are present in charcoal drawings. They 
were made at van den Broek's home – again after photographs taken by the painter over the last 20 
years – with coal from his fireplace. The line is correspondingly energetic and the appearance of the 
works correspondingly rough, reminiscent of charcoal drawings from German Expressionism. But van 
den Broek was not driven by the emotion that underlies these works from the early 20th century. His 
drawings are – in terms of content – just as conceptually dry and hard as his paintings have always 
been. 
 
For further pictures and information please contact the gallery.  
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The Beginning
Galerie Ron Mandos, Amsterdam (Netherlands)
24.04 - 13.06.2020

The Beginning marks Koen van den Broek’s first official solo-exhibition at Galerie 
Ron Mandos. For this large retrospective, the renowned Belgian artist made a 
selection of his finest, most exemplary works from the last twenty years.

While revisiting his older work, the artist discovers elements that he samples and 
translates onto new canvases. Presenting these new paintings alongside older 
works, he introduces us to the idiosyncratic works of curbs, cracks and shadows, 
contrasted with less familiar works of flowers and rainbows from his personal 
collection. Van den Broek tells us about artists like Bruegel, Matisse, and Mondriaan 
that radically changed his view on the landscape. The Beginning shows the artist’s 
constant search for renewing the medium of landscape painting.
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The Beginning
Installation views at 
Galerie Ron Mandos
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The Beginning
Installation views at 
Galerie Ron Mandos
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Keep it Together
Galerie Greta Meert, Brussels, (Belgium)
07.11.2019 - 18.01.2020

For this exhibition, Koen van den Broek revisited some of the well-known motifs of 
his “cracks” and “hardscape” paintings.



179

C
O
N
T
E
N
T
S

Keep it Together
Installation views at 
Galerie Greta Meert
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 In between Memory and Dream
Gallery Baton, Seoul (KR)
21 April – 28 May

Gallery Baton is pleased to announce In Between Memory and Dream, a solo 
exhibition by Koen van den Broek b. 1973, from 21st April to 28th May in Hannam-
dong, Seoul. Koen van den Broek has established his current growing presence 
by developing his own style crossing the boundary of the figurative and abstract, 
as one of the leading artists from Belgium, a historically significant repository of 
paintings over centuries and a pivotal place of the European contemporary art.

The exhibition also introduces a number of Van den Broek’s new paintings 
beautifully depicting the harmony of nature and architectural features from his 
own viewpoint, insomuch as it can even have such a subtitle, ‘Contemporary Idyllic 
Landscapes.’ They provide unexpected composure and warm attention in contrast 
to the conceptual, intense and abstract characteristics of the other displayed 
works whose lines and faces have notable saturated colours and evident cracks 
dynamically divide up the given surfaces. It shows that the explicit statement, “To 
create a work of art is to create the world”, by Wassily Kandinsky 1866-1944 is still 
available in the works of Van den Broek despite the gap of nearly a century.

Video interview on the exhibition

https://www.youtube.com/watch?v=q58PCu98GUI


181

C
O
N
T
E
N
T
S

 In between Memory 
and Dream
Installation views at 
Gallery Baton



182

C
O
N
T
E
N
T
S

Through Romance
curated by Luk Lambrecht, Lempertz, Brussels
9 September – 15 October 2021 

Lempertz and Studio Koen van den Broek cordially invite you to ’Through 
Romance’, a solo exhibition curated by Luk Lambrecht. 

For the first time, an exclusive selection of works created in van den Broek’s studio 
on Jeju Island (South-Korea) is presented in dialogue with recent works on canvas 
and a series on paper based on the architecture of Le Corbusier.

For this occasion, a large-scale mural by van den Broek marks the monumental 
museum like exhibition space, following the rich tradition of artists like Anish 
Kapoor, Ellsworth Kelly and Sean Scully, who have previously exhibited at the 
invitation of Lempertz.
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Through Romance
Installation views at 
Lempertz, Brussels
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Through Romance
Installation views at 
Lempertz, Brussels
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Through Romance
Installation views at 
Lempertz, Brussels
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Museum Group Shows
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‘Project Palace, a centenary’
Bozar, Brussels (B)
01.04–22.07.2022

2022 is the time to celebrate for Bozar. 4 April 1922, Brussels Town Hall:  The date 
when the Centre for Fine Arts (‘Palais des Beaux-Arts’) was officially launched. 
The judicial basis for the construction and the associated ambition of creating an 
arts centre had become a reality. The statutes that establish this historic moment 
are the starting point for centenary celebrations that begin with the Project Palace 
exhibition and a celebratory programme in April 2022. 
Bozar, together with curator Wouter Davidts, has invited 10 artists to participate in 
the celebrations by producing new work that reflects on what an arts centre such as 
Bozar can and should be now and into the future.  They put the spotlight on the arts 
centre today, yet viewed through the filter of the past.  We invite you to do the same. 
Share their journey through glimpses of the long history of the Centre for Fine Arts 
- including the chance to view a number of works exhibited in the past, and selected 
by our artists, that are now returning to Bozar. But do not expect a history of the 
‘Palace’ but rather an artistic retelling and a look to the future. 
       
Project Palace is just the beginning of a whole series of celebratory events. On 4 
May 1928 the exhibition rooms at the Centre for Fine Arts finally opened their doors 
to the public. A year later the public attended the first concert in the magnificent 
Henry Le Boeuf Hall.  

Selected artists: Lara Almarcegui, Sammy Baloji & Johan Lagae & Traumnovelle, 
Lynn Cassiers, Jeremiah Day, Sylvie Eyberg, Liam Gillick, Auguste Orts, Annaïk Lou 
Pitteloud, Koen van den Broek, Belgian Institute Graphic Design.
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Project Palace, a 
centenary
Installation views at 
Bozar, Brussels

photo © Philippe De 
Gobert
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centenary
Installation views at 
Bozar, Brussels

photo © Philippe De 
Gobert
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Koen van den Broek 
preparing works 
for Project Palace, a 
centenary at Bozar, 
Brussels
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Koen van den Broek, 
Out of Space II #64 – 
Red Carpet, 2022
29,7 cm x 39,6 cm

Koen van den Broek, 
Out of Space II #11 – 
Hirst (zero gold art), 
2022
29,7 cm x 39,6 cm
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Koen van den Broek, 
Out of Space II #53 – 
2001_ A Space Odyssey, 
2022
29,7 cm x 39,6 cm

Koen van den Broek, 
Out of Space II #35 – 
Satelitte Louvre, 2022
29,7 cm x 39,6 cm
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Public Projects
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Solution
Hofkamer, Heritage site, Herita, Antwerp (Belgium)
2017

The Hofkamer is an 18th century Sala Terrena, nestled in the inner courtyard of 
the patrician house Den Wolsack. Its ground floor is known for having the biggest 
ceiling canvas painting in Europe 
 
Its renovation started in 2008. However, the authentic wall and ceiling covering 
on the first floor were damaged beyond restoration. The entire space was therefore 
given a contemporary artistic interpretation. A competition was organized in 2016, 
which Koen van den Broek won. Entirely covering the damaged walls with new 
linens displaying his paintings took four months overall.
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Views of the 

Hofkamer



196

C
O
N
T
E
N
T
S

Sampled
AZ Sint Maarten, Mechelen (Belgium)
Inaugurated in October 2016

In 2015, Koen van den Broek was invited to work on the glass facade of the new 
Sint-Maarten hospital in Mechelen.   
 
He designed a print for the glass sections based on elements from his paintings, 
which found a new healing function thanks to the architecture.



197

C
O
N
T
E
N
T
S

Sampled
Drone picture of the 
North facade of AZ 
Sint-Maarten and its 
map
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Sampled
View of the inside and 
of the South facade of 

AZ Sint- Maarten
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Sampled
View of the North 
facade of AZ Sint- 
Maarten and a sketch
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Hillsboro #2, 2008
Oil on canvas 
180 x 120 cm 

Private collection
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Sampled
Map of the South 
facade of AZ Sint-
Maarten

Display, 2006, 
Oil on canvas,
60 x 180 cm
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Bruegel’s Eye: reconstructing the landscape
Dilbeek (Belgium)
2019
 
2019 marked the 450th anniversary of the death of Pieter Bruegel the Elder, who 
lived in Brussels and came to find inspiration in the Pajottenland (Flemish Brabant). 
For this occasion, an open-air exhibition featuring works by internationally 
renowned artists and designers was organised in Dilbeek. A catalogue was 
published for the show. 
 
Koen van den Broek used his painting Exit to place a three-dimensional installation 
under one of the railway viaduct’s 17 bridges. Through a door, the viewer can 
view a fictitious landscape that contains both urban and natural elements. This 
installation led to new paintings created in 2020.
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Exit, 2000
Oil on canvas, 

105.5 x 70.5 cm
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Bruegel’s Eye: 
reconstructing the 
landscape
Picture of the 
installation in Dilbeek
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Bruegel’s Eye: 
reconstructing the 
landscape
Picture of the 
installation in Dilbeek
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Bruegel’s Eye: 
reconstructing the 

landscape
Picture of the 

installation in Dilbeek

No Sports, 2020,
Oil on canvas,

80 x 107 cm
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Borderline 
Seasonal campaign for the Opera Ballet Vlaanderen (Belgium)
2016-2017

Koen van den Broek provided fourteen canvases (twelve paintings and two 
drawings) to the Opera Ballet Vlaanderen which were used to create the campaign 
of the 2016-2017 season. Koen van den Broek created some works especially for the 
occasion, whereas some other paintings were already existing.
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Campaign posters 
for Spartacus 
and Agrippina at 
the Opera Ballet 
Vlaanderen

www.operaballet.be
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Agrippina
Georg Friedrich Händel

www.operaballet.be
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Street views at 
the Opera Ballet 

Vlaanderen
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Mural at the Provinciehuis
Hasselt (Belgium)
2011
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Picture of the mural 
painting at the 
Provinciehuis and  
sketch
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Mural at the restaurant ‘t Zilte
Two star restaurant at the Museum Aan de Stroom (MAS), Antwerp (Belgium)
2011
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Mural at the 
restaurant ‘t Zilte and 

its map
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Wall Works
De Garage, Mechelen (Belgium)
07.12.2019 - 01.03.2020

Wall Works is an exhibition which highlights commissioned art in public space, art 
in situ and collaboration projects by Koen van den Broek.  
 
These projects illustrate the artist’s original view on art as an essential part of 
society. Permanent, temporary and non-executed projects are subjects of this 
show, which is construed as one coherent installation. Sketches, scale models, 
photographs, finished objects and new interventions offer a unique insight into the 
entire universe of Koen van den Broek.
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Wall Works
Installation views at 
De Garage
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Wall Works
Installation views at 

De Garage
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Wall Works
Installation views at 
De Garage
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Wall Works
View from outside at 
De Garage
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The opening day of Wall Works also marked the launch of Koen van den Broek’s last 
publication, STUFF.  
 
STUFF summarizes ten years public art projects and includes an in-depth interview 
by prof. dr. Wouter Davidts about what this practice means for van den Broek. 
Exclusively for this publication, the artist created new sketches on tracing paper 
that provide insight into his working process and the interaction with his painterly 
oeuvre.  
The book is lavishly illustrated and contains previously unseen images of designs, 
models, works in progress and temporary, executed and not executed works of art.

Koen van den Broek: Stuff, Wouter Davidts, Frank Albers, ed. Exh. Cat. De Garage
Mechelen, MER. Borgerhoff & Lamberigts, 2019
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An overview of STUFF
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An overview of STUFF
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Plants Shadows and Models
Auditorium Charles Vandenhove, Gent (Belgium)
18.02, 25.02, 04.03, & 11.03.2023
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Poster for the 
inauguration in Ghent
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Selected 
Collection Works
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Madonna, 2011
Oil on canvas 
 93 x 85 cm 
MuKHA collection,
Antwerp
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Koen van den Broek’s Madonna was inspired by Jean Fouquet’s Madonna 
Surrounded by Seraphim and Cherubim (1454-1456), which finds itself in the 
KMSKA collection in Antwerp. Madonna Surrounded by Seraphim and Cherubim is 
one of the two panels of the Melun Diptych–one of Fouquet’s finest works. It was 
commissioned by Etienne Chevalier, treasurer to King Charles VII of France. 
Fouquet presents the Virgin Mary as the Queen of Heaven, the exalted mother of 
God. The unusual, intense use of colour and bold representation make the painting 
fascinating.

The Museum Aan de Stroom used the Madonna for its opening campaign in 
2011. They also included the painting in the exhibition Masterpieces at the MAS: 
five centuries of images in Antwerp (7.05.2011 - 30.12.2012) which examined the 
development of the Western visual culture on the basis of works of both old masters 
and contemporary artists. The exhibition was based on A Story of the Image. Old and 
New Masters from Antwerp, which was shown in Shanghai and Singapore in 2009 
and to which Koen van den Broek also took part.
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Jean Fouquet 
Madonna Surrounded 
with Seraphim and 
Cherubim, 1454 - 1456
Oil on panel
94 x 85 cm 
KMSKA collection
Antwerp
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Pico #1, 2011
Oil on canvas 
240 x 160 cm

Staatliche Kunsthalle 
Collection, Karlsruhe
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Torque #14, 2013
Oil on canvas 
210 x 140 cm
Staatliche Kunsthalle 
Collection, Karlsruhe
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Mesquite Flat, 2009
Oil on canvas 
266 x 400 cm
Museum Voorlinden 
Collection, Wassenaar
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Frydlant #2, 2003
Oil on canvas
100 x 150 cm
Astrup Fearnley 
Collection, Oslo



233

C
O
N
T
E
N
T
S

Shadows and Blue 
Border #3, 2003

Oil on canvas,
210 x 140 cm

SFMOMA Collection
San Fransisco
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Blue Border and Grid 
#2, 2004
Oil on canvas
210 x 140 cm
Leeum Collection, 
Seoul
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Devil’s Golf Course #2 
2004

Oil on canvas
142.5 x 109.5 cm

Leeum Collection, 
Seoul
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From Here to the West 
and Back, 2008

Oil on canvas
115 x 88 cm

S.M.A.K Collection
Ghent
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Cut Away #4, 2015
Oil on canvas
180 x 120 cm
Busan Museum of Art 
Collection
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Collaborations 
and Friendships
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With Daan Gielis

Daan Gielis (°1988) lives in Antwerp and works in Hasselt. He studied at the MAD-
fac in Hasselt where Koen van den Broek was his teacher and at the St. Joost 
Academy in Den Bosch (Netherlands), where he earned a master’s degree in 2010 
and in 2013 respectively.
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CockTail, 2017
Installation at Festival 

van Vlaanderen, Ghent
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CockTail, 2017
Installation at Festival 
van Vlaanderen, Ghent
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With John Baldessari



243

C
O
N
T
E
N
T
S



244

C
O
N
T
E
N
T
S

HI KIDDO - WATCHING PARENTS MAKING LOVE - GIOTTO 

After an unsuccessful Skype communication with Mike Kelley - ‘No, I’m not in 
town’, horn on the hook - I contacted John Baldessari with an extensive e-mail on 
the advice of Jan Debbaut. I was 25. 
 
John sent me a fax, noted diagonally: ‘Dear Koen, call me when you’re in town, all 
best, John.’ 
 
This is the beginning of a wonderful friendship until 2020. 
 
My father took me to Zaventem, I was going to make it to the United States! 
 
In L.A. I went to a pay phone to call John in his then studio in Bay Street, Venice. 
The former studio of William Wegman, John told me later. 
 
No answer. 
 
The next day I tried again. Again, no answer. The panic just didn’t strike. In the 
meantime, I went hunting with my camera through the streets. 
 
The fear of thresholds increased enormously and after four days I heard John’s 
warm, worried voice: ‘Koen, you never left me a number, I couldn’t get back to you!‘ 
 
John was sitting behind his desk in Bay Street on the telephone with Italy, I was 
anxiously waiting. Uncomfortably, I told him I knew far too little about his work and 
introduced myself. On the wall were some black and white photographs of palm 
trees he was working on. What surprised me was that his table was full of books 
by Matisse, Van Gogh, Guston - mainly painters. John elaborated at length on the 
highlights that Van Gogh painted on brown bird’s nests. 
 
It was a warm welcome; I thanked Mr Baldessari for that and said goodbye. 
 
‘Koen! Call me tomorrow.’ 
 
The next day John took me downtown, Wilshire Blvd and Bergamot Station in 
Culver City. A private tour of the galleries of L.A. What a treat! 
 
‘Call me tomorrow!‘ 
 
The next day John invited me to lunch again, this time to visit museums, then to an 
opening, party, etc. 
 
I was amazed because I had never expected such a warm and generous welcome. 
Unknown to me. And I asked, ‘John, why are you doing this?‘ In his turn he was 
shocked because it was so obvious to John. Artists must help each other! 
 
We kept in touch, met regularly in Europe and the US, like at a dinner on the roof of 
Centre Pompidou, together with Robert Barry and Marian Goodman, where John 
said: ‘Bob, finally, here we are, on top of the world’. Robert’s answer was ‘at least on 
the rooftop of a local museum in France’ - which could count as an illustration of 
the difference between a conceptual artist and another conceptual artist. 
 
At a dinner in Ghent, after the opening with Joost Declercq, John said ‘hi kiddo’ 
and stuck his finger in my ear for a photo. This had something to do with art. Or the 
other time I asked John if he would also come to the fair: ‘visiting an art fair is like 
watching your parents when they’re making love...’. 
 
We always talked about art, the art world and the terrible development of the art 
market and its consequences. But John never spoke about my work, and I didn’t 
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dare address it myself. After a few meetings I gave John the original photo of my 
early work ‘Yellow and Red Border’. 
 
When I later visited him in his house I saw 5 artists, the dog ‘Giotto’ and 4 works in a 
row: Cindy Sherman, Koen van den Broek, Sol LeWitt and I think a Bruce Nauman. 
Happy as a child. 
 
At another moment John said: ‘Koen, I received a letter from God!‘ On the occasion 
of his exhibition in Tate Modern Richard Serra had sent a letter to congratulate John. 
 
Another moment John took me to an opening of young artists. A real or fake 
transgender, pimped up student stood with his legs open and sprayed a bottle of 
ketchup empty while screaming ‘I’m bleeding, I’m bleeding!!!!’. To which John 
whispered to me: ‘the first student who does a performance without being naked or 
without blood gets an A’. 
 
In 2008 we worked together: ‘this an example of that’, in collaboration with Luk 
Lambrecht and Koen Leemans. As this writing about John, it seemed like a tough 
assignment, the collaboration was immense. The greatest conceptual artist of the 
West Coast who cremated his paintings and then wrote such a punishment: ‘I will 
not make any more boring art’. By the way, it always made me think of Bart Simpson, 
the series in which John himself recently appeared. 
 
I was looking far too far, until John said: ‘Let’s keep it simple: I do the photography, 
you do the painting!‘ 
 
We then showed this at the Bonnefantenmuseum and at Galerie Greta Meert. 
 
As Matisse proclaimed the impossibility of abstraction, John proclaimed the 
impossibility of teaching. Think of learning the alphabet to the plants. 
 
It is up to us now. 
 
Koen van den Broek
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This an Example of That
Collaboration with John Baldessari
Galerie Greta Meert, Brussels (Belgium)
12.10 - 22.11.2008

This an Example of That  results from a unique collaboration between two artists. 
John Baldessari provided Koen van den Broek with a series of images from his 
extensive collection, taken on Hollywood film sets. Van den Broek then processed 
this series of 22 images - initially reprinted in formats ranging from small to 
monumental - by covering certain parts with bright colours and broad brushstrokes, 
resulting in a new reading of the image, redirected and emphasized.

A second part of the exhibition This an Example of That  was on display at the 
Bonnefantenmuseum in Maastricht from 5.10.2008 to 29.1.2009.

This collaboration also led to the publication of a book: This an Example of That, 
MER.paperkunsthalle, Gent en BKSM, Strombeek, 2008
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This an Example of 
That
Installation views at 
Galerie Greta Meert
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This an Example of 
That #33 - Exterior 
Street Scene , 2008

Digital photographic 
print mounted on 

panel
264 x 186 cm
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This an Example of 
That: # 134 - The Jazz 
Age (Interior Zigfield’s
Penthouse),
2008,
Digital photographic 
print mounted on 
panel
186 x 264 cm
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Collaboration with John Baldessari
Bonnefanten Museum, Maastricht (Netherlands)
05.10.2008 - 29.01.2009
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This an Example of 
That
Installation views 
at Bonnefanten 
Museum
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Cover of the Book This 
an Example of That
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John C.Welchman wrote about This an Example of That in CRACK.
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Koen van den Broek 
and  John Baldessari


