
EDITORIAL THE ARCHIVEGRAY MAGAZINE #5

After being asked to bring order and structure to a vast collec-
tion of 20 000 slides collecting dust on the shelves of André 
Klein's home, (Head of the Fine Art department at the Gerrit 
Rietveld Academie) a motivation manifested itself to take the 
collection off the shelves and beyond the grey walls of 
the classroom.
  In 1977, the office of Charles and Ray Eames made a short 
film depicting the relative scale of the Universe in factors of ten. 
The film begins with an aerial image of a man lying on a blanket; 
the view is that of 1m2, then slowly zooming out to a view of 
10m2, revealing a man and woman enjoying a picnic in the park. 
The zoom-out continues at a rate of one power of ten every 
10 seconds, ending with a field of view of 10m24, or the size 
of the observable universe. The camera then zooms back in 
at a rate of a power of ten every two seconds to the picnic, and 
then slows back down to its original rate into the man's hand, 
to views of negative powers of ten—10m—1, and so forth—
until the camera comes to a proton in a carbon atom at 10m—16. 
  The analogy of cropping to and fro in the film suggests both 
an interpretative view of an archive and an insight into prov-
enance, panning back to view it as continuously evolving means. 
  Slides function as a tool for teaching and this magazine pres-
ents itself as a series of translated lectures by eight teachers 
from various fields of study within the Gerrit Rievteld Academie. 
8000 of these slides were digitally scanned and structured 
as originally on the shelves, then printed collated and dispersed 
to the teachers as contact sheets.
  On 8th April 2009, the new interpretations were presented 
and recorded. After transcribing, the lectures have been edited 
into a printed report of the day, forming one part of this maga-
zine. The other part consists of a conversation with André Klein 
and a glimpse into his archive through the form of a poster. 
  A further conversation with a specialist in photographic 
reproduction discusses the aging process of the slide and how 
current technology renders the analogue archive obsolete.

       
       





CONTENTS THE ARCHIVEGRAY MAGAZINE #5
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A conversation with 
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in
k
 q

u
it

e
 a

lo
t 

p
e

o
p

le
 h

a
v
e

 lo
o

ke
d

 in
to

 t
h

e
 c

o
n

ce
p

-
tu

a
l i

d
e

a
 o

f 
d

e
c
ay

. I
t’

s 
a
 lo

g
ic

a
l t

h
in

g
; i

f 
y
o

u
’r

e
 b

u
sy

 w
it

h
 

p
h

o
to

g
ra

p
h

y.
 Y

o
u

 b
e

co
m

e
 m

o
re

 a
w

a
re

 o
f 

d
e

c
ay

 b
y
 s

to
p

-
in

g
 t

h
in

g
s 

d
e

c
ay

in
g

, b
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h
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00 Mins SPEECH NO.  1SECOND-HAND 
BLACK & WHITE

Why did I come up with this title, Second Hand 
Black and White? 

While attending the lectures of André in the 
gym about meeting with art history through the 
ages, and through all countries of the world, 
he made very clear, always, that we are looking 
at images. 

The image is something very different from the 
original. Most of the time, we are used to taking 
everything for granted, and in this case pretending 
to know artworks through the images, through 
the reproductions. These reproductions, are 
a screen between us and the original art piece. 

When André shows two slides next to each other, 
you must know that the slides being projected are 
both the same size, so it can be about the repro-
duction of a miniature, a miniature about the size 
of a post stamp, or the slide of a huge landscape 
or cityscape with architecture. That means that 
in one case, the original is enlarged about three 
hundred times and the other slide is diminished 
in size, maybe three hundred times, maybe three 
thousand times. 

It’s all there to memorize again and again, that 
we are not looking at the original. This was 
my connection to the archive, and to take this 
further, I chose the black and white images only. 

Of course, when you start up with such a thing, 
you start collecting not only the images, but also 
some text. I remembered a catalogue about a show, 
in Rotterdam, already nineteen years ago, called 
“The Distance”; it was a show on photography 
only. Of course, preparing a lecture, you read 
something aside.

But as the title says, this distance, is about the 
distance in time of course. The picture is origi-
nally taken in another moment, from another place, 

you talk about looking at pictures, you can talk 
about seeing, you can talk about perceiving and 
then quickly you are dealing with context; images 
from other places, images from other times, moments 
that you were not there. I think that means that 
you have an idea of a situation, but not complete-
ly. When you look at some slides of architecture, 
you can imagine that if the photographer too the 
picture a bit more to the left, you would see 
a garage next to a cathedral. In other photographs 
of architecture, for instance, you seldom see 
any people. It seems that architects, don’t like 
people, that is the idea you get. Maybe it’s true, 
I don’t know. 

The text in the book about The “Distance” was writ-
ten by Jean Francois Chevrier who opened my eyes 
to photography. This is one work, that I saw in 
reality, you can imagine it was very surprising to 

in this book. It is a book about Walker Evans, 
he is a fantastic photographer, and for me it was 
the beginning of looking at photography. 

Now, collecting all these images, reduced to only 
thirty nine sections in the end, I thought? well, 
I’ll spread them over the table. The table was too 
small and then they spread over the floor. It was 

a huge amount of images and I thought I will make 
new sections, and from the sections, I’ll diminish 
them to the heart of the matter and then I’ll get to 
the essence of the lecture. 

It was to be done in between, so and so, this and 
that, between all other activities. Looking at all 
these pictures, from all times, it’s a pile of arro-
gance; humankind, developing and thinking, and being 
able to rule everything that’s going on. There are 
images of etchings by Goya, and you see people hang-
ing on trees, in several parts. That concerns the 
human beings, not the trees.

There is one image, that I don’t know the heritage 
of, but there are people hanging on wooden construc-
tions, and you can look at it two ways. You can 
feel sorry for the people hanging there, (you don’t 
know who they are, or what history they had or made, 
but it’s clear that everybody agreed with their 
activities). You can also look at the picture and 
admire the construction they are hanging on. Ways 
of perceiving like this are very tempting sometimes. 

It is a combination of very cruel images and very 
sweet images; images from Rococo with flowers in 
a symmetrical way, gardens that have really finely 
cut trees, and reveal some kind of dream, but only 
for the happy few of course. 

Getting into all these images, thoughts come up and 
they don’t as a whole, they differ very much. I 
think with these differences, we get to another es-
sential point in ways of looking at things, of show-
ing things. Once again, they are from all around, 
from all times, and he points out the differences 
between one time and the other. 

When I was a child I watched this show on televi-
sion, it was still black and white, about one paint-
ing by Rembrandt, “De Nachtelike Samenswering van 
Claudius Civilis in het Shakerbos”. That means, the 
Nightly Conspiracy of the Batavians under Claudius 
Civilis in the Shakerbos.

This book is also from that time, it’s an old book 
by Bob Haack, a Rembrandt specialist. Look at this 
image here up on the right.
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[           ]

 [           ] 

It is very blurry image and I always thought of this 
painting to be very very very dark. Recently I had 
the pleasure of seeing it again in reality. 

The painting is hanging in the Stockholm Nation-
al Museum and since then I have a postcard of the 
painting in my pocket.

 [           ]

 [           ]

The postcard is not very close to reality, it’s not 
even close to the image over there. But the other 
image you saw is also a part of the original paint-
ing. The original painting was 6 × 6 meters, and now 
there’s only 2 × 3 left of it. It is the center of 
the painting. The painting was painted for the city 
hall in the 17th Century; it is of the last period 
of Rembrandt, painted in 1661. It was probably 
removed from the city hall again. Somehow it didn’t 
go very well with the paintings from other painters 
that were invited to make a painting for the city 
hall too. It probably didn’t fit in Rembrandt’s 
studio when he had to get it back, so he cut out 
the center. 

Therefore it is an illustration of how you can go 
wrong in thinking that the image of a painting or 
art piece could be the real thing, and that is the 
thing that André is encouraging for us to go and do 
in his lectures; that is, to see artworks in their 
real existence. I’ve always appreciated that very 
much. This appreciation is something I learnt from 
André's within these lectures; appreciation for 
other cultures and other times. when you go and see 
this painting, it has nothing to do with this post-

card. The postcard is a souvenir. I thought of it, 
to be a very dark painting, and it isn’t. There's 
not one black spot in the whole painting, except 
for the right eye of the half-blind Claudius Civi-
lis. For the rest, it’s all greenish, reddish; 
it is incomparable with its reproduction. It is 
marvelous, well it’s a masterpiece, and you can see 
that everything is about paint on canvas and how 
to organize that in a magnificent way. 

In the end, with all the black and white images 
that are first second-hand, and not always taken 
from reality. (although sometimes I heard from 
André, they were, but most of the time, they're tak-
en from books, and images in books) are photographs 
of photographs. So, it is a very long story between 
the original artwork and the viewer, in the book or 
with the slides. In getting down to this stack of 
black and white images I end up with a coloured one. 
It reminded me of a film I saw by Andreï Tarkovsky, 
on Andreï Roublev, who was a 15th Century Russian 
icon painter. 

In this film, Andreï Tarkovsky, shows that Andreï 
Roublev, at a certain moment, because of the suffer-
ing of the Russian people, refused to go on paint-
ing. Then, there’s a whole part on a boy that is 
forced to cast a bell, a clock, a huge thing; the 
boy is the son of the former caster who was killed. 
So, when he would not succeed in casting the bell 
in the right way, he would be killed as well. 

The story follows this boy and all the work that 
needs to be done to cast the right bell. In the end 
he succeeds, but only after they have checked the 
sound of this bell. In this movie, it appeared to be 
a beautiful sound and of course everybody was happy 
and even Andreï Roublev started painting again. 
It is a movie that takes three hours, all in black 
and white, all very slow— and then in the last five 
minutes you have the revelation of the paintings 
by Andreï Roublev in colour, which is a wonderful 
experience after three hours. 

I want you to have it, giving you the feeling 
of what André's lecture is like, putting some air 
into his dense blurry, grayish, disturbing world, 
I think it is important to get some air into 
it, and that is what I’m going to do now.
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SPEECH NO. 2

And in this drawing, this mind map I tried to ex-

worked for me.

[             ]

[  ]
 
So, in the middle of this drawing you have the 
image, JPEG 036, and it is the Zwinger In Münster. 

My connection with it, is telling only half the 
story. This image choice, is half a personal story 
and half of an art story, because I went to school 
in Münster directly next to this Zwinger for 
two years. 

I came back to Münster for the first time in 1987 
for a sculpture exhibition where suddenly I was 
standing in front of my old school again, and 
by turning around, I was standing in front of 
the Zwinger.

Here are some further representations of the 
commonly portrayed exterior of the Zwinger Building.

[             ]

[             ]
Figure 1

22

[            ]

http://www.youtube.com/
watch?v=3kBhqC2ZJI8

or google search:
 Rebecca Horn, Der Zwinger, 

Münster 2007.

[            ]

DESCRIPTION OF THE ABOVE

You entered a building in darkness surrounded 
only by the murmured voices of other viewers and 
short, sharp noises (in context, sounding like an 
endless torrent of blows). When your eyes adapted 
to the light you could see mechanical hammers 
constructed by Horn mounted all over the walls 
of Der Zwinger— periodically swinging at a metal 
disk embedded in the wall (hence the short, 
sharp noises.)

I had to search for another way through the images 
and actually this interpetation will be shown to you 
without command. 

How I went through the images perhaps reflects how 
an archive actually works. If you are asked,how 
can you do something with it; what triggers one to 
choose an image?

It opens for me, a door to go through and enter 
this selection as if alongside the image.

My question was, how to tell the story of how one 
reads just one space, an image? 

Here is the one I chose.

[            ]

[            ]
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[             ]

[             ]
Figure 2

This work by Rebecca Horn comments on how a building 
is used to perform, to perform a view on the history 
of this city. It was part of the walls of the city, 
and used in the Second World War as a prison and 
execution quarter of the Gestapo to torture and kill 
Russian and Polish soldiers. After the Second World 
War, it was closed, closed forever. 

Rebecca Horn actually worked on it, I think for 
twenty years, because she started long before this 
exhibition. It was the first or second exhibition 
in Münster — as an attempt to get the Zwinger open 
again she made this installation. 

You saw the film in the beginning and in one part, 
these hammers, are knocking into the bricks,

[             ]

[             ]

producing an horrific sound whilst you walk through 
the building. So she managed to reopen it, and 
after ten years it gained acceptance as an official 
art piece, but its first impression was really 
amazing. You see a drawing here...

[             ]

[  ]

The plan was to save water from the air 
and let it drop into a pool with water, 

[             ]

[             ]

which was mirroring the view. This one mirrors the 
view of the trees.

[             ]

[             ]

23



Here, you see this opening up, and surrounding, the 
walls inside and the corridors, 

[            ]

[            ]

very small, and this light falling in. Inside 
the entire Zwinger were these little hammers, which 
were automatically making the sound; the sound 
of something, which was not comparable, the whole 
atmosphere was revealing something about what hap-
pened in this place. 

On the outside, there are words about the people 
who were killed there 

[            ]

[            ] 

Rebecca Horn called this work “Concert in Reverse”. 

Thus, actually, by looking into this archive 
of André, by choosing and being triggered by one of 
the images (which reminded me of my time 
in this terrible city, and this wonderful art piece 
of Rebecca Horn.) I went back to the images 
of André from Munster and matched other images
to this building, and the idea of the building.

[            ]

 

[            ]

[            ]

 

[            ]

My observation is that the unknown can be used 
to emphasize and turn around an archive, to reveal 
what is not known to you and define the reason, 
impulse or meaning as to why somebody collected 
these images in the first place. 
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For those familiar with the writings of the psychoanalyst Félix Guattari 
(1930-1992) the allusion in the title to one of Guattari’s publications may 
be evident. I would like to reconsider some thoughts that Guattari brings up 
in this book and connect them to André Kleins picture collection. Félix Guattari 
claims that the faculty of reason seeks for that which is statically repeated 
and therefore producing ‘order’ and that intuition mostly gets affected by sin-
gular and ‘new’ events: therefore ‘producing’ chaos. Guattari does not make 
the almost institutionalized hierarchical distinction between reason and intu-
ition, as we know it from the period of Enlightenment but puts them beside each 
other as intellectual capacities. Guattari wants to think of them equally, 
not one above the other. 

For that reason Guattari discusses in his book Chaosmosis, an Ethico-Aesthet-
ic Paradigm (1992) the term chaos in relation to philosophy. And although the 
French philosopher Gilles Deleuze (Deleuze, G., 1968, Difference et repetition, 
Paris: Presses Universitaires de France) first used the term, Guattari’s 
contribution extends its use and meaning profoundly further by acknowledging 
contingency and arbitrariness in intellectual processes. 

By reconsidering the privileging of reason over intuition by establishing 
epistemological discourses Guattari states, that because we cannot think chaos, 
does not mean we have to discard it or degrade it in favor of order. Art 
is a means to show the togetherness of chaos and order and places them in 
another perspective. André Klein’s remarkable archive posts a similar ‘other-
ness’ of chaos and order by showing presumably arbitrary images aligned with 
other more congruent ones. André Klein’s archive is miming order and chaos...

Chaos is not outside the order but is in coexistence with it almost as in the 
biological definition of the term. This inclusiveness of chaos within (and not 
outside of) orderly systems occurs three years after Guattari’s publication 
of Jacques Derrida’s main argument in Archive Fever (Mal d’Archive, Une Impres-
sion Freudienne). This transcription of a lecture given by the famous French 
thinker of the difference makes a challenging comparison between Sigmund Freud’s 
distinct destructive human forces as certain desires and Guattari accomplishes 
this ‘thinking together’ by returning to the prior definition of chaos as the 
primeval emptiness of the Universe, begetter of Erebus and Nyx (“Night”). 

It was this chaos that made the emergence of the Gods possible and it took 
until Ovid’s Metamorphoses (1 B.C.) to articulate the difference between Khaos 
and Kosmos as oppositional: Kosmos became the “ordered Universe”. Guattari wants 
to get ‘beyond’ this dichotomical, dialectical and finally dualistic understand-
ing of the two terms and discard its biased positive-negative scheming by rein-
troducing the original ‘undivided’ meaning. Guattari’s gesture to combine 
it with the invention of the description of non-linear systems better known 
as the Chaos Theory amplifies this return. The gaps and the ‘patterns’ in the 
collection of images in André Klein’s archive mirror the stochastic,‘chaotic’ 
processes as how they are being conceived in the Chaos Theory as in between 
chaos and order.  

This approach opens up a different way to understand the particular mode 
of collecting that André Klein brings forward. And ‘to understand it’ is not 
meant here as ‘to subject it’ but following Jacques Derrida’s claim in Dissemi-
nation (1972) that ‘understanding’ takes place between ‘analysis and mimesis’: 
one mimes the object of investigation. Chaosmimesis wants to affirm this 

26

[      ]

“DIGRESSIONS, INCONTESTABLY, 
ARE THE SUNSHINE; –  
THEY ARE THE LIFE, 

THE SOUL OF READING!”

LAURENCE STERNE 
(1713-1768) 

[          ]
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The patterns these traces weave between different images in the collection re-
veal converging as well as diverging lines successively turning André Klein’s 
archive into a constantly changing epistemology. The presumption of a Meaning 
and Image relation is sometimes acknowledged and sometimes deconstructed.  

The Klein archive will deliberately not function as an ‘universe’, a whole or 
unity: the provoked ruptures create different suspensions preventing the collec-
tion to become a system. All kind of grids and cohesion producing attempts are 
being denounced by anomalistic pictures that create other fields of epistemolog-
ical coalitions using the trajectory of an “economic detour” (George Bataille).  
This tension causes the ‘economy of the archive’ (by circumscribing the con-
dition of the archive as the capacity to contain its objects of archiving) to 
start trembling due to the detour provided by the images— which at first don’t 
seem to fit in (but finally do because of the flexibility of Klein’s system).  

A different sensibility is therefore being provoked by this intriguing collec-
tion of images: “[d]igressions, incontestably, are the sunshine; – they are 
the life, the soul of reading!”. The challenging part is that this digressive 
‘behavior’ of the images postpone or delay every assumption of an underlying 
schematic. It is an organic structure mirroring (miming) the on lookers 
‘disseminating’ mind and world-perception as an everlasting dynamic process: 
it is an archive to become.

By doing this the elements in the archive are no longer only pictures in 
a sense of containers of meaning or knowledge: they are machines that produce 
meanings in between several discourses. It installs a notion of the archive not 
as an exclusive unity but as an intermedium.* 

*Term coined by Samuel Taylor Coleridge (1772-1834). 
Coleridge definition comes from experimental chemistry 
and Edmund Spenser’s (1552-1599) poetry.

Below is the poem that Coleridge is actually referring to by William Johnson. It 
is not describing a person as a whole, but it’s actually showing all the flaws 
that are highlighted. It is working through different, let’s say, sensations 
to look at the world. It was the same thing that I was experiencing when going 
through all these images. It’s not about one photographer who claims 
one position in looking at the world, and using one type of knowledge, in look-
ing at art and culture. No, it’s actually highlighting a lot of different 
aspects, which makes the collection worthy of preservation. 

  Hush, beating heart of Christabel!
  Jesu, Maria, shield her well!
  She folded her arms beneath her cloak,
  And stole to the other side of the oak.
  What sees she there?
  There she sees a damsel bright,
  Dressed in a silken robe of white,
  That shadowy in the moonlight shone:
  The neck that made that white robe wan,
  Her stately neck, and arms were bare;
  Her blue-veined feet unsandal'd were;
  And wildly glittered here and there
  The gems entangled in her hair.
  I guess, 'twas frightful there to see
  A lady so richly clad as she--
  Beautiful exceedingly!

approach because we are not able to rationally understand Khaos but can 
‘relief’ its undeterminable powers by mirroring it via the media we use 
to engage with it.

Understanding André Klein’s collection means re-enacting its ‘organism’ 
in this text. For that reason I will use four traces that can be found 
‘in’ the collection. These traces do not synthesize in an overall uncovering 
of its organic structure but mime certain conditions of it. 

The four traces are: 
The Intermedium / The Fragment / The Interface / The Differance

These four traces sometimes intertwine and intervene with each other but 
can also be contradictory. The different lines draw though the collection and 
venture into unexpected directions being “incontestably the sunshine, the 
life and soul” of the archive. 
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function as an interface: the reader of the collec-

own connections. This invitational gesture is of 
high value: it is not an archive in the objective 
sense of the word but made by my co-producing their 
connections. These particular connectives are of 
an open kind brought upfront by miming its Chaos. 

CHAOSMESIS: 
COLLECTING 
THE INTERFACE

SPEECH NO. 3

411     vol. vi

other idea to it, than what I have in common with the rest of
the world, why should I differ from it a moment before the 
time?——When I can get on no further,—and !nd myself
entagled on all sides of this mystick labyrinth,—my Opinion
will then come in, in course,—and lead me out.
  At present, I hope I shall be suf!ciently understood, in 
telling the reader, my uncle Toby fell in love:
   —Not that phrase is at all to my liking: for to say a man 
is fallen in love,—or that he is deeply in love,—or up to the ears 
in love, and sometimes even over head and ears in it, carries
an idiomatical kind of implication, that love is a thing below a
 man :—this is recurring again to Plato's opinion, which, with 
all his divinityship,—I hold to be damnable and heretical;—
and so much for that.
 Let love therefore be what it will,—my uncle Toby fell 
into it.
 ——And possibly, gentle reader, with such a temptation—
so wouldst thou: For never did thy eyes behold, or thy concu-
piscence covet any thing in this world, more concupiscible than
widow Wadman.

 
CHAP. XXXVIII.

To concieve this right,—call for pen and ink—here’s paper
    ready to your hand.——Sit down, Sir, paint her to your
own mind——as like your mistress as you can——as unlike
your wife as your conscience will let you—’tis all one to me
—please but your own fancy in it.

chap. xxxviii  vol. vi
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Lawrence Stern published a book titled The Life and 
Opinions of Tristram Shandy, Gentleman, which 
actually called for pen and ink for the reader 
to complete, or to complement an image presented, 
in fragments, in the book. When you go through the 
book, after this call for pen and ink, you are 
actually, given one and a half blank pages, so you 
are becoming an author, a co-author. So, the whole 
notion of the receiver of the text as the passive 
one, changes into an active one, and stays some-
where in-between. 

SPEECH NO. 3Raoul Teulings

424     vol. vi

——Was ever any thing in Nature so sweet!–so exquisite!—
Then, dear Sir, how could my uncle Toby resist it? Thrice 
happy book! thou wilt have one page, at least, withinthy cov-
ers, which Malice will not blacken, and which Ignorance 
cannot misrepresent.

CHAP. XXXIX.

As  Susannah was  informed  by   an   express   from Mrs. 
Bridget, of my uncle Toby’s falling inlove with her mistress, 
!fteen days before it happened,—the contents of which ex-
press, Susannah communicated to my mother the next 
day,—it has just given me an opportunity of entering upon 
my uncle Toby’s amours a fortnight before their existance.
 I have an article of news to tell you. Mr. Shandy, quoth my 
mother, which will surprise you greatly.——
 Now my father was holding one of his second beds of
justice, and was musing within himself about the hardships 
of matrimony, as my mother broke silence.——
 “——My Brother Toby, quoth she, is going to be married to
Mrs. Wadman.”
——Then he will never, quoth my father, be able to lie
diagonally in his bed again as long as he lives.
 It was a consuming vexation to my father, that my mother
never asked the meaning of a thing she did not understand.
——That she is not a woman of science, my father would
say—is her misfortune—but she might ask a quesiton.—
 My mother never did.—In short, she went out of the world
at last without knowing whether it turned round, or stood 
still.
——My father had of!ciously told her above a thousand 
times which way it was,—but she always forgot.
 For these reason a discourse seldom went on much further
betwixt them, than a proposition,—a reply, and a rejoinder; 
at the end of which, it generally took breath for a few min-
utes, (as in the affair of the breeches) and then went on again.
If he marries, ’twill be the worse for us, —quoth my mother.

chap. xxxviii  vol. vi
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A Political strata: ‘against’ interpretation.” 

This ‘other-ness’ of the regular collection is also being articulated by the 
fragmented narrative following the order of images. This fragmentary manner 
serves a purpose and strategy against the power of collecting as “bringing 
together only on the basis of congruencies and similarities”. There is always 
a picture that ‘escapes’. 

This “line of flight” (Deleuze-Guattari) drawn by this escape is more important 
than most of the archival collaborations because it shows the dynamism of André 
Klein’s method of collecting: the archive ‘is’ not, but ‘becomes’ by every way 
one can approach it. 

These lines of flights and the voids they produce function as an interface: 
the reader of the collection wants to fill in the gaps and construct their own 
connections. This very invitational gesture is of high value: it is not an 
archive in the objective sense of the word but made by my co-producing their 
connections. These particular connectives are of an open kind brought upfront by 
miming its Khaos.

The inter-medial structure of the Klein archive evokes an interfacial approach 
in which its fragmentary mapping interferes with its digressive purposes. All 
these aspects seem to resonate a resemblance to Jacques Derrida’s invention 
of diffèrance (with an ‘a’) as a mimesis of the everlasting creation of the 
‘new’ or ‘other’ when we are engaging the world. André Klein’s archive makes 
this constant movement between reflex and reflection tangible, visible and per-
ceptible by its digressive nature:  

“Here we are touching upon the point of greatest obscurity, on the very enigma 
of differance, on precisely that which divides its very concept by means of 
a strange cleavage [between ‘order’ and ‘chaos’]. We must not hasten to decide. 
How are we to think simultaneously, on the one hand, différance as the economic 
detour [the images that at first hand not seem to fit in] (Georges Bataille) 
which, in the element of the same, always aims at coming back to the pleasure 
(Sigmund Freud) or the presence that have been deferred by (conscious or uncon-
scious) calculation, and, on the other hand, différance as the relation to 
an impossible presence [the images that render representation problematic] 
(Martin Heidegger), as expenditure without reserve [the images that deliberately 
exhaust the system of archiving], as the irreparable loss of presence [the 
archive as an everlasting ‘becoming’ of itself], the irreversible usage of en-
ergy (Georges Bataille), that is, as the death instinct [the ‘archive fever’] 
(Sigmund Freud), and as the entirely other relationship that apparently 
interrupts every economy [any inclusion of an image in any system; its resis-
tance] (Aristotle)? It is evident - and this is the evident itself - that 
the economical and the non-economical, the same and the entirely other, etc., 
cannot be thought together.”

From: Margins of Philosophy Jacques Derrida transl. Alan Bass 

In other words: the economical (the inclusion of elements in an archive) and the 
non-economical (the resistance to this inclusion) cannot be thought together, 
but can be shown. 

André Klein’s archive is in that sense not a collection of artworks, but 
by miming the chaos of an artwork itself.

CHAOSMESIS: 
COLLECTING 
THE INTERFACE
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Coleridge on the Intermedium: 

“The employment of one set of agents and images to convey in 
disguise a moral meaning, with a likeness to the imagination, 
but with a difference to the understanding, [...] in an allegory 
there may be that which is new and not previously admitted. 
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I am a man of very few words today. I made 
a very light and sketchy attempt to make you 
and I and all of us look at one image in particular, 
in new ways. It’s very pro interpretation and 
not against interpretation. 

[  ]

[  ]
[  ]

[  ]
[  ]

[  ]

[  ]

[  ]
[  ]

[  ]
[  ]

[  ]
[  ]

[  ]



33

66 MINS SPEECH NO. 4Erik Wong

[  ]

[  ]
[  ]

[  ]
[  ]

[  ]
[  ]

[  ]

[            ]

[  ]
[  ]

[  ]
[  ]

[  ]
[  ]

[  ]
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[  ]

[  ]
[  ]

[  ]
[  ]

[  ]
[  ]

[  ]

[  ]

[  ]
[  ]

[  ]
[  ]

[  ]
[  ]

[  ]
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[  ]

[  ]
[  ]

[  ]
[  ]

[  ]
[  ]

[  ]

[  ]

[  ]
[  ]

[  ]
[  ]

[  ]
[  ]

[  ]
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[  ]

[  ]
[  ]

[  ]
[  ]

[  ]
[  ]

[  ]

[  ]

[  ]
[  ]

[  ]

ERIK: So André tell us what we're looking at, 

ANDRÉ: What you are actually looking at is a piece, 
or several pieces by Richard Serra, in Monte 
di Cella, (a landscape garden in Northern Italy, not 
so far from Florence), –  a very well-to-do land-
owner and director of a big Italian company, has his 
own private outdoor sculpture park. 

They are some of the few sculptures by Serra not 
made of steel, but of stone... this is a group piece 
and you only see a part of it, there are about eight 
of these in total. They are quite huge structures, 
taller than humans. They’re on the slope of a hill, 
and on your side of the hill, let’s say where you 
are sitting right now, is a huge lake. But that 
is something you don’t see right now, this is what 
you see. 

(He points towards the colour image above)

SPEECH NO. 4IF / THEN
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If you think about organizing images, if you think 
-

ing, if you work with text and images, these 
20 000 images in the archive were in our mind, and 
we started wonder why they were actually together. 
Of course we knew about all the years over which 
the collection has grown, but, a motive is behind 
as to why?

We imagined all the changes in motive that would 
have taken place over the years. The various con-
texts that were created for these images, and vice 
versa. It’s not the images independently, but 

given in these stories give the collection, and 

 
Our proposal was to take the images outside of 

them, or naming them. What will happen if we name 
them; will they belong to each other or not. To 
develop these ideas, a project was initiated for 
our two basic year groups to see if we could select 
from the scanned slides. We structured two days, 

which were on sheets with twenty images per page 
and projected within the classroom. 

Every sheet was displayed for ten seconds, with the 
students allowed to vote yes or no. We will show 
a page for ten seconds,to give an idea of how fast 
you have to look.

(ten seconds of silence)

After this democratic selection procedure we ended 

images and a morning’s worth of work.

So what were the criteria to say yes to one sheet 
and no to another sheet. We printed out the fufty 
sheets and in the afternoon started (putting all 
the separated images on pieces of paper) and asked 
the students to rename the images. 

Two rules were applied: the students didn’t have 
to think about the artist and/or title of the art-
work, if somebody knew it, it was something that 
didn’t have to be written down. But anything else 
associated to the images could be written it down.

[  ]

[  ]

be shown from the student’s feedback... 

[  ]

“THE VOTING SEEMED SO RANDOM: 
WHAT IS INFLUENCING THE OPINION 

IN JUST A FEW SECONDS?”

  
[  ]

You might imagine that being asked to do this for 
two days, you want to be a good student, yet you
don’t really knowing what this means. Does it mean 
rebellion? Does it mean following it through, just 
doing this for two days, having A5 sheets with 
images that you name, and what are the problems 
that occur when you are doing this for two days? 

varying feedback.

[  ]

”WHAT’S THE CHOICE? TO BE CREATIVE 
AND INVENTIVE OR STICK 

TO A PROCEDURE 
SOMEONE ELSE TOLD YOU TO?”

 
[  ]

One of the main problems, or maybe not problems, 
-

eters to know the meaning. What are the parameters 
to do this well, what is the system, except 
for naming it with one word? 

People were sitting, trying to name these images 
and avoiding the knowledge they had about them 
at the same time, it happened like you were reading 
in the quote before, that they all found themselves 
a strategy to answer the problem and to maybe 
deal with the day. Naming the sheets of paper was 
fundamental and there were a couple of hundred 
sheets lying on top of each other, traveling around 
the tables, but the second task was to take each 

on the opposite wall, in alphabetical order.
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[  ]

[  ]

One problem was the vocabulary. With a vast 
array of nationalities and only two natives, and 
understanding this game was being played in English, 
resulted in trouble knowing what the vocabulary 
limitations were. Translators were at the table, 
trying to help each other out by translating and 

[  ]

[ ]
[  ]

“FIRST I WAS GETTING MAD, 
THEN I SPENT 

MUCH TIME ON TRANSLATING WORDS 
FOR OTHERS 

INTO ENGLISH...”

[  ]

Then, when people started to write on the alphabet-
ical list, it became clear that the vocabulary was 
limited to a certain degree, there were more and 
more re-occurring words (marked up here with a dot).

[  ]

[  ]

Now this is something for insiders, some of whom 
were present then and now, having that experience 
in their heads, being that when you go back and 

is written there. It brings you to another tag. 
People appreciated the fact that they didn’t know 
what they were doing, but in fact were feeling 
at home in the system someone else proposed 
to them. Very strange mind meetings occured, as you 
can see in one of the details of a name. 

[  ]

[  ]

So, quite some business by the middle of the day, 

and we had a huge pile of images that needed 
to be named for the procedure.

I think it was a system that started as you come 
up with the process, and when the process starts 
it takes it’s own road; things occur that you 
didn’t anticipate. That really makes it interesting 
to do, it generates questions and discussions 
about what’s going on. Many people were searching 

on. Of course, some things come out in the end, 
but that’s not the objective.

 

SPEECH NO. 5WHAT’S IN A NAME
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[  ]

“IN THE BEGINNING I FOUND QUITE 
LITERAL TAGS, A HOUSE FOR A HOUSE 
ETC... LATER I TRIED TO FIND MORE 

AND MORE ‘STRANGE’ WORDS 
TO RELATE TO THE IMAGE. WAS THAT 
TRUE OR HONEST TO THE SYSTEM? 

WHICH SYSTEM?”

[  ]

We made a rule that they were not allowed to write 
the words twice on the sheets of paper. So, during 
the progression of the day(s), more reading occured 
than writing, it became a form of learning — you 
had to read all these words on the growing list 
before you knew whether to add your word or not. 
The words were being memorized and they came back.

[  ]

[  ]

If you imagine these 8000 images would be in 
a database, tagged with these names, relations 
would start to occur because of this going back and 
forth, and working with these images you create 
kind of social network within the group of stu-
dents, which becomes visual. 

[  ]

[  ]

If you go to a database and ask for one keyword, 
certain images would pop up, creating 
new relationships. 

started happening between the images that were 
already there, but also between the word and the 

to the same image — sometimes the meaning 
came from one sheet hanging next to the other.

[  ]

[  ]

In the end this wall became a very twisted narra-

that had several answers, entrances, exits and 
routes. The further this procedure went on, and 
you can see that when you read the quotes, the more 
the opinion about this whole activity was divided.

On one side, some people thought that after 
two hours it was over, their attention span was 
stretched enough. Then the other side, and of 
course very many in between, thinking it might be 
interesting to deal with this, to examine it, to 
think about what it implies, doing this, the more 
complicated it gets and to really choose a path 
in which to go yourself.

Thinking about this very analogue data that 
has become a digital archive, we add an analog pro-
cess to it once more. We were tempted to think 
of search engines on the Internet and the way that 
images are tagged but also the way that we repeat 
and memorize images, when we see them. 

[ ]

[  ]

SPEECH NO. 5Tine Melzer & 
Henk Groenendijk

“The tags interacted, 
started to communicate with 
each other, once they were 

hung on the wall.”
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Although there was a translation of images into 
words, the potential now was that these new words 
would also generate new images.

So if we disconnect the words from the images, 
and see it as an autonomous word list, you could 
just start up the whole thing again. 

— Select a thousand words out of the word list

— Put them on paper 

— Search for images 

If you do that, then in the end, you would have 
two collections of images which would relate to 

would have gone through the translation machine.

If you consideer that the average vocabulary 
in English is 400 words, and just force everybody 
to do it in a language that they haven’t really 
mastered, the average vocabulary is four hundred. 
So the chance that the words will start to relate 
is very much increased. 

amount, the M, the I too. And well, for the Q, 
that was it.

It can go along so many paths, but is something 

happens whilst it grows, some carry it on, some 
people are very happy that they survived it without 
bigger damage, but generally we think that it 
is very interesting to think about the implications 
of this and also what it does to meaning 
in general. 

You know there are always some more, but it was 
a game of limits and of brains, and we’d like 
to thank— all the students from A and F, 
especially the ones who are still wondering what it 
was all about, still having bad dreams and still 
cycling around the city naming whatever they see.

SPEECH NO. 5WHAT’S IN A NAME

The fact that almost 40 people, who are in a way 
a machine themselves, that no one has access to be-
cause their memory and their brains are not equal-
ized. So, when we now talk to some of the more 
explicit people in their commentary, they also say 
that it’s amazing for them to see that after these 
two days, they could actually memorize about 
nine hundred images, and they could even remember 
what they wrote each image. 

Thus, the tagging also became a path to the image, 
in their own memory, and at the same time as it’s 
on the wall, you can see this here, images found 
ways to meet each other, these two on the left, the 
right, the center and the terms were also neighbors 
in that space on the wall.

[  ]

[  ]

We were both observers, but also initiators –  

memorizing in the group, because in fact the side 

Again, one of these examples where the love meets 
the love on tagging an image and we have no way 
to trace, whether some-body did this on purpose, 
or whether that is something of coincidence. 

[  ]

[  ]

An example where you see the relationship between 
translating the image into text, as eventually there 
were as many names as images and certainly we 
realized that we had one wall in the room, consist-
ing of only words and one wall made up of images.  
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Firstly I'll inform you about the proposed setup 
for my lecture. It was supposed to be a complete 
analog set up and I would like you all to actually 
attempt to imagine it, even as we go through 
the beamer projection you can still imagine how 
it would have been, if it would have been analog. 
The idea was to have three slide projectors, going 
around, projecting three slides simultanously, 
and (we) would have been in the centre as a public, 
with a panorama surrounding us. I was looking 
for a form of loop presentation and not so much 
a linear story which is what happens when 
you go through presentation, clicking from one slide
to the other. 

What I did with the contact sheets, was to view 
-

ly reacting on impulse, select the image with 
the most resonance by making a screen shot. I then 
had it ready for every PDF popping up and would 
just look at it, taking something out afterwards. 
I re-organized the images and connected questions 
to the images. I attempted to use this collection 
for myself, as a starting point for something new, 
and the means to do that is to ask myself questions 
and to ask you questions as well. 

forwarding them on to me in a digital format. But 
something went wrong with the names, (we’re talking 
about tags again). The title of the slides that 
I gave... somehow, some got interchanged with com-

So I chose the images, I came up with questions, 
a story, wanted to tell it through analogue de-
vices... and now I’m confronted with slides that I 
have never seen before, and I’m still going to tell 
the story, as this talk itself is structured around 
a method of improvisation. 

FINGER YOGA

Before I start, 
  I want to make you feel something 
physically. You can see my hand here. 

      
 I took a piano lesson two weeks 

-

what to do, whether it be something very gentle, 
or something strong. The idea being that if you can 
do that you can play any key on the piano. 

So I would like you to all put your hands down on 
your lap, or if you are standing just on your legs, 

this,  stretched out and 

then make a paw like a cat,  
a soft paw. And then I want you to lift your 

thumbs, 
see it in this perspective, but lift your 

thumbs up,  drop the thumb and 
then stretch all 

 and drop 

 
So lift the thumb, stretch and drop and when you 

like this,  keep it bent. Okay  

here we go, lift the thumb,  drop 
the 

thumb,  stretch all the other 
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. 

Lift the second one,  drop the 

second one,  stretch all the 

one I know, drop them all. Third one, lift the third 

one,  

drop the third one  stretch all 

the other ones  and drop them. 

two hundred years, lift it,  

drop it,  stretch all the other 

ones,  drop them 

 

on lift drop it,  stretch all 

the other ones,  this one 

.
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I put three images at the beginning, which are part 
of the introduction of most lectures that I usually 
give about my work, which talk about three core 
questions, I usually ask myself.

[           ]

HOW DO YOU ENCODE YOUR MESSAGE?
[           ]

So, when you look at the world, when you observe 

out of you in the end. Are you like a pancake pan, 
where whatever liquid comes in you are able to 

things into air like the right-hand medium 
would do. 

[           ]

HOW DO YOU ENCODE YOUR MESSAGE?
[           ]

would transmit messages on the Belgian coast, 
between Paris and Amsterdam, I think. And what 
I really like about these constructions is that 

to talk. Even me talking to you right now, it’s 
my thoughts trying to come out and you taking them 
in and connecting them to your own experiences. 
We do that all the time, and it’s quite complex, 
and in many devices today, it’s been minimized, 
so you wouldn’t even feel it, but actually it is 
happening all the time.

This is an image from ‘Delirious New York’ — 

[           ]

HOW DO YOU RELATE TO YOUR WORK?
[           ]

The book is by Rem Koolhaas, It speaks about the 
importance of the scale model as a way to miniatur-
ize a reality, but also as a means to perform it. 
I should tell you, that they're performing their 

[           ]

MAMAN LES P'TITS BATEAUX QUI FLOTTENT SUR L'EAU?
[           ]

In other words, HOW DO THEY FLOAT? I don’t know 
if you feel it, but it’s like there are three long 
buildings and they’re all kind of moving past each 

of looking at this image like that; that it is not 

that is actually moving. The third thing that 
I’m going to be talking about with the other im-
ages are the assumptions we have about the things 
we see. 

[           ]

WHAT IF THIS WAS A TECHNICAL DRAWING?
[           ]

SPEECH NO. 6WHAT IF?
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Why, when we imagine a technical drawing, we all 
see a black on white, something very precise, a very 
functional drawing.  

[            ]

COULD THIS BE A FACTORY?
[            ]

If that was a technical drawing for instance, would 
that be the factory where these kind of things 
are produced? 

And if this were the factory, then maybe ...

[            ]

WHY ISN'T THIS A SUBWAY?
[            ]

And who says this can’t be a subway; taking the sub-
way could be an experience like this, very intimate 
and very colourful.

[            ]

WHAT NOW THAT THE WORLD IS OUR STUDIO?
[            ]

I really believe that the world is our studio, 
especially as my own studio burned down around 
Christmas. Before, I had a feeling about it but now 
I’m really serious and so design just ends up being 
a backpack and nothing else. But if the world is 

[           ]

HOW CAN THE WORK INSCRIBE ITSELF IN THE WORLD?
[           ]

This is my favorite pavilion at the Venice 
giardini, look how the trees go through the roof. 
What I really like about this slide, is that 
actually when I see it I don’t know what the work 
is. I don’t know if it is about the trees, the 

-
ings in the back, and I like that, all the confu-
sion, and how things jump from one thing to 
the other.

[           ]

WHAT IF WE COULD READ BETWEEN THE LINES?
[           ]

I was lying in the same spot as André, in Münster, 
1998. I was in my last year of my studies at the 
time, and I really remember lying there and looking 
at the sky getting some kind of texture just from 
having those lines of letters in front of it, and 
noticing how the sky doesn’t really feel so tan-
gible and was suddenly becoming a surface in which 
you could write. 

SPEECH NO. 6Sophie Krier
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[            ]

HOW CAN WE EMPOWER NARRATIVES?
[            ]

It’s a comic book cover. What I really like about 
it, and why it caught my eye, is that it speaks to 
me. That’s what I mean with how can we impair nar-
ratives. One thing is to tell stories. (I mean it’s 
quite easy to just spread words around) and the 
other thing is to let those stories actually speak 
to others.

[            ]

WHAT IS YOUR OWN BLIND SPOT?
[            ]

How much risk do you take?... so this guy, I guess 
it’s Teun Hoeks I couldn’t see it, obviously, his 
head is under the elephant. He’s holding a gun 
and he’s in quite some trouble, but I like the way 
he’s relating to his work, if it would be his work. 
That is what I imagine when I see this image. 

[            ]

CAN WE DESIGN PURE IMAGINATION?
[            ]

That’s the image, which was missing, here is the 
image which is on the poster, next to the title 
of my lecture. It is one of my all time favorite 
works, and you can see a piece of grass, very neat, 
and there is a boat inside the grass at the same 
level and then there is a perfect kind of circle 

shape of an island, with again a boat and a person 
rowing away, moving away from the nearby coast. 

[            ]

WHAT DOES IT TAKE TO TELL A STORY?
[            ]

I’ll tell you one little story that this image made 
me think of, it’s a story of a rose that does not 
want to grow. It goes like this, there’s a rose 
and the rose doesn’t want to grow. And one day 
the sun comes along and asks her please grow, and 
she doesn’t want to grow, and the next day a cloud 
comes along and says please grow and she doesn’t 
want to grow, and the third day rain comes along 
and says, please grow and she doesn’t want to grow, 
but the fourth day all of them come along and then 
she grows. 

You know it’s one of those very moralistic things, 
and for some reason I wanted to hear that 
for three years every single night, so it probably 
shaped the way I see things.

[            ]

WHAT DOES THE MATERIAL WANT TO BE?
[            ]

Those that work with me at the Design Lab know 
that is something I ask a lot. In this case it is 
pigment, and what I really like about this image 
is that the pigment is pigment and at the same time 
it’s volume, and it’s colour saturation. So it’s 
really itself, in a very intense way. 

SPEECH NO. 6WHAT IF?
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[            ]

WHAT DOES AN IDEA HAVE TO BE CARRIED OUT FOR?
[            ]

If you look these at objects in this image, you see 
the whole matrix of all the shapes, which create 
a form or typology or alphabet. And I think, looking 
back at my own time when I was studying, one of the 
things that I didn’t dare to do enough at the time 
was really multiply things and create quantities 
of things, and really reproduce things to kind of go 
beyond the threshold of that one object or that one 
concept or idea. Sometimes when you just dare to do 

than when you just do that one precise thing.

[            ]

IF YOU START WITH ONE, HOW MANY CAN YOU MULTIPLY BY?
[            ]

That is what I think about when I see this image 
of one tree, one roof, one roof, one tree. 

[            ]

WHAT DOES YOUR WORK BUILD ON?
[            ]

For me that is what this image talks about. This is 
a kind of invented evolution or inverted evolution, 
but if you designed a knee cap of the little third 
animal from the bottom, how does that knee-cap re-
late to the back of the second animal and everything 
else that came before you? I’m not saying that we 
should all know everything related to our work, but 
we should try to at least construct a kind of dis-
course around what we do.

[            ]

WHICH PRIORTITES DO YOU SET?
[            ]

What I really like about this stove, is that by 
putting the heat at a central point in their house 
the shakers were also saying that heat was a way 
to create conviviality, and that’s the heart of the 
matter literally, and that is what’s going to shape 
the talking around it. It’s a visual way, of doing 
what you’re saying.

[            ]

WHAT NEW READING CAN THE WORK GENERATE?
[            ]

Strangely enough, even though the benches are upside 
down and these pipes are coming out, I can hear 
the children screaming from the school benches. 
I’m not even sure what is happening, but it makes 
me think — Where do you start when you work 
on a project or on a situational question? What’s 

-
thing you know? Do you start from everything 
you don’t know? Do you start by turning things 
around? Do you start by focusing just on sound for 
instance, like what may be happening here?
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This one made me laugh when I saw it.

[            ]

WHAT IF WHAT WE DESIGN IS BESIDES THE POINT?
[            ]

I’m sure that the person who designed this fountain, 
designed the rabbit, the clock, the marble and 
everything, but he didn’t design the girl that's 
sitting there, with the yellow book that’s opened 
half way, sitting in the perfect position. This im-
age is all about the girl and not about the foun-
tain. This is revealing, to realize that whatever 
you make is, in the end, about something else. 

[            ]

WHICH NEW PERSPECTIVES DO YOU CHOOSE?
[            ]

Obviously it would be amazing if a cathedral grew 
out of a tree like that, I don’t know how many of 
you did that? I have taken one of these pictures 
a few times, on holidays, trying to kind of see 
new connections, new links.

[            ]

WHICH STORY DO YOU GO FOR?
[            ]

There is this thing with design about showing only 
the front side of things and preferably the glossy 
side, which is appropriate on the front of a maga-
zine. But it is necessary to take a bird’s eye view 
of whatever it is you design. This point of view, 

sensation of what’s happening, than if you were 
at eye level. 

This is an image of a child on a Babel Tower, with 
all these important looking people around, 

[            ]

WHICH ROLES CAN WE RE-IMAGINE?
[            ]

it is old fashioned, it’s called Tree of Life, 
and it made me think of the Ben & Jerry’s Board of 
Directors, which is made up of 10 year olds, and 
is the reason why those chocolate chunks are so big 
in there, and so completely out of proportion. 10 
year olds that thought of that. I like that idea 
of turning hierarchies around.

[            ]

HOW FREE ARE WE REALLY?
[            ]

This is an image of a carriage pulled by two horses, 
there’s a chicken on it, the image is split into 
two parts; on the bottom is a very happy man with 

reinventing his own mode of transport. 

I mean, if we think of cars, we all think of wheels 
and four wheels, and a steering wheel and probably 
a roof and things like that. How can we think, free 
of this, or how can we escape these sorts of molds 
of thinking that we have.
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[            ]

CAN THE WORK ESCAPE ITSELF?
[            ]

This was an image where I saw this happening, it’s 
a little very small painting, I imagine. It’s just 
a wooden frame work, a landscape and a house, and 
then the thing is that parts of the landscape, parts 
of that drawing are made in 3D, stuck on that same 
painting and the people are also walking out of the 
frame, literally leaving the world of the painting 
and entering the dimension of objects, and then what 
I wonder is, can we let objects leave the dimension 
of objects. 

[            ]

WHICH OTHER WORLDS CAN THE WORK REVEAL TO US?
[            ]

This is an image of an installation at Saatchi 
Gallery in London. When I walked into that instal-
lation, because you literally enter it through 

then slowly (but you don’t really realize it), you 
kind of enter this landscape which is one huge room 

and you don’t know how deep it is, making you feel 
very anxious whilst there, very disturbing. At the 
same time it’s beautiful as this not knowing is what 
makes you feel as if something new will happen.

[            ]

DO YOU CENSOR THE UGLY?
[            ]

This is a personal note from myself. I tend to cen-
sor the ugly. It is something that I have. I also  
censor the horror and everything that is, all those 

and to include or to at least address partly in my 
work, and that is a question for me, how do you deal 
with that?

[            ]

HOW BIG ARE WE REALLY?
[            ]

This image is of the Reichstag in Berlin, it is 
packed with textile. I remember seeing it in the 
newspaper, people having picnics in front of it and 
just looking at this huge textile creature, waving 
in the wind; against this big building that before, 
was just being big and totalitarian and now it is 
just waving in wind. That is what this image re-
minded me of. 

And then before I go to the last one, I would like 
to hear you all make a big sigh, like you’re really 
fed up with me, sigh, okay, perfect! You’re very 
good. So the last image,...
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[                                                                    ]

WHAT IF ALL THE WORK COULD MAKE US GO... SIGH?
[              ]

I’ll tell you what the image is. It's a monochrome 
image with a body leaping out into the air from the 
left side and there’s absolutely no defense, you 

he’s leaping out, he’s letting himself fall and 
that’s my conclusion...

What if all the work could make us go... sigh?                                                                   
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[            ]

[            ]

to Ankara, which at that time was a safe haven for 
a lot of Bauhaus Architects. Ataturk decided that 
the country needed a new capital and broke with the 
dominant Ottoman style, inviting architects from 
abroad to take Turkey into the 20th Century. 
The transparency of honest construction is used 
to examplify a political agenda. The ornament 
was obsolete resulting in it becoming fascist, 

Going back a litte closer to home, where Le Corbus-
ier built these huge 'living machines'. The indi-
vidual expression here can be seen in the colour 
of the walls that are part of the facade at the 
back of the building.

[            ]

[            ]

[            ]

[            ]

[            ]

[            ]

I'm going to talk about architectural hope 
in the 20th Century. The picture above reminded me 
of Bruno Taut’s pavilion, “the Glass House”.

[            ]

[            ]

Bruno Taut was an architect and part of the pre- 
Bauhaus movement the 'Kristall Kette'(translates to 
Crystal Chain) – a group of people who sent letters 
to each other discussing how architecture could 
translate the notion of 'the new world' in stone. 
They presented their interpretations of this new 
type of architecture at the Werkbund exhibition in 
1914, held in Cologne. Walter Gropius and Otto Meyer 
designed a model factory for the exhibition, Henri 
van de Velde designed a model theater. Mr Taut was 
best known for this prismatic dome of glass, it’s 
not clear from this black and white reproduction, 
but the interior was brightly coloured.

If you look at the top of the image, the actual 
prism dome wasn’t necessarily used in a construc-
tive manner, but was meant to be perceived in 
a more esoteric way as a huge broadcasting antenna, 
emitting man's inner light.
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[            ]

[            ]

and here we have the Dutch version of it. 

[            ]

[            ]

Van der Broek en Bakema's library. Actually, an old 
teacher of mine, worked for them and while he gave 
us a tour through Rotterdam, he said, ”Well this 
is the library we built, but this isn’t a reference 
from Centre Pompidou. The installation, the big 
yellow pipelines, they were meant to be ten centi-
meters in diameter, but the installations guy came 

-
ger, way bigger. That’s how this library ended 
up looking like this.” 

I like the transition here, so let’s go back, 
and travel to New York.

[            ]

[            ]

Deciding as an architect to let the inhabitants be 
involved in the colour of the facade (giving them 
the illusion that they can express themselves 
in society) is both naive and ridiculous. Architects 
did not change society and will never do so.

I was quite intrigued by this photo,

[            ]

[            ]

it’s not clear to me if it’s a building, if 
it’s a theater, if it’s a set, is it a temporary 
architectural construction, what is going on here? 
Is it a place for concerts, gatherings, propaganda 
marches? I don’t know. It seems all of the 
above. Wonderful!

We can talk about technology as man prevailing 
nature through technology, expressing the hope 
of making these beautiful structures. For instance 
Buckminster Fuller's Geodesic Dome, 

[            ]

[            ]

and of course, The Centre Georges Pompidou expose 
the mechanics and the installations in the building, 
not covering them up, not cluttering it up with ex-
tra walls, WYSIWYG (what you see is what you get). 

It was quite a shock at that time. We have some 
interior shots here as well ...
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So here, they enter Emerald City... 

[            ]

[            ]

Diana Ross (Dorothy), Michael Jackson (Scarecrow), 
Nipsey Russel (Tinman) and Ted Ross (Lion) are en-
tering Emerald City, through a volt. Diana Ross is 
frantically screaming for Toby her dog most of the 
time, the actual yellow brick road that you see, 
was an actual product and it was marketed 
as a yellow brick road vinyl. 

There are several levels of how we perceive power, 
freedom and hope. Of course, this was all shot on 
location at the the former World Trade Center, at 
the epicenter of capitalism you could say, and it 
wasn’t by coincidence that this director thought, 
”Well I’m going to go to the World Trade Center, 
I’m going to be here and I’m going to do this scene 
here with Diana Ross and Michael Jackson”. Since 
huge budgets are involved to produce scenes like 
this there is more than meets the eye.

are singing about the colour green. Then there’s a 
voice in the sky, that says that green is obsolete 
basically, and he is changing it to another colour. 
This voice is creating new demand, a new market that 
makes the old obsolete, a capitalist habit.

[            ]

[            ]

Jean Baudrillard has a lot of interesting things 
to say about the United States and he thought 
it was the land of new reality. He named it hyper- 
reality, where the reality itself wasn’t important, 
but the way in which it was represented, mainly 
though the media. How it was being symbolized was 
more important.

image, is becoming more real than reality itself, 
with the symbolic meaning of commodities more 
important than their practical use. This is actu-

[            ]

[            ]

Directed by Sydnet Lumet in 1978, at the end 
of the Black exploitation era. In the 70s, Holly-
wood was in a big crisis and they couldn’t connect 
to the audience anymore. There were all these 

making lots of money. Hollywood tried to lure in 
audiences with Julie Andrews, but the woman 
that was actually doing it was Pam Grier. The genre 
was quite aggressive with sexist pimps who exploit-
ed and abused their hookers. This, of course, was 
a bit too extreme for Hollywood, therefore Diana 
Ross was picked for the role of Dorothy, since she 
had the ability to appeal to both black and white 
audiences. To make The Wiz with only black actors 
was daring as the musical genre was, and still 
is, predominantly white.

“How do we know what we desire, there’s nothing 
natural about human desire, all desires are 

cinema therefore is the ultimate perverted art. 
It doesn’t give you what you desire, but it 
tells you how to desire.”
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[            ]

[            ]

This voice is possessed in obscene dimensions, 
a traumatic dimension of the voice, an object 
of anxiety, distorting reality, thus the human 
voice is the sublime medium for expressing the 
death of human subjectivity. The question is how 
do we domesticate this? The answer lies in the 
narrative of this scene. We have this voice and 

power over the people that are underneath. 

The colour changes to red... 

[            ]

[            ]

from then on the colour changes to the ultimate 
yellowbrick: gold. It is not only changing the 
colour but adding a materialisation. 

[            ]

[            ]

To go back a step, when I talked about the epi-
center of capitalism, what is going on here in the 
middle is that these people are dancing around 
a corporate identity. 

An existing piece of corporate art, the logo 
was added and actually the existing sculpture  
didn’t make it through the September 11th attacks 
and was exhibited on the roof of the Metropolitan 
Museum of Art afterwards. I’m not talking really 
about the people who are dancing, they are dancing 
and they are having a really good time, but I am 
talking about these people here,

[            ]

[            ]

in the middle, and these people are mimicking. 
These actors are mimicking the white decadence 
of that time; mimicking it around a corporate 
identity.

Of course, after this Diana Ross gets asked by 
the Wiz to come in, she has to go through a door 
of the building. 

The focus is on this corporate identity as well, 
on how to domesticate the traumatic dimension of 
the voice.
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What is going on here? Let me show you the sequence, 
of course we have the building here that wants 
to be a monument the sculpture of Abraham Lincoln 
here in one image and the set. In front of that 

States, and it opens up. Giving the artist a 
grand entrance.

[            ]

[            ]

The screenwriter of “The Wiz”, Joe Schumacher, 
who had a lot of connections in the fashion world, 

the people who were portraying the white decadence, 
were wearing high fashion.

The wall is opening up and it is a wall that wants 
to be marble but isn’t. 

Then, this image,

[            ]

[            ]

If you take into account that The Wiz was made 
-

tion of the voice are represented as a narrative. 
It takes time to go from one stage to the other 

stages represented at the same time. We have 
the voice, the corporate identity, the architecture, 
the sculptural representation in the form of 
Abraham Lincoln and the ignorant human being, Usher, 
mimicking a succesful white businessman.

[            ]

[            ]

The voice seems to come out of a sculpture of a 
human being, the representation of man. The voice 
out of the sculpture comes from an ignorant man 
from New Jersey, who doesn't exactly know what 
he is doing, he is just there moving along with 
the machinery of capitalism, as in creating 
new demands.

[            ]

[            ]

I was quite intrigued by the Obama inaugural 
concert. This is Usher in front of the 
Lincoln Memorial. 

[            ]

[            ]
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171 MINS Johannes Schwartz

Dear André,

As I never witnessed one of your elaborate art 
history lessons, your archive of slides was new 
territory for me. I sticked to what I found 

presence of you the photographer, viewer, audi-
ence, collector, teacher,reference, interpreter 
and teacher in some of the images.

I tried to imagine how a more objective represen-
tation of the same artwork would have looked, 

so I ‘goodwill-photoshopped’ you out, corrected 
technical shortcomings and made you a bit younger 
in one photograph.

The result was disappointing. Although more accu-
rate, the newly created images missed the passion-
ate, amazed hunger and lust for the art-piece. Your 
slides seem the best propaganda for the medium of 
photography I have ever seen. 

Thank you for that.

NO. 8
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1. Barnett Newman, Chartres, 1969, 
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2. 14th-century view of a town 
 in Tuscany, Italy

3. Tosa Mitsuyoshi, scene from 
 Tale of the Genji, 1610–13, ink and paint 
 on gold leaf on paper, 26 × 23 cm

4. Piero della Francesca, main chapel 
 San Francesco, Arezzo, 1453–64 

5.   Hans Vredeman de Vries, interior 
 with winding staircase, 1604, copper 
 plate, 29 × 19 cm, from Perspectiva,  
 Leiden, 1604 

6. Piero della Francesca, detail main   
 chapel San Francesco (death of Adam),  
 Arezzo, 1453–64

7.   Andrea Mantegna, Crucifixion, 1457–59,  
 oil on panel, 67 × 93 cm, Louvre Paris

8.   Gaikotsu Miyatake, different 
 perspectives, 1908

9.   Vittore Carpaccio, Death of Saint 
 Jerome, Scuola di San Giorgio degli  
 Schiavoni, Venice, 1502 

10.   Ando Hirosighe, Mimasaka Yama  
 Bushidani, 1853, woodcut, 24 × 36 cm,  
 from Famous Views of the 60-Odd   
 Provinces

11.   Vincent van Gogh, The Bridge in the  
 Rain (after Hiroshige), circa 1887, oil on  
 canvas, 72 × 53 cm 

12.   Garden of the Master of the Nets, 18th 
 century, Suzhou, China

13.   Ellsworth Kelly, Blue Curve, 1982, 
 Stede lijk Museum Amsterdam 

14.   Ellsworth Kelly, Pyramid postcard, 1975

15.   Ellsworth Kelly, 1966

16.   Ernst Ludwig Kirchner, Self-Portrait  
 with Model, 1907, 150 × 100 cm

17.   Kenneth Noland, from collection 
 Lousiana Museum of Modern Art, 
 Denmark

18.   Cross-section of ruin column, Desert 
 de Retz near Paris, 1780–81 

19.   Kabul, Afghanistan, Islamic garden

20.  Ice Palace, Shanghai, February 2005 

21. Villandry, aerial view of castle 
 garden, France 

22. Bernardo Belotto, garden facade 
 of Schloß Schönbrunn in Vienna, 1759 

23. Stourhead, England 

24. Garden tapestry, Iran, 17th/18th century

25. Courtyard in Fort Amber near 
 Jaipur, India 

26. Babur Inspects Construction of 
 a Garden in Northern India, miniature, 
 15th century

27. Fatehpur Sikri, overview complex with  
 Diwan-i-Khas of Akbar, circa 1570 

28. Garden of the Humble Administrator,  
 1513–28, Suzhou, China

This index serves as a reference to the A0 
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29. Garden of the Humble Administrator,  
 table with jagged stones, Suzhou, China

30. Nilkanth pavillion, 16th century, 
 Mandu, India 

31. Spiral on Maori face, New Zealand 

32. Labyrinth cathedral floor at Amiens 

33. Throne in Diwan-i-Khas, Fatehpur Sikri,  
 India, circa 1570

34. Great minaret at Samarra, Iraq, 900

35. Desert de Retz, near Paris, ruin 
 column–shaped villa, 1780–81 

36. Churning of the Sea Milk, miniature, 19th  
 century, Punjab, India 

37. Cookie from Ruurlo, Netherlands

38. Bruce Nauman, The True Artist 
 Helps the World by Revealing Mystic  
 Truths (Window or Wall Sign), 1967,  
 neon, 150 × 140 × 5 cm

39. Snails from Cuba 

40. Entrance to room/cave, Bomarzo, Italy,  
 16th century 

41. Anthropomorphic landscape, 
 18th century 

42. Theme park ride, entrance or exit 

43. Illustration from Hypnerotomachia 
 Poliphili, circa 1500
 
44. Patio of Queen Isabella, Palacio de la  
 Aljaferia, Zaragoza, Spain 

45. Winter garden, Munich Residence 

46. Francesco Clemente 

47. Interior, late 19th century 

48. Mario Merz, Chambres d’amis (design),  
 1986, Ghent

49. Mario Merz, Chambres d’amis, tables,  
 1986, Ghent

50. Bruce Nauman, untitled drawing, 1985,  
 200 × 106 cm 

51. Cerne Abbas Giant, Dorset, England,  
 17th century

52. Tony Cragg, Grey Container, 1983,   
 mixed materials, 180 × 120 cm 

53. Gustave Caillebotte, Boulevard Seen  
 From Above, 1880 

54. Eduardo Chillida, The Cage of Freedom,  
 Münster 1997

55. Edouard Manet, Rue Moanier with Flags,  
 1878, oil on canvas, 65 × 81 cm 

56. Yves Klein, Anthropometries 
 of the Blue Period, 9th March 1960, 
 performance, Paris

57. Arthur Dove, Goin’ Fishin’, 1925, assem 
 blage, 53 × 64 cm

58. Leather tannery, Fez, Marocco 

59. Kienholz, The Gossip, 1962 

60. Kawamata, Mooring Place for Boat,  
 Münster 1997

61. Marcel Duchamp, Boîte-en-valise,   
 1941–49, 39 × 35 × 8 cm 



INDEXUNFOLDING 
THE ARCHIVE

POSTER

91. Hubert Robert, Painter’s Studio,   
 1763–65, oil on canvas, 37 × 46 cm 

92. Delacroix, Morocco Diary, water 
 colour, 1831 

93. Theo van Doesburg, Cosmic Sun, 1915,  
 pastel on paper, 24 × 32 cm 

94. Philips Galle after Maarten van Heem 
 skerck, The Colossus of Rhodos, 1572,  
 engraving, 21 × 26 cm 

95. Nemrut Dagi, gravestone, Kommagene,  
 Turkey, 69–40 BC 

96. Laocoon group, 3rd century BC 

97. Aktamar, eastern Turkije, Armenian  
 church, 915–921

98. Great Stupa, scenes from the life of the  
 Buddha, Sanchi, India, 1st century BC 

99. Great Stupa, scenes from the life of the  
 Buddha, Sanchi, India, 1st century BC

100. Etruscan tomb, detail of boy with   
 double flute, Tarquinia, Italy, 450 BC 

101. Celsus library facade, Ephese, west  
 coast of Turkey, 110 

102. Afrodisias, Roman stadium, Turkey 

103. Hagia Sofia, Istanbul, Turkey

104. Mosque, Thatta, Pakistan, built 1644– 
 47 under Shah Jahan

105. Dome of the Shah Jahan mosque at  
 Thatta, Pakistan 

106. Imamzadeh-ye Abd al-Samad, detail 
 of tomb, Natanz, Iran 

107. Imamzadeh-ye Abd al-Samad, detail 
 of tomb, Natanz, Iran 

108. Martin Hammitzsch, Yenidze cigarette  
 factory, 1907–09, Dresden 

109. Observatory, 18th century, Jaipur, India 

110. Marc Antoine Laugier, The Primitive 
 Hut, frontispiece for Traited’architec-
 ture, 1753 

111. Antonio Canaletto, Piazzetta with the  
 Campanile under renovation, circa   
 1750, ink on paper, 20 × 29 cm

112. Abraham van der Hart, design for     
            monument on the Mont Cenis, 
 circa 1810 

113. Maison Carré and Carré d’Art (Richard  
 Rogers, 1993), Nîmes 

114. Michelangelo, study for The Battle 
 at Cascina, early 16th century 

115. Jacopo Robusti (Il Tintoretto), 
 Cain and Abel, oil on canvas, 16th 
 century, 149 × 196 cm

116. Gianlorenzo Bernini, Apollo and 
 Daphne, 1622–25 

117. Carlsberg Glyptotek, Copenhagen 

118. Cy Twombly 

119. Cy Twombly 

120. Claude Nicolas Ledoux, Saline Royale  
 d’Arc-et-Senans, 1775–79 

121. Dean and Woodward, interior great  
 hall of the Natural History Museum 
 in Oxford, 1860

122. Frank Lloyd Wright, Robie House, 
 Chicago, 1909 

123. Michiel de Klerk, block in Spaarn-
 dammer neighbourhood, Amsterdam,  
 1917–20 

124. Michiel Brinkman, block in Spangen,  
 Rotterdam, 1922 

125. Erik Gunnar Asplund, cemetery, 
 Stockholm 

126. F.P.J Peutz, city hall in Heerlen, 
 Netherlands, 1936–48 

127. Le Corbusier, Notre-Dame-du-Haut,  
 Ronchamp, France, 1950–55

128. Le Corbusier, interior Notre-Dame-du  
 Haut, Ronchamp, France, 1950–55 

129. Le Corbusier, Heidi Weber Museum,  
 Zurich, 1964–67 

130. Werk by Gerrit Rietveld and Bart van  
 der Leck, Insel Hombroich, Neuss, 
 Germany 

131. Vito Acconci and Steven Holl, 
 Store front for Art and Architecture,  
 New York, 1993 

132. Imprint of women’s hands, Jodphur,  
 India 

133. Jenny Holzer and Tom Otterness, 42nd  
 street New York, 1993

134. Isamu Noguchi, News, Associated   
 Press Building, Rockefeller Center, New  
 York, 1938–40 

135. Isamu Noguchi, overview exhibition  
 hall, Isamu Noguchi Garden Museum,  
 Queens, New York 

136.  Isamu Noguchi, Momo Taro, granite,  
 Storm King Park, Mountainville, New  
 York, 1977-78 

137. Isamu Noguchi, Akari (Light), designs,  
 1951–85 

138. Isamu Noguchi, Red Cube, painted   
 steel, Marine Midland Bank Building,  
 New York, 1968 

139. Barry Flanagan, sculpture by the 
 Equitable Building, New York, 1990 

140. Mark di Suvero, sculptures in Socrates  
 Park, New York, 1995

141. Tadashi Kawamata, Documenta Kassel,  
 1992 

142. Fritz Wotruba and Fritz G. Mayer,   
 Church of the Holy Trinity, Vienna, 1965 

143. Giacomo Balla, stage design for   
 Tipografia, 1914 

144. Max Ernst, stage design for Romeo and  
 Juliet, 1926 

145. Alexandra Exter, L’homme sandwich  
 and L’homme reclame, 1926 

146. George Grosz, stage design for Kanzlist  
 Krehler by Georg Kaiser, 1922 

147. Stuart Davis, American Painting,   
 1932–51, oil on canvas, 100 × 125 cm 

148. Albrecht Dürer, Drawing of Dream, 1526

149. Facteur Cheval, Palais idéal, 1879–1912,  
 Hauterives, France

150. Frans Post (attributed), Coastline 
 of Madeira, 1636 

62. Shaker interior, wall units, early 
 19th century

63. Shaker hall, early 19th century, 
 Hancock, USA 

64. Niepce, View From the Window at 
 Le Gras, circa 1826, heliograph

65. Unknown photographer, ruins of Rich- 
 mond, circa 1863, albumen print 

66. Honoré Daumier, Nadar in his Balloon,  
 1862, print 

67. Nadar, aerial views of Arc de Triomph  
 and the boulevards, 1858 

68. Emile Zola, snapshot from the Eiffel  
 Tower, 1900 

69. Etienne Carjat, Victor Hugo, from the  
 series Galerie contemporaine, 1876 

70. Toulouse-Lautrec, Self-Portrait, photo

71. Unknown photographer, Brooklyn   
 Bridge under construction, circa 1878 

72. Joseph Stella, Brooklyn Bridge, oil and  
 tempera on canvas, 224 × 137 cm, from  
 the series The Voice of the City New  
 York Interpreted, panel no. 5, 1920–22 

73. Unknown photographer, Eiffel Tower  
 under construction, 1888 

74. Drawing after Roman graffiti from 
 Pompeii

75. James Ensor, The Pisser, 1887, etching,  
 15 × 11 cm

76. Luigi Russolo, Intonarumori, machine 
 to wake the city, circa 1913 

77. German businessmen in Thailand 

78. Adolf Wolfli, Long Island Laboratory,  
 collage, 1915 

79. Ferdinand Hodler, Weisshorn From  
 Montana, 1915, oil on canvas, 50 × 80 cm 

80. Goya, Duke of Wellington, oil on wood,  
 65 × 52 cm 

81. Goya, Duke of Wellington, crayon 
 on paper 

82. Goya, etching from Los Desastros 
 de la Guerra, 1812–20 

83. Jake and Dinos Chapman, Great Deeds  
 Against the Dead, 1994, polyester, 
 277 × 244 × 152 cm 

84. Philip Otto Runge, Plant Clipping, circa  
 1808, paper on card 

85. Philip Otto Runge, Portait of Otto 
 Sigismund and Maria Dorothea Runge,  
 1809, oil on canvas, 39 × 50 cm

86. Ernst Josephson, Self-Portrait as 
 Renaissance Painter, ink on paper, 
 36 × 23 cm 

87. Carl Fredrik Hill, Untitled, crayon on  
 paper, 18 × 23 cm 

88. Ernest Meissonier, Ruins of the Tuileries,  
 1871, oil on canvas, 136 × 96 cm 

89. Victor Hugo, frontispiece design, 1860 

90. Frederic Edwin Church, Rainy Season 
 in the Tropics, 1866, oil on canvas, 
 143 × 214 cm 
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151. Theodor de Bry, Cannibals, engraving  
 from America part 3, 1592

152. G. Markgraf, Flying Deer, water   
 colour from Theatrum Rerum Natural 
 ium Brasiliae, 1640–44 

153. Albert Eckhout, Negro Warrior, 1641, oil  
 on canvas, 264 × 162 cm 

154. Albert Eckhout, Negress with Child,  
 1641, oil on canvas, 267 × 178 cm 

155. Jan van Kessel (the elder), America, 
 oil on copper, 49 × 68 cm

156. Magdalena Abakanowicz, Space 
 of Unknown Growth, Europosparkas  
 near Vilnius, Lithuania 

157. Eduardo Chillida, wind combs near San  
 Sebastian, Spain 

158. Krzysztof Wodiczko, projection on   
 Hirschhorn Museum, Washington DC,  
 1989 

159. Yukinori Yanagi, World Flag Ant Farm,  
 1990 

160. Louise Bourgeois, Needle, 1992, mixed  
 materials, 276 × 256 × 142 cm 

161. Door opening, Udaiphur Rajastan,   
 India, 1989

162. Antonio Gaudí, window by entrance 
 of Park Guell, Barcelona, 1901–11

163. Beijing, morning performance in park 
 by the Forbidden City, March 2009

164. Lovis Corinth, Portrait of Frau Halbe,  
 1898, oil on panel, 35 × 30 cm 

165. Giuseppe Arcimboldo, Water, 1566, 
 oil on panel, 66 × 50 cm 

166. Marcel Janco, Mask, 1919, gouache/pas- 
 tel/paper/card/string, circa 45 × 25 cm 

167. Joseph Stella, Portrait of Marcel Duch- 
 amp, circa 1921, 69 × 53 cm

168. Thomas Eakins, The Brothers Biglin,  
 1873, oil on canvas, 100 × 150 cm 

169. Ilya Kabakov, Blickst Du hinauf und liest  
 die Worte …, 1996, water colour, 
 41 × 27 cm 

170. Ilya Kabakov, Blickst Du hinauf und liest  
 die Worte …, 1997, steel, 15 m 

171. Johan Christian Clausen Dahl, Two   
 Belfries at Sunset, Copenhagen, circa  
 1825, oil on canvas

172. Richard Serra, Untitled, Münster 1987

173. Birdcages in the Garden of the Humble  
 Administrator, Suzhou, China 

174. Alexander Cozens, ‘Blot’ Landscape,  
 from A new method of assisting 
 the invention in drawing original com- 
 positions of landscape, circa 1775, 
 16 × 20 cm

175. Leonardo da Vinci, Objects Pour Down  
 From the Clouds, sepia on paper, circa  
 1498, 12 × 11 cm

176. Man Ray, Joan Miro, Max Morise, Yves  
 Tanguy, Cadavre exquis, 1927, collage/ 
 drawing on paper, 36 × 23 cm

177. 18th-century drawing, landscape

178. Jan Gossaert, Colosseum, Rome,   
 1508–09, 20 × 26 cm 

179. Garden centre, northern Italy 

180. Carlo Scarpa, detail from garden of  
 Palazzo Querini-Stampalia, Venice,  
 1961–64 

181. Lingams at Brihadeshwara temple,   
 Thanjavur India 

182. Parc André Citroën, Paris 

183. Julio Gonzalez, Motherhood, 1934, iron  
 and stone, 139 × 41 × 25 cm 

184. Thomas Hirschhorn, Skulptur-Sortier- 
 Station, Münster 1997

185. Thomas Hirschhorn, Skulptur-Sortier- 
 Station (detail), Münster 1997

186. Marcel Duchamp, installation in the 
 exhibition First Papers of Surrealism,  
 New York, 1942 

187. Interior, early 19th century

188. Joseph Kosuth, This Object, 
 Sentence ..., circa 1966 

189. Joseph Kosuth, Zero & Not, 1986,   
 Chambres d’amis, Ghent 

190. Lawrence Weiner, An Object Tossed  
 From One Country To Another 

191. Job Koelewijn, Be More Specific, 2003, 
 150 × 170 × 40 cm 

192. Richard Long, A Sixty-Minute Circle  
 Walk on Dartmoor, 1984 

193. Ian Hamilton Finlay, AD, sculpture at  
 Little Sparta, Stonypath, Pentland Hills  
 near Edinburgh, Scotland 

194. Ian Hamilton Finlay, Nuclear Sail, sculp- 
 ture at Little Sparta, Scotland

195. American submarine near Long Island 

196. Richard Wilson, 20:50, 1987, used sump  
 oil and steel, Saatchi collection, London 

197. Grosz, Berlin city life with heavy traffic 

198. Lucas Cranach, Hunting Scene, 1529, 
 oil and panel, 80 × 114 cm 

199.     Aerial view of church in Ethiopia 

200.    Guillaume Bijl, Archeological Site 
 (A Sorry Installation), Münster 2007

201. Ron Mueck, Crouching Boy, 1999, 5 m 

202. Van Meyer and Van Schooten, ING   
 building under construction, 
 Amsterdam, 2000 

203. Delta Works, Zeeland, Netherlands 

204. Aquaduct in South Holland 

205. Ludger Gerdes, Münster 1987 

206. Ludger Gerdes, Münster 2007 

207. Bridge without railing, Venice 

208. Detail from ceremonial cloth, Kroe,  
 Sumatra, Indonesia 

209. The Goddess of the Sycamore Fig Tree  
 Welcomes the Deceased, mural in 
 the tomb of Panehsy, Thebe, 16th–14th  
 century BC
 
210. Mark Dion, The Birds of Antwerp,   
 1993, mixed media 
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211. Jean Dubuffet, Group of Four Trees,  
 1972, Chase Manhattan Place, New York 

212. Jesse’s Tree, miniature from the Psalter  
 of Henry of Blois, 1140–60, Winchester

213. Butinone, Christus Argues with the   
 Scribes (detail), 15th century, Italy 

214. Ferdinand Hodler, Enchanted Boy,   
 1894, oil on canvas, 106 × 70 cm 

215. Nanputuo Temple, detail of rock with  
 Chinese gods, Xiamen China

216. Charles Robert Cockerill, The Dream  
 of the Professor, water colour and   
 paper on canvas, 141 × 199 cm 

217. Per Kirkeby, Untitled (side view), 
 Groningen 

218. Peder Jensen-Klint, main altar 
 in Grundtvig's church, 1921–40, 
 Copenhagen

219. Michael Sweerts, Academie, 1655–60,  
 oil on canvas, 76 × 109 cm 

220. Bruce Nauman, Square Depression,  
 1977, executed Münster 2007 

221. Thomas Schütte, Cherry Column, 
 Münster 1987 

222. Joseph Kosuth, Rosetta’s Stone, 1991,  
 Place de L’Écriture, Figeac

223. Pavement drawing, 1991, Thanjavur,  
 southern India

224. Franz West, Pissoir, Münster 1997 

225. A.G. Shoosmith, St. Martin’s Garrison  
 Church, near New Delhi, 1928 

226. Hans Scharoun, design Berlin Philhar 
 monic, pre-1940 

227. Creation of the Universe tantra, 
 18th-century, gouache on paper, 
 Gujarat India 

228. Siddhapratima yantra, 19th century,  
 copper, 14 × 8 × 3 cm, western India

229. Mac Adams, Korean War Veterans   
 Monument, New York, 1991 

230. Adolf Loos, design for Chicago Tribune,  
 1922

231. Ennemond-Alexandre Petitot, Greek  
 Shepherdess, design for costumed ball  
 at Parma, 1771 

232. Robert Morris, Observatory, Flevoland,  
 Netherlands, 1977 

233. Anish Kapoor, It Is Man, 1989, sand  
 stone and pigment, 232 × 115 × 115 cm

234. Jannis Kounellis, Untitled, 1975 

235. Pilot’s grave, St. Petersburg cemetery 

236. Inside of Roman sarcophagus, found 
 at Simpelveld, Limburg, Netherlands 

237. Aldo Rossi, design for cemetery, 
 Modena, Italy, 1971

238. Minoru Yamasaki, World Trade Center,  
 1972 (destroyed 2001), New York 

239. Amazing Stories, January 1929 

240. Gerrit Rietveld Academie, circa 1999 

241. Gerrit Rietveld Academie, 1967 
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A NOTE TO OUR CONTRIBUTORS

Ben Zegers (1962, NL) has a back-
ground as a sculptor. He is currently 
Dean of Fine Arts and Design as well 
as teaching sculpture in the Basisjaar 
of Gerrit Rietveld Academie.

Ulrike Montmann (1955, DE) is a visual 
artist living and working in Amsterdam.

Raoul Teulings (1959, NL) lives and 
works in Amsterdam. Besides his artis-
tic practice he also works as a theorist. 
He teaches in several departments 
of the academie.

Henk Groenendijk (1952, NL) is 
a professor and researcher in Design. 
He teaches in the Basisjaar and Graphic 
Design departments of the academie.

Tine Melzer (1978, DE) is a visual 
artists and bases her work between 
visual and conceptual strategies about 
language. She studied philosophy at 
the University of Amsterdam and Fine 
arts at the Gerrit Rietveld Academie, 
where she teaches in the Foundation-
year and at the Department Image 
& Language.

Eric Wong (1964, NL) is a graphic
designer and is the head of the textile 
department.

Sophie Krier (1976, BE) lives and works 
in Rotterdam. Since 2005 Sophie Krier 
is head of department at designLAB, 
Rietveld Academie, Amsterdam. 
With her own studio she  explores the 
peripheries of the design field, invest-
ing herself mainly in research and 
editorial work for public space, cultural 
exhibits and manifestations as well 
as design books. 

Johannes Schwartz (1970, DE) is a 
photographer, living and working in 
Amsterdam, and is currently the head 
of the photography department.

Bas van Beek (1974, NL) is a teacher 
at the DesignLAB department of the 
Gerrit Rietveld Academy. His work 
explores connections between politics 
and design, often seen as propaganda.
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