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«InstallationProject  
  Do not Erase... wait for Meaning»

It runs from 1998 until 2008 and deals with a study in 
philosophy and, following from this, the combination  
of visual art and philosophy in a PhD project.
 
Introduction
After the Shelter Project, I began a study in philosophy 
at the Universiteit of Amsterdam. Three years later, 
having finished, there remained the question how to 
combine visual art and philosophy in such a way that it 
would make a meaningful difference. What is more: is 
it possible to combine the two disciplines into one PhD 
thesis without reducing one to the other? I soon found 
out that it could only succeed by means of an investiga-
tion from within. But this means that a whole philo-
sophical community is asked to actively participate in 
some way or another, without knowing exactly what 
we are heading for. Is such a solid community able to 
respond in a flexible way for the number of years the 
project will last?

Also the question was raised what such a combined 
PhD thesis should look like. This cannot be answered 
in one go... we will have to move and evaluate step by 
step and reflect on each proceeding from within. All 
this asks for a sensitive, open mind and an experimen-
tal attitude.

the Question
Is it possible to provide a new perspective on the no-
tion of «installation» as well as a new insight on the 
philosophical, Wittgensteinian notion of «übersichtli-
che Darstellung»? And on a different level, there is the 
question whether philosophy and art have something to 
say to each other without reducing one to the other...

Concept and description
For Wittgenstein, the aim of philosophy in its most pos-
itive sense is to obtain a perspicuous (re)presentation  
of a segment of our language that has become so obvi-
ous for us, that we apparently forgot about it and do not 
notice anymore. Because we can never obtain a total 
and complete overview of our language, philosophical 
confusions and misunderstandings can arise. The prob-
lem is that we are not able to step out of our language 
and look at it from a certain distance in order to get a 
hold of all the rules and the relations of the grammar  
of our language.

The construction of a perspicuous (re)presentation  
or «übersichtliche Darstellung» of a segment of our  
language, is then Wittgenstein’s method of solving this 
problem. The nature of this method is bound up with 
what we can do with language. We want to gain a pers-
picuous overview of the uses and applications of the 
words, phrases and sentences in a certain domain of 
thought, in order to solve philosophical confusion. 

Remodel[l]ing 
Reality

Thus, an «übersichtliche Darstellung» is an overview  
of a part of our language. Something complex is con-
densed in something comprehensible and manageable. 
It shows us all necessary relations of a part of the gram-
mar in one clear view and it invites the perceiver to ac-
tively make use of his imagination thereby showing our 
form of (re)presentation: the way we look at things.

The tension between what we call art and informa-
tion cannot be resolved, but culminates in a point that 
I wish to call ‘poetic understanding’. This poetic un-
derstanding has to do with the question at what point a 
(re)presentation turns into a non-(re)presentation, which 
yet remains meaningful. This non-(re)presentation is 
something ineffable: that what we cannot say anymore, 
but only show.

Models and systems, or what we call installation in 
visual art; all these are crucial tools for the elucidation 
of complex problems. In the models, systems or forms 
of art we choose, our understanding of reality is pre-
sented and in some way or another visualised. Not only 
do we learn to understand reality in a better way, but at 
the same time we enrich this reality with the things we 
make. We add new aspects to it, as it were, and become 
aware, through certain solutions, of other problems we 
ignored before. By the choices we make and the solu-
tions we accept, we show which aspects of reality are 
important for us and how we communicate that which 
we value; how these values determine our (cultural) 
identity. It is in this way, that we remodel reality.

Technical details
Financing The PhD-project is financially supported 
with a bursary by the Faculty of Humanities, the Board 
of Governors and the Institute for Logic, Language 
and Computation, all within the Universiteit van 
Amsterdam | For the artistic products I am supposed to 
find additional funding 
Supervisor Martin Stokhof, Philosophy of Language, 
Universiteit van Amsterdam

Timeline (exhibition history)
The project had a preparation phase of two years, from 
2002 to 2004 in which the most important insights on 
the idea of Remodel[l]ing Reality were written out in a 
booklet (Dutch only), tested out in a course Installation 
Art and the quest for Meaning, taught at the Gerrit 
Rietveld Academie in Amsterdam and completed with 
an exhibition One installation at Arti et Amicitiae, 
Amsterdam. The PhD-project started officially in 2004 
and will end in 2008.



It extends over 1990 to 1992 and deals withfour projects: 
Schaffhausen – ein Souvenir, Strasbourg – Framework for a 
European Community,Cologne – Von Märchen und Gespenstern
andRotterdam – the Secret of the Naiad.

Introduction
When I was invited in 1989 to work for three months in a studio 
in La Chaux-de-Fonds, la Suisse Romande, I travelled from the 
Netherlands to Switzerland over land. In 1990, I decide to return to 
my native land by the river, which divides Europe into countries, 
while connecting thirty centuries of history and thirty nations. This 
river is called according to the German etymology Rinnen: ow.

the Question
The River Rhine symbolically re ects the quality of life in Europe. 
In what ways does this concept of «life quality» expresses itself 
in the various practices that connect the people of Europe, and 
more speci cally, those who live near the river? I select four loca-
tions (stations) for research: Schaffhausen (CH), Strasbourg (F), 
Cologne (D) and Rotterdam (NL).

Technical details
The River Rhine Length 1320 km | Basin 200000 km²

Schaffhausen Ein Souvenir

Introduction
During each summer up to 34000 day-trippers visit the Rheinfall
of Schaffhausen. Especially in the months June and July, the thun-
dering cascade makes an overwhelming impression when 1 million 
litres of melt water per second fall down over a height of 21 me-
tres. A railway bridge with a length of 180 metres crosses the river: 
trains on the route Winterthur-Schaffhausen pass in both directions 
every quarter of an hour.

Between July 7 and July 22,1990 I take up my position in front 
of the Rheinfall, on the footpath on the railway bridge. Every day I 
draw the rock molar of the Rheinfall from this  xed point of view. 
I am standing on the small footpath and behind me a train is pass-
ing every quarter of an hour. All spectators have to brush against 
me on their way from one bank of the Rheinfall to the other.

the Question
How does it feel to be a public property when one is taking a sight-
seeing spot as one’s studio and obstructing the path for others? 
How does the public react as they are pushing their way through? 
What happens under this constant reciprocal pressure?

Concept and description
With a drawing board and some materials in front of me I am 
obstructing the path of the tourists. Between the railway and me 
there is only a small opening left to pass by. Here, I investigate the 
concept of «public property» from a speci c point of view, related 
to the idea that an artist is in some respect a public person. 

It is devastating: all these bodies, this sliding and moving 
against each other. Apart from this, there is also the uproar of the 
tourists, the noise the falling water produces, and the roaring train 

behind me, which strain my nerves to the utmost. I can hardly 
suppress the urge to turn around and smack someone – ányone. 
The increasing tension during this two-week stay is visible in the 
drawings: the handwriting becomes more and more nervous and 
instable. In this way the drawings mirror my mental and physical 
condition.

Many sightseers act as if I am not there; quasi-indifferently 
‘moving ahead’ pretending as if nothing is happening. There are 
cultural differences, although they are rather cliché. For instance, 
Americans who try to strike up a conversation in order to reduce 
anxiety and tension or Japanese people who record me on video 
so that they can keep distance. 

The local shopkeepers who earn their living out of this mass 
tourism are particularly shocked by my presence. They fear a 
decrease of income and complaints from the tourists. They hold a 
meeting, and they come up with a solution to address their worries: 
they present me as a new tourist attraction. The artist has become 
literally public property: she is for sale.

Technical details
Rheinfall Some 15000 years old | Water  ow minimum at 
approximately95 and maximum at approximately 1250 m³/sec | 
Width 150 metres | Height 25 metres | Rock molar limestone
Tourists Approximately 34000 daily during June and July | 
They have left 2000 Coca-Cola cans during my two-week stay
Financing In order to  nance this event, collectors are asked 
whether they are prepared to buy the drawings, called Rhine
Letters, ‘blind’ which means to pay for the piece beforehand with-
out knowing the outcome. The drawings are sent directly from 
Schaffhausen to the ones who have subscribed. The fourteen 
drawings are all sold.

Results
DrawingsRhine Letters | Installation Rheingold consisting of 
2000 pressed aluminium Coca-Cola cans and bottles with water 
and light | Photo-registration, all exhibited in Frauenmuseum Bonn 

Timeline (exhibition history)
7/7 - 22/7 1990PerformanceEin Souvenir at the Rheinfall,
Schaffhausen | Fourteen Rhine Letters, mixed media on paper, 
each of them 50 x 70 cm
12/8 - 2/11 1990Die Rheinkonferenz.Zu Ökologie und Sagenwelt,
exhibition of installation Ein Souvenir, dimensions 600 x 100 x 
300 cm (w x d x h) Frauenmuseum, Bonn

Schaffhausen

«InstallationProject 

Remodel[l]ing Reality 
A survey of «InstallationProjects» from 1990 to 2004

presented at Arti et Amicitae,Amsterdam, November 5, 2006 with a visual 
lecture called De Taal en haar Broekje (Language and her Tighty-whities)
and an introductory talk by Arie van den Berg
streaming video Audio Visueel Centrum, Universiteit van Amsterdam
this publication was realised with the support of the Tijl Fonds, 
managed by the Prins Bernhard Cultural Foundation | Arti et Amicitiae, 
Amsterdam | the Institute for Logic, Language and Computation, 
Universiteit van Amsterdam
translation English Editing, Rotterdam
graphic design Rosa Vitalie & Hilje Oosterbaan Martinius
printing Modderman Drukwerk
edition500 copies
publisher Wilde Oceans, Amsterdam
isbn10: 90-802420-2-1
isbn13: 978-90-802420-2-9
Nur:646,730
copyright Tine Wilde, c/o Beeldrecht, Amsterdam
www.tinewilde.com

Introduction
It was a three-month journey that gave the initial impetus to the 
development of what I would later call «InstallationProjects». 
I had already worked for several years in a more or less traditional 
way as a painter in a studio, when I was invited in 1989 to come 
to Switzerland and work three months in a studio in La Chaux-de-
Fonds, La Suisse Romande. I accepted and intended to continue 
painting the way I did before, but now in a new and different envi-
ronment, yet things turned out otherwise. 

the Question
Is all that glitters gold?

Concept and description
Lucie Vergriete, deputy of Cultural Affairs of La Chaux-de-Fonds 
and Denise de Ceuninck, a journaliste, introduce me to a great 
number of people, ranging from wealthy watchmakers to gallery 
owners. ‘La C-de-F’, as the place is called, appears to be a rich 
region with people that are very cultural minded in a broad sense: 
theatre,  lm, visual art, music attract a great deal of interest.

The invitation to make a tour of a factory for watches changes 
my artistic career. Much to my surprise Mr. G.’s factory is covered 
with calendars and posters of tulips and bulb  elds. When I ask 
around, employees tell me in a somewhat embarrassed manner 
that the director’s wife is Dutch and that she had hung these post-
ers. Posing the question whether they like these pictures, I barely 
get an answer.

It eventually becomes clear that they have no choice in this mat-
ter, and nobody ever asks them anything about it. It is even more 
disheartened when I  nd out that at the end of every year all non-
Swiss employees get  red and have to leave the country. Many of 
them are from Italy or Spain. With each New Year they have to 
apply again for their previous jobs. Voiceless people working very 
hard, always afraid that something bad is looming. I decide to 
make a photo-reportage on this watch factory.

I receive permission to take photographs and Kodachrome 
slides of every employee of the watch factory and I am able to 
walk around and communicate with these people for several days. 
The staff are careful and watch closely upon entering and leaving 
the building, because of the gold shavings that stick to shoes and 
clothes. Special doormats and brushes throughout the factory 
collect even the tiniest gold shavings. The gold bars are hidden 

in a large safe and are shown to me with great pride.
I compare the watch factory and its ‘time is gold’ with the mag-

ni cent golden environment of the River Doubs, Maison Messieur,
la Gorge du Doubs and the like. The Vue des Alpes is especially 
majestic and I often go there to make sketches. I record my walks 
on audio and later on combine the slides I made in the factory and 
slides of the landscape with the recorded walks in an installation. 

This three-month journey marks the beginning of a more con-
textual related form of art in which writing and making installa-
tions will become core activities, along with investigating social 
practices and cultural attitudes.

Technical details
Technical assistance Universiteit Twente TarT Stefan Bezoen
Interlocutors Denise de Ceunick | Geneviève Munch | TarT 
Peter van Roosmalen | Lucie Vergriete-Vachon
Results Photo- and slide-reportage Gold | Installation of Audio-
triple-slide-scape Tekenen van Leven (Signs of Life) | Drawings 
and paintings | Booklet with text and reproductions of paintings 
un périple autour de la chaux-de-fonds

Timeline (exhibition history)
15/12 - 17/12 1989 Installation Rompre les Barrières, Rue du Bois 
Noir - Portes Ouvertes, La Chaux-de-Fonds (CH)
23/3 - 8/4 1990 Drawings and paintings Tekenen van Leven (Signs
of Life), Galerie Achterom, Haaksbergen (NL)
24/8 - 17/9 1990 Installation of audio-triple-slide-scape Tekenen 
van Leven (Signs of Life), Universiteit Twente, Enschede (NL)

Gold

Gold

«InstallationProject 
It ranges over the years 1996 until 1998 and explores the concept 
of «habitation» by means of installation Huis and the Shelter
Project.

Introduction
After  nishing up installation The Tribe in 1993, I come to the 
con clusion that an important aspect is left untouched and in need 
of investigation. I start an inquiry into the relation between the 
inner and the outer, the interior and the exterior, thinking of the 
individual human being as the place of a sheltered spirit and the 
community as a sheltered whole. And the other way around: the 
shelter as a place where one can meet and gather, but also as a lo-
cation where one can be alone and contemplate.

There are numerous kinds of dwellings people make all over 
the world: a tent, a Kasbah, a pueblo, a mud house, an apartment 
and the like. All these habitations show the various traditions of 
cultures: how people make a living and protect themselves from 
danger, how they gather and how they withdraw. Dwelling is ha-
ving some sort of shelter, a roof over one’s head, physically and 
mentally. It is the cultural environment where we feel at home and 
in some sense is our complete world. What is more, our dreams 
and experiences relate to speci c events that occurred at a particu-
lar place and point in time. This idea is worked out in installation 
Huis (House) that transforms a mill into a haven, where the visitor 
can shop for memories. The Shelter Project is meant to shed light 
on the question what happens to a human being when all natural 
and cultural environments are absent.

the Question
What is inside and what is outside? In what ways are the indivi-
dual and the social intermingled?

Huis (House)
Introduction
The immediate necessity for me to remodel an old mill and turn 
it into an intimate shopping centre for memories is twofold. First 
of all, in 1995 I move to an old farmhouse with a barn to be reno-
vated as a studio. Because the restoration takes up quite some 
time, my mind is automatically directed to questions concerning 
the concept of «habitation». 

Apart from this, I keep asking myself how an increasingly 
nomadic lifestyle will affect our individual and collective memo-
ries. Change,  exibility and the dynamics of life can only have 
meaning for us against some sort of a stable background, since our 
recollections and dreams are related to particular events that take 
place at particular locations and points in time. In my opinion, we 
need these  xed points as values of reference, so that our dreams 
and memories can be embedded in the secure continuation of a 
lived world that re ects the history of our conscious and exist-
ence, the story of our life.

the Question
Is this a dream or is this reality? Does it concern our inner or our 
exterior? Are we inside or outside?

Concept and description
A mill is transformed into a dwelling, where we can go back to 
the past and to our memories that make a web of references to the 
personal and the public, to the small everyday objects and the im-
portant events, to the present and the future. Isn’t the whole world 
our home? Don’t we all live under the stars?

This exhibition invites the spectator to take a journey, crossing 
over  proposals and suggestions that can be connected with each 
other in principle in an in nite multiplicity. The experiences can 
remain either anonymous or become meaningful as soon as the 
visitor colours them with his own history of images, memories, 
wishes and facts.

Technical details

Ground  oor
   1     MMMMMMMMM (Mondriaan, Munch, Matisse, 

Modigliani, Monet, Motherwell, Masaccio, Margritte, 
Michelin)

   2   Between Shadow and Tomorrow
   3   The Five-times Table
   4   The Taste of Fire
First  oor
   5   Are you sure you will remember me?
   6   Untitled
   7   Are you sure you will remember me? i, ii, iii
Second  oor
   8  Monet-Monnaie
   9   Nobody home

Timeline (exhibition history)
5/10 - 8/11 1996 Installation Huis (House), Stichting Beeldende 
Kunst AG De Molen, Hengelo (NL)
October 1996 Publication of folder Huis – tussen Schaduw en 
Morgen (House – between Shadow and Tomorrow)
8/11 1996 Lecture Over de Kunst van Boodschappen Doen
(On the Art of Going out Shopping)

Huis (House)

House»
Shelter Project
Introduction
Beneath the local government of ces in Dalfsen, a small town 
 situated near the river called Overijsselse Vecht, the Dutch army 
has built a fallout shelter. A large, and empty basement totally 
isolated from the world. Initially this cellar was meant to provide 
safety to a number of privileged citizens during a nuclear disaster 
or a nuclear war. After the fall of the Iron Curtain and the détente 
between East and West, the fallout shelter is currently used by a 
group of artists who call themselves Stichting Safe. They are al-
lowed to use the space, provided that the shelter can be made op-
erational immediately whenever necessary.

the Question
What happens to a human being when he is totally isolated from 
his natural and cultural environment and left to his own resources?

Concept and description
In his book Geen Paniek – Bescherming tegen Rampsituaties
(Don’t Panic – Protection against Disasters) that was written in 
1987, the then minister of defence Joris Voorhoeve explains how 
we can protect ourselves against catastrophes. He offers a survey 
of different ways to survive. As a recommendation for civilians to 
be prepared at all times, he introduces a number of medical clues 
for domestic purposes and also an emergency ration. This ration is 
supposed to enable us to pull through for fourteen days in our cel-
lar at home or in a fallout shelter. During my two-week stay in the 
fallout shelter of Dalfsen, I test some of this emergency ration and 
I try to shed some light on the feasibility of the survival scenarios 
discussed by Voorhoeve.

From Saturday 25th of July until Saturday 8th of August 1998
I am locked up in the fallout shelter of Dalfsen. The public outside 
can keep up with the proceeding of this event by means of four let-
ters that are published in newspapers.

The letters from the Fallout Shelter
Letter 1: Mail
Outside the sun is shining. Inside, in the fallout shelter of Dalfsen, 
there are only humming neon lights that radiate their cold tones on 
the bare concrete walls. It is Saturday, July 25, 1998. The broad-
cast journalists have gone and Pim, staff member of Stichting Safe, 
has locked the door behind him. Now I am really on my own for 
the next fourteen days.

Two big boxes  lled with the emergency ration, which Joris 
Voorhoeve recommended in his book, have been delivered earlier 
this afternoon. Does Voorhoeve have any idea how much that 
really is? Previously in the supermarket I needed four large bags 
to carry all the purchases. I had to buy fourteen tins of condensed 
milk according to the list made up by Voorhoeve in order to stay 
alive! In his book he also forgets to mention that these supplies 
cost more than hundred euros (once Dutch, always Dutch!). How 
does a mother who lives on social security cope with that? Apart 
from this, one has to be blessed with two strong arms in order to 
be able to reach the doors of the fallout shelter in due time... run-
ning with these boxes. I wonder whether there are still people who 
permanently keep some sort of emergency ration locked up in one 
of their cupboards. If there are any: what about the tins, cans, and 
packages that are perishable and overdue?

In the centre of this shelter, in the midst of this bare, empty 
space, I have made up my emergency-station. There is a bed and 
alongside a chair behind a small square table. On that table I 
have spread out my writing stuff: a large journal in which I will 
try to register all details of what will happen during these two 
weeks and some paper on which I shall write my letters to you. I 
have gathered all my personal belongings around me; the books, 
the drawing-, as well as the writing materials, so that these ob-
jects constitute a sort of base on which I can determine a course. 
Unfortunately I forgot to take my talisman. It is a shell that is 
handed over from generation to generation within the family. We 
call it ‘eye of Biak’, a colourful shell  xed in a golden pendant. 
Here I shall have to  nd my way without ‘the eye’.

Seated here now feels like being on a spaceship or in a subma-
rine heading for unknown territories crisscrossing time and space. 
As in a dream. Outside around that spaceship everything is ink 
black. Not a single trace of light marks a boundary. Time in this 
place is frozen, because all the light is being excluded.

A little uncomfortable and uprooted, I am sitting at the table 
writing this letter to you. I do not know anything about you and 
you know hardly anything about me. Despite that, I really would 
like to come to know you. Therefore I would like to invite you to 
answer the question at the bottom of this letter.

Question: What is the most precious object you would like to 
take with you when you are forced to leave hearth and home? 
And why are you so fond of that object?

Letter 2: Mailbox 135
They are up there, busy with a brand new day. I am down here, in 
my sleeping bag. Do not take it for granted that I have left behind 
the outside world, because I have not. Upstairs high heels are 
clicking there and back (or do I hear them only in my head?) and 
there are many more sounds that  ll this empty place. The electric 
water heater starts up every now and then, the ventilator makes a 
hell of a lot of noise, the neon lights hum all day and I have an ink-
ling that I can hear it rain outside the shelter when I am stan ding 
near the drain of the shower. Apart from these noises the sticky 
smell of concrete is colouring my days. It is this stuffy atmosphere 
that makes me feel at times very uncomfortable.

In order to keep some sort of a natural life pattern I have devel-
oped a system of light, a variation in brightness to prevent myself 
from spleen. The result is that morning is imitated by switching on 
only one group of neon lights. After some time all neon lights are 
on ‘right out in the sun’. Turning off half the neon lights simulates 

Huis (House)

‘evening’ until night sets in at complete darkness when all neon 
lights are turned of. Despite of this system I caught myself waiting 
to take photographs ‘until twilight’. It is important to keep on mov-
ing, to concentrate on work and to vary daily routine.

It is not that all these grey walls of concrete would not be of any 
interest. On the contrary: they give back pictures from memory 
and consciousness. This morning for instance, laying in my bed 
and staring at these walls, they revealed fragments of an old 
movie from childhood. It was not until the early sixties that we 
had television at home and that medium was for me a complete 
mystery. What was broadcasted entered my eyes with a tremendous 
violence. The  lm that I refer to tells of a boy who leaves home in 
order to get to know the world, in spite of the pleadings of his par-
ents to stay. After a long time roaming about, he returns searching 
for his parental home. But his father and mother have died, where 
once stood his home is now an empty spot and the son is standing 
in a middle of nowhere completely abandoned. I must have been 
presumably six or seven years old and I still remember that I cried 
my heart out. Here was something going on that I could not ex-
press in words, but that I understood intuitively.

These fragments of  lm intermingle on that wall in the shelter 
with a memory of our move from the province of Brabant to 
Overijssel. I see a picture of a crying mother saying farewell to her 
neighbours in the street and a little girl sitting between boxes on a 
cold  oor (the  oor covering was not delivered on time; the stoves 
could not burn).

The pictures are all in colour, but they are not complete overall 
pictures. They are not like photographs covered with information 
from edge to edge. Towards the end of the edges of these fragments 
the pictures are vague and unclear. It raises the idea of a frosted 
glass mirror. These shadowy landscapes mix with pictures that are 
evoked by the footsteps clicking above my head. If it were true that 
emptiness calls upon so many images, what does that huge amount 
of images and pictures do with us in everyday life?

The title of this letter refers to the box I made for ‘Safe Depot’ 
2000 and that was the immediate cause for starting this project. 
It represents a fencing mask that is hanging in a box measuring 
60 x 60 x 60 cm. Behind that mask light emitting diodes illuminate 
the letters SAFE-SF. 

Question: Can you remember your very  rst move? How did 
you feel and what images or pictures are evoked now that you 
think about it?

Letter 3: Mail codes
‘This is Major Tine to Ground Control...’ Gradually this place is 
beginning to put pressure on me: it causes damage to the mind and 
my health is failing. The codes we use in everyday life are here to-
tally out of tune, the rules do not function anymore, appointments 
I make only with myself, and emotions want to take over reason.

In order to resist that pressing atmosphere I have developed 
what I call a system for measurement, apart from the system of 
light that is being continued despite of the fact that the system and 
my biorhythm more and more diverge. I want to size up the cellar 
where I keep my bed and table. But how does one do such a thing 
without any equipment? Sitting still for some time makes me very 
cold: the temperature in the fallout shelter is 18 degrees Celsius, 
and please remember that rays of sunlight are absent here. So, by 
means of keep- t-exercise, I measure the outlines of this cellar 
every day with the simplest form of calculation I can think of: 
putting my legs together, then one big step forward and that should 
be approximately one metre. But somehow not a single day shows 
similar results. Does emotion colour distance here?

The outside world has turned into another planet. At the be-
ginning of this two-week stay I wondered for example what the
weather out there would be like. This is of no interest anymore. 
Radio or television, I do not miss them. I am sitting here, totally 
satis ed with my own thinking, with the plans that I make and 

with the game that is being developed and that will be called: 
‘The Great Survival Game’. However there is one thing that I 
ought to mention: without the books I have taken with me, I would 
not manage. Take my advise: should it ever be the case that you 
 nd yourself in this kind of situation leave half of the ration that 
Voorhoeve prescribes behind and take some good literature with 
you instead. At times like this, when it becomes a little too stuffy in 
the shelter, books give you the opportunity to travel through a sea 
of words into other worlds. Your mind will get stuck less easy.
Within this self-contained situation, this situation in which I keep 
myself company, it is more or less feasible to survive. But really, 
I cannot imagine what it would be like when 2500 people are 
gathered in this cellar for fourteen days. I cannot see, or only with 
the greatest effort, how this can be done in a decent manner when 
outside everything is destroyed.

Until now there has not been one moment in which I have been 
captured by non-describable fears and I have not doubted my 
mental capacities for one second. Yet I notice how gloomy feelings 
try to take possession of me. This cellar slowly goes for someone’s 
throat and I de nitely have to call myself to order, like a Major in 
front of his company, if I do not want to be lured into an ambush.

Question: Are you willing to tell me your most beautiful dream? 
To cheer me up.

Letter 4: Mail festum
Cheers! Your health! Here’s to you...! Take another one...! A few 
more days and the party will be over. The subterranean caverns 
have been investigated, those within myself as well as those be-
neath the local government of ces in Dalfsen. Interesting, I must 
say, very interesting.

Inevitably things have been left out. I had invented for example 
a liquid-supply-system, that is, a system designed to transport wa-
ter from the kitchen to just above my table in order to  ll a glass. 
Unfortunately it could not be carried out due to lack of material. 
And if I would have to stay longer I absolutely would have done 
something about the air conditioning system here. In any case 
I have  nished ‘The Great Survival Game’ so that it can be played.

I am looking forward to seeing and kissing my beloved again, 
because honestly, I am longing for being touched and to be able 
to touch someone in return. That is the way things stand. Apart 
from this, I picture myself sitting at a lavish dinner consisting of 
all kinds of colourful food and with an ample supply of drinks. 
I cannot bear any more tinned vegetables and I would be better 
off without the wholemeal crackers.

When you ask me: ‘Was it worth all that trouble?’ I say whole-
heartedly ‘Yes’, although I call it a day by now for I am longing 
for the common everyday human world. In this cellar everything 
is possible, but nothing has any signi cance and it is boredom that 
tries to pull you into the black hole of the inner. Yesterday I tried 
to break the silence of the cellar by screaming out loud in order to 
open up that black hole. And I spread my arms as far as possible 
from my body into space and I danced around my emergency sta-

Shelter Project

tion and I conjured up the green trees and the yellow sun and the 
blue sky and lots of red roses. And I also thought of things, softly 
humming, that are very private.

According to Joris Voorhoeve the end of this painful ordeal is 
followed by a so-called ‘honeymoon phase’. It is characterised by 
an ecstatic feeling of public spirit and altruism. Maybe it is bet-
ter for my beloved to take some precautions the moment the door 
of the fallout shelter opens. Cheers! Here’s to you! Take care of 
yourself! I hope from the bottom of my heart that we will not have 
to use these kinds of shelters for a long time. But to be quite honest 
– between you and me – I would not stake my life on it.

This is a project about time and space and the necessity to pro-
tect us on our expedition through the universe. It is an everlasting 
paradox: curiosity makes that we want to see around corners, we 
are fond of every breathtaking view. But the need for safety and the 
fears obstruct seeing. It is in the eye we meet and are able, if only 
for one second, to fuse into a Space Odyssey. We travel through 
black holes (watch out they are shooting at us!) beyond the soul 
and the shadows into the ink black sea of the unconscious, wait-
ing for the Omega. To realise in the end that it all was just Science 
Fiction (about knights and heroes...). I do not mind: on this jour-
ney, far away from home, the stories of fear and hope we tell each 
other make sure that we  nd the courage to face the future.

Question: When was the last time that you waved at someone, 
without reason, just like that?

Technical details
Interlocutors Dik Laning | Madeleine Rood | Pim Trooster
Results Mindmap (see also Letter 3: Mailcodes) | Writings, four 
letters to keep track | Photos | Het Groot Overlevings Spel (The
Great Survival Game), dimensions 54 x 54 x 9 cm (l x w x h), 
made of cherry-wood

Timeline (exhibition history)
25/7 - 8/8 1998 A two-week stay in the fallout shelter in Dalfsen 
(NL), made public through newspapers by way of four letters

29/8 - 27/9 1998 Installation De Wereld is het Mooiste waar ze 
Ophoudt... (The World is most Beautiful the Moment she Stops...),
Stichting Safe, fallout shelter Dalfsen (NL)
27/9 1998 Lecture in the fallout shelter in Dalfsen (NL), Over
Denken en Doen (On Thinking and Acting)

Shelter Project

«InstallationProject 
It runs from 1993 until 1995 and consists of installation The Tribe,
installation Puzzled Windows and installation Unter der Laterne.

Introduction
I had already touched upon the concept «window» in Strasbourg, 
but I left the idea for a while until it comes back to me when I 
work out The Tribe, an installation that addresses the television as 
a window on the world, which is not only focussing on reality, but 
also on our imaginative and virtual world. In a different way, I take 
up the same concept in Hoorn with installation Puzzled Windows.
Transforming a neo-classical church into a house of memory, it 
strikes me that all the church windows are boarded up. No view 
on the world, no world coming in. The application of lace curtains 
enables me to open up the space while at the same time suggesting 
more intimacy. In Unter der Laterne the concept of a virtual win-
dow returns by way of video-registration, but now centring on the 
relations between real time and historical time.

the Question
In the course of time many artists have been working with the 
concept «window»: the painting as a window, a view on reality, 
and often within the frame of the painting a depiction of various 
standpoints. Nowadays we can add a new perspective to this con-
cept: the electronic window. Do new technologies add something 
that cannot be achieved by other means of expression? And if so, 
how does this in uence our view on the world?

The Tribe
Introduction
The survival kit of the modern man is his TV set: a device that 
re ceives moving images by way of cable transfer. The television 
is his heart, his knowledge, his conscience, his moral, his mirror, 
his entertainment, his... Remote controlled and fragmented, safely 
digesting experiences within the four walls of his own house. Even 
when nothing is broadcasted and the screen is showing only noise, 
he sits and stares.

In front of this spellbinding box our man is under the illusion 
that he can catch the world in all complexity seated in his sofa, 
by way of magic power. He travels in two minutes from China 
to South Africa, from sparkling joy to sorrow, from game to war. 
Within that context he empathises and sympathises – the compas-
sion of the TV license fee, the fellow feeling of a subscription; that 
is all he spends.

The  re that is warming the heart of this human being is arti -
cial, lacks odour and ardour. Yet, he still has enough memory of 
the origins of his existence that the erratic impressions of an arti -
cial world at times re ect his deepest human nature.

the Question
The tribe reconsiders... a tribunal? The Last Supper? What is this 
all about? Who is pulling which wire?

Concept and description
Outdoors, against a background of bushes, nine TV sets, in dark 
brown boxes mounted on posts that are increasing in height, are 
situated in an oval form around an arti cial  re. Another three 

boxes function as seats. The position of the boxes can be under-
stood in the way the planets of our solar system orbit the sun. 
Furthermore, the number twelve has some speci c connotations: 
our year is divided into twelve months, we are acquainted with 
twelve signs of the zodiac, there are the twelve tribes of Israel, 
and twelve apostles of Jesus. According to John, the holy 
Jerusalem just as Heaven itself also has twelve gates. King Arthur 
has his twelve knights and Gilgamesh his twelve routes.

The brown boxes are covered with all sorts of coloured struc-
tures, reminiscing primitive cultures. These colours are  xed with 
transparent brown stain in such a way that the colours are dimmed. 
The  re is built up from pieces of stone, planks and an orange 
warning light and placed in the middle of a large piece of black 
plastic. Wires from the television sets come together in the centre 
of the installation under the warning light.

All TVs are turned on: each of them tuned in to a different chan-
nel. The visitor can take a seat and experience a feeling of ‘being 
connected’ – being a part of this tribe, although real communica-
tion is not possible.

The  rst version is set up outdoors in the park that surrounds 
exhibition space De Villa in Enschede. It is already peculiar to 
see the televisions working in a public space the park is in broad 
daylight; but especially in the evening it is extraordinary, when 
the casting televisions illuminate the environment and have their 
equivalent in the apartments behind the park which radiate their 
rooms with their televisions. Note that the Dutch never close their 
curtains...

A second version is built indoors for installation Puzzled
Windows in Hoorn and shows some technical extensions. Some 
technicians and myself experiment with possibilities of connecting 
the tv sets in such a way that the various channels are able to re-
spond to each other and that the visitor can interfere and in uence 
the broadcasting.

Technical details
Materials Indicated in width (cm) x depth (cm) x height (cm)
tv1: 45 x 38 x 33  | tv2: 50 x 38 x 35 | tv3: 44 x 35 x 33
tv4: 80 x 55 x 55 | tv5: 82 x 50 x 60 | tv6: 75  x 45 x 55
tv7: 78 x 48 x 55 | tv8: 80 x 50 x 58 | tv9: 46 x 40 x 35
The three seats are each 47 x 40 x 35.5 | All boxes are made out 
of multi-ply board 9 mm and 15 mm thick | Iron pipes: ø 8.5 cm 
and ø 5.5 cm, variable in height | Roof tiles
Technical assistance Coen André | The technical team of Stichting 
De Achterstraat

The Tribe

Puzzled Windows»
Timeline (exhibition history)
28/3 - 22/4 1993 Overleven of Over Leven? (Survive or Be 
alive?) exhibition of installation The Tribe, dimensions ø 800 cm, 
Stichting de Villa, Enschede (NL)
4/6 - 4/7 1993 Installation The Tribe is part of the exhibition of in-
stallation Puzzled Windows, Stichting de Achterstraat, Hoorn (NL)

Puzzled Windows
Introduction
In 1993 I get the opportunity to transform a neo-classical church in 
Hoorn, which also functioned for a while as a meat factory before 
Stichting De Achterstraat takes it over, into a house of memory by 
working out installation Puzzled Windows.

The main goal of Stichting de Achterstraat is to provide suste-
nance for visual artists who want to produce a site-speci c work of 
art. Site-speci c in the sense, that the outcomes are directly related 
to the exhibition space. Thus, the problem or the question that 
underlies the work of art is raised in the interaction between space 
and artist.

the Question
Is it possible to visualise memory traces of the church in Hoorn in 
such a way that these tracks will trigger the memory traces of the 
visitors in a meaningful way?

Concept and description
Intensively opening up in order to capture the atmosphere and the 
various aspects of the space, this place of worship is at the same 
time object of investigation and my residence for the duration of 
the adventure: it is a dwelling where I live, eat, work and sleep. 
After having built a place to sleep at the choir, at  rst sight I can-
not make anything else of this worn out church than a dilapidated 
house. The walls are covered with  aking paint and the nine 
church windows are all boarded up: no light is coming in, and 
there is no view on the world. Where is God? Proceeding from 
the idea that religion is a kind of faith that acts as some sort of a 
psychological defence mechanism, I decide to transform this house 
of God into a house of Memory.

The notion of God is for me connected with transparency and 
immaterial whiteness. Applying lace curtains in front of each of 

the windows, I try to call forth some sort of strati cation making 
this place at the same time more intimate and more open. As a con-
sequence, the installation shows itself almost entirely composed 
of white shades. Moreover, I change the perspective in such a way 
that the round high arched windows are mirrored as cut-away in 
two large wooden tables thereby looking like pieces of a jigsaw 
puzzle. The two puzzle-pieces are lifted to shoulder height and 
carry small personal relics that complete the whole setting. For 
adults this expansion in scale can evoke a memorable experience 
of the frame of reference they had when they were about  ve years 
old. Everybody will undoubtedly be able to recall the attempts to 
grab something that is on the table and just beyond reach.

All the edges of both tables are covered downward with trans-
parent white lace curtain. The curtain is hanging only one millime-
tre above the  oor and blue neon light is shining through it. The 
whole installation gives one the illusion of  oating puzzle-pieces 
every time a visitor moves the curtains merely by displacing the 
air when he passes by. In this way an intimate, dreamy atmosphere 
is created in the huge abandoned church.

Because of the use of the large quantity of white curtain, the 
 aked paint manifests itself as organic wall painting, character-
ising time and circumstances. The whole scene adds new perspec-
tives at different levels, provoking images that are old and at the 
same time new. From this, the visitor, who can be an anonymous 
spectator but also the artist, is encouraged to compose his own 
story based on a mixture of memories, dreams and his involvement 
in the installation.

Technical details
The dimensions of the Church are, indicated in width x depth x 
height, 1700 x 1160 x 1290 cm | The two puzzle-tables are each 
1343 x 240 x 120 cm
Materials 20 boards of 305 x 150 x 0.05 cm ǀ 90 metres of beam
36 table-legs 120 cm high ǀ 80 metres of 120 cm lace curtain to 
wrap around the puzzle-tables
Technical assistance Coen André ǀ Edo Espinoza ǀ The technical 
team of Stichting de Achterstraat
Interlocutors Portable Gallery Hugo van Valkenberg ǀ Marga 
Slijkerman ǀ Ed Wagemaker

Timeline (exhibition history)
1/5 - 4/6 1993 Stay and making of the installation
4/6 - 4/7 1993 Exhibition of installation Puzzled Windows,
Stichting de Achterstraat, Hoorn (NL)

Nine windows covered 
with lace curtains in cm
1   350 x 600
2   400 x 300
3   150 x 250
4   480 x 250
5   290 x 220
6   540 x 200
7   500 x 250
8   180 x 200
9   320 x 230

Puzzled Windows

Unter der Laterne

This booklet/poster covers the most important «InstallationProjects» 
da ting from 1990 to 2004. After a three-month Swiss journey in 
1989, I made a rather radical change turning from an inward con-
centrated studio-based practice to outward focused projects, inves-
tigating facts and values concerning social practices and cultural 
attitudes. In view of these considerations, questions are the most 
important points of departure. Questions about the autonomy of 
the individual, about social interactions, about the rules and the 
methods, about the role of the artist, about the games people play, 
about hopes and dreams, about subjective and collective memories.

The research style I developed throughout the years I call 
«InstallationProject» and can be understood as a package tour of a 
concept – be it the concept of «life quality»,«house» or «reality». 
As a result, an InstallationProjectis a construction of one or more 
installations that address the same concept, worked out from vari-
ous points of view. Sometimes parts of one installation are taken up 
and used in another installation in order to create new connections 
and perspectives. I think of an InstallationProject as a framework, 
providing the means for a different view on the world. This frame-
work of investigation and imagination is in some sense a ‘complete 
world’ and can be understood on a meta level as a remodelled reali-
ty. It gathers old and new materials and technologies, old and new 
disciplines and text and image.

It may take several years to complete an InstallationProject, imply-
ing not only the result, but also the processes that lead to that result. 
As a consequence, documenting and writing are intrinsically bound 
up with and as a result part of the installations exhibited.

Tine Wilde, 
Amsterdam, November 2006

Remodel[l]ing
Reality

Strasbourg Framework for a European Community

Introduction
A fourteen-day performance, from March 12 until March 21
in1999, at the French-German border in Strasbourg, marks the 
boundary between past and present and sets the scope for this 
project. Each day I drop a bottle from the Pont de l’Europe into 
the River Rhine with a message for the future.

The transparency of the river always provides only a partial and 
more or less distorted view, at every point in time and from each 
different standpoint re ecting a new adventure. In this project, I in-
vestigate this concept of «transparency» and link it to the windows 
of Strasbourg and the development of a European Community.

the Question
How can we get a perspicuous view on our European social and 
political history while relating it to our contemporary  ndings by 
providing a frame of reference that can bind and unite the diversity 
of the members of the European Community in a meaningful way?

Concept and description
The city of Strasbourg is very much divided between the old and 
the new neighbourhoods, patched up in a somewhat arti cial way. 
First, there is the old part that constitutes the heart of the city. 
Here, one can see all sorts of windows from earlier days. Windows 
in which past glided by and settled itself in the corners and the 
paint, in the parts that have been revised numerous times in the 
course of their history, in the plaster and the con ated paint. Not 
a single window looks the same. They present themselves as scat-
tered sketches and every window tells its own story, its own life 
history of beauty and scars. But all of them are closed off, one can-
not see through them. The windows provide no re ection; they do 
not take your image into account. What they have to say they tell 
by the rusted bars and the weather beaten stone. They tell of lived 
life and of death. Their inside has become their outside.

The modern part of town provides space for the building of 
the European Community whose windows all look the same, fabri-
cated according to a recipe that prescribes ef ciency. Time has 
not yet streamed through and their skins are young and smooth 
and tell of youth and erratic dynamics. Everything here is a re ec-
tion of what is happening now and today. The windows greedily, 
avariciously grab reality, open themselves for each and every new 
experience, and invite you to join. The  ags and  ying colours 

mirror themselves in these openings proud as peacocks, lighthead-
edly re ecting the illusions, dreams and recklessness. Inside and 
outside are intermingled in a dynamic unity. But were it not for the 
old sealed windows, we would reach through the modern openings 
towards the  ying colours and  nd ourselves lost in a painful mi-
rage and a phantasmagoria.

Taking a series of photographs of the old windows is a fairly 
straightforward job, but it is not an easy task to shoot the modern 
windows of the building of the European Community. The fortress 
is kept under strict surveillance and any unusual move in the im-
mediate vicinity of the building is regarded as highly suspicious. 
How then to take photos of all those transparent windows?

I only know of two ways to tackle the problem: either to be 
sneaky and hide behind a bush or a tree, which are not present 
there, or to be bold and do it in the open. I choose the latter op-
tion – actually having no choice – and simply stand there with my 
camera in the open, shooting as much of windows as quickly as 
I can. Shortly after having put in a second role of  lm, things go 
wrong. Someone had glanced out of his window, and to his horror, 
looked strait in the face (and camera) of a young woman. There 
they come, the men from security, grabbing my camera, pulling 
out the  lm, taking me into custody and putting me under a stiff 
cross-examination.

I do not understand the commotion. Do I look like some terror-
ist? I am only taking some photos of beautiful windows re ecting 
the ying colours... They can search me – and they do... After quite 
some time talking and trying to convince them it is all harmless, 
they are still unsure, so they contact others, make phone calls, check 
my antecedents, et cetera. Finally, I can leave, but I have to remain 
available for further investigation. Of course. That night I go back 
searching for that  rst role of  lm that I threw away the moment the 
security guards came rushing towards me. It is still there.

Technical details
Interlocutors Centre Européen d’Actions Artistiques 
Contemporaines Paul Guerin | Corinne Ibram | Margot Krieg
Results Photo-reportage and -collage of the windows at the Place 
du Marché Ste. Marguerite and the windows of the building of the 
European Community | Photo-reportage of the performance

Timeline (exhibition history)
12/3 - 21/3 1991PerformanceLes Lettres du Rhin, Park du Rhin, 
Strasbourg
21/5 - 2/6 1991Le Rhin détourné, Ancienne Coopérative des 
Bouchers, Strasbourg | Exhibition of installation Ein Souvenir,
dimensions600 x 100 x 300 cm | A photo-collage of the windows 
of Strasbourg Un Document, dimensions 100 x 120 cm | Vol de 
Nuit, an interactive installation of wings attached to canvas peep-
show, connected with an electric mat, width approximately 200 cm 

Rhine»

Strasbourg

Cologne Von Märchen und Gespenstern

Introduction
It is August 9,1333 when Francesco Petrarca (1303-1374) ex-
presses his astonishment and amazement over a ceremony in a 
letter to Johannes Colonna, Cardinal of the Church of Rome. 
Apparently, every year on June 21, during the night watch of John 
the Baptist, all the women of Cologne gather on the banks of the 
River Rhine in order to wash away the whole year’s misery, disas-
ter and calamity. 

It was said that the women of Cologne owned their soft and fair 
skin to the bene cial water of the River Rhine. As a consequence, 
this special water was called Keuls Water,Kölnisch Wasser,Eau
de Cologne, which from then up to this very day has been sold as 
perfume to women from all over the world. However, we cannot 
be certain whether the river still produces water that is as bene -
cial as it was in Petrarca’s days, and some even say that there may 
be more re ned scents nowadays...

Petrarca’s letter 
To Johannes Colonna, Cardinal of the Church of Rome, report of 
a special journey.
After my departure from Aachen (...) I reached Cologne (Agrippina 
Colonia) that is situated on the left bank of the River Rhine 
(Rhenus); a place that is famous for its location, the river as well 
as its inhabitants. A barbaric country, but amazing what grand 
civilisation, what a glorious city, what a dignity of the men, what 
an elegance of the women!

The moment I arrived, it happened to be the night watch of 
John the Baptist and the sun was already ‘tending to the horizon’. 
Swiftly I let myself be taken on the recommendation of my friends 
– because I had also acquired friends here, more by virtue of fame 
then by virtue of merit – from the inn to the river, in anticipation of 
the watching of a conspicuous spectacle. And I was not disappoint-
ed, because the whole bank was  ocked with a host of magni cent 
sparkling women. I was dumbfounded: by all Gods! What a beauty 
of gure and countenance, what attire! Amorous could have be-
come anyone who did not arrive already with an ‘occupied’ heart...

I moved to a somewhat higher spot, in order to have a better 
view on what was going on. Unbelievable that such a gathering 
went without collisions; cheerful in each others company; some 
of them buckled up with  ne smelling herbs and with their sleeves 
rolled up over their elbows washing their dazzling white hands and 
arms in the river, in the course of which they were speaking to each 
other in unintelligible muttering I do not know what sweetness. I 
had one comfort: I was not lacking in most amiable interpreters. 
And I used these companions as tongue and ears, every time there 
was something to be heard or answered. Unknown with the course 
of events I thus asked one of them, while staring in full admiration, 
with the well-known line of Vergil: ‘What does this con uence near 
the river want? Or what are these souls searching for?’

I was told: it is a very old custom of these people, they are com-
monly convinced, especially the women, that a whole year can be 
puri ed by washing away all threatening disaster of the whole year 
in the river on that day and that thereupon a more joyful future 
follows: that this is the reason why the puri cation is and must be 
performed with inexhaustible enthusiasm.

Hereupon I replied smiling: ‘O, blissfully happy inhabitants of 
the Rhine, of whom he puri es misery; our disaster can never be 
puri ed either by Po nor Tiber. You are forwarding your troubles to 
the Britons, through the River Rhine, we would like to forward ours 
to the Africans and the Illyrians, but as to be expected, back home 
the rivers are more inert!’

Amidst general hilarity we left from there and broke up late.
The next few days I wandered through the city accompanied by 
the same people who were my guides from early morning until 

evening. This was not an unpleasant pursuit, not so much because 
of what was shown, but more because of the memory of our ances-
tors, who so far away from their native country left such splendid 
memorials of Roman excellence. Marcus Agrippa especially came 
to my mind, founder of that city, who proved her worthy of lending 
his name to her.

I have seen the temple (the cathedral of Cologne), in the middle 
of the city, very beautiful, although un nished, they call ‘superb’ 
absolutely not without reason.

I proceed. On June 30 I left Cologne in such a blazing sun and 
so much dust that I often sought the alpine snow and the coolness 
of the Rhine at Vergil (...)

Lyon, August 9,1333

This report of Petrarca is the point of departure for the perfor-
mance that takes place on the day summer begins. Wrapped in 
bandages I take a bath in the River Rhine. These bandages are to 
protect me from pollution that is invisibly present in the water of 
the river, but also in the evil and malady of our world. The river of 
life moves us and leads us upstream and downhill. 

the Question
Does the re-enactment of this ritual give us meaningful insights 
into ourselves, and the place we occupy in this world?

Concept and description
Beforehand two quarter-circles have been marked by blue cones, 
lights and bandages on both sides of the path that leads downhill to 
the water of the River Rhine at 689,5 Rhine km, on the right bank 
of the river. The bank and the path from the bank to the water are 
covered with blue cloth. Amidst the path one can detect a small 
bundle of clothes. On every side of the path, in the middle of each 
quarter-circle, there is a bundle of sticks. In front of the water of 
the river is a self-built safety construction, consisting of rubber ties 
and boards, ø 300 cm.

The performance begins the moment I have rung the bell and 
descend down the path that leads to the river. I stop at the bundle of 
clothes and get dressed in a silver wet suit, white socks and white 
handkerchiefs. Then the lights that mark the circles are lit and two 
nurses begin to wrap me up in bandages, the drums start to beat...

Totally wrapped up and my head covered with white lace, I am 
guided into the rubber construction. From that moment on, it is 
only the river and me – me and the river. As soon as I manage to 
reach the middle of the river, the drums stop and the lace is pulled 
from my head and taken into the free air by means of a balloon. At 
the bank of the river two open  res are lit.

The drums begin to beat again and I  ght the current on my way 
back to the bank of the River Rhine. Once ashore, the two nurses 
help me out of the rubber construction and begin to unwrap the 
bandages. These bandages are left to dry in the shape of a spiral 
around each of the two  res. The moment I am unwrapped and 
undressed the drums stop and I walk up the hill to ring the bell as 
a sign that the performance is over.

Cologne

Technical details
Location Cologne | Tanzbrunnen | Rheinpark | rechts-Rheinisch | 
689,5 Rhine km
MaterialsBlue cloth | rubber ties | wood | cones | light | bandages 
It took one full year to obtain all licences from Häfen Köln 
GMBH| Hafenamt Köln | Wasser- und Schiffahrtsamt Köln | Amt 
für Öffentliche Ordnung | Stadt Köln Bezirksamt Innenstadt | Stadt 
Köln Ambt für Umweltschultz | Rheinpark
Assistance Les Toubab percussion Guinée | Nurses: Coby Heinen 
and Wilma Leunenberg | Stadt Köln: Herr Baumans, Herr Becker, 
Edgar Ducke, Herr Weiss, Herr Wellems | Technical assistance: 
Coen André, Lothar and Alice König
Interlocutors BBK-Köln Stapelhaus Gerhard Henning | Günter 
Dünkel | Herman Haverkate | Dorothee Joachim | Jens Jensen
ResultsVideo-registration by Harry Loeff and Jan-Karel Prinsen 
(Datavision) | Photo-registration by Jos Rikkerink | Raft con-
struction

Timeline (exhibition history)
21/6 1992PerformanceVon Märchen und Gespenstern Rheinpark,
Cologne
4/9 - 6/9 1992Overview90-92.The raft construction and the band-
ages are used in Rotterdam, NE-studio’s
25/9 1994 - 2/4 1995The video-registration of the performance is 
the point of departure for the installation Unter der Laterne that is 
built for exhibition Stadt der Frauen, Frauenmuseum, Bonn

Rotterdam The Secret of the Naiad

Introduction
Rotterdam is the  nal destination of «InstallationProject Rhine» 
– the locus where the river meets the sea. In the midst of the city, 
there is a small island that has the shape of a ship and is called 
Noordereiland. I cannot imagine any place that would be more 
suitable for rounding off this two-year journey. This solitary spot 
invites us to embark on a journey to that other island we’re after 
– after all. The isle, that compels us to begin our journey, a journey 
that we want to last as long as possible. The journey, that, once it 
is under way, raises questions that are more important than the an-
swers, questions that address the secret of the Naiad.

Three suitcases are standing next to me,  lled with experiences 
from the two-year trip along this European river. The voice of the 
River Rhine is no longer audible here in Rotterdam, as he is mixed 
up with the numerous languages spoken in the harbours before he 
merges with that immense mass of water in which clouds mirror 
themselves, and the attributes and rituals exist forever without any 
clear right, re ecting a universal silent language.

the Question
What are the dynamics of people who are ‘in transit’?

Concept and description
The entire space of the NE-studio’s, an art space situated at 
Noordereiland, is used for the closing of «InstallationProject 
Rhine» inside as well as outside the building, so that the visitor 
can only get a complete overview when he takes his time to walk 
the whole trajectory. It is not meant to be just a compilation of 
what was worked out at the previous stations. For this overview, 
several parts of earlier works are re-used or combined with new 
materials and, situated in another context, offer different perspec-
tives and insights. A photo-reportage under the title Colouring
Rotterdam, picturing the variety of people sitting and waiting in 
the subway of Rotterdam, and a photo-selection of the harbours of 
Rotterdam are new.

Technical details
InterlocutorsCentrum voor Beeldende Kunst Rotterdam Kea 
van ’t Geloof | Evelien van der Helm | Jaap Hoffmann | Gerard 
Immerzeel | Maud Kips | Radio Rijnmond Patricia Meijers | 
Rotterdamse Kunst Stichting Thomas Meyer zu Schlochtern | 
Paul van der Stap | Margreet Vanderhoeven | Norbert Warto | 
Elisa Weini

1Kaap de Goede Hoop (Cape of Good Hope) Three suitcases, 
each of them containing grass and a photo of clouds, Rotterdam
2Un Document Photo-collage 100 x 120 cm, Strasbourg
3Un Document Photo-collage three times 50 x 70 cm, Strasbourg
4Von Märchen und Gespenstern Video registration of the 
Performance on 21/6 1992, Cologne
5Ein Souvenir Installation consisting of Coca-Cola cans, bot-
tles, light and text, dimensions 600 x 100 x 300cm (w x d x h), 
Schaffhausen
6Vol de Nuit Interactive installation consisting of wings attached 
to canvas peep-show, connected with electric mat. width approxi-
mately200 cm, Strasbourg
7Rhine Letters Mixed media on paper, three paintings each 50 x 
70 cm, Schaffhausen
8Colouring Rotterdam Photo-reportage in series of copies, 
Rotterdam
9The Secret of the Naiad Courtyard covered with blue cloth, sofa 
and bell, Cologne and Rotterdam
10Offshore Installation of rubber ties, rope and planks, ø 300 cm, 
Cologne and Rotterdam
11Shivery Waves Installation with bandages, framework and 
bricks, Cologne and Rotterdam

Timeline (exhibition history)
1/6 - 6/9 1992The Secret of the Naiad
4/9 - 6/9 1992ExhibitionOverview90-92 NE-studio’s, 
Noordereiland, Rotterdam 

Rotterdam

Gold 1989

InstallationProject Rhine

InstallationProject Puzzled Windows

InstallationProject House

InstallationProject Do not Erase... 
wait for Meaning 1998 - 2008

Shaffhausen 1990

Strasbourg 1991

Cologne 1992

Rotterdam 1992

The Tribe 1993

Puzzled Windows 1993

Unter der Laterne 1994 - 1995

Huis (House) 1996

Shelter 1998

Unter der Laterne
Introduction
In that same year (1993) Marianne Pitzen, director of the 
Frauenmuseum in Bonn and Professor Annette Kuhn, art historian 
of the University in Bonn, start making preparations for the project 
Stadt der Frauen. The point of departure is the collaboration of 
academic staff with visual artists. The aim is to make a connection 
between the life and work of women in the Middle Ages and the 
activities of women at the present time by means of new technolo-
gies in a large exhibition.

The title of their project Stadt der Frauen alludes to the book of 
Christine de Pizan (1364-1430) called The City of Ladies, in which 
an appeal is made to all women to actively take over and construct 
a city of ladies in order to improve the quality of life. We can trans-
pose the hopes, excitements and the demands for high standards 
and excellence to our days where we (and not only women...) 
project the expectations and the questions that accompany these 
suppositions on the availability of new technologies.

the Question
How can a combination of former insights and recent technologies 
be part of a solution to the contemporary problems we are facing?

Concept and description
The video registration of performance Von Märchen und 
Gespenstern constitutes the heart of my installation in the 
Frauenmuseum in Bonn. Placed on a pedestal table in a space that 
is surrounded by three walls, it functions as a streetlight. That is 
why the installation is called Unter der Laterne, a title that in the 
German language has more than one connotation. 

The video displays the re-enactment of an ancient ritual that 
was performed once a year by all the women from Cologne. This 
registration as a core component of the installation is taken up 
as a treble mirror. First, there is the ceremony itself, described in 
a letter by Petrarca, dated August 9, 1333. Then there is the re-
 enactment of the ritual by way of a performance accomplished in 
1992. And  nally there is the fact that we can broadcast the oc-
currence at whatever point in actual time. Thus, we can ‘re-live’ 
the event every time we read the letter of Petrarca, but also in 
watching the video-registration of the performance and make any 
combination thereof.

In order to complete the installation as a ‘circle of imagination 
in time’, I construct a skeleton of frames with spotlights that cast 
light toward the corners of the room, thereby throwing shadows 
on the walls. Apart from the radiating TV monitor no other direct 
arti cial light is involved so that the dispersed shadows determine 
the atmosphere of the space. The names of eighty women, ordinary 
women who lived in Cologne between 1302 and 1565, are scat-
tered all over the  oor as grains of sand. The visitor has to kneel 
down in order to read the names, thus engaging actively in real 
time /space and make a combination with the various dimensions 
of time that are offered.

Technical details
The eighty names of women from Cologne are burned in Plexiglas 
sheets that are screwed on hard wooden bars, varying in dimen-
sion between 8 and 15 cm length, while each of them measures 
2.8 cm width and 3.5 cm height. The names of the women are: 
Lysa da Hulsa, Druda van Geldern, Nese van Wolresheym, Nesa 
de Calinga, Grete van der Hoisen, Bela van Kummen, Nesea von 
Sijberg, Jutta Gelis, Luckart von Duysburch, Sophia de Campe, 
Bela van dem Brule, Druitgin Schalluyn, Stine van Reden, 
Fye Yuncgen, Blytze Schaluyns, Agnes von Offenburgh, Alka 
Hartmann, Druda van Wederstorp, Cono Wickroyden, Fia Upper 
Bach, Sent Mariengraden, Stina van Duytze, Giertgin van Virde, 
Jutta van Bunne, Fygen Knechtgin, Wenemars van der Birboume, 

Mynta Heken, Petersse van Aiche, Lysbeth Overstolz, Cathringen 
Swarte, Volquijn Boeff, Elsgyin Sijberg, Anna van der Burg, 
Druitgin zo dem Atfange, Grietgen van der Burg, Lisbeth van 
Caster, Karyssen under Helmslegern, Tryngin van Lynge, Durgin 
van Zutphen, Beelgin van Lahnstein, Greta zom Barde, Stina aus 
Ratingen, Yrngin van Beecks, Yrmgin Wachendorp, Grietgen 
van Hielden, Tryngen Ime Hove, Beelgin vanme Hirtze, Lisbeth 
Stoeters, Geirtgin van Merll, Ailheit Seveneych, Fygyn van 
Sybergh, Beelgijn Bartscherress, Fijgin van Bruwylre, Catryngin 
Wolffgaucks, Katharina Huyffnagel, Fygen Lutzenkirchen, Figin 
van Bruwilre, Cecilie Horn, Grietgen Becker, Greitgen Kalchoffs, 
Hilligijn Bruynyncks, Figin van Syburg, Gretgin van der Burch, 
Sewis van Berchem, Tryn von Gemnich, Agnes van Uden, 
Dorothea van Venlo, Beele Godeliefs, Lysbeth Lutzenkirchen, 
Cathringin Broelman, Giertgyn Goultberg, Styn van Covelentz, 
Grietgin Keilen, Styn Hoenermengersse, Duitgen Karls, Sophia 
Korth, Celie Borne, Trein Hoestrine, Catharina von Lindburg, 
Odilia aus Cuygenhem.
Measurements Indicated in length x width x height
The dimensions of the exhibition space are 600 x 500 x 319 cm | 
The skeleton of frames are approxi mately 300 x 150 x 310 cm | 
A video on pedestal table which is 35 x 45 x 128 cm
Interlocutors Ulrike Just, University of Bonn | Annette 
Kuhn, University of Bonn | Marianne Pitzen, director of the 
Frauenmuseum of Bonn (D)

Timeline (exhibition history)
25/9 1994 - 2/4 1995 Stadt der Frauen, exhibition of installation 
Unter der Laterne, Frauenmuseum, Bonn

Unter der Laterne
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