
Dossier
The development of the Dutch Conceptual Art network 

within Europe and the relations with America:

The key role of the Dutch conceptual artists

Students: Jesse van Winden, Francesca Lacroce

Course: Seminar Dutch art 1960- present

Professor: Jos ten Berge

Date: 16 January 2011



Introduction Jesse van Winden

To be a part of a network means to be in contact with people and institutions. This doesn't 

necessarily always needs to be a two-way communication, because being noted and followed by 

others indicates a form of (power) relationship as well. As Cherix notes, Stanley Brouwn's 1969 

exhibition in Art & Project introduced the gallery to conceptual artists internationally.1 The 

'Bulletins' the gallery sent out on monthly basis, is also an example of a unilateral device, very 

effective from a promotional perspective. 

Another constitutional feature of a network is the function of connector that is carried out by 

some of its exponents. Jan Dibbets, for example, had met Richard Long and Gilbert & George at St. 

Martin's School of Art. At the early conceptual art group exhibition Dies alles Herzchen wird 

einmal dir gehören, 19:45-21:55, organized in 1967 by pioneer Paul Maenz in Düsseldorf, Dibbets 

had met many people including Konrad Fischer - then exhibiting under his mother's name Lueg - 

who would become a central figure in the conceptual art network after opening his own gallery a 

month later. Dibbets then, introduced Long and Gilbert & George to Fischer whom he all exhibited 

subsequently.2 The conceptual art network was thus, if anything, an international affair.

What were the most important agents, that is, most under the attention of others? Who were 

the people most importantly forging constructive connections between other actors in the network? 

These questions have been guiding our selection of the principal Dutch artists and following from 

there, the most relevant agents, be they persons or institutions came into perspective. These are 

respectively: Bas Jan Ader, Stanley Brouwn, Jan Dibbets and Ger van Elk, and Galerie Swart, 

Konrad Fischer, Art & Project, Szeemann, and the most important international museums. 

The general structure of this essay will be chronological. We have written chapters 

alternately, so outlining the following time slots:

1.1959-1965: Roots of the Dutch Conceptual Art Network (Jesse van Winden)

2.1966-1968: The Development of the Network Throughout Europe (Francesca Lacroce)

3.1969-1971: International Network Exposion (Jesse van Winden)

4.1972-1979: Conceptual Art becoming Institutionalized and Mainstream (Francesca Lacroce)

1 C. Cherix, ‘Un entretien avec les éditeurs du Art & Project Bulletin (Février-Mars 2003)’, in: S. Richard, 
Unconcealed,  The International Network of Conceptual Artists 1967-1977, London, Ridinghouse, 2010, p. 
94f.
2 Letter from Fischer to Long, in: S. Richard, op. cit., p. 77; N. Zonnenberg, ‘The Amsterdam Connection. In 
conversation with Jan Dibbets and Ger van Elk’, Metropolis M, No. 4, 2010, via: 
http  ://  www  .  metropolism  .  com  /  magazine  /2010-  no  4/  de  -  amsterdam  -  connectie  /  english   accessed: January 17, 
2011.
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1. Roots of the Dutch conceptual art network Jesse van Winden

In 1959, three of the five most important exponents of the conceptual art current in the Netherlands 

start their education. That year Ger van Elk and Bas Jan Ader start studying at the Instituut voor 

Kunstnijverheidsonderwijs (the later Rietveld Academie) in Amsterdam, and become good friends. 

Jan Dibbets commences his education at the Academie voor Beeldende Kunsten in Tilburg. Stanley 

Brouwn is an autodidact, who moves from Paramaribo to Amsterdam in 1957.3 

Some of these artists seem to be even more restless than others. After Dibbets finishes at the 

academy in 1963, he lives and works in Antwerp for a year and receives the Dutch Koninklijke 

Subsidie voor Vrije Schilderkunst, (Royal Grant for Modern Painting).4 Then he teaches at the AKI 

academy in Enschede from 1964 until 1967, when he receives a scholarship from the British Art 

Council to study at the St. Martin’s School of Arts in London. By the end of that year he moves to 

Amsterdam, and starts teaching at the post-academy institution Ateliers ‘63 (first in Haarlem, then 

in Amsterdam). He has his first one-man exhibition at Galerie 845 (Amsterdam) in 1965, in 1966 at 

the more influential Galerie Swart (also in Amsterdam), before evolving his exhibition career in a 

more international context: in 1967 he participates in six European group shows, and he has his first 

exhibition at Konrad Fischer’s in 1968 where he shows his work almost every year from then on.5 

In 1969 Dibbets has his first collaboration with the New York based curator Seth Siegelaub, in 1970 

he participates in the extremely influential Information exhibition in the Museum of Modern Art, 

New York, in 1971 he has his first New York one-man exhibition at the strictly conceptual Bykert 

Gallery, in 1972 he represents the Netherlands at the Venice Biennial, and in 1973 he joins the stall 

of Leo Castelli where he continues exhibiting regularly. In 1973 and 1974, Dibbets lives and works 

in Rome and from 1984 onwards he teaches at the Kunstakademie in Düsseldorf, one of the most 

important art schools in the world. But Dibbets is not the only example of the increasing mobility of 

artists from the 1960’s, a key characteristic of the conceptual art movement. 

Ader leaves for Bethesda, Maryland to study for a semester in 1960.6 Afterwards he does not 

return to Amsterdam, but works on a farm in Groningen before travelling to Spain and Morocco in 

3 J. Poot, ‘Stanley Brouwn’, in S. Héman, J. Poot, H. Visser (eds.), Conceptual Art in the Netherlands and 
Belgium 1965 – 1975, Stedelijk Museum Amsterdam, 2002, p. 124.
4 Possible error: the biography section in Jan Dibbets, exhibition catalogue of the 1987 Stedelijk Museum 
Amsterdam retrospective indicates the prize to be awarded in 1965, while the biography in the catalogue to 
the 2001 Jan Dibbets De Pont, Tilburg retrospective indicates 1964.
5 Serielle Formationen, University of Frankfurt; Dies alles Hertzchen wird einmal dir gehören, 19:45-21:55, 
Galerie Loehr, Frankfurt; Liga Nieuw Beelden, Stedelijk Museum Amsterdam; Arte Povera più Azioni  
Povere, Amalfi; Biennale d’Art Graphique, Musée d’Art Moderne de la Ville de Paris, Beeld en route, 
Finsterwolde.
6 Ader’s first one-man exhibitions were at The Upstairs Gallery and Basjan Ader (of Holland) Paintings & 
Drawings in Realté Gallery, both in 1961, Washington D.C.

4



1961. The same year, Van Elk foundsthe Adynamische Groep together with Wim T. Schippers, 

whom he met at the Instituut voor Kunstnijverheidsonderwijs. The Adynamische Groep was a 

proto-conceptual critical collaboration, mixing Fluxus-like strategies with Pop Art-related practices. 

Van Elk leaves for Los Angeles in 1961, after having his first group exhibition in Amsterdam, 

Besloten Beweging (Stedelijk Museum Amsterdam). He studies art and art history at the 

Immaculate Heart College in Los Angeles, and he continues living alternately in Los Angeles and 

the Netherlands until 1991. The first time he came back to Amsterdam, it was to install the 

exhibition Adynamische Werken at Museum Fodor, in 1962 with Schippers. In the same year, Ader 

embarks on a voyage from Morrocco to California, and after an eleven-month turbulent trip he goes 

to live with Van Elk in Los Angeles until he finds a place of his own. Ader starts studying at 

Immaculate Heart College as well, which would be the first of his three California art educations 

before starting to teach himself in 1969. At the same time he was involving himself in the upcoming 

West Coast conceptual art scene by way of a number of exhibitions, and acquaintances with Alan 

Ruppersberg, William Leavitt and John Baldessari. Van Elk says about this period: 

‘I also knew Bas Jan Ader well. We were at school together, the arts and crafts school in 

Amsterdam. Later, we were also in touch with Alan Ruppersberg. That was in the time that I 

was in Los Angeles, but I was homesick, so I travelled back and forth.’7 

Through Van Elk, Ader gets in contact with Art & Project in 1970, but he would only have his first 

collaboration with them in 1971 (Bulletin 44). Until 1975, Ader has various shows both in Europe 

and in North America, but his untimely death, shipwrecked during his project In Search of the 

Miraculous on the Atlantic Ocean in 1975, prevented his fame to really get a hold of the 

international art world. This accident, however, provides Ader posthumously with a romantic 

mysticism appealing to many artists. 

After declaring all shoe shops in Amsterdam as his exhibited artworks for one single day in 

1960, Brouwn is working on his highly consistent oeuvre from 1961 onwards. That year marks the 

first installment of a long series of This Way Brouwn-works and events. This Way Brouwn consisted 

of the artist asking passers-by on the street to give him the directions to a certain location, having 

them draw a schematic indication of the way there. In 1964, Brouwn had his first one-man 

exhibitions, both in Germany, and later in the Netherlands. Although he wasn’t included in Op 

losse schroeven nor in When Attitudes Become Form, he would always have a rather strong 

7 N. Zonnenberg, op. cit.
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recognition abroad.8 In the Netherlands he wasn’t exactly ignored however, for example, Stedelijk 

Museum director Edy de Wilde organized three one-man exhibitions, in 1969, ‘71 and ‘73.

In 1964, Riekje Swart founds Galerie Swart in Amsterdam. First with mainly geometric 

abstract artists such as Peter Struycken, Ad Dekkers, Bob Bonies, Richard Paul Lohse and François 

Morellet, and  later more conceptual artists, such as Dibbets, Van Elk and Marinus Boezem. 

Afterwards, she further internationalizes with artists as Robert Ryman, Robert Mangold and 

Richard Tuttle. Until Art & Project opens in late ‘68, Swart is the only internationally oriented 

gallery with contemporary art in the Netherlands. There was another progressive gallery in 

Amsterdam, Galerie 20, which showed New Realist artists including Schippers, Daan van Golden, 

Pieter Engels and Jeroen Henneman. Szeemann’s 1968 exhibition Junge Kunst aus Holland 

included artists represented by both galleries.

8 Brouwn’s foreign exhibitions include: Prospect 69 (Kunsthalle Düsseldorf, 1969), Information (Museum of 
Modern Art, New York, 1970), Prospect 71 (Kunsthalle Düsseldorf, 1971), Konrad Fischer (Düsseldorf, 
1970, ’73, ‘76), MTL (Brussels, 1971, ’72, ’74, ’75, ’76), ‘Konzept’-Kunst (Kunstmuseum Basel, 1972), 
Documenta 5 (Kassel, 1972), Rolf Preisig’s opening show (Bern, 1973), Concept Art (Kunstverein 
Braunschweig, 1974), René Block (New York, 1974), Whitechapel Gallery (London, 1976).
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2. The development of the network throughout Europe     Francesca Lacroce

Looking at the occurrences that characterized the second half of the 1960s, it strikes how, especially 

within Minimalist and Conceptual art frame, America and Europe increasingly started to observe 

each other with growing interest. At the beginning of the decade the latter still seemed to follow the 

former, mainly because of the consequences that the Second World War left on European territory, 

therefore America seemed culturally more advanced and US art had a bigger influence on European 

galleries and museums. Nevertheless, towards the end of the 1960s, both American and European 

Conceptual art aroused a great attention around them. In fact, according to Sophie Richard, in 1967 

the word “international” did not mean American artists in Europe as it used to, but indicated 

equality between American and European artists9. Furthermore American Conceptual artists 

received greater attention in Europe than in America. This could be related, according to a 2005 

Seth Siegelaub interview, to a certain materialistic culture belonging to the US: the majority of 

American collectors were just not that interested in Conceptual art, as the European ones, who, in 

most cases, sought for a quite intellectual stimulation and exchange with the artists.10

In addition, although Lucy Lippard had a vivacious exhibition activity in New York, she considered 

Europe as being ‘more fertile for new ideas and new ways of disseminating art than the United 

States’.11

Particularly meaningful in this climate of cultural exchange, was the first group exhibition on 

Minimal art, organized in 1966 by Kynaston McShine that took place at the Jewish Museum in New 

York. The exhibition was called Primary Structures. Younger American and British Sculpture and 

showed different artists, such as Carl Andre, Sol LeWitt, Robert Morris and Dan Flavin. Through 

this capital exhibition, many European art dealers and amateurs had the chance to discover Minimal 

art, as happened to Paul Maenz, one of the main German dealers for Conceptual art. Consequently, 

Paul Maenz became friends with those artists and that circumstance had direct influences on 

shaping the international Conceptual art network. 

       In the Netherlands, towards the half of the 1960s there was already a discreet attention towards 

Conceptual art and it could be argued that the internal connections between the main institutions 

had already been established. In fact, the major institutions, such as the Stedelijk Museum, 

Amsterdam, the Gemeentemuseum, Den Haag, the Eindhoven’s Stedelijk Van Abbemuseum, the 

Rotterdam’s Museum Bojimans Van Beuningen and Otterlo’s Kröller-Müller Museum were all 
9 See: S. Richard, Unconcealed, The International Network of Conceptual Artists 1967-1977, Ridinghouse 
London, p. 59
10 See: Conversation with Seth Siegelaub, from Unconcealed, op. cit., p. 467
11 L. Lippard, Six years: the dematerialization of the art object from 1966 to 1972.., University of California 
Press, 1997, p. 8
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well-known museums, which worked in collaboration with each other and with various Dutch 

galleries and institutions. Until the opening of Art & Project, Galerie Swart was one of the most 

important galleries in The Netherlands, the only one with a bold international approach about 

contemporary art.

In 1966 Jan Dibbets and Ger Van Elk had their first one-man exhibitions, both at the Galerie Swart, 

where they belonged to at that time. As Van Elk recalled:

“[...] we were in any case the odd ducks. We were the ones who were actually trying to 

break through the art that Riekje Swart was showing (Struycken, Dekkers), even though we 

ourselves had obviously evolved out of that art – all art evolves out of other art”12. 

The works they showed at Gallery Swart, represented the first phase of their evolution towards 

conceptual narratives. Dibbets’ work changed significantly when he moved to England the 

following year. Consequently both Van Elk and Dibbets decide to leave Galerie Swart in 1969.

For the first time, in 1967 a number of parallel Concept art events took place in Europe, 

mostly thanks to the fruitful collaboration of both European and American dealers with conceptual 

artists. It is during these shows that the network definitively reinforced itself. As Dibbets stated: 

“[…] the art world was incredibly small in those days. […] You got to know everybody in no 

time. At the beginning of 1967, I didn’t know anyone, and by the beginning of 1969, I knew 

everybody.”13

One of these meaningful exhibiton was Serielle Formationen, organized by Paul Maenz and Peter 

Roehr in the studio gallery of the University of Frankfurt. The exhibition presented 62 works by 

both established artists, such as Serra and Vasarely; young artists, such as Raetz and Fischer -Lueg 

(Konrad Fischer before he changed his name) and, for the first time in Germany, American artists, 

such as Andre, LeWitt, Martin and Judd. In addition the works of Dibbets were exhibited for the 

first time in Germany. 

In the same year Maenz also organized a one-day performance-exhibition called 19:45-

21:55, at Galerie Dorethea Loehr in Frankfurt, in which works by eight European artists, like 

Fischer-Lueg, Barry Flanagan, Richard Long were shown. Once again, Dibbets was asked to take 

part in the exhibition and the suggestion of including some young artists unknown in Germany was 

made by him. In fact, Dibbets got to know several British artists during his stays at St. Martin’s 

School of art in London, where he could go after been awarded a British Council grant. There he 

met Long, Flanagan and George Pasmore (later Gilbert & George).

12 N. Zonnenberg, The Amsterdam Connection, In conversation with Jan Dibbets and Ger Van Elk, 
Metropolis M, October 2010
13 N. Zonnenberg, The Amsterdam Connection, op. cit. 
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According to a 2010 interview by Nathalie Zonnenberg with Van Elk and Dibbets, the latter 

also introduced Long and Gilbert Pasmore to Konrad Fischer, who opened his gallery in Düsseldorf 

still in 1967. Dibbets declared that before those introductions were made, Konrad’s network only 

comprised: Carl Andre, Sol LeWitt and Hanne Darboven14. 

Fischer was previously an artist and exhibited in the group show set up by Maenz. His 

participation in the show and his travelling to New York enabled him to get to know the work of 

American and European artists such as Andre, LeWitt, Dibbets and Long. That kind of art became 

his main interest and, strangely enough, was completely different from the one Fischer himself 

produced. In a short time Fischer became the primary dealer of Conceptual artists and he cared to be 

the first one, among other galleries dealers, to have direct contact with the artists. This is what 

Kasper Konig, a German art historian, studying in New York at the time, recalled.15 

The process of developing a network of people in the frame of Conceptual art was certainly 

also useful for artists to get to know other international artists, with the perspective of possibly start 

collaborations with them. For instance, through Fischer, Dibbets met the American conceptual 

artists like Andre, LeWitt, Huebler, Barry and Baldessari as well as curator Seth Siegelaub. 

Concerning this Dibbets declared: “Konrad shared the travel expenses of the artists from the United 

States with other galleries. Given that they had seen it all after two or three days in Düsseldorf, they 

came to Amsterdam and stayed at my place in the Hasebroekstraat. I have remained good friends 

with all of them”16.

Still in 1967, Van Elk, Dibbets and Lucassen funded the Internationaal Instituut voor de 

Herscholing van Kunstenaars in Amsterdam. Courses with unusual titles could be found, such as 

‘Hard Edge’ and ‘How do I get to be a trendy gallery owner’. As the founders themselves recalled 

in the interview by Nathalie Zonnenberg: ‘That was naturally a sneer at the Dutch art of the day’, 

meaning that the act itself was primarily a reaction towards the traditional way of conceiving art at 

that time and constituted an important driving force for younger generations of Dutch artists. 

One could argue that the reason why they funded the school could be connected to the motivations 

that pushed them to leave the Netherlands to complete their education. As Dibbets said, he did not 

go to St Martin’s to study, but to see what was going on there17. That was mainly the same reason 

why Van Elk moved to Los Angeles. In fact, he went to the Immaculate Heart College in 

Hollywood, but as he declared, he was not interested in the kind of art the school was doing.18 In a 

14 N. Zonneberg, The Amsterdam Connection, op. cit.
15 S. Richard, Unconcealed, The International Network of Conceptual Artists 1967-1977, Ridinghouse 
London, p. 62
16 N. Zonneberg, The Amsterdam Connection, op. cit.
17 See: Conversation with Jan Dibbets, from Unconcealed, op. cit., p. 414
18 See: C. Cherix, In & Out of Amsterdam: Travels in Conceptual Art 1960-1976, New York 2009, p. 82
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parallel way Bas Jan Ader went to California, to follow his friend Van Elk and see what was 

happening. Yet, he remained in California differently from Van Elk and started teaching and having 

his first exhibitions between 1967 and 1970.

In August 1968, Konrad Fischer held the first German solo exhibition of Jan Dibbets, during 

Documenta 4. It was Dibbets himself who contacted Fischer, six months after he opened the gallery 

and after exhibiting together at Serielle Formationen. 

In the same year, Szeemann organised Junge Kunst aus Holland at the Kunsthalle Bern, 

including Dibbets, Van Elk, Boezem, Schippers, Van Golden, Schoonhoven. Dibbets met Harald 

Szeemann through Reinier Lucassen while he was in Amsterdam organizing the Bern show. 

Originally Dibbets and other Conceptual artists were not in the list of the artists participating, 

because they were not part of the mainstream Dutch artists, but worked independently. It all 

changed when Lucassen visited Dibbets’ studio and convinced Szeeman to include him and the 

other Conceptual artists in the show. After the exhibition was held, many curators changed their 

view on Dutch art survey. 

This occurrence led to another big event of Conceptual art: in fact, Dibbets convinced 

Szeemann to organize When Attitudes Become Form and Van Elk convinced Wim Beeren, at that 

time curator of the Stedelijk Museum, to organize Op losse schroeven as exhibitions. In 1968 Art & 

Project gallery was founded by Geert van Beijeren and Adriaan van Ravesteijn and located on the 

ground floor of their house in the south part of the city. The gallery was first launched as a new 

progressive art gallery in Amsterdam and then gradually took over the position of Galerie Swart by 

only showing conceptual artists. In fact, from the summer of ‘69 the emphasis turned sharply to 

conceptual art. The artists exhibited by the gallery included, apart from Van Elk, Dibbets, Ader, 

Brouwn and Boezem: Weiner, LeWitt, Andre, Kosuth, Long, Gilbert & George, Boetti, 

Ruppersberg, Broodthaers, Baldessari and Buren.

Among other purposes, Art & Project aimed to keep close contacts with international 

galleries; this intention is revealed by the practice of sending out monthly ‘Bulletins’: information 

letters and works of art made by the artists were distributed in parallel with the shows. Therefore 

they became a sort of exhibitions realised in magazine form. Moreover, in 1973 Art & Project 

started to collaborate with MTL and set up an exhibition space in Antwerp.19 Van Elk and Dibbets 

were fundamental figures in the activity of the gallery, by providing the contacts with various 

international conceptual artists they knew: Van Elk made important introductions between his 

colleagues from Los Angeles and Art & Project and Alighiero Boetti got an exhibition at Art & 

Project through Van Elk and Dibbets. Van Elk had connections with the Italian Arte Povera artists, 

19 R. Dippel, ‘Art & Project: the early years’, in C. Cherix, In & Out of Amsterdam, op. cit., p. 32
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initially with Piero Gilardi, through whom he also met Gilbert and George. For this reason, Van Elk 

and Dibbets took part in the group exhibition Arte povera più azioni povere, curated by Germano 

Celant with the aim of presenting the Italian Arte Povera, along with other international peers, like 

the Dutch artists mentioned and Richard Long.

In the same year, the first of the Prospect exhibitions was organized by Fischer and the art 

critic Hans Strelow and opened at the Kunsthalle in Düsseldorf. The event was a sort of reaction to 

the first Cologne Art Fair in 1967. “Prospect was neither a group show nor an art fair. It was rather, 

as the exhibition catalogue stated, an international preview of art from the avant-garde galleries.”20

The main idea around Prospect 68 was that of inviting to exhibit the dealer galleries rather than the 

artists and the galleries had to choose which artists present. In the end, 16 galleries were involved, 

15 of which European and one American. This event turned to be very fruitful in terms of 

developing the Conceptual art network because it enabled the creation of many more contacts.

 Therefore, as we saw, at the end of the 1960s the agreements between dealers were fundamental in 

creating the network of Conceptual artists in Europe. These dealers owned galleries in different 

European cities; as for Germany, some of the most pivotal dealers had a gallery in a German city: 

Fischer had a gallery in Düsseldorf, Maenz in Cologne and Friedrich in Munich. Apart from 

Germany, the other main galleries leading the events around conceptual art were: Art & Project in 

Amsterdam, MTL in Brussels, Sperone in Turin and Yvone Lambert in Paris, which all worked in 

close collaboration to each other. 

Accordingly it is possible to argue that the relations among different European cities, rather 

than different countries, contributed to develop the international Conceptual network. Moreover the 

galleries became a meeting place between American and European artists, a place where discuss 

about further projects, collaborations and shared experiences.

20 S. Richard, op. cit., p. 79
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3. International network exposion Jesse van Winden

1969 saw two seminal group exhibitions on conceptual art: Op Losse Schroeven. Situaties en 

Cryptostructuren from March 15 until April 27 in and around Stedelijk Museum Amsterdam, 

organized by its painting and sculpture curator Wim Beeren. 21 When attitudes become form. Live in  

your head was organized by Harald Szeemann in Kunsthalle Bern from March 22 until April 27. In 

the catalogue Beeren gives credits to Dibbets and Van Elk for using their network, and also to Piero 

Gilardi, the Italian who recently stopped working as an artist and consequently wasn’t participating, 

but offered a lot of valuable suggestions as for artists to include.22 In fact, according to Beeren it 

was Gilardi who involved Dibbets,  Van Elk and Boezem. In a 2010 interview, Dibbets recalls the 

way he and Van Elk allegedly had a major role in the conception of both Op Losse Schroeven and 

When Attitudes Become Form.

 ‘I met Szeemann in 1968 and took part in his exhibition Junge Kunst aus Holland. Because 

my contact with him was good, I encouraged the idea that he become more involved in so-

called conceptual art. I actually had no contact at all with Wim Beeren, so I asked Ger (van 

Elk) to do his best with Beeren. My thought was that one of the two had to mount that 

exhibition. It turned out that they both followed through on the idea and went to visit the 

same artists. None of the artists ever told either of them that the other had also just made a 

studio visit, but they ended up putting together exactly the same exhibition. After that, they 

more or less bashed each other’s brains in.’23

Both perspectives appear to be compatible in the light of the participation of all three artists in Arte 

povera più azioni povere, which forms an excellent example of the connecting function of people 

constituting a network. Dibbets’ remark is strange however, when one considers the fact that 

Szeemann wrote an essay on the new tendencies presented, but was included not in the catalogue of 

his own show, but in that of Op Losse Schroeven. In another interview, from 2005 with Sophie 

Richards, Dibbets gives more or less the same account, but he also says something more:

‘And there you have these two friends who travelled the world, visiting the same studios, 

and none of the artists said: ‘Yesterday there was somebody here with the same idea.’ 

Nobody! It was a miracle that they didn’t know.’24

21 Op losse schroeven is sometimes referred to in English as Square Pegs in Round Holes.
22 W. Beeren, Op losse schroeven: situaties en cryptostructuren, A. Marcar, (ed), Amsterdam: Stedelijk 
Museum, exh. cat., 1969.
23 N. Zonnenberg, op. cit.
24 S. Richard, ‘Conversation with Jan Dibbets’, in op. cit.,, p. 416.
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It is thus an unsolved question whether both curators, friends or not, worked independently and 

unwittingly of each other. Anyway, through their acknowledgements it becomes clear that both 

curators heavily relied on the acquaintances of artists they did know. 

Both Op Losse Schroeven and When Attitudes Become Form were showing work by 

European and American artists, some of them already more or less established as ‘minimal’ artists 

(Andre, Serra, Morris), while simultaneously including artists increasingly associated with other 

tendencies that were upcoming but not yet crystallized, such as Land Art (Heizer, Oppenheimer, 

Long, De Maria), Arte Povera (Merz, Anselmo, Kounellis). Actually, these terms were used very 

confusingly up to this period, which is also rather logical given the multidisciplinary practice of 

many of the exhibiting artists: Dibbets is now remembered as somebody who does a lot of 

photography-based work which he already did by that time, but at Op Losse Schroeven he dug out 

the corners of the museum building. Carl Andre was mainly known for his minimalist sculpture, but 

at Op Losse Schroeven he only showed a work in the catalogue: a poem.  

In January 1969, Stedelijk Museum curator Wim Beeren travels to New York, to visit 

galleries and artists in preparation for the seminal Op Losse Schroeven group exhibition.25 

Simultaneously, Szeemann did more or less the same for When Attitudes Become Form, but on a 

larger scale. Provided by a Philip Morris sponsorship, his budget allowed a more ambitious 

exhibition than Op losse schroeven. 69 artists with 127 works were shown in Bern, against 33 artists 

with 34 works in Amsterdam. All of the artists included in Op losse schroeven except Olle Kaks 

were also at When attitudes become form. A number of artists commonly perceived as well-

represented in the Netherlands, including Sol LeWitt, Hanne Darboven and Alighiero Boetti, 

missed at Op losse schroeven. Also Ruppersberg, whom Van Elk knew well, wasn’t included. The 

participating Dutch artists in both exhibitions were Dibbets, Van Elk and Boezem. Beeren did not 

include Brouwn in Op losse schroeven, because he initially considered him more of a Fluxus 

artist.26 Van Elk organizes Micro Emotive Art at Galerie Swart, at the same time as Op losse 

schroeven, including works by Dibbets, Boezem, Long, Jannis Kounellis, Mario Merz, Pier Paolo 

Calzolari and Emilio Prini.27

Another important group show organized in the same year was Prospect 69, organized by 

Konrad Fischer at the Kunsthalle Düsseldorf. The artists were selected through a complicated semi-

democratic construction.28 The Dutch artists participating are Dibbets and Brouwn, the latter not 

25 C. Blotcamp, ‘1969’, in: S. Héman, J. Poot, H. Visser (eds.), Conceptual Art in the Netherlands and  
Belgium 1965 – 1975, Stedelijk Museum Amsterdam, 2002, p.21.
26 R. Dippel, p.32. Beeren did include Brouwn in Sonsbeek buiten de perken, Arnhem 1971.
27 R. Schumacher, Museumjournaal en de ontvangst van de neo-avant-garde in Nederland 1961-1973, 
Amsterdam University Press, 2010, p. 137
28 S. Richard, pp. 94-95.
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showing actual work at the exhibition, but having his second Art & Project Bulletin (number 11) 

sent to the exhibition. This kind of practice was already considered completely acceptable, so it 

seems. Dibbets’ does two similar things the same year: his Project for Art & Project consists of 

mailing a Bulletin (number 15) to the usual addressees of the Art & Project mailing list, requesting 

that people would tear the bulletin be torn in two parts – one part to keep, another part to mail back 

to Art & Project, the results to be published. Dibbets makes four maps showing the origins of the 

returned Bulletins. This way the effective network of both Art & Project and Dibbets himself are 

made concrete: not only a unilateral mailing service, but a communicating apparatus showing that 

they were actually more than only being taken note of, that the people who ‘followed’ them also 

could be activated to do something themselves. The Art & Project Bulletins thus become a 

promotional device and an artwork at the same time, implying that the communicative aspects of 

the art world are being involved in art practice itself. Also, the year marks Dibbets’ first 

collaboration with Seth Siegelaub, taking part in his Exhibition by mail, where, in the same vein as 

Project for Art & Project, artworks are sent out in the form of documents. This, however, is a group 

exhibition. Dibbets exchanges Swart Gallery for Art & Project, initially only through bulletins, and 

Van Elk and Boezem follow the next year. Others joining Art & Project include Lawrence Weiner, 

Joseph Kosuth, Robert Barry, Hanne Darboven, Douglas Huebler, LeWitt and Ian Wilson.

In 1970, Ader visits the Netherlands where Van Elk introduces him to Art & Project, but he 

has to wait until 1972 for his own exhibition there. Lawrence Weiner moves to Amsterdam and 

splits his time between Amsterdam and New York. Both his houseboat and Dibbets’ apartment 

were meeting points for international artists.29 Kynaston McShine organizes Information, the 

groundbreaking USA group show of conceptual art at The Museum of Modern Art. After this 

exhibition, New York galleries work increasingly with conceptual artists. Art & Project contribute 

to the exhibition with the gallery’s Bulletin, making it another example of the changing perception 

of art-related practices. Brouwn and Dibbets participate as well. Land Art, a ‘television exhibition’ 

by Gerry Schum is broadcasted on ARD. It is introduced by Schum and Jean Leering (director of 

the Van Abbemuseum,Eindhoven) and consists of videos showing works by Dibbets, Boezem, 

Long, Flanagan, Oppenheim, Smithson, De Maria and Heizer.

In 1971, Wim Beeren organizes his second conceptual, minimal and Land Art-related 

exhibition, Sonsbeek ’71. Open from June 19 until August 15 it had its focal point in the Sonsbeek 

park in Arnhem, but various artists used locations all over the Netherlands. The exhibition is in the 

first place multimedial, but it also included currents less experimental. In the contemporary 

perspective that could be considered a feature rendering the show even more progressive. The 

29 R. Dippel, ‘Art & Project: the early years’, in C. Cherix, In & Out of Amsterdam, op. cit. p. 29.
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multimediality of the exhibition consists predominantly in the simultaneous operation of a 

conference hall, outside sculpture, video works, publications, etc. A wide variety of artists 

participates, among the Dutch Van Elk, Dibbets are Boezem are showing as usual, but now also 

Ader, Brouwn and less expectedly Ad Dekkers, Pieter Engels, Schippers, Carel Visser, André 

Volten, and Herman de Vries are included. Furthermore the international ‘usual suspects’, including 

Andre, Buren, De Maria, Gilbert & George, LeWitt, Long, Morris, Nauman and Weiner.  More 

striking names in this context include Vito Acconci, Ben d’Armagnac, the Fluxus group, Nam June 

Paik and Paul Sharits. It could be argued that precisely this comprehensiveness of the contemporary 

art situation outside of a traditional art space is indicating and implying a reconfiguration of the 

institutional nature of the art world: conceptual art, art in public space, video art and body art 

require a fundamentally different mode of creating, installing and exhibiting than for example Pop 

Art or Minimal Art. The simultaneous exhibition of all of these currents reinforces their position 

independently of the traditional art institution. It may be valuable to notice in this respect that 

Beeren had left the Stedelijk Museum in 1969 after Op losse schroeven, to become a lecturer at the 

University of Groningen.

        After Information, the New York Guggenheim Museum shows a second major American 

exhibition of conceptual art. Guggenheim International Exhibition included works, among the 

others, by Jan Dibbets, Carl Andre, Hanne Darboven, Richard Long and Sol Lewitt.

For Art & Project, 1970, 1971 and 1972 are extremely successful years, perpetuating their 

leading role uncontested in the Netherlands and highly influential on an international level.30 Also, 

when looking at the Dutch participators in foreign group exhibitions, it is easy to see that Dibbets 

was the most important representative of the Dutch conceptual artists. 

30 Including the influential Bulletins which by now are considered exhibitions in their own right, the artists 
exhibited are LeWitt, Van Elk, Gilbert & George, Matsuzawa, Huebler, Arnatt, Buren, Van Leersum & 
Bakker, Yamazaki, Bochner, Darboven, Boezem, Wilson, Knoebel (1970); LeWitt, Van Elk, Maloney, 
Dibbets, Barry, Brouwn, Huebler, Buren, Baldessari, Long, Matsuzawa, LeWitt, Buren, Dibbets, Gilbert & 
George (1971); Askevold, Breuker, Salvo, Barry, Fulton, Ader, Weiner, Weiner, Van Elk, Dibbets, Huebler, 
Leavitt, Wilson, LeWitt, Salvo, Boetti, Brouwn, Darboven, Barry, Gilbert & George. See: Richard, p. 365.
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4. Conceptual Art Becoming Institutionalized and Mainstream        Francesca Lacroce

During the last years of the 1960s the crucial relations and facts within the art world connected to 

Conceptual  art  had  taken  place.  With  the  turning  of  the  decade  the  network  reinforced  its 

connections, which had been solidly established through the time: each country had his dealers, who 

assumed the role of primary contact for Conceptual art. Furthermore, a sharp intensification of the 

activities within the network is noticeable, which achieved a stronger international side.

All over Europe, a considerable number of important galleries were still flourishing, while a 

larger number of existent art spaces chose to dedicate their exhibition programme to the conceptual 

art.  This  is  what  happened  to  the  Belgium  gallery  MTL,  founded  in  1969  by  Fernand 

Spillemaeckers: by the end of 1971 it chose his own Conceptual artists, who were different from the 

ones shown by the other Belgium gallery,  Wide White Space. The 1971-1972 agenda scheduled 

various  artists,  among  whom  Dibbets,  Wilson,  Stanley  Brouwn  and  Darboven:  artists  mainly 

supported  by  Konrad  Fischer  and  Art  &  Project.  Fischer’s  presence  was  essential  in  helping 

Spillemaeckers with the organization of the programme. This demonstrates the strong tight between 

the principal  dealers of these artists,  as Art & Project and Fischer and the common interest  of 

enlarging the circuit to new dealers and friends. 

The  36th Venice  Biennale  opened,  with  a  general  theme,  “Work  or  Behaviour”.  Dibbets 

exhibited  solo  in  the  Dutch  Pavillon  and  that  enabled  him  to  be  known  and  appreciated 

internationally.

In June 1972 Documenta V opened and was organized with the supervision of Szeemann, 

who had been nominated general secretary in 1970. Documenta V included a section dedicated to 

Conceptual  art,  which  was  curated  by  Klaus  Honnef  and  Konrad  Fischer  and  was  called 

“Idee+Idee/Licht”  and included about  25 European and American  artists,  many of  whom were 

represented by Konrad Fischer Gallery.

In October 1972 the second major one-man show of Dibbets opened at the Stedelijk Museum, 

Amsterdam with almost eighty works from the late 1960s and beginning of 1970s. To set the show 

up was necessary to make large use of the advices and help of the various private collectors and 

galleries of the Conceptual network. In the same year Dibbets had a solo exhibition at MTL in 

Bruxelles.

In 1973 the Italian critic and curator Achille Bonito Oliva with the collaboration of a private 

cultural association called Incontri Internazionali D’Arte organized the first group show in Italy 

with  a  vast  international  and interdisciplinary  perspective.  Contemporanea  was hosted  in  Villa 

Borghese’s underground car park in Rome and asked forty-five American and forty-five European 
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artists to show about five works each, one of which was supposed to be produced specifically for 

the exhibition. The huge amount of artworks and documentation were divided into several sections: 

Dibbets exhibited for the visual arts section, while Brouwn and Van Elk had some publications in 

the artist’s books section. The aim of the show was that of presenting the succession of international 

art  movements  since  the  1950s.  The  exhibition  was  a  great  international  success  and  for  the 

occasion Christo wrapped part of the Roman walls in Porta Pinciana. 

By 1974 the main Dutch Conceptual artists had solo exhibitions in big public institutions, 

firstly  only  Dutch  ones:  Van  Elk  and  Dibbets  both  at  the  Stedelijk  Museum and  at  the  Van 

Abbemuseum and Brouwn at the Stedelijk Museum, Schiedam. The Stedelijk Van Abbemuseum of 

Eindhoven became particularly important for Conceptual art network, mainly due to the charge of 

Rudi Fuchs as a director from 1975. He understood the historical importance of Conceptualism as 

being  a  very changing moment  for  the  art  world.  Thus,  he  based  his  programme on a  certain 

inclination in purchasing artworks: he believed it was important to work in parallel on exhibition 

and purchases. Therefore the collection of Van Abbemuseum grew sharply in five years time.

       It  can  be  argued  that  at  the  beginning  of  the  1970s  European  Conceptual  art  became 

mainstream  as  well  as  the  American  one.  Furthermore,  from  1973  onwards,  the  links  and 

connections  between  the  American  and  European  dealers,  artists  and  institutions  increased 

substantially.  One can notice how Dutch artists started to exhibit at the biggest galleries in New 

York in the same period: Dibbets exposed several times during the 1970s at Leo Castelli Galley, the 

first of which in 1973. He also had a solo show at Claire Copley Gallery in Los Angeles in 1975. At 

the same time Van Elk showed at Claire Copley Gallery in 1973 and at Marian Goodman Gallery in 

New York various times, the first of which in 1978.

As Castelli said, he realized that Conceptual art had an international flavour, therefore was 

important to see how differently European artists were working from the Americans. Thus, it was 

meaningful for him to include European artists in his showing programme.31 

The mid-1970s are also marked by the economic recession that followed the first oil crisis, therefore 

numerous galleries had to close down all around Europe. The collaboration between Sperone and 

Fischer in Rome ended in 1974; Wide White Space shut down in 1976 and Art & Project/MTL in 

Antwerp was taken over.

The 1960s was the decade of such cultural ferment in relation to Conceptual art, taking place 

in  those  European  galleries  we  have  been  acknowledged  to  have  become  the  image  of  this 

movement, namely, Konrad Fischer Gallery, Paul Maenz Gallery, Art & Project, Sperone, Lambert, 

MTL, whereas the 1970s registered the turning of Conceptual art towards its institutionalization: 

31 See: S. Richard, op. cit., p. 160
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important  solo  and  group  shows  were  held  in  museums  all  over  Europe.  Another  important 

characteristic was its addressing towards America: some dealers - like Sperone and René Block in 

New York, Françoise Lambert in Los Angeles - opened a secondary space in America in order to 

have a place in the other major contemporary art world. At the same time, dealers started to join 

their forces and open shared gallery spaces to face the economic crisis and some of them had to shut 

down.

With the complete establishment of the conceptual art network the relevance of the current 

undeniable  from  1970  onwards,  therefore  an  increasing  number  of  public  institutions  started 

collecting conceptual art and exhibited it in temporary exhibitions. That way the public started to 

become gradually close to Conceptual art. 

It is reasonable that the public found it easier to follow conceptual art in a museum, rather 

than in a gallery. This is due perhaps to the museum’s educational purposes that the galleries do not 

have necessarily: the first conceptual exhibitions might have looked as particularly addressed to a 

quite  small  circle  of  people  who  were  part  of  a  specific  art-related  background.  Thus,  first 

conceptual art shows would have appeared rather cryptic to the general public. These could have 

been the reasons why some exhibitions were badly received by people who were not familiar with 

conceptual art, as happened, for instance to When attitudes become form and Sonsbeek ’71. As for 

When attitude become forms,  a couple of days after the opening, protesters placed a dunghill in 

front of the Kunsthalle's entrance32. Concerning Sonsbeek, some pictures of the time revealed that 

some graffiti sprayed 'Een miljoen elitekunst' (One Million [guilders] elite art) on the exhibition 

posters in Arnhem.33

Although the main events concerning conceptual  art  appeared to have all  occurred,  to a 

certain extent, within an isolated frame, still it became a mainstream tendency and reach a large 

public in the end. It was certainly during the last years of the 1960s that conceptual art was spread 

and  had  its  most  creative  and  productive  moment,  within  small  cooperating  galleries  all  over 

Europe. The anecdotes of people telling other people about again other people are countless, but not 

all  of them are interesting enough to mention here.  The network that artists, galleries,  curators, 

collectors  and  enthousiasts  established,  was  setting  the  standards  for  the  mechanisms  of  the 

contemporary art world. 

32 S. Richard, op. cit., p. 90
33Picture 23 in: S. Héman, J. Poot, H. Visser (eds.), Conceptual art in the Netherlands and Belgium 1965-
1975: artists, collectors, galleries, documents, exhibitions, events, Stedelijk Museum, Amsterdam 2002, p. 
91
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b. Data page 
Separated page for each artist

Jan Dibbets    

[Stedelijk Museum Amsterdam, Bibliotheek Deccaweg, Knipselmap Jan Dibbets]

Born in Weert, 9 May 1941    

1959-63     Academie voor Beeldende Kunsten, Tilburg

1964    Lives in Antwerp

1965  Royal Grant for Modern Painting (Koninklijke Subsidie voor Vrije Schilderkunst),  

   Solo exhibition Galerie 845, Amsterdam

1964-67    Lives and works as art teacher in Enschede. 

1966, 1967  solo exhibitions at Gallery Swart, Amsterdam

1967    British Arts Council Scholarship. Attends St. Martin’s School of Art, London. Meets     

Richard Long, Gilbert & George, etc. Four European group shows. 

1968    Two European group shows.

1968-1998    Teaches at Ateliers, Haarlem/Amsterdam

1968-1979    Solo exhibitions at Konrad Fischer, Düsseldorf almost every year.

1969    Exhibition by mail, Seth Siegelaub, New York, Fernsehgalerie Gerry Schum, Berlin, 2 

more European solo shows. Thirteen group exhibitions, among which: Earth Art Ithaca, Op losse 

schroeven Amsterdam, When attitudes become form, Prospect 69 Kunsthalle Düsseldorf, five USA 

group exhibitions (a.o. Dwan Gallery, Paula Cooper, Seth Siegelaub)

1970    Four European solo shows, two European group exhibitions, three USA group exhibitions, 

among which Information Museum of Modern Art New York, Seth Siegelaub 

1971    6 solo shows in major European institutes: Sperone Turin, Art & Project Amsterdam, 

Konrad Fischer Düsseldorf, Van Abbemuseum Eindhoven, Galerie MTL Brussels, Yvon Lambert 

Paris, and his first USA show, Bykert Gallery New York. Five group exhibitions, among which 

Guggenheim Museum New York, Sonsbeek buiten de perken, Prospect 71 Kunsthalle Düsseldorf, 

Cassandra Foundation Award.

1972    Stedelijk Museum Amsterdam, plus five more European solo shows. Five group shows, 

among which John Weber Gallery New York, Documenta V Kassel. Represents the Netherlands at 

the Venice Biennial.
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1973    Leo Castelli, New York, four European solo shows. Three group shows, one in Detroit

1973-4    Lives and works in Rome

1974    Four European solo shows. Three group shows, one in Museum of Modern Art New York.

1975     Five European solo shows; USA: Leo Castelli New York, Claire S. Copley Los Angeles, 

Cusack Gallery Houston. Five group shows, all in USA.

1976     Four group exhibitions, one in USA

1977    Two European solo shows. Twelve group exhibitions, among which Documenta 6 and six 

(travelling) USA group shows.

1978     Two European solo shows, Leo Castelli solo. Two group shows, one in Leo Castelli

1979    Two European solo shows. Nine group exhibitions, four of which in USA. Rembrandt-

preis of the Johann Wolfgang von Goethe Stiftung Basel. 

1980     Five European solo shows: Van Abbemuseum Eindhoven, Musée d’Art Moderne de la 

Ville de Paris, Kunsthalle Berlin, Galerie Yvon Lambert Paris, Bonnefantenmuseum Maastricht. 

Eight group shows: Pittsburgh Plan for Art, A Space Toronto, Allen Memorial Art Museum Oberlin 

OH, Stedelijk Museum Amsterdam, Louisiana Museum Humlebaek, Galerie Jollenbeck Cologne, 

Australian National Gallery Canberra, Mappin Art Gallery Sheffield.
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Ger Van Elk 

[Stedelijk Museum Amsterdam, Bibliotheek Deccaweg, Knipselmap Ger Van Elk]

Born in Amsterdam, 1941

1959-1991 lives and works alternately in Amsterdam and Los Angeles

Since 1991 lives and works in Amsterdam

1959-61: Studied at the Applied Arts School in Amsterdam

1961: 1 group exhibition Amsterdam, Stedelijk Museum

1961-63: Studied art history and art at the Immaculate Heart College in Los Angeles 

1962: 2 group exhibitions in California

1962: Co-founder of the “Adynamische Groep” together with Wim T. Schippers

1962-63: Adynamische werken (together with Wim T. Schippers), Museum Fodor, Amsterdam

1965-66: Studied art history at the State University of Groningen 

1966: Plestik plastieken, Galerie Swart, Amsterdam

1967: With Jan Dibbets founded the Interational Institute for Re-education of Artists in Amsterdam

1967-68: Galerie Espace, Amsterdam; Amsterdam, Van Elk, Boezem and Dibbets, Galerie Swart

1969: Op losse schroeven, Stedelijk Museum, Amsterdam; When Attitudes Become Form,  

Kunsthalle, Berne

1970: How Van Elk Inflates his Left Foot with his Right One (bulletin), Art & Project, 

Amsterdam; Gery Schum Galerie, Dusseldorf, 

1971: Paul Klee - Um den Fisch, 1926 (bulletin), Art & Project Amsterdam, + 1 solo exhibition in 

California; Three Works by Ger Van Elk Made this Spring in California, Art & Project, Amsterdam 

+ 1 group exhibition Los Angeles; Sonsbeek buiten de perken, Park Sonsbeek, Arnhem: 

Prospekt 71/Projektion, Kunstalle, Dusseldorf

1971-74: Trip to the USA (Los Angeles and New York)

1972: 2 solo exhibition in Claremont (California) and Halifax (Canada); About the Reality of G.  

Morandi, bulletin, Art & Project, Amsterdam; Documenta V Cassel

1973: Stedelijk Van Abbemusem, Eindhoven; Wide White Space Brussel/Antwerpen; Claire S. 

Copley Gallery, Los Angeles, 

1974: Recent Works, bulletin, Art & Project, Amsterdam; Stedelijk Museum, Amsterdam; Palais de 
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Beaux Arts, Brussels

1975: Museum of Modern Art, New York

1976: Reflektie en realiteit, Palais des Beaux-Arts, Bruxelles, 

1977: Documenta VI Cassel

1978: Marian Goodman Gallery, New York; Hansen-Fuller Gallery, San Francisco; 38th Venice 

Biennale

1979: 1 group exhibition Chicago and Zurich

1980: 39th Venice Biennale, Dutch Papillon, Musée d’art moderne de la ville de Paris

1981: Rotterdam, Museum Boymans-van Beuningen

         New York, Marian Goodman Gallery

1982: Amsterdam, Stedelijk Museum, ‘60-’80 Attitudes/Concepts/Images (Group exhibition)

         Documenta VII Cassel

         New York, P.S.1, Beast (Group Exhibition)

1983: 1 group exhibition in Washington

1984: Chicago, The Art Institute, 39th Exhibition of the Society for Contemporary Art: Ger Van 

Elk

        New York, Museum of Modern Art, An International Survey of Recent Painting and 

Sculptures

1988: New York, Marian Goodman Gallery, 

         Grenoble, Centre national d’art contemporain, De la Nature des Genres

         Dusseldorf, Kunstverein

1991: 1 group exhibition in California

         Amsterdam, Stedelijk Museum, Wanderlieder (group exhibition)

1992: 2 group exhibitions in California

1993:  Rotterdam, Museum Boymans-van Beuningen, Sandwiches

1994: Paris, Musée d’art moderne de la ville de Paris, Du concept à l’image (group exhibition)

         Brussel, Palais des Beaux Arts, Wide White Space

1996: Otterlo, Museum Kroller-Muller

1999: Amsterdam, Galerie De Expeditie

         Eindhoven, Stedelijk Van Abbemuseum, De Cadillac en de non
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Bas Jan Ader 

[Stedelijk Museum Amsterdam, Bibliotheek Deccaweg, Knipselmap Bas Jan Ader]

Winschoten, 19 april 1942 - Atlantic Ocean, 1975

1959    Instituut voor Kunstnijverheidsonderwijs (later Rietveld Academie)

1960-1    Exchange programme Bethesda, Maryland. Exhibition Basjan Ader (of Holland)  

Paintings     & Drawings in Realté Gallery, Washinton DC.

1961    Doesn’t go back to Rietveld. Travels to Spain and Morocco, where he stays for some while.

1962    Embarks from Morocco on a sailing yacht to California, a voyage that will take 11 months.

1963    Immaculate Heart College, Los Angeles. Meets Ger van Elk. Exhibition Robin Metze     

Gallery, Pasadena

1964    Otis Art College

1965-7    Art at Claremont Graduate School. 1967 MFA Exhibition Implosion, Bas Jan Ader

1967-9    Philosophy at Claremont Graduate School, 1968&9: 2 California group exhibitions

1969-70  Art teaching position Mount San Antonio College. Visits the Netherlands in summer     

1970, where Van Elk introduces him to Art & Project Gallery. 1 California Solo Exhibition.

1971     Group exhibition, Studio Show, with Ger van Elk, William Leavitt, Allen Ruppersberg, 

Jack     Goldstein, and others. Sonsbeek buiten de perken, Prospect ‘71 - Projection     

(Düsseldorf)

1972    Group exhibitions Bas Jan Ader, William Leavitt, Ger van Elk, Claremont California. Solo  

   shows: Art & Project, Bremerhaven, California.

1972-3 Teaches art at Immaculate Heart College. 1973: 2 Holland Group Exhibitions, 1 Canada     

Solo exhibition.

1974    Teaches art at University of California at Irvine. Solo exhibition Bremerhaven,     

travelling group exhibition Netherlands.

1975    Attempts to sail from Cape Cod (East Coast USA) to England as part of his project In     

search of the miraculous. Radio contact ceased after three weeks. Ship was found close    

    to Ireland, in April 1976, apparently having floated for 6 months. No trace of Bas Jan Ader     

was ever found. Solo exhibitions in Italy and at Claire Copley Gallery, Los Angeles. 

1976    Group exhibition Luzern. 

1978    Group exhibition Stedelijk Museum

1979-onwards. Group exhibitions Europe
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Stanley Brouwn

[Rijksbureau voor Kunsthistorische Documentatie, The Hague, knipselmap Stanley Brouwn]

1935. born in Paramaribo

1957. moves to the Netherlands

1980. prize: David Roellprijs

Since 1960, Stanley Brouwn practices a form of art that now is called conceptual art. In principle,

these years he has consequently and uncompromisingly been working on the themes of 'going', of

directions and itineraries, and so less about the concrete execution than about the idea of movement

in a direction. Since 1960, he calls his work 'This way brown'.

[Press release from Gemeente Amsterdam March 16, 1971, Persdocumentatiemap 1]

One-man exhibitions

1960. Exhibition: all shoe shops in Amsterdam are subject of the exhibition.

1964. Rene' Block, Berlin.

1965. Orez, Den Haag.

1968. Lichter, Seide, Patio, Frankfurt.

1969. Rene' Block, Berlin.

1969. Art & Project, Amsterdam

1970. Staedtisches Museum Moenchengladbach

1970. Art & Project, Amsterdam

1970. De Kargadoor, Utrecht

1970. The Modern Art Agency, Napoli

1970. Aktionsraum 1, Munich.

1970. Galerie Rene' Block, Berlin

1970. Videogalerie Gerry Schum, Hannover, TV Broadcast 1.Programm, 30. Nov.

1970, 22.50 Uhr.

1970. Konrad Fischer, Duesseldorf

1970. Michael Werner, Cologne.

1970. Stedelijk Museum, Schiedam

1971. Art & Project, Amsterdam
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1971. Gegenverkehr, Aachen

1971. Michael Werner, Cologne.

1971. 'Steps', Stedelijk Museum, Amsterdam

1971. “My Steps in Milan”, Françoise Lambert Gallery, Milan

1971. 'My Steps in Brussels', MTL, Brussels

1972. Art & Project, Amsterdam

1972. Utrechtse Kring, Utrecht

1973. Art & Project, Amsterdam

1973. Rolf Preisig, Basel

1973. Kabinett fuer Aktuelle Kunst, Bremerhaven

1973. “Constructed Work, Constructed Distance, Constuction”, Konrad Fischer, Dusseldorf,

1976. Van Abbemuseum, Eindhoven

1976. Stanley Brouwn / Anton Heyboer, Kustzaal “Zuid”, Rotterdam [Travelling exhibition, also

went to Weeshuis, Vlaardingen in 1976, Groningen in 1977 and De Reehorst in Ede in 1977]

1977. Kunsthalle Bern

1978. Art & Project.

1979. InK, Zuerich

1979-80. Stedelijk Museum Amsterdam. David Roellprijs.

1980. museum fodor (amsterdam)

1980. Liliane & Michel Burand-Dessert, Paris.

1980. Forum Kunst Rottweil Friedrichsplatz

1980. Art & Project, Amsterdam

group exhibitions

1964. Bloomsday '64, Frankfurt. [Newspaperclipping Groene Amsterdammer 30

januari 1965, RKD, Persdocumentatiemap 1]

1969. Prospect '69, Duesseldorf

1980. Hanne Darboven, Stanley Brouwn, Jan Dibbets. Museum Boymans van

Beuningen, Rotterdam.

films

1960-1965 'This way brouwn'-movies

1964. Lopen van a naar b
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1969. TV-film, TV Berlin

1969. Pompei

1969. Schiedam

1969. Tatvan

1970. One step [video from 'Identifications']

1971. Een stap [from Frans Haks' series 'Beeldende kunstenaars maken

televisie']
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c. Inventory list
 

Jan Dibbets:

Jan Dibbets – Works 1969 – 1999, BAWAG Contemporary, Vienna 2000, exh. cat. 

Jan Dibbets, De Pont, Tilburg 2001, exh. cat.

Jan Dibbets, Stedelijk Museum, Amsterdam 1987, exh. cat.

Jan Dibbets: L' Oeuvre Photographique, Paris, Editions du Panama, cat. rais.

[All at the Stedelijk Museum Amsterdam, Bibliotheek Deccaweg]

Bas Jan Ader:

Bas Jan Ader. Please Don't Leave Me, Museum Boijmans Van Beuningen, Rotterdam 2006, exh. 

cat. 

[Stedelijk Museum Amsterdam, Bibliotheek Deccaweg]

 

Ger van Elk:

Ger van Elk: de Cadillac en de non, Stedelijk Van Abbemuseum, Eindhoven 1999

[Stedelijk Museum Amsterdam, Bibliotheek Deccaweg]

Stanley Brouwn:

1. Poster/invitation This way Brouwn, International Galery Orez, Den Haag, 11-18/12/1965

2. Art & Project Bulletin 8 “stanley brouwn & art & project”, Art & Project, Amsterdam, 31/05-25/

04/1969

3. Poster exhibition, Stanley Brouwn, Stedelijk Museum, Schiedam, 14/02-16/03 1970

4.Invitation Summer exhibitions Art & Project: Ger Van Elk, the fluttering pennon, 1970; Stanley

Brouwn, send me a map…, 1970 + documentation concerning several international conceptual

artists (LeWitt, Dibbets, Buren, Darboven, Gilbert & George, Brouwn, Van Elk….),     
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14/07-15/08 1970

5. Art & Project Bulletin 38, Stanley Brouwn, Art & Project, Amsterdam, 24/04-15/05 1971 (The

total number of my steps in 1971-1985 in Oslo, Addis Ababa, Tokio, ecc)

6. Invitation exhibition, Stanley Brouwn, my steps in Milan, Françoise Lambert Gallery, Milan, 4/

05/1971

7. Invitation exhibition, Stanley Brouwn, my steps in Brussels, Mtl Gallery , Bruxelles, 26/11-14/12

1971

8. Art & Project Bulletin 63, Stanley Brouwn, Art & Project, Amsterdam, 25/11-15/12 1972 

9. Art & Project Bulletin 69, Stanley Brouwn, Art & Project, Amsterdam, 4/09-26/09 1973

10. Invitation exhibition, Stanley Brouwn, Constructed Work, Constructed Distance, Constuction,

Konrad Fischer, Dusseldorf, 16/01-15/02 1973

11. Invitation exhibition organised in collaboration between Art & Project and MTL in Antwerp, 

16/

10-10/11 1973

12. Invitation exhibition Stanley Brouwn / Anton Heyboer, Kunstzaal “Zuid”, Rotterdam 6-9/09/

1976 Travelling exhibition, also went to Weeshuis, Vlaardingen in 1976, Groningen in 1977 and De

Reehorst in Ede in 1977

13. Invitation exhibition Stanley Brouwn, Museum Fodor, Amsterdam 8/03-30/03 1980

14. Invitation exhibition Stanley Brouwn, Forum Kunst Rottweil Friedrichsplatz, 21/06-20/07 1980

15. Art & Project Bulletin 120, Stanley Brouwn, Art & Project, Amsterdam, 11/11-6/12 1980

[All the information comes from the Rijksbureau voor Kunsthistorische Documentatie, The Hague, 

knipselmap Stanley Brouwn]
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d. Dead ends

1. Gallery Swart Archive

At the moment there does not exist an archive for documentation left from the activity of the 

gallery.

From an email sent by Jan Adrichem (Universiteit Utrecht), dated January 10, 2010:

Dear Jesse, dear Francesca,

I am afraid I have to tell you there is no archive on the Swart Gallery. I urged Riekje Swart 

often to deposit her archive at the RKD, but she always refused to do so since she thought it 

too unimportant. And possibly also because she did not wish other people would later 

inspect her occupations as an art galerist. 

I think that the best place to inspect the history of the gallery is to look at what has been 

assembled at the Stedelijk library, and at the RKD. I think she always sent invitations of her 

program to the RKD. Further more, there is her testamentary executor: Bouwe Jan Swart. I 

don't know his Amsterdam adress, but he lives nearby the Amstelveld and I think he might 

have some letters and documentation that Riekje did not distroy herself. He also in the later 

years he photographed at openings of the gallery etc. This also might be interesting to you. 

Hoping not to have discouraged you too much,

best,

Jan van Adrichem  

2. Stanley Brouwn information

All information concerning the activity of Stanley Brouwn were found in the Stanley Brouwn 

Knipselmap, at the Rijksbureau voor Kunsthistorische Documentatie, The Hague. It’s not allowed 

to make photocopies there, so we copied all relevant information by hand. 
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e. References to Dutch identity
Strikingly enough, in our research into the first avant-garde movement where the Dutch were 

prominently active since Cobra, we did not find any relevant references to typical Dutchness, Dutch 

identity, pride of Dutch artists or activities, or key Dutch characteristics. One could imagine, for 

example, Dibbets’ photography and film work on polders to be viewed in that perspective.

Dibbets said the following about the Netherlands, though: 

I always felt – and I still do – that you shouldn’t get involved in your country. I live here, 

because I have nothing to do with Holland. If I’d been too much involved in the Dutch art 

scene, it would have paralyzed me. I try to keep as great a distance as possible. That's why I 

was happy that [the purchase] didn't work out with the Vissers. And it's also the same reason 

why I quit in 1975. I still think it was wise to do that. There’s a lot of my work in museums 

in Holland, but privately there are maybe ferwer than ten people who have a work of mine.

Sophie Richard: Why was it important to keep a distance from Holland?

Dibbets: If you live in Holland, it becomes quickly very homey. 

Sophie Richard: I know that from Luxembourg.

Dibbets: Yes, I think Luxembourg would be the ideal place to live, and not to deal with 

anybody. For that reason I bought this place in Amsterdam. My home is my castle. And by 

the way, part of the year we live in Italy.34

We believe that a lack of nationalist tendency is rather corresponding with the reversing nature of 

conceptual art in the first place: as was for example the dada-movement, conceptual art was both an 

international movement breaking through all kinds of artistic conventions, and at times very 

politically conscious as well. It’s important to note that, although American artists still had some 

kind of prestige, it really didn’t seem to matter where an artist was from. It’s telling that not only all 

this artistic change happened around the socio-politically magical years of ‘68 and ‘69, but also that 

Germany fulfilled such an important role, and that German people had very good social 

relationships with people of all nationalities in a period that was still dominated by severe post-war 

and cold war national political climates. One might say that the general feeling the ‘incrowd’ must 

have had during those days, could well be rather corresponding with our present ideas of 

postmodernism: heterogeneous narratives and perspectives, de-hierarchization of traditional power 

structures, the rejection of the idea of a singular progressive linear historical tendency, and also the 

rejection of traditional ideas of a world divided in separate countries, nations and people. 

34 Sophie Richard, ‘Conversation with Jan Dibbets’, in Unconcealed (op.cit.), p. 416.
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