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1 Seine High Tide (2004)

Size: 160mm x 610mm
Medium: Egg tempera

2 Seine (2004)

Size: 160mm x 810mm
Medium: Egg tempera

3 Seine Low Tide (2004)

Size: 160mm x 610mm
Medium: Egg tempera

The three Seine paintings are the first representations of the bollard within
the body of works. The bollards were initiated by a memory of Paris.
Photographic research in Paris by friends could not find this particular,
mushroom-shaped bollard. It is actually memorized from a harbour in The
Netherlands but became confused with the quays of the Seine in my
memory.
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4 Colonial Bollard (2004)

Size: 510mm x 810mm
Medium: OQil-paint

This canvas had another depiction, which was rudely destroyed by a bird
that flew into the studio. lts droppings bleached the previous stage. it is
now covered by white paint, bearing a loosely drawn bollard as its
signature.

The title makes a loose reference {o this event. The original motif for this
canvas was a tent structure, derived from my previous works. The bird’s
action and my practice is analogous to an act of colonizing the canvas:
first by the bird messing on it and, secondly, by me signing the canvas
with a bollard form.
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5 White Jetty (2004)

Size: 180mm x 610mm
Medium: Gilpaint

White Jetty points to a complexity of borders and the crossing of them. A
border is implied by the depiction of the jetty, and the boat which is
meant to voyage towards the horizon, away from the land. The painting
#luminates a notion of immobility as the jetty disappears into the paint,
and the boat is still tied to both parts of this jetty. Furthermore, the
absence of water describes an evasiveness of the motif as there is no
painted foundation for this depiction. The boat is drifting, entangled,
liberated and abstracted within a painterly and textual realm
simultaneously.
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6 Swing (2004)

Size: 511mm x 1008mm
Medium: Qilpaint
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7 Swings {2004)

Size: 150mm x 1810mm
Material: Egg tempera/ Oil-paint

Both Swing (Plate 6) and Swings relate to the rest of the body of works
through thematic affiliations. The swings, like the boats, are depicted in a
way which challenges the use of the motif. Although depicting movement,
the ropes are too long and therefore the seat would smash against the
ground if it were a real swing.
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8 Commuters, three scenes (2004)

Size: 1380mm x 3020mm
Medium: Egg tempera/ Gil-paint

This work consists of three parts, each bearing a separate painterly
scene. The top part depicts bollards, enveloped by a coat of white paint.
This implies the individuality of each, and a resistance to interaction,
emphasized by the immobility of the boats in the lower part. The painting
implies an attempt to contain movement as the boats, like the bollards,
are detached from their purpose and restricted.

The middle part further defies the representations by depicting colour
only, a silent scene in between two strongly interacting depictions. The
middie part becomes the only location implying space and movement, by
functioning as a horizon for the boats, and a plane that constitutes
subtlety and silence among the struggling objects.
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9 Commuters 2 {view on train wreck) (2004)

Size: 1550mm x 3020mm
Medium: OGilpaint/ beeswax/ £gg tempera

This work relates to Commuters (Plate 86) through size and lay-out. The
first part of the title bears the same implications; the subtitle (view on train
wreck]} is based on a scene from Emile Zola’s La Béte humaine.

In this scene, a train derails outside a house. The cold and snow force the
cormmuters to leave the train and seek shelter in the house. The old
woman who lives in the house has just died and her husband and
daughter are feverishly searching for the money which they believe she
has hidden somewhere. The woman has always looked at the trains
going from and to Paris through the window, recognizing the regular
commuters in a split second. At last they are not moving and are even in
her presence, but for her it is too late.

The painting represents drawings of the HM Bark Endeavour (Captain
Cook’s ship), drawings of slave ships and Viking ships. Their movement
has been restricted by the representation, as they are merely plans of
ships. The bollards and ropes, as in Commuters, are constrained by the
material. A mere yearning for movement, as in Zola's scene, is
represented.
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10 Untitled {snoek and boats) (2004)

Size: 2000mm x 810mm
Medium: Egg tempera/ Oil-paint
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11 Legacy/wasteland (2005)

Size 820mm x 1010mm
Medium: Oil-paint

Legacy refers to the three boat figures, which seem to be in three
positions at the same time, thus representing the boat’s history or legacy.

Both the rope and the green area at the bottom suggest an aim of linking
the boat figures. But this is impossible as the boats appear to drift outside
of the picture plane and are detached, by means of colour, from the
background. The rope signifies the attempt 1o relate the paint to the
boats, by emerging from the paint and developing a relation with the motif
by being textually related. The rope embodies the border between text
and image, by functioning as both, while respecting the wasteland in
between.
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12 Boatprints (2005)

Size: 460mm x 2800mm
Medium:; Egg tempera/ Qilpaint

Boatprints was at one stage a part of De Viiegende Hdéllander {Plate 11)
but, after its liberation by the cut-out, it was no longer valid and useful to
keep it there. The prints emphasize the individuality and split of this
painting, by stamping a signature-like motif on the work. It also insinuates
boats lying on a jetty and helplessly drifting in a plane other than the
water, the plane of the painting, by appearing out of synchronization with
the jetty.
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13 De Wlegende Hollander (2005)

Size: 1700mm x 2800mm
Medium: Egg tempera/ Oilpaint/ Woodstrips/ Cord

De Vilegende Hollander {The Flying Dutchman) started its journey from
Holland to India on Good Friday. By ignoring the importance of this day,
and literally gquestioning God’s powers, the captain evoked God's anger,
and challenged him to use his powers to bar the ship from reaching its
destination. The ship seemed thus to be doomed from the moment it left
the harbour. The captain is portrayed as a ruthless ruler of his ship,
keeping order among the crew through floggings, hangings and other
extreme punishments.

By endlessly trying to round the Cape of Good Hope, with a constant
view of Table Mountain, the captain loses the crew’s trust and they flee
the ship in the smaller boats employed to tow the ship around the Cape.
The crew still aboard sets the sails on fire and jump over board to swim to
the shore. The captain is left alone on his ship, without sails, and the
masts on fire, After several months the devil comes aboard to make a
deal with the captain, who hands over control of the ship to him in order
to round the Cape eventually.

The devil tells the Captain that the date of leaving Holland was not
important to God. What was important and what had caused his
misfortune was his treatment of the sailors. The ship became a legendary
ghost-ship, apparently encountered by many ships that rounded the Cape
of Good Hope.

This work is illustrated in the band of images running through the
dissertation, depicting several of its stages.
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14 Der Fliegende Hélander (2005)

Size: 2310mm x 1350mm
Medium: Qilpaint/ Beeswax

The title of the work refers to Wagner's Der Fliegende Héllander (The
Flying Dutchman}. The music bears a significant relation with the painting,
firstly because opera in general is a Gesamtkunstwerk. This painting
illustrates the aim of oscillation between the events that constitute the
work. The process and the manipulation of these events are the main
subjects of the work. The cut-out is an effect of balancing the boat’s
connotations with the form, as this is the most significant event of the
work, subjecting the motif to the method. The work reveals its material
structure, the wooden stretcher, and suggests a frank account of the
painting’s past. However, painting the wooden structure constitutes a
manipulation of the past and the subjection to the final form of the
painting as a collection of events.

The title is also applicable to the specific notions of the boat. Thematic
affiliations between the work and its title are illuminated by the myth of
Der Fliegende Héllander (The Flying Dutchman).

The libretto of Wagner’s Der Fliegende Hollander is based on a novel by
Hainrich Heine. In this narrative the captain is able to go ashore once
every seven years, to search for a faithful wife to free him from endlessly
wandering the ocean. He eventually finds the daughter of a captain he
meets when approaching a harbour. The girl has always dreamt of freeing
the Flying Dutchman captain’s of his burden. The captain refuses to take
the girl with him, but after declaring her passionate love, the girl throws
herself into the ocean, thus freeing the captain of his burden.

The painting contains direct thematic affiliations with the myth as
described here. The action of cutting out the boat signifies a liberating
event, both for the formalistic and thematic concepts and in relation to the
girl who, by committing suicide, liberated the Flying Dutchman.

Earlier stages of this work depict the boat as a static and entangled
object. Residues of this stage are still evident in the inner part of the boat.
The significance of this past is emphasized by the whiteness of later coats
of paint and beeswax, suggesting the distance between both stages.
Space is further implied by the litteral space between the motif and its
painterly context, and the wooden strucure that appears in front of the
motif.

The fluidity of the top section can be read in relation to parts of the opera,
which, by musical means, signify the presence of water and the
movement of the ship in its maritime environment.
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18 Krachtige Hollander, Gold Trip (2005)

Size: 410mm x 3020mm
Medium: Egg tempera

The title is a reference to an essay | wrote in 2002 about a work by M.
Daudeij entitled Gold Trip. A short summary of this work follows.

Two buildings situated in an office park in Amsterdam and linked by a
parking garage stood empty for a few months and were stripped of all
useful materials. Daudelj initiated a tour through the dilapidated buildings,
at night. First, we had to sneak on to the property, which was guarded by
security men. He had set up a way to get into the building but this had to
be done quickly and quietly. After entering, we walked through the dark,
underground parking garage to the first building. There were objects left
by homeless people and the garage was partly flooded, constructing a
rather sinister atmosphere. We walked up the stairs a couple of levels
before descending and entering the second building. We then went to the
top of the building where | had to wait while Daudeij went into a room and
closed the door. The wind was blowing through the staircase and through
holes left by the removal of doors and windows.

| was led into the room, and sat on a swing. Above me was a hole in the
celling through which | saw the dark sky. All around me were golden balls,
lit up by candles that were scattered over the floor. Left alone in the room,
after the rather puzzling tour through the buildings, the wind howling, |
swayed in the midst of the golden balls. Every move forward caused a
view through the hole, framed by the golden balls.

The painting dedicated to this work contains the viewpoint as a literal
relation, as it indicates looking up. Silence and the notion of anticipation
are other reasons for this dedication.
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16 Two Trails Ship (2005}

Size: 2310mm x 1360mm
Medium: Egg tempera/ Gil paint/ Beeswax

This painting is a significant illustration of my understanding of painting as
analogous to the politically biased writing of history. It visualizes an
ongoing struggle towards definition, firstly by covering parts with thick,
tar-like beeswax and oil-paint, to cover up its history. Secondly, washing
parts off signifies an attempt to grasp the past of the work; both notions
are employed o as to balance the past with the present.

The factors that define its final stage are residues of the painting’s
process, alternately concerned with the past and the present of the work
and offering a balance between them as its final stance.

A small red boat functions as a clue towards understanding the painting.

it is placed outside of the central motif to signal a thought about the rest

of the plane, and therefore proposes an entrance from this event towards
its surroundings.
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17 The Albatross’s Tale of a Nightscape (2005)

Size: 2310mm x 1350mm
Medium: Egg tempera/ Beeswax

The albatross suggests a living creature within this fairly static work. The
title implies thatthe painting is an account of the albatross, thus
emphasizing the process of translation that takes place within a painting.
The unknown language of the albatross is a metaphor for visual concepts,
as they are both detached from literally translatable concepts. The
albatross spends most of is time in the air, constantly moving over the
surface of the oceans, going to land only for breeding. In the maritime
reaim, the albatross is metaphorically lcaded, signalling good fortune,
while the death of an albatross on board ship signifies extremely bad
fortune.

The work further elucidates my endeavour to assert subject matter as an
effect of form. The boat, still recognizable, is threatened and saved by the
material simultaneously. The black coat, the nightscape, partly covers the
outline of the boat, only 1o be redefined by the transparent beeswax.
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18 Nachtsteiger (Night Jetty) (2005)

Size: 690mm x 1010mm
Medium: Qilpaint/ Beeswax

The jetty is drawn rather than painted. The background seems to contract
or recede from the drawing, while revealing a different colour underneath.
The foundation of the jetty, painterly and textual, is oscillating. This is
emphasised by the coat of semi- transparent green beeswax and
pigment. The layered colour suggests that part of the representation is
seen through night-goggles.

The work suggests a notion of departure through the resolute
perspective, causing the end of the jetty to appear floating in the paint.
The division between the two panels further elucidates a sense of
detachment. Breaking up the representation into two sections
emphasizes the supposed connection between both parts of the jetty,
and between motif and the painting, as the painting determinedly divides
its motif.
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19 Coleridge’s Albatross {2005)

Size: 2310mm x 1350mm
Medium: Egg tempera/ Qil-paint/ Beeswax

As in The Albatross’s Tale of a Nightscape (Plate 15}, this living creature is
introduced to elucidate the notion of translation.

In Coleridge’s poem, The Rime of the Ancient Mariner (1798), the good-
fortune-bringing albatross, is shot by the narrator, The effects of this event
are the suffering and eventual death of the crew, and the mental and
physical torture of the mariner himself. Only after he frees himself of the
dead albatross that was hung around his neck as a symbol of taking
responsibility for his sins does the wind resume and the ship sail on.

A valuable relation between this story and the painting is that after
accounting for deeds, happenings, layers, the subject, both ship and
painting are able to move, transport and convey.
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20 Diving Dutchman (2005)

Size: 2010mm x 1110mm
Medium: Gouache/ Beeswax

See section 3.1.4 for discussion of this work.
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21 Naval Feuds (2005}

Size: 2310mm x 1500mm
Medium: Egg tempera/ Oil-paint/ Beeswax

Naval warfare and maritime law in general informs some of the work as
noted in section 3.

The title is applied to this work because it deals with a concentration on
formalistic choices, and strongly visualizes the process of decisions
involved. The dimensions of the painting are adjusted so as to allow a
central composition of the boat form.
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22 Ferry Tales (2005}

Size: Ranging from 50mm x 60mm to 100mm x 150mm
Medium: Steel wire

Ferry Tales is a work that emerged in the margin of the paintings. It is
located outside of the paintings but refers to and reflects on them.

its function is to introduce the lyrical structure discussed in 3.4.3, along
with the drawings, Diving Dutchman, and the band of images printed
throughout this document. Ferry Tales elaborates on the interaction
between the paintings, constructing visual links, from a painting, to the
steel wire models, to another painting. It cleans the visual palate, so to
say.
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25 Empty Harbour

Size: 190mm x 180mm

26 Boat Echo

Size: 120mmx 150mm

93







27 Snoek

Size: 190mm x 300mm

28 Untitled

Size: 230mmx 190mm
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29 Quay

Size: 190mm x 300mm

30 Untitied

Size: 300mm x 1740mm
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31 Confused Rudder

Size: 360mm x 180mm
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