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making connections - robert devriendt
IN BRIEF
Close-ups in a shower scene, an explosion, a
couple in the yellow-green light of a parking
lot, a stray wild dog... the small paintings of
Robert Devriendt work as teasers to stimulate
the imagination. The artist speculates on the
images and associations that his work will call
up in the viewer’s mind and on the connections
that he/she will make between the different
paintings.
Because of his very precise and sensual way
of painting, Devriendt has been labelled as a
unique exception in the contemporary world of
art. His works all have a very high ‘Eyes Wide
Shut’ content. His oeuvre increasingly demonstrates the qualities and characteristics of a
film.
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His series are a reflection of the endless contemporary stream of images, in which intimate
observations are brusquely confronted with
stark virtual imagery. With a great sense of
drama, Devriendt investigates the effects of his
painted compositions on the viewer. Making
Connections also aims to bring that viewer into
contact with the alter-ego of the artist.
‘In the more recent series, I take a character
as a starting point, a protagonist who may or
may not perpetrate certain actions. It is almost
as if I have to follow this person’s choices and
preferences. This alter-ego provides me with
content and images.’

By Eva Wittocx, curator Museum M, Leuven

© De Buren

INTERVIEW WITH THE ARTIST

Robert Devriendt’s work is never done. Each
series of paintings only takes on its meaning
before the eyes of the viewer — meanings
that constantly shift and change. Asked
about the intentions behind his work and his
most recent series, ‘Unsolved Cases’, the
artist weighs his words carefully, setting
a context without offering straightforward
answers. While there are several layers of
meaning, the titles he chooses seem to guide
the viewer in a certain direction.
The title of your recent work and the exhibition in London is ‘Unsolved Cases’. That ties
in with the name of this publication, ‘Broken
Stories’ — both refer to something unfinished. What are you getting at with these
titles?
We’re all actors in somebody else’s stories, and
at the same time we constantly create stories
ourselves as a way of getting to grips with reality. The hero of Hitchcock’s ‘Rear Window’, for
instance, only glimpses fragments of the lives
of a handful of people in the building behind
his, which he uses to construct a story all of
his own.
We’re presented with a never-ending flow of
images, which are actually bits of stories. We
automatically channel-hop from one image to
another. But by exploring what we choose to
linger over and what connections we make, we
can get an idea of the ‘formula’ we’re applying.
Desires and obsessions will then come to the
surface.
I paint things, characters, scenes... and group
the paintings in a certain sequence. Sometimes one image follows another; sometimes
they confront each other abruptly or images
seem to be missing. Things that aren’t shown
explicitly also play a part. It’s up to the viewer
to track down meanings like a detective, to
uncover cryptic meanings. You could view my
pictures as fragments of a shattered, allegorical painting. The title ‘Broken Stories’ has an
obvious emotional charge, too.

Would it be fair to say then that your work
functions as a kind of mirror, in which every
viewer is confronted with his or her own ways
of looking?
To some extent, yes. The most important thing
to me is that viewers dare to see what they see;
that they don’t just take their cue from a theory
or consensus. That takes more courage than
you’d think, even when the process of looking
remains an intimate one. You can look at a
painting by Magritte, for instance, and just let
the image wash over you. That kind of experience is very different from when you base your
impressions entirely on what you’ve read about
the painting. In that case, you’re making someone else responsible for what you experience.
What are you trying to say through your combinations? What’s the added value of working
in series?
To put it in musical terms, you could say that
a single sound isn’t enough for me; I want it
to be modulated, part of a whole scale. I find
it easier to create a mood that way. It’s still a
mystery, incidentally, how a series of notes
separated from one another by a certain dis-
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tance have the ability to touch something that’s
already in us and is therefore recognizable.
I get the impression that my painting series,
or actions if you prefer, are becoming more
concrete, and also more filmic. I see the viewer
as my co-director. I arrange the paintings the
same way you would place a number of words
together to convey a meaning. I like to refer to
Samuel Becket’s novel Ill Seen Ill Said, the title
of which alone says a lot about the complexity
of communication..

kind of trailer, but in the meantime I get lost
in the sensuality of painting, which makes any
kind of narrative closure impossible. Like when
you’re watching a film and you start to focus
on an interior or a particular character, and the
linear pattern of time is suspended.

You’re presenting a large number of series
in this new publication. How did those groups
or sequences of paintings come about? How
do you decide which individual works belong
together, and what order they should take?

If you don’t show clear acts, no definitive meaning is established, only interpretations. If you
see a male character next to a depiction of a
girl who has clearly been wounded, you might
wonder whether he is the perpetrator or, on
the contrary, whether he himself is in despair,
himself a victim. Or has the whole thing been
staged? And which character do you, as viewer,
identify with? You could include a bruise, say, as
a significant element in your painting in terms
of its effect within a series. But you might also
interpret that blue patch as mascara, as an attractive, abstract mark. I like it when you leave
room for both possibilities.

While I’m painting, the combinations of pictures constantly evolve until a certain order
eventually emerges. Certain sequences
impose themselves — psychologically, I mean
— successive images with a powerful sense of
urgency. I’ve taken a character as my starting
point in the more recent series: a protagonist
who may or may not perform certain actions.
Then it’s as if I only have to follow that character’s preferences. I sometimes describe him
as a person suffering from a post-romantic
trauma. Someone who clings onto images, the
way a drowning man might grab onto a piece of
floating wreckage. His urge to act out a drama
is driven by an implosion of feelings. This alter
ego provides me with content and images. The
atmosphere is sometimes paranoid; they can
be highly specific images; on other occasions,
chance seems to play a major part. It feels like
I’m staging one big film, which is gradually
taking shape. I construct a narrative line or a

It’s true that you often seem to want to
capture the moment just before or, in some
cases, just after a certain event, which would
suggest more of a sense of desperation.

There seem to be several recurring elements
in your series: characters, a natural setting
and close-ups of objects. The materials are
very tactile too: you paint them in a lot of
detail.
I do indeed have certain fetish themes and
characters, which crop up with a certain regularity. Stuffed animals, for instance, which I
view as transitional objects. Something weird
happens when you’re painting them. The skin
of the stuffed animal coincides with the skin of

La nuit gothique 1, 2015. Oil on canvas (21,1 x 9,4 / 28,7 x 16,7 / 26,7 x 15,9)

													

the paint, at which point the painting becomes
an illusion of an illusion.
I like to leave space for what I call a ‘primitive
gaze’ — a gaze that latches onto things straight
away. It’s instinctive; its choices are totally autonomous, like the gaze of a predator scanning
its surroundings. In addition to that primitive
way of looking, there is obviously another, more
analytical gaze, which consciously focuses on
something.
Painting is the ideal medium for suggesting the
tactile. The sensation generated by painting an
object with a certain tactility also plays a part in
determining the themes. It’s a kind of thinking
from within painting itself. A painting isn’t just an
image, it’s a painted image. An image in which
you can feel the painter’s heartbeat through the
different layers. The way you approach the medium says a great deal, incidentally, about the
relationship with the image. You’re immediately
placing yourself in the tradition of painting; in
my case, for instance, you’re referring to the
roots of Flemish painting. That too shapes the
content and the viewer’s interpretation.
You’ve asked well-known people to pose for
some of your paintings. They’re often figures
from the cultural world, some identifiable,
others not. Is it important for the characters
in your work to be real people too?
I paint the people around me. That might be
my own immediate circle, but equally well a
magazine, an advertising hoarding or a website
I find myself exploring. I don’t paint portraits, I
paint characters. So why not artists, curators,
the checkout girl or someone posing in a par-

													

ticular setting? It can be electrifying to place
images and characters in a different order. I
quite often replace one character with another
and continue with an element that links up to a
lesser or greater extent with an earlier series.
Your paintings are highly detailed. Could you
say something about your painting technique?
A painting is a physical object, a kind of body,
with a painted skin that is the result of a whole
series of actions. Every colour feels different,
physically too. Colours lie on top of one another,
creating every possible shade, a little like the
way all sorts of underlying tones show through
real skin. You can paint a grey tone in a single
layer, but you can also suggest it optically by
laying one colour on top of another. You often
see that alternative approach in Rubens and
Jordaens. At the end of the day, painting is
about how you interact with materials or even,
perhaps, how you interact with people.
Why do you opt for these small formats? Is it
a way to pursue intimacy? A more personal
relationship with the viewer?
I love the one-to-one relationship the viewer
has with my paintings. I’ve always had difficulty
with groups. They remind me of being at boarding school when I was a child. A closed system
existed within its walls, with its own perversity
and its own power structures. As an artist, you
can look to a crowd or to an individual. For me,
it’s the latter. I paint fragments, a small field
of view that’s at odds with notions like ‘bigger’,
‘faster’ and all that. Diamonds are small, too,
but they have a huge impact. And it’s obviously
nice to see viewers moving their heads slightly
to get closer to a small painting.

Courtesy Robert Devriendt. © Joost Huysman
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From the series Unsolved Case 3, © Joost Huysman, Courtesy Marlborough Fine Art, London
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making connections *

* The title of the current exhibition was inspired by the
title of this previously published article.

By Michaël Amy
Robert Devriendt paints cycles. The cycle is a
pictorial format of great antiquity, witness the
set of (lost) Old Testament and New Testament
scenes painted in the nave of Old St. Peter’s on
the Vatican Hill, Giotto’s apocryphal and New
Testament scenes painted in the Scrovegni
Chapel in Padua, and Rubens’ ‘Marie de Médici’ cycle for the Queen of France’s Palais
du Luxembourg, in Paris (now at the Musée
du Louvre). I cite these well-known examples
in order to highlight the differences between
these canonical sets of images and the cycles
produced by Robert Devriendt.
In the earlier cycles, the size and format of
each composition is often the same, and when
it is not, this is for reasons of emphasis or for
external reasons that are tied to the setting the
cycle is intended for. Additionally, each panel is
usually equidistant from its immediate neighbors. Also, the compositions are complete,
by which I mean that the figures and objects
that are central to the story are shown in their

entirety, and not cropped by the edges of the
panel.
The opposite is true of Devriendt’s compositions, in which the person, animal or thing that
is the principal subject of the picture is often
presented in close-up and radically cropped.
The latter device was used by Italian Mannerist
painters like Bronzino, for certain objects that
are situated at the periphery of the composition.
It was reintroduced into 19th-century painting
by Ingres, and appeared in photography a little
later - also when close-ups were employed.
Subsequent to that, close-ups and cropping
were used in film, for added dramatic effect.
The cropping of the woman’s eye in ‘Victimes
de la passion’ reminds me of the slicing of the
young woman’s eyeball in ‘Un Chien Andalou’.
Cropping complicates matters by leaving information out. It requires that the viewer complete
the image, thereby constructing meaning.
Although interest in the fragment goes back to

the Renaissance, the principle of fragmentation was used with great gusto in avant-garde
practice, for the degrees of ambiguity it brought
to the work of art.
Another striking difference between the aforementioned paintings and the cycles of Robert
Devriendt, is the size of the Belgian artist’s pictures, which fit comfortably in one’s hand. Size
is fraught with meaning. Things that are very
small may imply preciousness of materials or
execution, or information that is best kept under wraps and shared with the select few.
It is well known that works of art that are
carried out on a large scale can fill us with
awe. When a comparable amount of visual
tension is packed into a painting the size of a
postcard, the result can be mesmerizing – and
particularly so when the picture in question
is played off against a neighboring one that is
more relaxed, for Devriendt switches gears and
embraces antithesis, for maximum effect. We
wonder at the mind, eye and hand that are able
to achieve such precision on such a minute
scale. We approach a painting by Devriendt to
take in the precise handling of the forms and
the picture’s luxurious facture, and then pull
back to see how the composition fits both visually and conceptually within the larger whole.
In the case of the Old Testament, New Testament, and apocryphal cycles mentioned above,
literary sources dictated the subject of each
composition and the sequence in which the
scenes were arranged. (However, the latter is
not always respected in earlier cycles, witness
the Noahic triad on the Sistine Ceiling). A predetermined, inter-connective tissue leads one
from the first to the second and then to the third
episode, and onwards through the entire cycle,
which is laid out horizontally in the examples I
have cited, and is read from left to right - which
is how we, in the west, read texts. In the case
of Rubens’ cycle, a new allegorical program
was invented by this most learned among artists; in that example, our knowledge of history,
classical myth, and earlier allegorical models
provides us with guidance as we navigate from
one episode to the next.
In ‘Le nouveau rituel 2’, ‘Son obsession orientale’, and ‘Victimes de la passion’, the three
cycles by Devriendt that I have singled out for
discussion, we are presented with individual

compositions that are arranged in a horizontal
sequence we want to make sense of, and read
from left to right, as is our habit. For we are
story-driven: Narrative helps us make sense
of the world. Narrative teaches us the myths
we need, and the historical accounts we subscribe to, and narrative helps us organize the
information that enables us to wrap our head
around the everyday.

We tell stories, whether we find ourselves at
home, at work, or among friends or acquaintances, but more importantly, we never cease to
tell ourselves stories, whether during our waking hours or when asleep, by way of dreams.
Without the ability to construct and exchange
stories, we would probably all go mad. Scheherazade has probably shown better than
anyone, how story-telling can bring everything
to a screeching halt, and whisk us off to a
distant time and place. Significantly, parallels
for Devriendt’s cycles exist not only in painting, sculpture, drawings and prints, but also
in literature, photography, film and the comic
strip – the latter, a Belgian specialty.
For ‘Le nouveau rituel 2’, we have no preexisting literary account we can rely upon, and
no obvious inter-connective tissue tying the five
compositions together. (However, I should note
that Devriendt has published short stories, as
companions to several of his cycles of pictures).
The gaps in the account are made literal by
allowing a relatively wide section of blank wall
space between the modules. The account may
be arbitrary to begin with, as we cannot even be
certain that the sequence of episodes reading
from left to right is correct.
The three cycles I have selected have strong
undertones of violence and eroticism. All
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three feature attractive young women, both
as objects of desire and victims. The animals
that appear in two of these cycles suggest our
animal nature and the dog eat dog world we
inhabit, in which only the fittest will comfortably survive.

subject of Hugo Claus’ highly praised novel ‘Het
Verdriet van België’ (The Sorrow of Belgium).
The dots keep on inter-connecting. Claus’
former girlfriend, the much younger soft-porn
star Sylvia Kristel, played the lead-role in the
1985 movie ‘Mata Hari’.

Young women who are being harmed bring the
sex industry and the world of criminal activities to mind. An ominous quality, in the spirit
of John Fowles’ classic novels ‘The Collector’
and ‘The Magus’, pervades these cycles. A
middle-aged man wearing dark glasses and
a leather jacket with upturned collar appears
in ‘Son obsession orientale’; he is the kind of
character many would deem shady. It is not
clear whether it is the man’s or the woman’s
obsession with orientalism that is being referenced. What is clear, however, is that oriental
is a highly charged term, as Edward Saïd
has demonstrated. In it lies wrapped a clash
between cultures, east versus west, reaching
back to antiquity.
The clash of cultures is being played out today
in many places in Europe, Belgium included,
where what is going wrong - in fact, or as a
mere figment of the collective imagination - is
increasingly being blamed upon the other.
The chap wearing the leather jacket is outside
the mainstream. The young girl who appears
thrice in ‘Son obsession orientale’, with her
bared midriff and arms, and her green bustier
bra and pants with sequins, takes us back to
the age of colonialism, when the Middle East
was seen as ripe and voluptuous and yielding
and ready to be plucked – a world view that was
articulated in painting by, among others, Ingres
and Gérôme.

The tense atmosphere of Devriendt’s cycles
takes us back by other byways to Belgium’s
literary Wunderkind Claus, in whose work
undertows of violence and sex simmer, when
they do not erupt at the surface. Placing these
paintings in their Belgian cultural context,
leads to the novel ‘De Geruchten’ (The Rumors)
- to name just one other example drawn from
Claus’ gigantic oeuvre - in which the author
returns to his cherished themes of intolerance
and WWII guilt. Claus was born in Bruges,
where Devriendt lives and works. Bruges-laMorte, the town that - like Venice, to which it is
so often compared - seems locked in the past,
and which, like Venice, is famous for its school
of painting.

Devriendt’s open-ended, non-linear and gritty
plots, beginning in mid-sentence and ending
abruptly, happily lend themselves to multiple
readings. The German Shepherd wearing
a muzzle evokes the German occupation of
Belgium, twice during the past century – a
memory that is triggered in my mind by photographs or movies showing German soldiers
handling these dogs, which goes to show how
compelling images can link up and thereby
achieve new meaning. Belgium was ripe for the
taking. The woman wearing sequins suddenly
becomes Mata Hari, which takes us back to
World War I. The occupation during World War
II, as seen through the eyes of a youth, is the

The attention to carefully rendered detail and
the small scale of Devriendt’s individual compositions take us back to book illumnination,
where imagery is tied to text, and the beginnings of Jan van Eyck, the founder of the Flemish school of painting. As Bruges was a major
economic center during the early 15th century,
Philip the Good, Duke of Burgundy, established
his court there, where van Eyck served him
well. Following Jan’s demise, Petrus Christus,
Hans Memling and Gerard David arrived to fill
his shoes, thereby establishing the Bruges
school, which line of painters, delighting in
preciousness of execution and clear northern
light, Devriendt joins.
In light of these Burgundian reminiscences, let
us return to the young woman in ‘Son obsession orientale’, who reminds us of how much
can lie in the hands of a single individual. In the
larger central panel, she is depicted with her
arms raised high and her back arched, almost
as if she is shown hitting the floor with the back
of her head first. In the adjoining sequences, as
Devriendt calls these, the same woman lies on
the floor. I am reminded of Mary of Burgundy’s
fall off of her horse, when falconing with her
husband Maximilian of Austria, and her death
several days later. The rest constitutes history
on the grand scale. The Burgundian realm,

which constituted Mary’s heritage, was absorbed into the Habsburg Empire. Mary’s lovely
sepulchre lies in the church dedicated to Our
Lady in Bruges.

In this cycle, each motif is backed by a different, abstracting foil, which flattens space and
suggests how themes of different origin may be
arbitrarily linked together by the artist.

Robert Devriendt leaves us largely to our own
devices. His cycles, we learn from interviews,
are slowly assembled by way of a process of trial
and error. Images are moved around, removed,
added. In other words: Editing takes place.
But isn’t all art about editing? The bringing
together of seemingly unrelated subject matter has its roots in Surrealist practice, witness
the text ‘Les Champs Magnétiques’ by Breton
and Soupault, the film ‘Un Chien Andalou’ by
Buñuel and Dalí, and the painting ‘La clef des
songes’ (1930) by Magritte. Devriendt’s great
contribution lies in using a refined technique
of illusionistic oil painting to depict very small
and dramatically cropped images in close-up,
which are brought together to build up cycles
that, like poetry, use the language of metaphor.

The title of the cycle ‘Victimes de la passion’
spells it all out, loud and clear. It shows three
times the same young woman, in close-up
and dramatically cropped, at the same moment and in the same place, with the end of
a rifle – another phallic symbol, and a deadly
one - pressed against her lower lip. Since the
rifle is turned upside down, this woman must
be holding the weapon. Her mouth is ajar, and
with her eyes turned up, she brings a Saint or
Martyr of the Italian Baroque to mind - though
Bernini’s ‘Proserpina being carried off to the
underworld’ seems a most apt parallel.

We fill in the blanks. The ram in ‘Le nouveau
rituel 2’ strengthens the link to Burgundian culture by way of the golden fleece, which courtly
order was appropriated by the Habsburgs.
The ram is also a traditional sacrificial victim,
taking us back to our Greek classical heritage,
which gave us the myth of Jason and the fleece,
and the Judeo-Christian tradition, which gave
us the story of Isaac, which prefigures the story
of Christ, the Lamb of God - the subject of van
Eyck’s most famous altarpiece.
The animals and sensuous young women appearing in Devriendt’s cycles also introduce
the notion of lust. The baluster depicted in the
first painting on the left in ‘Le nouveau rituel
2’, which object is loosely held by the hand of
a young woman, is a phallic symbol when presented in this way. As we only see the woman’s
hand and lower forearm lying upon a wooden
floor, we know little about this person, though
her loose grip suggests that she is at the very
least unconscious. The ornate rope shown in
the adjacent picture - the kind of rope that is
used to pull heavy curtains together or apart,
thereby alluding to a beginning or an endloops over itself, thereby hinting at bondage or
strangulation. Its pliability and silkiness make
a smooth transition to the young woman to the
right of it. Is she the same woman, and if she
is, is this before or after the baluster scene?

What is going through this young woman’s
mind? Is she alone? Is she toying around? Or is
this the moment prior to the act of ultimate despair? The title refers to more than one victim.
This series ties into one of the great narrative
cycles in post-war western painting, namely
Gerhard Richter’s ‘October 18, 1977’, a series
of blurry and ambiguous grisaille paintings that
retraces one of the concluding episodes in the
story of the Baader-Meinhof group, in which
- in the view of many left-wing observers members of this terrorist cell were murdered
while in captivity, though this was disguised
by making it seem as if they had committed
suicide.
Devriendt’s cycles lend themselves to a wide
range of readings that are generated by the
viewer’s particular frames of reference.
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publicatiONs
Catalogue: ‘Making Connections’ € 20 I
Author Sam Steverlynck I 80 p. I hardcover
Special package with ‘Broken Stories’:
€ 39,90

Robert Devriendt — Making Connections
ontwerp © Sven Beirnaert 2015
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More information
Appointments can be made through sarah.bauwens@brugge.be or T +32 50 44 87 08.
Press visit of the exhibition by appointment (see ‘press’ item on www.museabrugge.be

Contest
Robert Devriendt gives away a drawing to the person who posts the most incisive comment about
his exhibition on www.facebook.com/makingconnections.robertdevriendt
This can be a short story, a short video, a fragment of music ...
The drawing will be presented during the finissage on 21st February 2016 (11 AM). A wide selection
of reactions will also be displayed in the entrance hall of the museum.

finissage
On Sunday, 21st February 2016 at 11 AM, there
will be a finissage in the Vriendenzaal of the
museum. The theme of the panel discussion
will be ‘Making Connections’.
Personalities from the Belgian literary world,
fashion, music, and theater - including actress
Alexandra Oppo and writer Saskia De Coster will exchange ideas with Robert Devriendt.
Chantal Pattyn will act as moderator of the
panel discussion.

Making Connections
panel discussion
It was at Newark airport in NY that Michael
Amy, who had just finished a text about Robert
Devriendt’s work, found the title for his essay:
‘Making Connections’.
Isn’t the artist, like a traveller, looking for a
connection with the viewer?
Regarding Devriendt’s work in particular, the
viewer is free to give a meaning to the transition
between works. The artist’s images never are
isolated, instead they generate associations.
Devriendt strongly believes that a work of art is
inseparable connected with the viewer. Moreover, it does not even exist without a viewer. To
him a painting, or any other artwork, is like a
letter addressed to someone. But who is the
writer and who the reader?
To what extent does the artist become one with
the characters he presents? Does the author
himself coincide with the protagonist in his
novel?
To what degree does the actor identify with a
particular role?
In what kind of music does the listener recognize himself?
Is recognition always necessary, or can the
music also thrust to a certain extent upon the
listener?

How does the fashion designer reach his audience?
Doesn’t the distance between the film director
and his characters seem larger in a film?
Some artists, like Devriendt, suggest that an
‘alter ego’ partially determines their work.
Is that right, or does the artist in this manner
create a safe zone between himself and the
artwork?
This conversation will undoubtedly be fascinating. Attendance by invitation only.
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images
> Images to promote this exhibition/museum can be downloaded via the following link:
http://www.flickr.com/photos/museabrugge/sets/.
> The press file can be viewed online and texts can be copied via www.museabrugge.be, under
‘press’.

1st painting from the series
Unsolved Case 7
Courtesy Marlborough Fine Art,
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1st painting from the series
Unsolved Case 3
Courtesy Marlborough Fine Art,
Londen © Joost Huysman

1st painting from the series
Unsolved Case 4
Courtesy Marlborough Fine Art,
Londen © Joost Huysman

10th painting from the series
Unsolved Case 4
Courtesy Marlborough Fine Art,
Londen © Joost Huysman

1st painting from the series
Unsolved Case 8
Courtesy Marlborough Fine Art,
Londen © Joost Huysman

La nuit gothique 1 / 1st painting
from the series
Courtesy Robert Devriendt
© Joost Huysman

La nuit gothique 1 / 2nd painting
from the series
Courtesy Robert Devriendt
© Joost Huysman

La nuit gothique 1 / 3rd painting
from the series
Courtesy Robert Devriendt
© Joost Huysman

I am not an image, 3rd painting
from series
Courtesy Robert Devriendt
© Joost Huysman
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Praktical information on the exhibition
Title: 		
Location: 		
Period: 		
Opening hours: 		
Tickets: 		
		
More information:

Making Connections - Robert Devriendt
Groeningemuseum, Rooms 5-7 , Dijver 12, 8000 Bruges
from 17th October, 2015 until 21st February, 2016
from Tuesday to Sunday from 9.30 AM to 5 PM.
€ 8 (26-64 y.) | € 6 (>65 y. & 12-25 y.) [permanent collectie included] | free
access for children under 12 and Bruges residents
www.museabrugge.be

Contest & more: 		

www.facebook.com/makingconnections.robertdevriendt

request
We collect every possible review of our museums and events. Therefore we would like to ask you to
send a copy of any article you publish, or a CD of the relevant broadcast, to Sarah Bauwens, head
of Press & Communications, Musea Brugge, Dijver 12, B-8000 Bruges. You can also send the files
digitally (stating ftp or url) to sarah.bauwens@brugge.be.
We thank you for your cooperation and interest.
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