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« Jef Geys (Leopoldsburg,1934—Genk, 2018) lived 
and worked in Balen, a town in Flanders, Belgium 
that is situated in De Kempen, a natural region that 
encompasses part of the low countries that extends east 
from Antwerp and terminates in the southwestern part of 
the Netherlands. Much of his work centers on this locale, 
reflecting the artist’s position in the region’s environment, 
history, language, and social relations—what Geys 
referred to as “terroir.” Vocationally, Geys taught “Positive 
Aesthetics” (his own invention) at the state middle school 
in Balen from 1960 to 1989. This precocious approach 
used Geys’ own practice as an artist alongside the 
presentation of contemporary works of art—from Piero 
Gilardi to Daniel Buren to Roy Lichtenstein—to heighten 
an awareness in his students of the world around them, 
presenting concepts usually considered only for educated 
adults.[1] Geys staged projects in his classroom with his 
students and listed these activities among an inventory 
of artworks that he kept up to date from 1947 until his 
death earlier this year. What is most important about this 
inventory is how it establishes an equivalence between 
forms, between activities of the artist in everyday life and 
all that is commonly recognized as the production of an 
artist.

As early as 1966, Jef Geys began using his red heart motif, 
as both a signature and an arbitrary form. It appeared 
containing a list of numbers extracted from his personal 
identity cards and licenses, set within a self-portrait 
on the front cover of his newspaper the Kempens 
Informatieblad; on bottles of Champagne during Geys’ 
tenure co-running Bar 900; and within the same contours, 
was baked as loaves of bread and sold in a gallery like any 
work of art. As a logo or signature form, it was modeled 
to point to the artist as its referent while alluding to 
whatever associations one might equate with the heart 
and the breast.

In Geys’ work, the heart was one of the early examples 
of his interest in how a form can function as a mode of 
identification. He was interested in understanding what 
structures establish the channel of communication 
between a form and its referent, and to attempt to create 
associations of meaning beyond art’s established codes:

Precisely during the period 1960–63, I was preoccupied with 
such things as “form” and what made “form” look different: 
camouflage and mimicry, in short, the hidden, the things 
which one seems to see.

Images-forms which are shown in a certain way, i.e. 
in a studied “correct” way, under “correct” guidance, 
embedded in a “correct” strategy, are readily accepted, as 
if they have existed all the time. Repetition, while creating 
habit, nearly at the same time leaves a taste of déjà vu. 
The end is an accepted boredom. Images-forms, no 
matter how strong they are, may appear perfectly normal, 
submitted, tame, having reached the saturation point. 
The images are experienced as something “retinal,” which 
is also the experience one is looking for: the significance 

underneath is kept at a distance. We are inclined to 
dispose of any images which cannot be used to finish our 
homework, as mere scenery for more important things 
that we supposedly have on our mind. To demonstrate 
this obvious wearing out of images, I started looking for 
basic forms with a very simple structure but a heavily 
loaded content.[2]

It was the fundamentals that interested Geys most, 
not as established universal truths, but as the basic 
assumptions that we all start with in making sense of 
the world—for instance, what structures classify hues 
into colors, line and space into shape. This began early, 
while Geys was studying at the Academy of Fine Arts in 
Antwerp: “I’ve always been interested in the truth behind 
things, the motivation, going back. At that time I had 
this problem of classifying, of visual thinking. It’s your 
environment that turns you into an artist, just as art is 
made. Actually the word art is artificial.”[3]

This sociological question, of what fashions an artist, 
would be elaborated after graduation when Geys 
received his license to teach and returned to Balen for 
work. It was at this time that he designed the Coloring 
Book for Adults (1963–65) to alleviate his own impasse, 
creating this instructive work almost to teach himself 
how to be an artist. The Coloring Book infantilizes its 
subject, prescribing to its user an action as banal as 
coloring in the most commonplace of culturally loaded 
forms. It contains the themes of: 1. the gendered female 
form in art history; 2. maps and geopolitical borders; 
3. the mid-century model home; 4. human anatomy; 
5. the masculine image of the soldier; 6. consumer 
commodities; 7. the automobile.

As an educational tool repurposed for the adult world, the 
coloring book follows a pedagogical theme in Geys’ work 
that reflected the language surrounding his vocation, 
while throwing its purpose into sharp contradiction. By 
being displaced into adulthood, the coloring book served 
a divisive purpose, irritating Western art’s fixation on the 
creation of the autonomous work of art by a singular 
individual, as well as the perceived need for a tool to serve 
a clear function.

This search for model forms lead Geys to “rediscover” 
the golden ratio as a metric based on the human figure. 
In many ways, the body became ground zero for Geys, 
pointing back to how he oriented himself toward the 
world, as a resident of a small town, a teacher, organizer 
of community groups at socialist community centers, 
and as an artist within these contexts. His primary 
influence for making this central to his teaching and 
his art, was from Soviet architect and educator Nikolai 
Ladovsky, who imbued his teaching of architecture at 
the Vkhutemas (the Soviet equivalent of the Bauhaus) 
with the “physiological effects… and spatial properties of 
form” as derived from practical human use and spatial 
perception.[4]

Jef Geys



With his I-form of 1968, a year that saw considerable 
police violence in Europe and abroad, Jef Geys outlined his 
body on the pavement and photographed what remained. 
As with the heart, he was interested in dealing with the 
shape of the body as the simplest identifying form of 
the individual. It signaled toward a broader dialectic in 
Geys’ work between the particular (the body of the artist, 
Geys himself) and the universal (the body as a general 
form). This remained a productive contradiction for Geys, 
underlining the problematics of a humanism based within 
the contingencies of the individual’s own body, Balen, 
Flanders, Belgium, ad infinitum.

Two years earlier, in 1966, the artist’s outline served as 
a series of paper cut-outs, like paper dolls but with a 1:1 
human metric. In Geys’ typical elaboration of a theme, 
the same year saw similar “dolls” in three-dimensional 
form, routed in wood and painted in different guises—
“camouflaged” with signifying colors of football teams, 
flags, and military insignia. An object of childhood again 
greeted the adult world in abstracted form. Termed 
Schildwachten [sentinels, or more literally, “paint-
watchers”], these wooden inferences of both personhood 
and standardization give a sly acknowledgment to fellow 
Belgian René Magritte’s bilboquet motif.[5] Once painted, 
they resemble giant table-top football players as much 
as they suggest the shape of the American bombs that 
were decimating Vietnam at the time.

The Schildwachten refer to military guards, in name and 
resemblance, not unlike what Geys would have seen 
coming of age in Leopoldsburg, a small military town 
that was occupied by Germany in WWII. We should pause 
to place importance on Geys’ proximity to the military 
context, to its strategies, codified language, and flags 
of signification. Much of the content for Geys’ work was 
drawn from these surroundings, including the quadrant 
grid design of the town’s military camp. The Roman 
grid appeared consistently throughout Geys’ work as a 
reference to the universal metric of land division and town 
planning, a design which was exported from the lowlands 
during colonization, made emblematic in New York, and 
common to every modern city since. He reduced the 
quadrant design to 2×2 meter squares, and installed it in 
his own garden as planter boxes to grow seasonal fare. 
The grid of quadra in his garden provided a ground for 
which many of his future projects were based:

For me nothing is so binding as the laws of the grid. Trying to 
escape the rules of the game makes the game unnecessarily 
false. Grids are there because we need to speak, because 
rules and laws try to dominate our traffic. Sometimes the 
invisible rules of the game are more interesting than the 
game itself. In the beginning there are rules that we all can 
and want to recognize.[6]

Characteristic of the sense of contradiction that runs 
throughout much of Geys’ work, the prescribed rules 
and protocol that he established for his own production 
were used equally in their capacity for limitation as they 
were for their productivity. For instance, Geys seemingly 
established a serial structure arbitrarily or retrospectively, 
e.g., when he annually painted the design of one of the 
seed packets from his garden between 1963 and 2017; or 
when Geys published All the Black and White Photos until 
1998, which compiled all of his contact sheets without 

editing or censoring. By camouflaging the logic of the 
work with a new rubric, he invited a legible meaning that 
speaks at a different register, one which may even be 
out of his hands. It was a way of deceiving himself and 
remaining suspicious of his own intentions, throwing a net 
over poetic choices to give the appearance of order. Jef 
Geys saw structure as a necessary deception:

Through the art of Jef Geys runs a chain of variations on the 
theme of concealing: wrapping, travesty, con-trick, kitsch, 
camouflage… Most of the time the artist attacks the social 
deceit indirectly. He seems to adapt; but at the same time he 
provides shifts which reveal his critical intention; which make 
the machine of deceit grind and shudder. Complicity and 
sabotage.

Recurrent questions are: how do those who are in control, 
deceive “the masses”; which part of their memory do 
they try to erase? The non-conformist who asks those 
impertinent questions, has an amazing stock of popular 
candour and brutality. But no smug naivëty; he knows he is 
neither a saint nor a hero; he knows that the idea of art itself 
has been open to suspicion for long. Therefore Jef Geys 
passes criticism on art and the para-artistic phenomenons 
while at the same time he shows he is conscious of his 
own ambivalent position: he cannot remain completely 
outside the deceit. (Nobody can.) This explains his sharp 
camouflage-games; they caution the public or make them 
feel uncomfortable. (Sometimes: as if someone is lecturing 
you about the deceit of the world while he is pinching your 
wallet.)[7]

Indeed, deception was central to Geys’ work—in his 
strategic dealings with the art industry, he often 
proposed the unrealizable or absurd, not as self-sabotage 
but as productive sleights-of-hand. There was his famous 
proposal to blow up the Museum of Fine Arts in Antwerp; 
his letter to dealer Ileana Sonnabend suggesting she 
exhibit his vacation photos from the South of France; his 
bid to install a structurally unfeasible viewing platform at 
Le Magasin, Grenoble; or his many letters to appointed 
bureaucrats suggesting they allow Geys to plant 
vegetable gardens on state property, one of which was 
addressed to French president Jacques Chirac. For an 
artist interested in the “the invisible rules of the game,” 
these were productive interventions, revealing something 
particular in each instance, be it either cultural or 
common sense, about the structures that circumscribe 
what can and cannot be done or said by an artist.

Establishing the mythic persona of the artist was a 
strategy that allowed Geys to put into question the 
relationship between the private life of the individual and 
the public identity contained within the role of the artist, 
continuing the theme that Joris Note identifies as a form 
of “concealment.” Not unlike dressing the Schildwacht 
in a variety of painted appearances, Geys intentionally 
displaced the role by appropriating other identities—
what he called “disguises.” For instance, there was Mary 
Davenport, a nom-de-plume assumed by Geys for a body 
of work picturing equine figures; and Geys’ adoption of 
the name of a village boy, Gijs Van Doorn. Geys elaborated 
his own persona like any other form in his work, and with 
considerable foresight, saw the complicity between the 
activity of the artist and their public persona as a site to 
establish one’s autonomy as an artist.

This remains as evidence of Geys’ singular attitude 



considerable foresight, saw the complicity between the 
activity of the artist and their public persona as a site to 
establish one’s autonomy as an artist.

This remains as evidence of Geys’ singular attitude 
towards his position in the world, it was an idiosyncratic 
political stance, underwritten by a radical equivalence 
between all that he did. This is evident in his position 
on aesthetic experience that he elaborated in his 
work, promoting a social equality that disregarded the 
classist connoisseurship on which the art system has 
been established, ever since the invention of taste. He 
equated the engineering and finish of a BMW as equal 
in beauty to a Rubens; botanical forms as elaborate and 
“useful” as pornographic drawings or corporate images; 
and the production of a painting factory in Leopoldsburg 
that produced paintings of “common” Flemish taste to 
be as insightful on the state of artistic production as the 
authorship of the artist himself.

Beginning and ending in and around De Kempen, Jef 
Geys made this equivalence most legible by maintaining 
his lifelong inventory of works. While constantly referring 
to and reinterpreting his own output, the continuity of 
this index retains a steady equilibrium, giving all of Geys’ 
divergent activities as an artist the same standing. 
Above all, the taxonomy of this expansive list is rooted in 
a sentimental materialism, cataloging everything from 
the commonplace to the perceptively eminent: a class 
field-trip to visit the studio of Marcel Broodthaers; the 
natural products of Geys’ garden; a drive with cabbages 
around the region to “show” them the countryside; 
exhibiting at Documenta; the presentation of a snake 
handler in the classroom; the book compiling all of his 
black and white photographs; appearances on television; 
and a number of letters addressed to heads of state. 
Within all of this was a spirited questioning of art’s 
position in the world, and consequently, the role of the 
artist in social life. Jef Geys rearticulated modernity’s 
question concerning the purpose of the artist into a 
mode of working that sensed the boundaries of the 
role; he tested its limits, asking what circumscribes the 
expectations of what an artist is and does.

[...]

Jef Geys was among Europe’s most respected yet under-
acknowledged artists. Producing artwork since the 1950s, 
Geys’ work focused on the construction of social and political 
engagement and the questions that are fundamental to the 
language of art’s content, form, and function. From 1960 to 
1989, Geys taught art at the state school in Balen, a town in 
the Kempens region where he lived for five decades. Geys 
drew as much of his diction from his work as a teacher as that 
of an artist, and made it clear that his art questions what is 
transmissible or translatable between the binaries: artist and 
audience, student and teacher, particular and universal.

Jef Geys represented Belgium at the 2009 Venice Biennale 
and is featured prominently in national collections across 
Europe. He presented his work at the 21st Bienal de São Paulo 
in 1991, Skulptur Projekte Münster in 1997 and Documenta 11 
in 2007. Additionally, he received institutional recognition in 
the form of one or two person exhibitions at De Vleeshal, 
Middelburg, The Netherlands (1987); Palais des Beaux-Arts, 
Brussels, Belgium (1992); Middelheim, Antwerp, Belgium 
(1999 & 2014); Kunstverein Munich, Munich, Germany (2001); 

Kunsthalle Lophem, Loppem-Zedelgem, Belgium (2003); Van 
Abbemuseum, Eindhoven, The Netherlands (2004); Institut 
d’art contemporain Villeurbanne / Rhone-Alpes, Villeurbanne, 
France (2007 & 2017); Bawag Foundation, Vienna, Austria 
(2009); Museum of Contemporay Art Detroit, Detroit, Michigan 
(2010); Jakob Smithmuseum, Mol, Belgium (2011); MuHKA 
Museum for Hedendaagse Art Antwerp, Antwerp, Belgium 
(2011); Royal Museum of Fine Arts of Belgium, Brussels, 
Belgium (2012); CNEAI, Chatou, France (2012, 2014 & 2016); 
Culturgest, Lisbon, Portugal (2012); Cubitt, London, UK (2013); 
Les Bains-Douches, Alençon, France (2014 & 17); SMAK, Gent, 
Belgium (2015); CAPC musée d’art contemporain de Bordeaux, 
Bordeaux, France (2016); and Center d’art contemporain / 
Passages, Troyes, France (2017).»

Nicholas Tammens is a curator, writer, and childhood 
educator based in Naarm (Melbourne), Australia.

[1] Anna Harding, “Jef Geys School Projects 1960–2005.” In 
Magic Moments: Collaboration Between Artists and Young 
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Foundation, 2009.
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exh. cat., São Paulo Biennial, 1991. For further elaboration, see 
Jamie Stevens, Chalet, exh. text, La Loge, Brussels, 2017.

[5] Thanks to Dirk Snauwaert for this important connection.

[6] Kempens Informatieblad, Special Edition Biennale Venetië 
[Venice Bienniale], 2009.

[7] Joris Note, Jef Geys, ABC Ecole de Paris, Stichting Kunst & 
Projecten, 1990.



COLORING BOOK FOR ADULTS
« In between 1963 and 1965 Jef Geys worked out a coloring book for adults. End of the fifties, beginning of the sixties Geys 
came into contact with the theatre plays of Bertolt Brecht and through a story about The Berliner Ensemble he started 
to become interested in the theories of the Russian teacher from the 1920, Nikolai Ladovsky. Ladovsky wanted to bring 
painting, sculpture and architecture together, and he used psychoanalytic methods to create architectural spaces. He also 
conceived instruments to measure the fysiological effects of forms.

Jef Geys was also interested in the form and what made it look different: camouflage, mimicry. He searched for banal, overused 
images from daily life, and wanted to create a bridge between the daily banality of the representations and thinking about ethics. 

He rearranged the borders of countries (melting England for instance together with Indochina/ Vietnam). 

The body as a puzzle, the container of everything we experience, some parts larger, without scale

The masculine, the macho-military

The dream: the car as a projection screen for a lot of frustrations

The high priests (female) from art history and in the circle the Leonardo da Vinci body builder.

The things we need in daily life, the things we use, we consume, we talk about, the things we use to fill our lifes (and later throw 
away, to get new ones). The house and how to re-think the relation between the architect and the human scale. 

The coloring book is a way to gather people, for people to gather, to have meetings and to discuss things, to feel safe.»

(Phillip Van den Bossche, August 2017, Oostende - text reproduced in Kempens Informatieboek speciale editie Mu.ZEE, Oostende / special 
edition Établissement d’en face / edition speciale M HKA, Antwerpen / sonderausgabe la loge brussels (2017)

Air de Paris, Artissima 2016



Jef Geys
Album à colorier 1, 1963-65 / 1980s
color pencil on offset print. Stamp Archief and signature.
71 x 61 x 2 cm / without frame 64 x 48,5 cm
Unique



Jef Geys
Album à colorier 2, 1963-65 / 1980s
color pencil on offset print. Stamp Archief and signature.
71 x 61 x 2 cm / without frame 64 x 48,5 cm
Unique



Jef Geys
Album à colorier 3, 1963-65 / 1980s
color pencil on offset print. Stamp Archief and signature.
71 x 61 x 2 cm / without frame 64 x 48,5 cm
Unique



PASSEPORT DE VACHE

« My father-in-law who played a major role in my life was a cattle seller from 1965 to 1966. He scorned money. I visited 
farmers with him to buy and sell cattle.
The shapes of cows and beefs were drawn on a passeport together with their name, gender, age and vaccines. 
The coloring book for adults that I made in 1963-64 works the same way.
My job was to draw and record the animals. 
Of course there were frauds, falsifications of records to subtract them to the administration so a cow named Elsa might 
be named Bernadette by camouflage and transformation. »
(text reproduced in Kempens Informatieblad Édition spéciale Air de Paris, 2014)

Jef Geys, Air de Paris, 2014



Jef Geys: Al de zwart-wit fotos’s tot 1998, p. 443



Kempens Informatieblad Édition spéciale Air de Paris, Offset, 2014, 32 pages 44 x 30,5 cm, 1500 ex. 



Jef Geys
Passeport de vache (Anabelle), 1965-2014
b&w c-print mounted on offset print, color pencil
67 x 46 cm / without frame 66 x 45 cm
Unique



Jef Geys
Passeport de vache (Angélique), 1965-2014
b&w c-print mounted on offset print, color pencil
67 x 46 cm / without frame 66 x 45 cm
Unique



Jef Geys
Passeport de vache (Anette), 1965-2014
b&w c-print mounted on offset print, color pencil
67 x 46 cm / without frame 66 x 45 cm
Unique



TEN MODEL PAINTINGS

« Martin Douven (1898-1973), a self-taught painter from Leopoldsburg, started selling his own small paintings in 1928. He later 
taught his children and others to paint in a form of mass production. After the war his company expanded into a factory 
making both paintings and frames that employed two hundred people and exported worldwide.

As a boy, Jef Geys was at school with one of Douven’s sons, and this gave him the opportunity to see the workings of the 
factory. In the late fifties, when he was already a painter and teacher, by chance he received from his father-in-law a painting 
originating from Douven’s workshops. This work (of a lake with two small swans) became the starting point for a study of 
the essential elements of painting: what made an image ‘attractive’, to whom, and how? This gave rise to a series of black 
paintings in which Geys marked the centre of gravity geometrically. It was here too that his exploration of various aspects 
of the painting itself began: support, material, helpers, signature, and so on. » 
(text extracted from the press release of Jef Geys’s exhibtion «Martin Douven – Leopoldsburg –», M HKA, 2011)

Jef Geys
Ten Model Paintings, 1965 / 1980s
set of 10 oil on canvas, all signed on back.
10 x (40 x 50 cm)
Unique



Kempens Informatieblad -  Martin Douven - Leopoldsburg - Jef Geys - 44 x 30.5 cm, Dutch, English, French, German, 
publisher : Museum van Hedendaagse Kunst, Antwerpen. 



Kempens Informatieblad -  Martin Douven - Leopoldsburg - Jef Geys - 44 x 30.5 cm, Dutch, English, French, German, 
publisher : Museum van Hedendaagse Kunst, Antwerpen. 



GAVRA SERIES

Gavra is the name of a ceramic company in the Campine region in Belgium producing ceramic tiles of oriental style. Jef 
Geys reproduces these patterns on canvas of a generic format of 1sqm.

Jef Geys
Untitled (Gavra series), 1980s
acrylic on canvas, signed on back.
100 x 100 x 3,5 cm
unique



Jef Geys
Untitled (Gavra series), 1980s
acrylic on canvas, signed on back.
100 x 100 x 3,5 cm
unique



SONNABEND (WAAR IS DE HORIZON)

This work is a 1966 correspondence from Sonnabend art gallery. This reply follows the sending of a series of ten slides that 
he addressed the gallery to present his photographic work on the horizon. By presenting back this work, Jef Geys allows 
himself to clarify the way things can be sometimes disturbed by a hasty judgement on the apparent poverty of the means 
rather that addressing the meaning of things. 
(Francis Mary - Text extracted from the press release of Jef Geys’ exhibition at CNEAI  ‘C’est aujourd’hui dimanche, tiens ma jolie Maman 
voilà des roses blanches, toi qui les aimes tant !, 2014)

Jef Geys
Sonnabend (waar is de horizon), 1966-2016
Eight framed photographic prints (2016 prints), framed color photocopy 
frames 29,7 x 42 cm / without frame prints: 20 x 28 cm; xerox: 29,7 x 21 cm
Edition of 5



Jef Geys: Kempens - Special edition Air de Paris



Jef Geys: Kempens - Special edition Air de Paris



CARI AMICI, ABITANTI DI NAPOLI

This is a very moving work about a work that was never completed. Jef Geys was invited to participate in a group show in 
and about Napoli. He starts to list of the worst clichés about the city of Naples, a letter that ends with a love declaration to 
its inhabitants.

Jef Geys
Cari amici, abitanti di Napoli, 1981
ink on paper, print on paper, wooden frames
121 x 93 x 10 cm
unique
Collection Madre Napoli - museo d’arte contemporanea Donnaregina



Cari amici, abitanti di Napoli, 1981 (det.)



Cari amici, abitanti di Napoli, 1981 (det.)



LE TOUR DE FRANCE 1969 D’EDDY MERCKX 

« During the summer of 1969 Belgian artist Jef Geys decided to follow the Tour de France. A passionate lover of cycling, 
like so many of his compatriots, Geys photographed the stages of what was to be the first victory for Eddy Merckx. The 
result was a series of images mingling the sociological, the geographic and the artistic, and focusing as much on the fans 
and the curious as on the competitors. The logos and advertisements spotted at the stopover points make up the event’s 
symbolic literature, while the points of view are those of the true enthusiast, a voyeur whose dedication to a seldom 
satisfied repetition with no aesthetic purpose is the embodiment of a pure critical stance. The 67 photographs are in black 
and white. They might be seen as merely documentary or nostalgic, were it not for the caustic edge Jef Geys highlights 
with his specially designed «bolted» frames. Another feature of the work is a montage of two pages from the Belgian press 
of July 1969, giving equal exposure to man’s first step on the moon and Eddy Merckx’s first victory. » 
(text by Sylvie Boulanger and Francis Mary)

Touring exhibition curated by Sylvie Boulanger and Francis Mary “Le Tour de France 1969 d’Eddy Merckx” at Cneai, Pantin; 
CAPC musée d’art contemporain de Bordeaux; Bains-Douches d’Alençon; Centre d’art contemporain Passages, Troyes; 
IAC, Villeurbanne; Air de Paris; Bozar between 2016 and 2019.

Jef Geys
Le Tour de France 1969 d’Eddy Merckx, 1969 / 2015
unique set comprising a series of 67 digital prints (2015, ed.3) from Ektachrome (1969), framed in wood, Plexiglas and bolts 
and 2 pages of a newspaper dated July 20, 1969, framed in wood.
prints 42 x 29,7 cm, frames 47 x 35 cm and 80 x 110 cm
Edition of 3

Jef Geys, Air de Paris, 2018



Jef Geys: Al de zwart-wit fotos’s tot 1998, p. 234

In 1998 Jef Geys publishes a volume with the prosaic, self-explanatory title - All the black-and-white photographs up to 1998: 
a weighty tome of some 500 pages, filled with contact prints of all the photographs made by the artist over the last forty 
years.  This important book offers a panoramic survey of the artist as remorseless observer and chronicler of his (own) 
history.

The contact sheet n°234 gathers the 67 photographs  of le Tour de France  1969 d’Eddy Merckx



This artist’s book brings together the 67 black and white photographs of contact board No. 234 from «Jef Geys: Al de 
zwart-wit fotos’s tot 1998»
published in May 2018, no text, 21 x 29,7 cm (softcover), 68 pages (b/w ill.)



Jef Geys:  Le Tour de France 1969 d’Eddy Merckx, 1969 / 2015 (det.)



Jef Geys:  Le Tour de France 1969 d’Eddy Merckx, 1969 / 2015 (det.)



Jef Geys:  Le Tour de France 1969 d’Eddy Merckx, 1969 / 2015 (det.)



Jef Geys:  Le Tour de France 1969 d’Eddy Merckx, 1969 / 2015 (det.)



Jef Geys:  Le Tour de France 1969 d’Eddy Merckx, 1969 / 2015 (det.)



! QUESTIONS DE FEMMES ? 

« At the beginning of 1960, when I was a teacher at a secondary school in Balen, I went to a nearby public library every day 
to read the newspapers and magazines. In a notice book I wrote down all the questions I met and that seemed typically 
feminine to me.

At the back wall of my classroom I attached a roll of brown wrapping paper of 1.40 m wide on which I copied those ques-
tions with a thick marker. Sometimes weeks passed by before some of my students made a remark about the content of 
the questions. When this happened, I stopped the lesson and spent the remaining time discussing that theme.
The first time this roll of “!women’s questions?” left my classroom was about 1970, when the women of the socialist so-
ciety club asked me, being an artist, to make a contribution for their annual exposition. I lent them a small amout of the little 
seedbags which were considered as well painted.

But there was one condition: they had to expose the paper rolls with the “!women’s questions?” too.

Later on, I started to show that “questions” project in translations in the artistic circuit in three formats:

• 1 original on oilcloth (1.40m / 7m)

• 5 copies on paper (1.20 / 7m)

• 75 copies on graphpaper (1.20 / 0.30m)

Since then I made translations in English, French, German, Italian, Spanish, Japanese, Chinese, Arabic and Hebrew.I’m still 
working on versions in Russian, Turkish and Hindi.»
(Text reproduced in Kempens Informatieboek speciale editie Mu.ZEE, Oostende / special edition Établissement d’en face / edition spe-
ciale M HKA, Antwerpen / sonderausgabe la loge Brussels, 2017)

KOME (cur.Francis Mary and Virginie Devillez), Royal Museum of Fine Arts of Belgium, Brussels (2012)



Jef Geys
¡questions de femmes? (Anglais), 1980s
acrylic on canvas, wood, yarn
700 x 140 cm
Unique



Jef Geys
¡questions de femmes? (Hindi), 1980s
ink on oilcloth, wood, yarn
606,5 x 140 cm
Unique



Jef Geys
¡questions de femmes? (Japonais), 1980s
ink on oilcloth, pvc tube, yarn
651 x 140 cm
Unique



MIDDELHEIM

Jef Geys has worked with Middelheim, an open-air sculpture park in Antwerp, on several projects. «For me nothing is so 
binding as the laws of the grid. Trying to escape the rules of the game makes the game unnecessarily false. Grids are there 
because we need to speak, because rules and laws try to dominate our traffic. Sometimes the invisible rules of the game 
are more interesting than the game itself. In the beginning there are rules that we all can and want to recognize. The invisible 
grids and tracks alons which the ‘art’ or other ‘work’ is formed are more intriguing than the ‘tv series’ that comes out of 
them. Solving crossword puzzles and thinking that you’re clever. Distorting cubes and fiercely discarding them. I divide the 
Middelheim into 110 quadrants and ask Daniël (a countryside expert) to harvest one plant per quadrant, to dry it, to name 
it, and to mount it. The dried speciemen receives a family name in Latin and Dutch, a number, and is framed. I make one 
drawing per quadrant: as a basis I take an historic (from Pompeï to the present day) erotic picture that I mix with a ‘corporate 
himage’. The border between what one calls pornography and the cunning tricks of the ‘buisness world’ is for me close to 
one another.» 
(texts reproduced in Kempens Informatieblad - Speciale editie Biennale Venetië - 2009)

Jef Geys, Air de Paris, 2015



This artist’s book brings together the 110 drawings of the Middelheim series. Edited by Middelheimmuseum, Antwerpen 
1999. 272 pages, 18 x 11 cm, 1000 ex. 



Jef Geys
Asteraceae
Komposietenfamilie
Achillea millefolium L.
Duizendblad, 1999
diptych: ink on paper under plexiglass; dried flowers and collage on paper, wood frame and glass
51 x 38 cm; 49 x 36 cm / without frame 45 x 31,5 cm
Unique



Jef Geys
Cannabaceae Hennepfamilie Humulus lupulus L. Hop, 1999
diptych: ink on paper under plexiglass; dried flowers and collage on paper, wood frame and glass
51 x 38 cm; 49 x 36 cm / without frame 45 x 31,5 cm
Unique



Jef Geys
Equisetaceae 
Paardestaartenfamilie 
Eqisetum arvense L. 
Heermoes, 1999
diptych: ink on paper under plexiglass; dried flowers and collage on paper, wood frame and glass
51 x 38 cm; 49 x 36 cm / without frame 45 x 31,5 cm
Unique



FRUIT LINGERIE

« In Fruitlingerie, the simple dressing up of fruit in women’s underwear can mobilize a number of distinct connotations: the 
objectification of women in mass media, the absurd ways in which basic human sustenance is marketed to us, and the 
latent erotics of organic forms.»  
(extract from a text by Jamie Stevens)

Jef Geys, Greta Meert, 2002



Jef Geys
Fruit Lingerie, 2002
framed black and white photography
97,4 x 72,4 cm / without frame 74,8 x 49,9 cm
unique



SEED PAINTINGS

« Western painting is liberally strewn with flowers and plants. Painters of all times have devoted themselves to lifelike 
or stylised representation of nature’s splendour. Geys, too, paints nature, but not living flora. He copies the flowers in oil 
paint, faithful to nature, including their names, as reproduced on a seed packet: GYPSOPHILA ELEGANS. Long before the 
postmodern artists of the late twentieth century – the first work of the long-running ‘Zaadzakjes’ (‘Seed packets’) series 
dates back to 1963 – Geys painted imitations of existing standard illustrations and posed the question of the impact of an 
image on its context and that of the context on the image. » 
(extract from a text by Bart Janssen)

Jef Geys, Kunstverein München, 2001



Kempens Informatieblad -  Kunstverein München - 2001



Jef Geys
Viola Alpina (Reuze Alpenviola / Pensée géante des Alpes), 2010
oil on canvas and two frames (one painting each year)
140 x 90 cm , 23 x 90 cm, 13 x 27 cm
unique



Jef Geys
Viola Alpina (Reuze Alpenviola / Pensée géante des Alpes), 2010
framed oil on canvas
36 x 26 x 8 cm / without frame 23,5 x 15,5 x 1,5 cm
unique



Jef Geys
Oeillet d’inde Légion d’honneur (Tagetes patula nana / afrikanen Erekruis), 2014
oil on canvas and two frames (one painting each year)
140 x 90 cm , 23 x 90 cm, 13 x 27 cm
unique



Jef Geys
Chinese cabbage, from Seed bag series, 2018
oil on canvas
140 x 90 cm
unique



Jef Geys
Chinese cabbage, from Seed bag series, 2018
oil on canvas
22 x 16 cm
unique



BUBBLE PAINTINGS

« Every piece remains in the bubble from its previous exhibition. The works must remain in bubble forever. They can never 
be unwrapped. Geys painted red, blue and yellow paint marks on the edges of the packaging tape around the work, to 
guarantee the seal. These marks are a notary’s version of painting. Each Bubble Painting is on a shelf designed by the 
artist.» 
(text from the press release of Jef Geys exhibition « Bubble Paintings» at Essex Street)

Jef Geys: Bubble Paintings, Essex Street, 2017



Jef Geys
Strawberry 2017, from Seed bag series, from Bubble paintings series, 2017
Oil on canvas, bullpack, mdf
160 x 92 x 12 cm (with wall stand)
unique



Jef Geys
Strawberry 2017, from Seed bag series, from Bubble paintings series, 2017
oil on canvas, bullpack, medium wood
47,5 x 19 x 12 cm (with wall stand)
unique



L’ORIGINE DU CIEL

The semantics of the vegetal world is a regular part of Geys’s oeuvre, for instance the butternut painted in « L’origine du 
ciel » which is also an amusing reference with exactly the same format as «L’origine du monde» by french painter Gustave 
Courbet. 

Jef Geys
L’origine du ciel (Butternut), 2016
watercolor and painting «wet in wet»
46 x 55 cm
unique



Jef Geys
L’origine du ciel (Mango), 2016
watercolor and painting «wet in wet»
46 x 55 cm
unique



Jef Geys
L’origine du ciel  (Guarana), 2016
watercolor and painting «wet in wet»
46 x 55 cm
unique



C- SERIES

« The C series is an edition of KAZINI – Langvennen 79 2490 Balen, which will produce and distribute the works. The intention 
is to create a series of personalized multiples, which will therefore acquire a unique status. Starting from a metal base, 
which can become carbon fiber later, KAZINI. See the fruit sculptures I produced in the 60s (see Patisson at ARTISSIMA) – 
Personalization is done by the buyer choosing his / her favorite car color which then becomes the colour of the piece .. on 
my blog you can see examples – Red of Toyota, yellow of BMW, and blue of a Bell Air Chevrolet from the early years. Each 
work will be provided with “Mondriaan Color Fingerprint” by KAZINI » 
(text by Jef Geys reproduced in Kempens Informatieboek speciale editie Mu.ZEE, Oostende / special edition Établissement d’en face / 
edition speciale M HKA, Antwerpen / sonderausgabe la loge Brussels, 2017)  

Jef Geys
Toyota 3E5 Red, 2017
from C-series, 1960s - 
colored resin (Toyota 3E5 red)
diameter 56,4 cm, depth 13,5 cm
unique



Jef Geys
BMW M4 Yellow, 2017
from C-series, 1960s-
colored resin (BMW M4 yellow)
diameter 56,4 cm, depth 13,5 cm
unique



Jef Geys
Chevrolet Bel Air 1987 Blue, 2017
from C-series, 1960s-
colored resin (Chevrolet Bel Air 1987 blue)
diameter 56,4 cm, depth 13,5 cm
unique



Jef Geys' works all relate closely to the real world, which he experiences as a teacher, as an observer in the art world, as part 
of the social and natural environment. There is a levelling out of low and high culture, not unlike in Pop Art (its Anglo Saxon 
counterpart). An outstanding example is the 'Fruit' series, in bas-relief or in 3D, referring to the coachwork or the paint of a 
car. Artistic objects as ultimate consumer goods. 
(text from the press release of Jef Geys’s exhibition at Greta Meert in 2012)

Jef Geys
Patisson - Porsche Black, 1980s / 2016
lacquer (car finish) on Polyester fiberglass.
40 x 50 cm and 72 x 48 x 72 cm
Edition of 5



«Jef geys promots a social equality that disregarded the classist connoisseurship on which the art system has been 
established. He equated the engineering and finish of cars as equal in beauty to entology forms.» 
(extract from a text by Nicholas Tammens)

Jef Geys
Beauty nr.1 (Paon de nuit - Saturna pavonia - Ferrari), 2017
acrylic on canvas
40 x 30 cm
unique



In 2017 Air de Paris was preparing Le destin des châteaux croisés, an exhibition presented at Chateau Shatto in Los Angeles. 
Concurrently Jef Geys asked Air de Paris to gift Elon Musk a painting of a blue Tesla. Elon Reeve Musk is a technology 
entrepreneur, investor, and engineer.  He is among other the CEO, and lead designer of SpaceX; co-founder, CEO, and 
product architect of Tesla, Inc. 
Jef Geys was very impressed by the Falcon Heavy, a project run by Elon Musk. 
SpaceX conducted the Falcon Heavy’s maiden launch on February 6, 2018. The rocket carried a Tesla Roadster belonging to 
SpaceX founder Elon Musk, as a dummy payload.

Jef Geys
Untitled, 2018
Oil on canvas
36,5 x 51,5 cm
unique



PARAVENTS (AS SOMBRAS DE LISBOA)

In 1998, Jef Geys travelled to Lisbon, hometown of the legendary fado singer Amália Rodrigues (1920–1999), who holds 
a fascination for him. During his brief «rest and relaxation» stay he took dozens of photographs: not at all your standard 
tourist stuff, but over and over shadows cast on pavements and walls.

The same year saw the publication of «Jef Geys: Al de zwart-wit fotos’s tot 1998» (All the Photos in Black and White until 
1998): all his b&w contact sheets since 1958. 500 pages divided into series: individual people, chalets, cows, nudes, cyclists – 
seemingly insignificant moments reflecting no particular aesthetic criteria. 500 contact sheets signalling the importance 
of photography in the Geys oeuvre, both as representation of the world and vernacular expression. For over 60 years now 
he has been busily tampering with the «sovereign practices of art», notably via his resort to the private and personal.

In 2012, at the invitation of curator Miguel Wandschneider, Geys showed As Sombras de Lisboa (Shadows of Lisbon) at 
Lisbon’s Culturgest gallery. His first exhibition in Portugal was made up of a group of photographs from the 500th 
contact sheet. Substantially enlarged, each served as a backdrop to a smaller version of the same image. For the overall 
presentation – selection, dimensions, etc. – Geys came up with a protocol involving the swapping of functions between 
artist and curator.

This same transposition marked his exhibition at the Yale Union art centre in Portland, Oregon, in April 2018. As Nicholas 
Tammens, curator of the exhibition, explained, «Geys set up a game and prescribed a task usually under the jurisdiction of 
the artist.» With the same series of photos in mind, Geys commissioned seven folding screens, leaving it up to the curator 
to choose the images that would cover them, among the remains of the previous exhibition.

Paravents (As Sombras de Lisboa), Air de Paris, 2019



Jef Geys: Al de zwart-wit fotos’s tot 1998, p.500



Jef Geys
Paravent #1, 1998-2012-2018
folded screen, b&w photographs mounted on wood, hinges
145 x 180 cm
Unique

Jef Geys
Paravent #1, 1998-2012-2018
folded screen, b&w photographs mounted on wood, hinges
145 x 180 cm
Unique



CHRIS KRAUS 

This series of works is a continuation of the Name series, here dedicated to Chris Kraus. 

«Jef Geys was undoubtedly one of the first artists, starting in the 1960s, not only to identify the artwork with a proper 
name, but, moreover, to make an artwork out of the proper name alone – so, for example, Jef van Dijck, Marc Callewaert, 
Betty, Lola, Jef Sleeckx: as many proper names that sometimes refer to artworks, at other times to nothing other than their 
own name. Through the proliferation of proper names, Geys multiplied the “minor identities” that are the very ‘matter’ of 
his practice.» 
 (Marie-Ange Brayer - text reproduced in Kempens Informatieboek speciale editie Mu.ZEE, Oostende / special edition Établissement d’en 
face / edition speciale M HKA, Antwerpen / sonderausgabe la loge Brussels, 2017)

Jef Geys
Chris Kraus, 2017
collage on paper, wood
514 x 150 x 4 cm
Unique



Jef Geys
Tribute to Chris Kraus with Mondrian colors, 2017
ink on tablecloth, wood
235 x 149 x 3 cm
unique



Jef Geys: Tribute to Chris Kraus with Mondrian colors, 2017 (det.)



Jef Geys
I Love Dick (green), 2017
Stabilo on book in Plexiglas
24,1 x 32,1 x 3,1 cm
unique

Jef Geys
I Love Dick (pink), 2017
Stabilo on book in Plexiglas
24,1 x 32,1 x 3,1 cm
unique



WAY TO HELL

Way to Hell are real pages fromJef Geys’ personal agenda. 

« Establishing the mythic persona of the artist was a strategy that allowed Geys to put into question the relationship 
between the private life of the individual and the public identity contained within the role of the artist.»  
(extract from a text by Nicholas Tammens)

Jef Geys
Way to Hell, 2016
Calendar page (September 2016), pencil, feltpen, chipboard, nut and bold, Plexiglas
76,5 x 21 x 2 cm

Jef Geys
Way to Hell, 2016
Calendar page (November 2016), pencil, feltpen, chipboard, nut and bold, Plexiglas
76,5 x 21 x 2 cm

Jef Geys
Way to Hell, 2016
Calendar page (December 2016), pencil, feltpen, chipboard, nut and bold, Plexiglas
76,5 x 21 x 2 cm



CHAMBRE D’AMIS 
cur.Jan Hoet (1986)

In 1986, Jan Hoet – then director of the Museum of Contemporary Art in Ghent, now called S.M.A.K. – organized the extra 
muros exhibition ‘Chambres d’Amis’, which showed contemporary art in private houses throughout the city of Ghent. 

« Jef Geys’s characteristically unobtrusive contribution consisted of printing the three ideals of the French Revolution in 
three languages on a number of doors that were then installed in the private quarters of those inhabitants of Ghent who 
had agreed to open their homes to the exhibition’s scattered art trajectory. However, while most of the art in ‘Chambres 
d’Amis’ was shown inside the lavish houses of well-to-do art lovers (mostly nineteenth-century bourgeois interiors), Geys 
consciously chose to exhibit his work inside the working-class houses that had been left out of the exhibition circuit. »
(Dieter Roelstraete: The Really Ignorant Schoolmaster: Jef Geys, Amongst Many Others)



JEF GEYS
the Van Abbemuseum (2005)

« The chosen works bridge a period of more than forty years, although ‘survey’ here should in no way be interpreted 
as ‘retrospective’. Geys’s work consists of many small ‘identities’. Moreover, time and again several of his individual 
works have a renewed charge and stimulus about them due to their topicality. The mental stance of his visual explo-
ration and the true-to-lifeness of the premises form only the beginning of an explanation of his work. The position 
of Geys, unique in all respects, consists of various layers of camouflage. Beneath this is a layer with productive – and 
sometimes deliberately counterproductive – alternating opposities, i.e. between politics and aesthetics, between 
activism and reflection. 

At the centre of the exhibition is Geys’s ARCHIEF (archive). In recent years the political and social potency of an ar-
chive, as both a metaphor and conceptual model, has been presented in numerous theoretical writings and exhibition 
models. The ‘showing’ of an archive has become common practice. Since 1958 Geys has kept an inventory of all his 
works. He collects, numbers, notes, and categorises anything associated with a work, like photographs, correspon-
dence, articles on similar themes or subjects, etc., into binders. The ring binders are then plasticised, sealed and 
made inaccessible. What does such a ‘closed’ archive communicate about the artist, his attitude, imagination and 
‘interactivity’? 

Another major work in the exhibition is Gevoelsspeeldoos (Feelings Playbox) from 1966. In late January 2005 Geys 
started a project in which ten education institutes in Eindhoven, whose intake ranged from infants to Technical 
University students, could make free use of his Gevoelsspeeldoos. Geys developed the box in the first half of the 
nineteen sixties. Between 1960 and 1989 he taught art at Balen. The box consists of a large number of building blocks, 
varying greatly in texture, material, weight and colour. As well as painted wooden bars, cubes and cylinders the box also 
contains blocks made from textile, sandpaper, corrugated cardboard, glass, stone and metal. The Gevoelsspeeldoos 
can be seen as a kind of ABC of sculpture, a collection of elements prior to the making of an art work. What are the 
basics of our visual perception? The various contrasts between hard and soft, heavy and light point to Geys’s interest 
in questions about the senses and how they influence looking at something. ‘Seeing’ conforms to sensory rules 
but what ideas do we develop as far as concordance between word and image is concerned? Gevoelsspeeldoos 
provides the framework but not the infill for these and other questions between the surface, the colour and the 
mental imagery. »
(press release of the exhibition)





QUADRA MEDICINALE
La Biennale di Venezia - Belgian Pavilion - cur. Dirk Snauwaert (2009)

« For La Biennale di Venezia, Jef Geys presents an entirely new project entitled Quadra Medicinale. The project is an 
interdisciplinary research documented with plans, inventories, descriptions, photos and drawings.

As a point of departure, Jef Geys adopts the term ‘terroir’, a term that relates more to the notion of biotope than with 
the idea of territory. With regards to motifs and structures, Geys develops elements that have featured in his work 
since the last four decades and which are documented in the accompanying newspaper

Quadra Medicinale begins with a basic research the artist asked four acquaintances who live or work in a large city 
-Villeurbanne, New York, Moscow and Brussels - to carry out. Each of them delineated one square kilometre and, within 
that surface, searched for twelve wild plants that grow in the streets, in order to explore the basic components of 
their immediate surroundings.»
(press release of the exhibition)





AS SOMBRAS DE LISBOA
Culturgest, Lisboa - cur. Miguel Wandschneider (2012)

« In 1998, the artist visited Lisbon for a few days and took several dozen photographs with a single visual motif: 
shadows projected onto the city’s streets, pavements, and walls. These banal images, lacking in any particular 
aesthetic qualities, are the antithesis of the tourist postcard. What is more, they have nothing to do with ‘artistic’ 
photography and refuse to take refuge in conceptual alibis. Nevertheless, like so many things in the sphere of Jef 
Geys’ life, they are matter that lends itself to art. Also in 1998, the artist published a sizeable book in which he brought 
together all of the black-and-white photographs that he had taken since 1958 (and, once again, we are not talking 
about ‘artistic’ photography) arranged in five hundred contact prints, one on each page of the book. The photographs 
taken in Lisbon are included in it; curiously, they occupy the last two contact prints in the book. The project now being 
staged and presented at Culturgest, under the title The Shadows of Lisbon, is based on the thirty-six photographs 
brought together in the last of these contact prints.»
(press release of the exhibition)





JEF GEYS
SMAK, Gent (2015)

« Jef Geys breaks away decisively from the notion of art as an autonomous phenomenon. He sees art as being 
intertwined with everyday life. Both the village of Balen where he lives and works and the wider world act as points 
of reference for his oeuvre. Since 1958 he has been saving traces of what was going on in his personal life and in his 
immediate surroundings. These traces are crucial to him and by setting them in the context of art he commands 
attention for what is commonly considered trivial. From 1960 to 1989, Geys combined his artistic activities with a full-
time job as an art teacher at the State Secondary School in Balen. Through his connections in the art world, he was able 
to show works from the Museum of Contemporary Art in Ghent – the forerunner of the S.M.A.K. – in his classroom. In 
the opposite direction, Geys’ didactic approach is expressed in his oeuvre through the ‘Kempense Informatiebladen’ 
(information sheets whose title derives from his local area), in which he published insights that emerged from his life 
and activities as an artist. Jef Geys has opted resolutely for the anti-elitist side of art. It seems one could hardly think 
of any simpler basic material for his oeuvre than the ordinary things from his daily life. Yet this does not mean that his 
work is easy to fathom. His work assumes an extraordinary form. As an archive of the ordinary, it has expanded into a 
many-branched tangle of associations that will continue to grow as long as the artist lives. The archive is the medium 
in which Geys works. This makes him a unique artist. Geys deliberately does not commit himself on the coherence 
and meaning of his archive. At regular intervals he distils new syntheses from it, thereby questioning clear-cut ways 
of thinking about art and life. In addition, Geys not only critically examines the value of art and its status as something 
original, the museum as an institution and the aura of the artist, but also broaches broader topical subjects in, among 
other things, his drawings on small paper doilies. »
(press release of the exhibition)







LE DESTIN DES CHÂTEAUX CROISÉS
Air de Paris at Château Shatto, LA, 2018

with Guy de Cointet, Jef Geys and Dorothy Iannone.



JEF GEYS
Yale Union, Portland, cur. Nicholas Tammens,  2018





QUADRA MEDICINALE SINGAPORE
NTU Centre for Contemporary Art Singapore,  2018-2019

«For Quadra Medicinale (2009), Geys invited residents of Villeurbanne, New York, Moscow, and Brussels to demarcate a 
geometrical quadrant, with their home or workplace at the centre, and document 12 unassuming street plants, or “weeds.” 
From this collection, the collaborators uncovered the productive, and often times medicinal, properties of these plants.

Quadra Medicinale is structured as a universal manual capable of being replicated anywhere and has, since its first 
presentation at the Pavilion of Belgium during the 53rd Venice Biennale International Art Exhibition in 2009, been realised 
and shown in various cities including at the Museum of Contemporary Art Detroit (2010). The exhibition was followed by 
similar methods of botanical and medicinal plant studies as documented in the accompanying publication Kempens 
Informatieblad. This alternative model set up by Geys for collective knowledge production, sharing, and documentation 
has, underlying its process, a socially-active role: Geys asked questions such as, “What can a homeless person who has a 
toothache, for example, chew-on to ease the pain, and to eventually cure the problem?”

On view will be four chapters of the project, including a newly-created Singapore chapter following Geys’s instructions with 
contributions by local collaborators, Louise Neo and Teo Siyang. Each chapter includes framed plant specimens with their 
characteristics labelled, photographs of the site where the plants were originally found, as well as maps of the geographical 
quadrant explored. Through inciting a collaborative process, Geys created a unique model for knowledge production and 
sharing.

Questioning mainstream and organised systems of urban planning and information dissemination, Geys casted doubt on 
the fundaments of language and visual representation, interrogating art’s relation to meaning-making. He produced a text 
explaining the Quadra Medicinale project that has been translated into 10 languages, with annotations by the artist himself 
on the translations. Their display as large-format scrolls, further probes systems of interpretation, communication, and 
accessibility. A selection of these text scrolls and a Malay translation, produced for this exhibition, will be shown.

Quadra Medicinale Singapore introduces an artistic practice that questions the hierarchies and adaptability of nature and 
society, provoking reflections on both their communicable and imperceptible structures. It also poses the question of 
whether conceptual artworks can be continued after an artist’s passing.

In addition to the elements from Quadra Medicinale, the exhibition includes two paintings from Geys’s Seed-bags series 
(1963–2018), a long-term project the artist started when, during his own gardening process, he discovered that the image 
of the vegetables or flowers pictured on the bag did not match the actual plant. With these paintings, which Geys would 
create every year, he challenged the accuracy and truth of commercial photography. The medium, however, played a 
significant role in the artist’s practice enabling him to accumulate an extensive archive of his own projects and interests.»
(press release of the exhibition)
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