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“Old School: Anachronismus
in der zeitgendssischen
Kunst,” Kunsthalle Kiel,
Germany; curators: Anette
Hiisch, Natascha Driever
“Schone Landschaft -
Bedrohte Natur: Alte

Meister im Dialog mit
zeitgenossischer Kunst.
Landschaftsbilder aus der
SOR Rusche Sammlung
Oelde / Berlin,” Kunsthalle
Osnabriick, Germany;
curator: Jeanette
Zwingenberger (cat.)
“Aquatopia: The Imaginary of
the Ocean Deep,” Nottingham
Contemporary, Nottingham,
UK / Tate, St Ives, UK;
curators: Alex Farquharson,
Martin Clark

Dizengoff’s Commission, 2013
A series of 26 drawings
Nero pencil on paper;
Nero pencil and watercolor on paper: nos. 13, 18;
colored pencils on paper: no. 24
28x19 / 19x28 cm: nos. 2-12, 14-17, 22;
38x28 / 28x38 cm: nos. 1, 13, 18-21, 24-26
Courtesy of Galerie Zink, Berlin

The Lobby (The Hotel, Part 1), 2012
A series of 25 drawings
Nero pencil on paper;
Nero pencil and gouache on paper: no. 21;

Nero pencil and colored pencils on paper: nos. 12, 15, 17, 19, 20
28x19 / 19x28 cm: nos. 1-3, 5-8, 10-11, 13-14, 16, 20, 22, 24-25;
38x28 / 28x38 cm: nos. 4, 9, 12, 15, 17-19, 21, 23
Courtesy of Galerie Zink, Berlin

The Room (The Hotel, Part 2), 2013
A series of 20 drawings
Nero pencil on paper;

Nero pencil and watercolor on papetr: no. 11;
Nero pencil and gouache on paper: no. 13
28x19 / 19x28 cm: nos. 2, 4-11, 15, 17-18, 20;

38x28 / 28x38 cm: nos. 1, 3, 13-14, 16, 19;
28x76 cm: no. 12
Courtesy of Galerie Zink, Berlin



“Ease and Eagerness:
Modernism Today,”
Kunstmuseum Wolfsburg,
Germany; curators: Esther
Barbara Kirschner, Annelie
Liitgens (cat.)

“Die Unsichtbare Hand,”
Stadtische Galerie
Delmenhorst, Germany

2010

“LINIE LINE LINEA:
Zeichnung der Gegenwart,”
Kunstmuseum Bonn;
curator: Volker Adolphs (cat.)

2011

“Entropia,” Philara
Sammlung zeitgendssischer
Kunst, Dusseldorf

“Zwischen Film und Kunst:
Storyboards von Hitchcock
bis Spielberg,” Kunsthalle
Emden, Germany / Deutsche
Kinemathek, Berlin;
curators: Katharina Henkel,
Kristina Jaspers, Peter Midnz
(cat.)

“All About Drawing: 100
Dutch Artists,” Stedelijk
Museum, Schiedam, The
Netherlands; curators: Arno
Kramer, Diana Wind (cat.)
“Kompass: Zeichnungen aus
dem Museum of Modern
Art, New York, The Judith
Rothschild Foundation
Contemporary Drawings
Collection,” Martin-
Gropius-Bau, Berlin;
curator: Christian
Rattemeyer (cat.)

“The October Issue: The Art
Magazine Becomes Art,”
Louise Blouin Foundation,
London

2012

“Aus Passion:
Zeitgenossische Kunst aus
der Sammlung Hanck,”
Museum Kunstpalast,
Dusseldorf; curators: Stefanie
Ippendorf, Gunda Luyken,
Beat Wismer (cat.)

“Pink Caviar: Acquisitions,
2009-2011,” Louisiana
Museum of Modern Art,
Humlebaek, Denmark
“It’s Art in the Game,”
Museum Hilversum, The
Netherlands; curator: Alan
Boom (cat.)

“Geschichten zeichnen:
Erzdhlung in der
zeitgendssischen Grafik,”
Museum Folkwang, Essen,
Germany; curator: Tobias
Burg (cat.)
“ARTandPRESS,” Martin-
Gropius-Bau, Berlin;
curator: Walter Smerling
(cat.)

2013

“Donation Florence et Daniel
Guerlain,” Centre Pompidou,
Paris; curator: Jonas Storsve
(cat.)

“ARTandPRESS,” ZKM
Zentrum fiir Kunst und
Medientechnologie,
Karlsruhe, Germany;
curators: Walter Smerling,
Peter Weibel (cat.)



2012

“The Zurich Trial, Part 1:
Witness for the Prosecution,”
Artisanal House, New York

2013

“Sammlung Boryna,”
Gemeentemuseum, The
Hague; curator: Laura
Stamps (cat.)

“N 505140.9, E 3241.3,” BE
PART, Waregem, Belgium;
curator: Patrick Ronse
Neue Galerie Gladbeck,
Gladbeck, Germany

2014

“Dizengoff’s Commission,”
Tel Aviv Museum of Art;
curator: Irith Hadar (cat.)

Philara Sammlung
zeitgenossischer Kunst,
Dusseldorf, Germany

GEM Museum voor Actuele
Kunst, The Hague;

curator: Laura Stamps

Selected Group Exhibitions

2006

“Anstoss Berlin: Kunst macht
Welt,” Haus am Waldsee,
Berlin; curator: Katja
Blomberg

“Of Mice and Men,”

4th Berlin Biennial for
Contemporary Art, Berlin;
curators: Maurizio Cattelan,
Massimiliano Gioni, Ali
Subotnick (cat.)

2007

“Eyes Wide Open: New to
the Stedelijk Museum & the
Monique Zajfen Collection,”
Stedelijk Museum,
Amsterdam

“Made in Germany,”
Kestnergesellschaft,
Hannover; curators: Eveline
Bernasconi, Caroline Kiding,
Frank-Thorsten Moll (cat.)

2008

“Liigen.nirgends: Zwischen
Fiktion, Dokumentation
und Wirklichkeit,”
Ausstellungshalle
zeitgendssische Kunst,
Miinster, Germany;
curators: Susanne Diichting,
Gail B. Kirkpatrick, Julia
Wirxel (cat.)

“Into Drawing: Zeitgendssische
Niederldndische Zeichnungen,”

Museum Schloss Moyland, Kleve,

Germany

“Of this Tale, I cannot
guarantee a single word,”
Royal College of Art (RCA),
London (cat.)

2009

“Compass in Hand:
Selections from The Judith
Rothschild Foundation
Contemporary Drawings
Collection,” The Museum
of Modern Art, New

York; curator: Christian
Rattemeyer (cat.)



Biographical Notes

1965 — Born in The Hague,
The Netherlands

1989-93 — Art studies,
Koninklijke Academie van
Beeldende Kunsten (Royal
Academy of Arts), The Hague

Since 2006 — Lives and
works in Berlin, Zurich, and
The Hague

Selected Solo Exhibitions

2006

“Celia,” Kunstverein
Hannover, Germany;
curator: Stephan Berg (cat.)

2007

“The Archaeologist: The
Travels of Oswald Sollmann,”
Kunsthalle Tiibingen,

Germany; curator: Martin
Hellmold (cat.) / Draiocht
Arts Centre, Dublin;
curator: Emer McGowan
(cat.)

2008

“The Archaeologist:

The Travels of Oswald
Sollmann,” Centro de Arte
Caja de Burgos (CAB), Spain;
curator: Emilio Navarro (cat.)
“Matheus’s Dream,”
Centraal Museum, Utrecht,
The Netherlands;

curator: Marja Bosma (cat.)
“Witness for the
Prosecution,” Heidelberg
Kunstverein, Heidelberg,
Germany; curator: Johan
Holten

2009

“The Zurich Trial, Part 1:
Witness for the Prosecution,”
Hamburger Kunsthalle,
Hamburg, Germany;
curator: Petra Roettig (cat.)
Kunsthal KAdE, Amersfoort,
The Netherlands;

curator: Robbert Roos (cat.)

2010

“Schritte ins Reich der
Kunst,” Haus am Waldsee,
Berlin; curator: Katja
Blomberg (cat.)

“Celia,” BAWAG PSK
Contemporary, BAWAG
Foundation, Vienna;
curator: Christine Kintisch
(cat.)

“The Sollmann Collection,”
Baloise Art Forum, Basel;
curator: Martin Schwander
“Cornelia Maersk,”
Nederlands Fotomuseum,
Rotterdam; curator: Frits
Gierstberg (cat.)

2011

“Schritte ins Reich der
Kunst,” Kunstmuseum St.
Gallen, Switzerland;

curator: Konrad Bitterli (cat.)

2011-12

“The Darkest Museum

in the World,” Institut
Mathildenh6he, Darmstadt,
Germany; curator: Ralf Beil
(cat.)



The question of time and narrative is supplemented here
by the question of the different spaces in which the law of time
takes its toll. The sanatorium is revealed to be a space in which
the authority of time does not apply, a space of failed law—a
heterotopia, to use Michel Foucault’s definition. The fourth
principle in the operation of heterotopia is heterochronia—
people’s dissociation from their traditional temporality.
Thus, naturally, most of the spaces in which van Eeden’s
protagonists transpire are quintessentially heterotopic:
hotels, ships, dreams, fairs, disaster zones... In this respect,
one of Oswald Sollmann’s many functions—director of the
world’s darkest museum—turns out to be particularly vital in
examining the role of time in the drawings. The museum as a
heterotopia or heterochronia of accumulated time embodies
the spatial existence of time for Foucault. The spatial category
of simultaneity, which represents totality, negates the vertical
axis of time, opting in its stead for sites which “neutralize, or
invert the set of relations that they happen to designate, mirror,
or reflect.”!

It was not accidental that Sollmann accepted Dizengoff’s
commission (hazmana, which in Hebrew ties the commitment
to the element of time, zman). The scheme performed under

11.  Michel Foucault, “Of Other Spaces,” trans. Jay Miskowiec, diacritics (Spring
1986), pp. 22-27;
http://foucault.info/documents/heteroTopia/foucault.heteroTopia.en.html.

the sign of the hourglass renders the museum, any museum,
the darkest in the world, and the work of art is simply death
which has not occurred yet.



Sollmann is busy scrutinizing a reproduction of a painting
hanging above the desk in the room. Sollmann is familiar
with this landscape scene a-la Jakob van Ruysdael, which he
describes by comparing it to a similar painting he had seen
before in Berlin or Vienna. The process of observing, however,
seems to absorb Sollmann, transporting him to the past, as if
it were a time machine: “For a moment he forgot where he was
and what was happening around him, and imagined himself in
17th-century Holland.” In the painting Sollmann notices a man
wearing a hooded cloak, standing on the shore of a small lake. A
closer look reveals that his face is deformed. The man’s face in
close-up, in a separate drawing which van Eeden dedicates to
the “discovery,” constitutes time as an element with chemical
qualities which ensure that what we were only a few minutes
ago will never be again. One cannot escape the past: it deformed
us or was deformed by us. Was the depicted deformation indeed
discernible in van Ruysdael’s painting as well? Perhaps it is
rather our modes of observing a painting and the world that are
influenced by the game of time? Bearing in mind the “fact” that
the one observing the painting is an archaeologist, is not the
work now constituted as something which was not created or
selected, but rather revealed, exposed, or excavated?

The dooming gaze of Bergotte, the protagonist of Marcel
Proust’s Remembrance of Things Past, as he observes Vermeer’s
View of Delft, echoes in the background as a distant call for

a gaze in search of time—a time which obeys the ideal of
the artist and is perceived through the human prism and its
often dark aspirations. This is also true of Bruno Schulz’s
story Sanatorium Under the Sign of the Hourglass, where the
narrator, who comes to visit his father and inquires whether
he is still alive, anxiously listens to Dr. Gotard’s reply: ““Yes,
of course,” he answered, calmly meeting my questioning eyes.
“That is, within the limits imposed by the situation,” he added,
half closing his eyes. “You know as well as I that from the
point of view of your home, from the perspective of your own
country, your father is dead. This cannot be entirely remedied.
That death throws a certain shadow on his existence here.”®

The treatment method at the sanatorium is marked by the
sign of the hourglass which paces and limits our lives; there,
however, as in van Eeden’s drawings, “time past, with all its
possibilities” is reactivated. The healing scheme is based on
taking back time, until time is late to such an extent that it
is hard to define its duration: “The whole thing is a matter of
simple relativity,” Schulz’s protagonist explains; “Here your
father’s death, the death that has already struck him in your
country, has not occurred yet.”*°

9.  Bruno Schulz, Sanatorium Under the Sign of the Hourglass [1937],
trans. Celina Wieniewska (Boston: Houghton Mifflin, 1997), p. 130; emphasis
mine [D.M.].

10  Ibid., ibid.



to Copenhagen, the steamship Cornelia Maersk was bombed
and subsequently sank. In van Eeden’s drawings, the ship’s
commander (Oswald Sollmann) manages to escape this
misfortune when a small boat rescues him and his crew, and
with them—artistic treasures intended for the museum, which
he also directs. The butterfly effect (or Cleopatra’s nose, if you
will) demands that a transition in the course of history result
from this marginal event; in vain, alas: the ship continues on
its inevitable route to perdition, as “inscribed” in history.

Gaping a space in time—namely, time’s spatialization—
also propels Sollmann, van Eeden’s protagonist, to the days
of the establishment of the Tel Aviv Museum; but, while
Maurice Lewin and Meir Dizengoff, with whom he associated
in those days, already dwell in the darkness beyond, Sollmann
continues to walk among us.

In many respects, van Eeden’s recent series of drawings
obey the “adventure chronotope,” to use a term coined by
Mikhail Bakhtin, who extracted the meaning of the literary
work from its intrinsic times and spaces, its contextual array,
and the interrelations between time and space. The adventure
chronotope, one of the features of the Greek romance, gapes a
timeless abyss, a hiatus between two episodes along a real time
sequence: “within each such adventure, time is organized from
without, technically. What is important is to be able to escape,
to catch up, to outstrip, to be or not to be in a given place at a

given moment, to meet or not to meet and so forth. [...] days,
nights, hours, even minutes and seconds add up, as they would
in any struggle or any active external undertaking. These time
segments are introduced and intersect with specific link-words:
‘suddenly’ and ‘at just that moment’.”®

The characters playing in the narrative spun by van Eeden
thus have time for every purpose; their simultaneous time
enables each one to lead an adventurous life with multiple
identities and commitments, by expanding the realm of
experience given to a person in a unit of time. Assuming that
everything goes to one place, that all comes from dust and
returns to dust, then the paradox underlying the existence of
these characters dooms both their lives and their deaths at the
moment of the artist’s birth.

At the same time, one ought to consider those moments in
which precisely the location of van Eeden’s fictive characters
outside a physical, biographical, or historical continuum
enables them (and their maker) to regard time in general as an
enigmatic phenomenon and examine it. In the series The Room
(The Hotel, Part 2) (2013), Sollmann is locked in his hotel room.
A secret operation (the protagonist’s involvement in it remains
a mystery) takes place in the lobby at the same time, while

8. Mikhail Bakhtin, “Forms of Time and Chronotope in the Novel,” in The Dialogic
Imagination: Four Essays, trans. Caryl Emerson and Michael Holquist (Texas:
University of Texas Press, 1981), pp. 91-92.



metaphor, van Eeden’s drawing excerpts sketch an invisible
pattern, which emerges as a splinter in one series, and assumes
form in another. Subordinating consciousness to the law of
temporal sequence is thus converted into a free journey in a
timeless-time which enables hoarding details from different
periods and inquiring about their interrelations.

The fragmentary-narrative text added to van Eeden’s
drawing series in recent years is the gift of time—the uninvited
companion of his protagonist, archaeologist Oswald Sollmann;
as if to say: If you summon the past, you get a narrative, or, to
quote Paul Ricoeur in his Time and Narrative: “time becomes
human time to the extent that it is organized after the manner
of a narrative; narrative, in turn, is meaningful to the extent
that it portrays the features of temporal experience.”’

The Clock Hand

Attempting to trace the manifestations of time in van Eeden’s
drawings, one is doomed to a nostalgic experience akin to a visit
to a watchmaker’s shop. His body leans forward, a magnifying
glass on his forehead, his slow, focused work is accompanied
by the ticking of watches and clocks whose hands, like

7.  Paul Ricoeur, Time and Narrative, vol. 1, trans. Kathleen McLaughlin and David
Pellauer (Chicago and London: University of Chicago Press, 1983), p. 3.

spread-eagled crickets, announce different times or else stand
still. The count of time units passing in a mechanical sequence
is interrupted in favor of multiple times running in parallel:
the time of van Eeden’s drawing, which bears a calendrical
nature (since the series of drawings are created at a strict pace
of one drawing a day); the time of creation, whose traces are
the lines drawn on the paper (in their stubborn repetition); the
time of the story with its splitting gaps; the time of the viewer,
namely the biographical time which dictates the point of view
on the depicted events; as well as the time of viewing—the time
required to “cross” the space of drawing and text, and put all the
excerpts together (as much as possible) into a coherent whole.

Enhancement of the perception of time and plot is the
explicit advantage of the fictive narrative, which enables one
to contemplate and organize the narrated events in the spaces
of duplication of “speaker” and “speech.” Unlike the historical
narrative, which ostensibly (only ostensibly) documents events
that occurred at a given point in time, without requiring the
narrator’s skills of invention, “contemplation” of the events and
of the space of relationship between the time of the speech and
the time of the speaker serves the temporal fiction, liberating
the viewer-reader from the phenomenological experience.

In the series Cornelia Maersk (2009), as in Dizengoff’s
Commission (2013), van Eeden inserts his protagonists in the
course of history. On 5 January 1942, en route from Rotterdam



The Fragment

How is one to contemplate and represent a world in which
spatial and temporal simultaneity is a major feature? This is one
of the key questions in Nabokov’s writing, whose juxtaposition to
van Eeden’s work is all but accidental (certainly when it concerns
the dialogue between time and narrative informing both).
Writing about his work, Nabokov describes the gap
between the artist’s work, which is rooted in a moment of
an insight of entirety, and the literary representation which
unfolds in time as a linear experience, word by word, sentence
by sentence. The writer’s work involves distortion, since it
forces the simultaneous totality into a linear array; the plastic
artist, whose work summons the longed for simultaneity,
is exempt from this distortion.> Nabokov’s assertion is
interesting vis-a-vis the long history of strict differentiation
between the verbal and the visual media, and the countless
arguments about the “temporal” impotence of painting, the art
of space, as opposed to poetry, the art of time. Without delving
into the depths of this extensive discourse, van Eeden’s work
emerges as a unique choice to engage with the representation
of totality through the linear format of the reading process

5. Vladimir Nabokov, Lectures on Literature, ed. Fredson Bowers (New York:
Harcourt, 1980), pp. 1-6.

(in the majority of artist books and catalogues featuring his
work) and through the simultaneous pattern typifying the
manifestations of his works in space.

Either way, van Eeden’s and Nabokov’s paths to regaining
the aesthetic “ideal” of the whole involve gathering the little,
often most negligible, details to create a singular image
insubordinate to a sequence dictated a-priori.

In Speak, Memory Nabokov discusses the importance of the
fragment in representing the whole, by describing an afternoon
spent with his son on the beach, as the child collected small bits
of pottery and put them in a bucket: “I do not doubt that among
those slightly convex chips of majolica ware found by our child
there was one whose border of scrollwork fitted exactly, and
continued, the pattern of a fragment I had found in 1903 on
the same shore, and that the two tallied with a third my mother
had found at that Mentone beach in 1882, and with a fourth
piece of the same pottery that had been found by her mother a
hundred years ago—and so on until this assortment of parts, if
all had been preserved, might have been put together to make
the complete, the absolutely complete, bowl, broken by some
Italian child, God knows where and when.”® The metaphor of
the broken bowl introduces the possibility of events in life to be
interrupted and scattered across space and time. In light of this

6.  Nabokov, Speak, Memory, pp. 298-299.



detail of the documented occurrence, which holds the hidden
meaning of that routine situation: “a brand-new baby carriage
standing there on the porch, with the smug, encroaching air of
a coffin.”

As befitting Nabokov’s poetics, whereby reality is perceived
through the selective prism of art and memory, the empty baby
carriage embodies the mystery of our being in the world, as
evidence of the prenatal abyss whence we emerge, which man
views “with more calm than the one he is heading for.”® The
carriage is the eternal present (by virtue of its documentation)
which cradles its future, structuring a simultaneous perception
of time and space that challenges the representation modes
of this total sequence into which we were cast at an arbitrary
point in time.

Marcel van Eeden’s oeuvre originates in the space of his
“non-being.” Views from the years before his birth (1965),
reproduced and imprinted as postcards, magazine pages,
and photographs, become raw material, triggering a reverse
unfolding of events. Trespassing the boundaries of time by the
agents of representation (photography, painting, text) makes it,
as I shall argue, a subversive protagonist in the plot unfolding
in van Eeden’s series of drawings.

2. Ibid., ibid.
3. Ibid,, ibid.

What enabled “this bloody tyrant, Time,”* to settle in
van Eeden’s drawings? The a-priori decision to create them
from raw materials originating in the time before he existed
provides only a partial, unsatisfactory answer. A more general,
fundamental concept seems to be at the root of van Eeden’s
work—the desire to touch upon totality. His drawings strive
to sketch not only the sum of facts—scenery, train tickets,
associative doodles, art works—but also the sum of their
interrelations, a whole world which was initially dubbed
“The Encyclopedia of My Death,” and subsequently became
something which cannot be quantified or summarized, and
only accumulates into the emanating flow of time.

The protagonist of one of van Eeden’s earlier series, artist
Matheus Boryna, is depicted with his back to the viewer,
absorbed in the act of drawing. The accompanying text reads:
“Some people think in music, some in paragraphs, some in
recipes; Matheus Boryna thought in pictures.” Drawing is
not only a means to represent reality, but also the pattern for
contemplating it.

4.  William Shakespeare, “Sonnet XVI,” Shakespeare’s Sonnets (Boston: Ticknor and
Fields, 1865), p. 22.



Untitled (Last Trip to Vienna), 2009
Nero pencil on paper, 19x28
Courtesy of Falckenberg Collection, Hamburg

Under the Sign
of the Hourglass

Dalit Matatyahu

“The cradle rocks above an abyss, and common sense tells
us that our existence is but a brief crack of light between two
eternities of darkness.” With this statement Vladimir Nabokov
opens his autobiography Speak, Memory, describing the panic
he experienced “when looking for the first time at homemade
movies that had been taken a few weeks before his birth.” The
world reflected in the movie is disconcertingly similar to the
one known to him, only that he-himself does not exist in it, and
no one is bothered by his absence. The narrator lingers on one

1. Vladimir Nabokov, Speak, Memory [1966] (New York: Vintage, 1989), p. 1.



The telephone rang again. Apparently
things were going to take longer than
expected. There were problems at

the airport and the bus with tinted
windows had been delayed. It occurred
to Sollmann that the authorities might
be trying to stall the operation.

It was time to make a move.



The hotel was soon under siege. More

armed men stormed the building, entering

through open lobby windows. Snipers
took up positions on the roof. The hotel
guests were herded into the restaurant.

Sollmann was still in his room. The
telephone rang from time to time and
men came in to take orders or discuss the
situation.

Room 62 was adequate but not large. In
any case, Sollmann didn’tintend to stay
here for long. The plan had been worked
out meticulously: after his escape from
the prison in Zurich a few hours earlier,
all Sollmann had to do was organize safe
passage to the airport, where a hijacked
plane was due to arrive at any moment
to take him to Congotangain Africa.
Carl Rittner would be expecting him.

While the operation in the hotel was
being carried out with almost military
precision, Sollmann examined the
picture above the desk. It was a
reproduction of a 17th-century painting,
possibly a Ruysdael, but there wasn’t
aname on it. It depicted a wooded
landscape with a river or a small lake.
Sollmann recalled having seen the work
before, in Berlin, perhaps, or Vienna.

For amoment he forgot where he was
and what was happening around him,
and imagined himself in 17th-century
Holland. A man was standing at the
water’s edge. He was wearing ahood, but
if youlooked closely you could see that
his face was deformed. Sollmann had
never noticed that before. As soon as this
whole thing was over, he thought, he’d
write an article about it.



went off. Not a big bomb, but just big The Room (The Hotel, Part 2), 2013
enough to damage the doors. The second
explosion filled the lobby with smoke.

Then everything happened at once.
The other men sprang into action. One
leapt over the counter and held the
receptionists at gunpoint. He forced
them into a small office and locked the
door. Another, heavily-armed man
posted himself at the main entrance

and allowed no one to enter or leave the * Th e ROO m
building.

That was the beginning of the tragedy.



Oswald Sollmann and a woman checked
into the hotel on August 15,1956. Shortly
thereafter, four men entered the lobby
within moments of each other. They
settled themselves on the sofas. None of
them spoke, nor did they sit together,
but they seemed to know one another.
There were potted plants in the way,
witnesses were to say later, so no one
could really see what they were doing.

They sat there for atleast an hour,
maybe more, drawing the staff’s
attention. These men were definitely
not hotel guests. Sollmann remained in
his room for some time. Meanwhile, the
woman who had checked in with him
had left the hotel. On her way out she
seemed to nod almost imperceptibly

to one of the men waiting in the lobby.
Suspicions were aroused when one

of the men went over to the reception
desk and asked whether they had a
room available. “I’'m afraid not,” said
the receptionist, “we’re fully booked.”
“That’s a pity. Thanks anyway.” It didn’t
sound convincing. The man returned
to where he had been sitting. The lobby
gotbusy. The telephone kept ringing
and guests came and went. That may be
why the receptionists didn’t see exactly
what was happening in the lobby, and
why they didn’t see that one of the men
had gotten up, taken something from
his bag and headed for the entrance.

A little later, one of the hotel staff
noticed that a repairman was working
on the glass sliding doors. He was
surprised that he hadn’tbeen told. Just
as he was leaving the reception desk

to go and investigate, the first bomb



doing. Dizengoff had just touched on the The Lobby (The Hotel, Part 1), 2012
subject when a third man approached

and sat down beside them on the bench.

He introduced himself as Albert, who, as

itlater transpired, was none other than

the king of Belgium. Albert was looking

for someone to accompany him to Iraq,

where he wanted to look into a few

things and speak to certain people.

In October the two men embarked on a &7 5
month-longjourney. They went again l_/% %
the following year.

Not long afterwards, in 1934, Albert’s
lifeless body was discovered in Marche-
les-Dames. An experienced mountain
climber, he had fallen from the rocks.
There were no witnesses.
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Dizengoff and Lewin arrived in Antwerp
early on Saturday, August 17, 1930. That
afternoon they were meeting Anton
Tijtgat at the World’s Fair. Tijtgat was an
art dealer and collector, who could be

of great help with Dizengoff’s planned
museum. Not only that, but he was also
bringing a friend who could do alot for
the museum, and the city of Tel Aviyv, in
more ways than one.

Oswald Sollmann had just returned
from Kirkuk, Iraq, where he had made
useful contacts while supervising a
major excavation project. When Tijtgat
proposed the trip to Antwerp, Sollmann
agreed without a moment’s hesitation

The meeting took place somewhere
near the Dutch pavilion. Dizengoff got
down to business right away. Work on

the museum in Tel Aviv was going well
and Maurice Lewin, one of the members
of the Provisional Committee, had
already donated several works by James
Ensor. What they needed now, and this
is where Tijtgat and Sollmann came

into the picture, were more sponsors to
contribute to the collection.

Sollmann and Dizengoff met again the
following day, but this time it was just
the two of them. What they discussed
on that occasion was a different matter
altogether. Dizengoff had a commission
for Sollmann. With his connections in
Iraq, Sollmann was just the man for the
job Dizengoff had in mind, which entailed
an element of risk. The volatile situation
in Iraq after the signing of the Anglo-Iraqi
Treaty meant that Sollmann would have
to exercise caution and know what he was



Erased de Kooning Drawing (1953).? Van Eeden’s drawing
[ill. 2] is a partial view of the lower left section of
Rauschenberg’s drawing, which is held by a frame bearing a
written caption added by Jasper Johns: “Erased de Kooning
Drawing, Robert Rauschenberg, 1953.” The matting and
caption were added to the drawing, which denies its origins
and the act of drawing itself, when it was still in the artist’s
studio. By retracing, in pencil, the erased drawing object which
became the quintessential sign of reflexive expression and self-
contemplating art, van Eeden presents nothingness (in partial
view) as the origin of the possibility of creation, of the ability
to draw. In the last drawing in the series, The Room, when one
realizes that nothing is certain, the sentence appears: “It was
time to make a move.”

25. Traces of drawing on paper, label and frame, 64.14x55.25 cm, collection of the
Museum of Modern Art, San Francisco (SFMoMA).

Dizengoff’s Commission, 2013

Dizengol’s Commission



it fascinates me,” van Eeden once said in an interview, echoing
the discussion of non-being in Schopenhauer’s writings, where
the philosopher maintains that there is no difference between
posthumous non-being and prenatal non-being. The attempt to
touch upon the sense of anticipated non-being—the conceptual
basis for van Eeden’s work—is bound, for him, with the act of
drawing: recopying of photographic evidence from the past
and of visions of the world without him, before he was born.
“When you copy a photo like this,” he says, “it’s like walking
around inside it. [...] Having to examine it so carefully in order
to copy it brings you close to the moment at which the photo
was taken. You can almost hear people in it talking to each
other, but not to you.”? This may be the reason why, beginning
in 1993 and for a long time, van Eeden produced an immediate
drawing daily. In 2000 he began uploading these daily drawings
to the web, in a blog he published under the pseudonym E.M.
Cioran, in homage to the existential pessimism that tinted the
reflections of Romanian philosopher Emil Cioran (1911-1995)
regarding existence as an exile and nothingness as home. From
the conceptual frame he set for his work, he attested daily to
the persistence of his being and the fullness of his presence via
his work, which is, by nature, “neither finished nor unfinished:

22. Van Eeden quoted in: Roel Arkesteijn, “A Sublime Stillness,” cat. Marcel van
Eeden: Drawings, p. 29.

(2]

Untitled, 2003

Nero pencil on paper, 19x28
Courtesy of Galerie Zink,
Berlin

it is. What it says is exclusively this: that it is—and nothing
more.”? The link he draws between being, drawing, and death,
as well as his distinction between the “I” and the artist, come
into sharper focus in Blanchot’s assertion that “Man is, starting
from his death. [...] he makes himself mortal and in this way
gives himself the power of a maker and gives to what he makes
its meaning and its truth. The decision to be without being is
possibility itself: the possibility of death.”?*

On March 5, 2003 van Eeden uploaded a drawing to the
blog which related to Robert Rauschenberg’s iconic drawing,

23. Maurice Blanchot, “The Essential Solitude,” The Space of Literature, p. 22.
24. Maurice Blanchot, “The Work and Death’s Space,” The Space of Literature,
p. 96.



series.”” In response to my question regarding his concentration
on the deformed face, van Eeden added yet another layer: “I
always like to think that the deformed face could be that of the
dead Marcel Tijtgat, the little boy who died in Waregem. But
now, as a grown man, which he never came to be.”

The series Waregem 1918 is anchored in a catastrophe
whose traumatic memory still beats in this Belgian city—
fifteen schoolchildren (and one adult) were killed on March 27,
1918 in the explosion of a hand grenade found by one of them.
According to the series, the live grenade from World War I was
left in the field due to negligence on the part of Sollmann who
engaged in dud removal. One of the kids who died, Marcel
Tijtgat, was the younger brother of art dealer Anton Tijtgat,
Dizengoff’s acquaintance, who was a friend of Sollmann until
he found out about Sollmann’s part in his brother’s death.

Van Eeden created Waregem 1918 for an exhibition in that
city, just as he made Dizengoff’s Commission especially for the
exhibition at Tel Aviv Museum of Art. For that purpose I was
asked to provide him with data about the city’s history, from
which he chose the story of the Museum’s establishment as
the motivation for another chapter in Sollmann’s chronicles
The construction of van Eeden’s world—the world as it had

19. The series N 505140.9, E 3241.3, Be-Part, Waregem 1918 presented at Be-Part,
Platform for Contemporary Art, Waregem, Belgium.

been before he was born—thus relies on the law of chance, on
unexpected events in the present which set off van Eeden’s
exhibitions and Sollmann’s travels, where the fictive character
of Oswald Sollmann introduces some sense of continuity
into van Eeden’s work, somewhat unifying a past which was
condemned to be partial and lacking, largely comprised of
manifestations of coincidence and contingency. With this
insight in mind, van Eeden developed a set of near-ritual
rules and fixed, systematic work procedures.?° In his selection
from the materials of the past and the combinations he
creates on his sheets, van Eeden infects the past, as it were—
the past whose figures are already dead and its events have,
for the most part, concluded—with the unexpected, with the
contingency of life and its potential fullness, with the shadow
of existential illogic.?

“Before you existed, nobody missed you, and after you're
gone, the same will really be true again. That’s an odd idea and

20. These rules delimit the temporal range of the reproduced materials to his year
of birth (1965) as the top limit; his reliance on photographs in fact introduces
the year of the “birth” of photography (1826) as the bottom limit. Rules even
determine the drawing mode (van Eeden always begins to draw in the top right
corner and ends in the bottom left corner), the materials, and dimensions (the
paper size, for instance, was selected from a fixed number of possibilities), and
display modes (the frames are identical in all the series).

21.  See: Diedrich Diederichsen, “When We Were Dead,” cat. Marcel van Eeden:
Drawings, 1993-2003 (Nuremberg: Verlag fiir moderne Kunst, 2003), pp. 33-34.



commotion inside, a fact which apparently evades Sollmann
who waits in his room. Concurrently, from the point of view
of this figure as it waits, the wandering gaze lingers on the
details of the world-room, domesticating them in passing:
a gaze downward at the legs of the chairs and the edge of the
bed; a gaze that climbs up the wall which holds two pictures
and a lamp, and so on. In-between, the omniscient narrator
reemerges, offering an overview underlain by a sense of
perfection, in the form of the floor plan of a double room in
the hotel. Subsequently, having learned about Sollmann’s
chronicles heretofore from the text, as his figure gradually
darkens, the series returns to the details of the room, and to
his gaze which focuses for a while on the reproduction hanging
on the wall. While looking at it, the first explosion in the lobby
probably takes place, but Sollmann is not disturbed. The text
accompanying the explosion image surrenders his thoughts: he
tries to recall where he had seen the original painting, which is
“probably a Ruysdael.” Entry into the room is a penetration of
the private sphere, hence our gaze—carried, with the author’s
assistance, on Sollmann’s gaze, which, in turn, focuses on the
reproduction—focuses on five of the series’ twenty sheets,
which convey his thoughts.

The observation made by Sollmann, who attributes the
painting to Ruysdael, is quite convincing: van Eeden indeed

drew a generic “Ruysdael” here.’® Sollmann’s gaze finally homes
in on the tiny figure, only to reveal that its face is deformed.
His intricate personality is thus exposed. Sollmann is indeed a
fugitive with dubious contacts, but he is also an art lover with an
eye for detail, in which he even finds meanings congruent with
his own reality (thrilled by his observation, Sollmann decides
to write an article “as soon as this whole thing was over”). In
fact, van Eeden is the one who defines what may certainly be
deemed shading as deformity; by so doing, however, he charges
“Ruysdael”’s shadows with the dark threat carried by film noir
shadows. The close-up of the “deformed” face indeed infuses
“Ruysdael” with a dark vein, possibly indicating the subjectivity
of interpretation, the work being prone to manipulation, and
the way in which the detail gives meaning to the whole. Either
way, the reason for the close-up on the figure with the deformed
face lies far outside the room and deep in the viewer’s soul. It
is tied with Sollmann’s past, perhaps with his generally pressed
conscience, and mainly with another one of van Eeden’s early

18. Forest pools and bushy trees appear in many paintings by Jacob van Ruysdael
(1628, Haarlem—1682, Amsterdam), signifying nature’s primordial force
and the cycle of life. When a human figure emerges in his landscapes, it is
usually dwarfed in the splendor surrounding him. These poetic views are not
a documentation of a one-off scene, but a generic nature; Ruysdael, however,
insisted on meticulous processing of detail and a convincing conveyance of the
light emanating through the clouds and its effect on the forms via chiaroscuro.



Sollmann is thus the thread linking between the different
series featured in the exhibition, and he reemerges, for
example, in two parts of the series The Hotel (a “tragedy,” as the
last sheet promises us), which begins on August 15, 1956, when
Sollmann and an unidentified woman enter the lobby, and in
previous series by van Eeden [see mapping in ill. 1]. In the first
chapter (The Lobby), van Eeden unfolds—via a quasi-cinematic
depiction that holds motion—the occurrences that preceded
a terrorist attack in the hotel lobby; the second chapter (The
Room) describes Sollmann waiting in one of the hotel rooms for
a late-in-coming phone call from the person who is to allow the
arrival of the hijacked plane, which is supposed to wait for him
at the airport and fly him to Africa, where Carl Rittner awaits
him in Congo-Tanga. We learn of the trip from a map of the
destination, and the name Congo-Tanga is derived from the
same map which shows Tanganyika on the border of Belgian
Congo (“Tanga-nyika”). This portmanteau carries sounds and
rhythms that indicate foreignness, but at the same time, it is
not a total fiction, because an African region by that name was
the location of Joseph Pevney’s film Congo Crossing (1956), and
it was controlled by foreign gangsters, headed by Carl Rittner.
Is it the same Rittner awaiting Sollmann’s arrival to Africa?

Sollmann’s link to the dubious activity is already implied
in the drawings from the previous chapter in the series (The
Lobby), where the poster of the film Congo Crossing emerges

abruptly on the sheet which implies a connection between the
woman and several men who sit in the lobby. It is tempting to
liken this flickering emergence of the poster, whose meaning
is only elucidated in the next chapter, to a gun that appears
in the first act, which will inevitably be fired in the third. In
van Eeden’s case, however, such structure is not “embalmed”
within the same “presentation,” so that the question—any
question—remains hanging. At the same time, in his work
too one can always identify random affinities in generalizing
hindsight of the events unfolded in these series. As in real life,
such insights are like retroactive prophesying or wisdom after
the fact, and they provide frustration more than consolation.
“It is 3 February 1947, the narrator of Auster’s “Ghosts”
recounts: “Little does Blue know, of course, that the case will go
on for years. But the present is no less dark than the past, and
its mystery is equal to anything the future might hold. Such is
the way of the world: one step at a time, one word and then the
next. There are certain things that Blue cannot possibly know
at this point. For knowledge comes slowly, and when it comes,
it is often at great personal expense.””

In the series The Room there are several voices. The first
drawing depicts the hotel illuminated with a view from the
outside, while the written text informs us of the unusual

17.  Paul Auster, “Ghosts,” in The New York Trilogy, p. 138.



form. I make it red and it’s red. But is the person making it the
‘T figure or the painter?”

Oswald Sollmann (b. 1895) “exists” in the world as a
fictive character because he is known from previous series
by van Eeden and from information he provided in various
interviews. His name was formed by combining the names
of two real people, both American: Todd Sollmann, a little
known professor of pharmacology who died in 1965 at the age
of 91, and Lee Harvey Oswald, John F. Kennedy’s assassin. The
fictive Sollmann is an archaeologist who travels the world,
a vagabond of sorts who feels at home wherever he is, and
operates in the very same places where van Eeden happens to
stay and exhibit.'® He also directed a museum or two, was a Spy
in Iraq, and was even suspected of murdering his friend and

15.  Van Eeden in Enright and Walsh, “The Coincidence Man,” p. 56; see also
Barthes, “The Death of the Author,” p. 147: “To give a text an Author is to
impose a limit on that text, to furnish it with a final signified, to close the
writing. [...] In the multiplicity of writing, everything is to be disentangled,
nothing deciphered.”

16. Van Eeden discussing the circumstances that led to the conception of the
figure: “But because I was doing all this travelling, I had to do something with
it. I couldn’t publish travel photos because not only wouldn’t they interest me
but they wouldn’t fit into the conceptual framework I had established. So I had
to recreate another character who is travelling to the same places as I am now”;
see Enright and Walsh, “The Coincidence Man,” p. 53. Sollmann stars, inter
alia, in the series The Archaeologist: The Travels of Oswald Sollmann and The
Zurich Trial, Part I: Witness for the Prosecution.
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colleague, artist Matheus Boryna on account of some episode
connected to a stolen painting. We assume that Dizengoff,
the Mayor and conceiver of the museum, settled for art dealer
Tijtgat’s recommendation and was not entirely aware who the
man he harnessed to promote culture in Tel Aviv was—an
activity associated, inexplicably, with finding a companion
for King Albert on his journey to Iraq... But the series that
relate Sollmann’s adventures in 1918, 1928, 1949, and 1956
preceded the creation of the series Dizengoff’s Commission, so
his incorporation in the current series in the role of one of the
museum’s supporters possibly alludes to the volatile actual
discussion about the dependence of public art institutions on
collectors and other wealthy philanthropists.
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everything seen or said, even the slightest, most trivial thing,
can bear a connection to the outcome of the story, nothing
must be overlooked. Everything becomes essence; the center
of the book shifts with each event that propels it forward. The
center, then, is everywhere [...]. The detective is the one who
looks, who listens, who moves through this morass of objects
and events in search of the thought, the idea that will pull
all these things together and make sense of them. In effect,
the writer and the detective are interchangeable. The reader
sees the world through the detective’s eye [...]. Private eye.
The term held a triple meaning for Quinn. Not only was it the
letter ‘i, standing for ‘investigator,” it was ‘T’ in the upper case,
the tiny life-bud buried in the body of the breathing self. At
the same time, it was also the physical eye of the writer, the
eye of the man who looks out from himself into the world and
demands that the world reveal itself to him.”*

Auster further twists the analogy between detective work
and storytelling. According to William Lavender, he even
“posits the detective novel as an allegory for novels in general
and then uses it to examine the possibilities of form” when
he explores “how many of the normally assigned qualities
of the novel, especially those qualities that have become
attached to it through critical exegesis, formulation and

11.  Auster, “City of Glass,” p. 8.
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application of theory, and scientific or semiotic analysis, can
be abandoned, mutilated, ruined in and by a narrative that
remains identifiable as a novel?”? Auster’s reader, Lavender
shows, feels a certain frustration when “characters appear,
[...] sketched full of potentials which we logically expect to
be fulfilled, and then they walk off the page never to return”;®
he is surprised when, in the closing lines of the story, which
was narrated in the third person throughout, a first-person
narrator suddenly reveals itself. This is also how we feel in view
of van Eeden’s series, in which the narrative is interrupted
without reaching an end. As form and its derivatives are
deconstructed, Lavender further notes, the “author,” too, is
deconstructed and itemized to its myriad characters.'* The
theme of the author—his disappearance or “death” in the
spirit of the well known observations made by Roland Barthes
and Michel Foucault—is clearly not foreign to van Eeden, who
explains: “Just as the ‘T’ figure in a book isn’t necessarily the
writer, when an artist makes a painting, it’s always in the ‘T’

12.  William Lavender, “The Novel of Critical Engagement: Paul Auster’s ‘City of
Glass’,” Contemporary Literature, 34: 2 (1993), p. 219.

13.  Ibid., p. 220.

14. “No doubt it has always been that way. As soon as a fact is narrated no longer
with a view to acting directly on reality [...] this disconnection occurs, the voice
loses its origin, the author enters into his own death, writing begins.” Roland
Barthes, “The Death of the Author,” in Image, Music, Text [1977], trans. Stephen
Heath (New York: Hill and Wang, 1999), p. 142.
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come across as more authentic.”® Van Eeden thus relies on the
fallacies of thought innate to the act of interpretation—on our
tendency to clarify, elucidate, seek logic, and connect things,
as he disclosed in an interview: “so Wiegand® looks like a story
but there really is no story. That’s what people want to read
and if there isn’t one, they make it up.”” At the same time, he
calls on the interpreting viewer to linger and observe beyond
the given image and text, with all their intricacy, which leave
behind disquiet, doubt, and wonder regarding the extent of a
story in the story.?

“The question is the story itself, and whether or not
it means something is not for the story to tell,” says the
unknown narrator at the opening of “City of Glass,” one part

5. Marcel van Eeden, “Beeld en Schrijver: W.G. Sebald,” Metropolis M (October-
November 2004), pp. 87-88; see also: Lynne van Rhijn, “Splashes of Real Blood
and Fictional Authors: Literature in the Work of Marcel van Eeden,” in cat.
Zeichnungen und Malerei, p. 223.

6.  “Wiegand” is described as an “ace pilot and a squire of beautiful women,” who
was also a boxer, possibly a gin supplier, a movie star, a mountain climber, one
of Elizabeth Taylor’s husbands, the Chancellor of Germany, an abstract painter,
and the spitting image of Edvard Munch in an early self-portrait. Van Eeden
quoted in: Robert Enright and Meeka Walsh, “The Coincidence Man: The Art of
Marcel van Eeden,” BorderCrossings, 26:4 (December 2007), p. 43.

7. Van Eeden quoted in Enright and Walsh, “The Coincidence Man,” p. 46.

8.  For, according to Blanchot, “art has no longer been able to satisfy the need for
an absolute”; see Maurice Blanchot, “Literature and the Original Experience,”
The Space of Literature, p. 214.
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of Paul Auster’s New York Trilogy.° This novel, in which Auster
underscored the ars-poetical aspects of the detective genre,
may serve as a map for reading van Eeden’s oeuvre, who, as
aforesaid, reinforces the awareness of fiction, exposing the
devices of the medium as he hangs his work on a rickety frame
of reality segments in series interspersed with allusions to
art and the art world (all of his protagonists paint, exhibit in
galleries, establish museums and contribute to their success,
or collect artifacts which serve as a motive for a murder,
for instance). Furthermore, the blurriness in van Eeden’s
series also prompts viewers to question and investigate the
self-evident, much like the protagonists of Auster’s trilogy,
who try in vain to combine scraps of data into a coherent
narrative of cause and effect, and are revealed in themselves
to be the victims of the case whose deciphering they have
attempted.’® The protagonist, Quinn, thus contemplates
detective literature, having presented himself as a detective
named Auster: “The world of the book comes to life, seething
with possibilities, with secrets and contradictions. Since

9.  Paul Auster, “City of Glass” (1985), The New York Trilogy (London: Faber and
Faber, 2004), p. 3.

10. Interestingly, “City of Glass” was adapted as a graphic novel, see: Neon Lit:
Paul Auster’s City of Glass, adapted by Paul Karasik and David Mazzucchelli
(New York: Avon Books, 1994); Paul Auster, City of Glass: The Graphic Novel
(New York: Picador, 2004).
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אולי נוריד לשורה הבאה כדי שcat
גם ירד לשורה האחרונה


either way. Van Eeden, as Stephan Berg noted, “follows a trail in
which self-assertion and partial self-dissolution, narration and
abstraction, contingency and linear comprehensibility must no
longer be seen as opposites, but as mutually complementary,
contrasting pairs.”?

Van Eeden’s drawing expression thus relies on a dual,
misleading range of modi operandi, for his figuration
originates in reproduction—a source already touched by
abstraction—and he goes on to incorporate abstract drawings
in it which entirely eliminate the world of objects and people,
and only reinforce the detachment and cumulating tension.
Geometric abstract may be found, for instance, in The Lobby;
a “cracked” abstract emerges in The Room; an explosion
introduces art informel stains into the series; and the
uncertainty at the series’ conclusion (the two last images) is
embodied in a pattern of floating circles. Floating circles also
conclude the series Dizengoff’s Commission; there, however,
(having been informed about the mysterious death of King
Albert), they are seen through a grid of circles with decisive
contours, which charge the paper with the certainty and
finitude of another absolute.

3. See: Stephan Berg, “Around the World in 5,000 Pictures: The Journeys of
Marcel van Eeden,” cat. Marcel van Eeden: Zeichnungen und Malerei, 1992-2009
(Berlin: Galerie Zink & DuMont, 2009), p. 31.
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A blurred duality is also discernible in van Eeden’s
“staging” methods, in the manner in which he hangs his
works in the exhibition halls. The story on the walls is
frequently reset because the spatial organization introduces
a multiplicity of non-hierarchical and not necessarily linear
readings. Concurrently, mainly in his recent exhibitions, van
Eeden reinforces the sensory experience when he adds various
objects to the drawings to create variegated settings. Summing
up this experience, Konrad Bitterli maintains that van Eeden
“presents us with an atlas of images that is brimming over,
where a reading is always on the verge of disappearing within
the labyrinthine overall context, its fissures and omissions.”*

In this context, the blend of truth and fiction in the writing
of W.G. Sebald, who wove an effect of “authenticity” into
his fictive stories by combining photographed and painted
documents, springs to mind. Sebald’s lonely wanderers seek
the traces of their past, but find only the wreckage wrought in
them in the present. Van Eeden, who is well versed in Sebald’s
work, even wrote an essay about him, emphasizing the equal
degree to which texts and illustrations are the “stuff of which
the story is made. [...] And although images can be just as
easily falsified as texts, illustrations and in particular photos

4.  For an elaboration on van Eeden’s display practices, see: Konrad Bitterli,
“The Draughtsman as Stage Director,” cat. Marcel van Eeden: Tales of Murder
and Violence, ed. Jane Huldman (The Hague: Stroom, 2013), pp. 48-49.
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During the observation-reading one feels a dire need for a solid
foothold, a desire to investigate the verity of the historical
data. Thus: following the passing of his wife Zina, Meir
Dizengoff dedicated his home as an abode for the Tel Aviv
Museum. His correspondence (1932-34) with Belgian collector
Maurice-Moshe Lewin (1872 Kovno—1934, Antwerp), which
yielded a donation of works by James Ensor and others to
the collection of the nascent museum, was indeed real and is
kept in the Museum Archives. An Anglo-Iraqi treaty according
independence to Iraq was indeed signed in 1930,? but it still
remains to be ascertained whether King Albert’s trip to Iraq
really took place, and whether one may go on to conclude
that the King’s visit to Tel Aviv on April 13, 1933 was based on
his acquaintance with Dizengoff following their meeting in
Antwerp. And if we are already inquiring, who, for goodness
sake, is Oswald Sollmann?

Perusal of the facts does not provide one with a better
grasp. While extracting the facts, we seem to lose sight of the
story (possibly irretrievably), or perhaps of the very ability to
construct a continuous text from the transitions between the

2. The accord declared the termination of the British Mandate, but the
independence granted to Iraq was not full, since the treaty—which left the
British with a certain authority in Iraq in times of crisis—was signed with
Iraqi rulers of the Hashemite dynasty, which was opposed by the nationalist
movements.
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different scenes. Moreover, even if this and other series in
van Eeden’s oeuvre involve real events, whose occurrence is
verifiable, and figures that form a layer in the history of the
place in which the exhibition is being held—these offer nothing
but a supporting (and at the same time, misleading) frame
which infuses fiction with an “effect of truth.” Once we have
realized this, need one mention the absence of Anton Tijtgat
and Oswald Sollmann from the Museum archives and records?
Does this fact undermine the authenticity of their existence in
the eye of the beholder? Do they not play a real part in reality, if
only as fictive entities?

The intricate interrelations between the written and
the painted are enhanced by the blurriness of the blend of
fiction and reality—because what enables us (as readers and
as viewers) to experience the fiction and accept it as truth
for a limited time, is that voluntary suspension of disbelief
discussed back in the early 19th century by Romantic poet
Samuel Taylor Coleridge. In van Eeden’s series, however, there
is an additional element that interferes with this suspension,
since many of his figures had a real existence in the world. Van
Eeden, on his part, seems to be nourished by this difficulty,
leaving us wondering what stance to take, He intentionally
enhances the blurriness to mock the inability to rid ourselves
of the habits of judging truth-or-false, thereby thwarting the
reduction and flattening accompanying any acute decision
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(the pencil) in the haptic drawing, the meticulous styling of
the expression which does not come at the expense of a good
story, the subtle quasi-cinematic representation which focuses
on the creation of an accumulating tension between present
and past—all these call to mind reflexive awareness and self-
referentiality. By the same token, the atmosphere and tone of
the tortuous film “noir” narratives—centered on people caught,
by chance, in predicaments which they only make worse,
narratives that are unfolded (usually in voice-over) through
the consciousness of a narrator who is an outsider, a detective
investigating a sinful act while confronting existential distress
vis-a-vis an indifferent world—are also invoked in view of these
series of drawings, which, like the films, excavate strata from
the past that reflect the fragility of human existence and the
dark aspects of modern life.

In the series Dizengoff’s Commission, the words preceded
the drawings. The text describes a meeting of several men on
August 17, 1930, in the World’s Fair in Antwerp. Meir Dizengoff,
the Mayor of Tel Aviv, on a fund-raising mission for the museum
he plans to set up in his city, arrives in Antwerp with collector
Maurice-Moshe Lewin, for a midday meeting with art dealer
Anton Tijtgat, and his friend, archaeologist Oswald Sollmann,
who only recently returned from excavations in Kirkuk, Iraq.
The following day—the narrator specifies the exact moment
of King Albert of Belgium’s entry into the picture—Dizengoff
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introduces the King, who is seeking a companion for a journey
to Iraq, to Sollmann, who has connections and knowledge of
the customs of this volatile, revolution-ridden country, which
only recently gained independence. Albert and Sollmann
travel to Iraq in October of that same year, and once again
the next year (1931). The text concludes with news about the
mysterious death of the King three years later. The story of the
meeting is preceded by drawings of Tel Aviv views from that
time: city hall, the Dizengoff House (in 1930, before its 1934
renovation and adaptation for its new role as a museum), and
a sailing ship. The text is delayed and unites with the visible,
in a type of voice-over, when it describes the exhibition venue
in Antwerp. The visible and written then continue, each at
its own pace, with no integral connection. The objects of
observation and those of reading are not the same, as van
Eeden operates in two separate channels, and all we are left
to do is follow two streams of information present on the
same sheet and trace the story whose center constantly shifts
without explanation.!

1. “The work,” according to Blanchot, “brings neither certitude nor clarity. It
assures us of nothing, nor does it shed any light upon itself. It is not solid, it
does not furnish us with anything indestructible or indubitable upon which
to brace ourselves. These values belong to Descartes and to the world where
we succeed in living”; see Maurice Blanchot, “Literature and the Original
Experience,” The Space of Literature, trans. Ann Smock (Lincoln and London:
University of Nebraska Press, 1982), p. 223.
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Knowledge Comes Slowly

Irith Hadar

In series of black pencil drawings illuminated with flicks of
color, Marcel van Eeden unfolds possible views of the world
as it had been before he was born (1965). The drawings are
constructed from found images, mainly photographs, to create
a textual sequence that channels the visible to the realms of
narrative. As in film noir, however, in van Eeden’s drawing
series nothing is as it appears to be.

In their grayscale, the black and white contrasts, the
observation through some obstruction, and the unusual angles
of the glance, his drawings indeed echo film noir aesthetics,
with its dim lighting and dramatic shadows that are termed
chiaroscuro in cinema too. The presence of the drawing tool



and the chronicles of its progenitor-founder, Tel Aviv’s first
mayor Meir Dizengoff, in 1930. Vis-a-vis the ascetic ethos
prevailing in the country in those years, the passion of the
nascent city’s mayor to establish a civilian society that thrives
in a modern metropolis with hectic cultural life, centered on a
museum of art, appeared somewhat fanciful. Notwithstanding,
his vision came true.

The three series in the exhibition—Dizengoff’s Commission,
and The Hotel with its two parts: The Lobby and The Room—
evolve around the figure of archaeologist-spy Oswald Sollmann,
whose fictitious adventures are woven with real life events to
create a sequence. Van Eeden thus unifies, to some extent, a
past condemned to be partial and lacking.

We are grateful to Marcel van Eeden for accepting our
invitation and for the fruitful dialogue which resulted in the
new series and the current exhibition. Heartfelt thanks to
Michael Zink and Florian Kromus of Galerie Zink, Berlin, for
their invaluable help throughout all phases of the exhibition’s
and catalogue’s production; special thanks to Ms. Ingrid
Flick whose generous support has made the exhibition and
catalogue possible.

Thanks to Irith Hadar, the curator of the exhibition
and editor of the catalogue, and to Dalit Matatyahu, the
associate curator, for their instructive and insightful essays
on van Eeden’s work. Warm thanks to Michal Sahar and
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Naama Tobias for the impressive, accurate design of the
catalogue; to text editor Daphna Raz for her ability to infuse
the written word with clarity; and to Daria Kassovsky for the
attentive English translation. The mounting of an exhibition
is a complex endeavor, whose realization was aided by many
members of the Museum staff. My sincere thanks to each and
every one of them.

Suzanne Landau
Director and Chief Curator
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Foreword

The extraordinary life of Karl McKay Wiegand (1873-1942),
unfolded in 140 virtuoso pencil drawings on the peeling walls
of a corridor in a former Jewish school for girls, constituted
my first encounter with Dutch artist Marcel van Eeden’s works.
The setting was the exhibition “Of Mice and Men” curated by
Maurizio Cattelan, Massimiliano Gioni, and Ali Subotnick at
the 4th Berlin Biennial (2006). The drawings and biography
provided by van Eeden recounted an obscure story about a
dandy security guard who, in addition to being a botanist and an
artist, was also one of Elizabeth Taylor’s husbands. The intricate
relationship between the drawings and the text, and the far-
fetched story which nevertheless touched on reality, gave rise to
an incomprehensible, yet impressively cohesive work.

The series K.M. Wiegand. Life and Work was followed by
others, in which van Eeden developed the serial mode, the
twisted plots, the distinguishing qualities and frame story
associated with several regular characters in his work, who
operate in a past world which is absorbing and delightful, but
at the same time enigmatic and elusive.

Tel Aviv Museum of Art is pleased to present Marcel van
Eeden’s exhibition and his new series of drawings Dizengoff’s
Commission. It is not surprising that van Eeden chose to spin
his fictive plot around the story of the Museum’s establishment
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