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The Expatriate Archive Centre (EAC) collects the 
life stories of expatriates worldwide and makes 
them available for academic research. For us, an 
expatriate is anyone who lives temporarily outside 
their ‘home’ country. Our collection encompasses 
the late 19th century to the present, and focuses on 
personal writings, including diaries, letters, scrap
books and blogs, as well as supplementary material 
like photographs and video. 

The Saudade project celebrates the EAC’s 10th 
anniversary as an independent foundation, and 25 
years since its earliest beginnings in another book, 
Life on the Move. We invited 10 artists from around 
the world to draw inspiration from specific pieces 
within the archive. Each artist created an art piece 
based in some way on the EAC’s collection. These 
art pieces were designed to fit together inside 
an antique suitcase donated by one of the EAC’s 
founders. 

Saudade is a Portuguese word denoting nostalgia 
for someone or something absent and beloved. We 
hope that our Saudade suitcase and this book docu
menting the journeys of the artists will stand as a 
tribute to all those who have left their lives behind 
to build new lives in new places.
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Kevin Andrew Morris p.90

A Still and Fragile Moment
Porcelain, ceramic transfer
Collection 1.0070 p.132
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Natalie McIlroy in collaboration with 
Aletta Teunen p.94  
Required Field
Rubber, gold leaf, gold plate
Collection 1.0122 p.134
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Thomas Nondh Jansen p.98

Notions of Home 
#Olifantenstapel [#A pile of elephants]
#Coffee pads
#Lebanon traffic jam 
#Plantenbak [#Plant pot]
#Rijtjeshuizen [#Terraced houses]
#‘What the real time is’ 
#Spoons
#Passing on herbs 
Photographs
Response to the Expatriate Archive Centre 
as a whole p.136
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Masaaki Oyamada p.102

Observer
Stamp (wood, linoleum, glue)
Collection 1.0033 p.138
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Christopher Squier p.105

Everything Went Shimmery 
(Drilling barge, Nigeria)
Digital print on polyester, 
electrical wiring connectors

Everything Went Shimmery  
(Niger Delta from helicopter,  
Port Harcourt to Oloibiri)
Digital print on polyester, 
electrical fuses, stone from 
artist’s family home
Collections 1.0068 & 1.0023 p.140
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Carla Wright p.109

Petrichor
Lino print on calico
Collection 1.0067 p.142
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Janne van Gilst p.114 

Artefact
Leporello booklet, appendix booklet 
and ceramic object 
Collection 1.0052 p.144 
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Nico Angiuli p.118

Chicongo & Mulèkedi — A Love Story
Photo collage, live performance
Collection AN.2016.7 p.146
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Nico Angiuli p.118

Chicongo & Mulèkedi — A Love Story
Photo collage, live performance
Collection AN.2016.7 p.146



Monique Prinsloo p.122  
The Second Day
Monoprint: oil on Zerkall intaglio 250gsm
Collection 1.0019 p.148

46





48





50





Euf Lindeboom p.126

Memoirs and Memories 
Booklet, batik bag, two paintings; 
acrylic, alkyd and oil paint on canvas
Collection 1.0008 p.150
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Thoughts from the curator
The Suitcase — compartments and categories
Natalie McIlroy
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 Bind 
 Seal
 Contain
 Protect   Reveal
 Fold     Display 
     Title 
     Number 
     Open 
     Untie  
      
Each day I watch my young son take satisfaction 
from slotting one item neatly into another. The first 
sense of order
The aesthetics of objects relating closely to one 
another, informing one another, finding comfort in 
each other.

The fascination with order does not disappear  
with age.
I place ten titles in one suitcase, each shrouded, 
protected and bound
Configuration after configuration until the 
works settle
The movement stops

The movement begins
Items are unpacked
Manifestations revealed, mounted in officialdom
Silent conversations begin to sing in a chorus called 
history.

Chests, especially 
small caskets, over 
which we have more 
complete mastery, 
are objects that may 
be opened. … from 
the moment the 
casket is opened, 
dialectics no longer 
exist. The outside 
is effaced with one 
stroke, an atmos-
phere of novelty 
and surprise reigns. 
The outside has no 
more meaning.  
(p.85) Chapter 3 —  
Drawers, Chests 
and Wardrobes. 
Gaston Bachelard. 
The Poetics of 
Space. 
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From a suitcase to an archive 
Sarah Bringhurst Familia
Expatriate Archive Centre

Expatriate Archive Centre founders 
Left to right: Dewey White, Glenda Lewin and 
Judy Moody-Stuart 
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It is 1950. The Army & Navy Store on Victoria Street, 
London, has the newest, lightest, sturdiest suitcases 
on display. A boy, born and raised on the small 
Caribbean island of Antigua, will soon be sent off 
to boarding school and needs a suitable piece of 
luggage to accompany him on the long journey. His 
mother explains this to the salesman, who assures her 
he has just the thing, and proves it by stepping right up 
onto the empty suitcase and vigorously jumping up and 
down. ‘Yes, good,’ she agrees, adding prudently, ‘but 
I’ll take the one you have on the shelf behind, thank you.’

After many trips back and forth from boarding 
school, the suitcase went with the boy to Cam
bridge, where he met his wife, Judy. In 1966 the suit
case accompanied them to a new job in The Hague, 
where a baby would shortly join this already inter
national family. The baby was only a few months old 
when they were off again, this time to Spain for sev
eral months. Then he went to work in Oman, while 
she and the baby went back to Cambridge.

After eight months of letterwriting, they were 
reunited in The Hague, and then a few years later 
they packed up the suitcase and all moved to Brunei 
together, where he worked and Judy studied Malay 
and had a second baby. The company only allowed 
one of them to work, so she volunteered for a local 
charity council, trekking out into the jungle to visit 
local people in need, getting lifts when necessary in 
Brunei Air Force helicopters. They travelled when 
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on leave, packing up the suitcase for trips to Cam
bodia, India, Nepal, Kenya, Bali, Turkey and Sumatra 
on the way back to England.

The years passed in a whirlwind of happy 
and challenging times lived abroad, from the births 
of new babies to travelling to visit ailing parents 
back home. The assignment in Brunei was followed 
by one in Australia, another in Britain, and then one 
back in Brunei. There Judy opened up her home 
for many dinner parties, cooking for and enter
taining those who worked for the company, as was 
expected of a manager’s wife. In 1979 they moved 
to Nigeria, this time with four children. By now the 
intrepid suitcase had been joined by several others, 
all of the same sturdy, brown Globetrotter brand. 
Despite newer, flashier French and American lug
gage that shone seductively in magazine ads, Judy 
and her family stuck to the tried and true, sending 
off several children to boarding school in their turn, 
each with a similar suitcase. 

In 1981 Judy, her husband and their eightyear
old daughter loaded up the suitcase again, this time 
for a trip by Land Rover across the Sahara Desert 
from Warri, on the edge of the Niger Delta, to Alge
ria. They had to carry enough water for the entire 
journey, as well as a spare petrol tank and half shaft 
for the vehicle, and a crate of beer hidden under 
the front seat. That left little room for anything but 
necessities, so some things were left behind either 
intentionally or not, including handkerchiefs and a 
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pile of sorely missed clean underwear. The suitcase 
and its fellows were lashed to the roof rack, where, 
Judy recalls, ‘shielding us from the burning sun, and 
providing a good sand-free place to balance cups 
and plates as we camped, they bounced along all day 
in harmony with the gas stove’.

However, the suitcase was to bear the scars 
of this journey. Judy goes on to recount,

What we could not have known despite our 
years of experience was ... the Globetrotter will 
dissolve in a pool of water. After the sandstorm 
had come torrential rain, and quite unknown to 

The Suitcase, lashed to the top of the Land Rover with other 
baggage, and (left to right) Judy Moody-Stuart, Ibrahim Ahma, 
Elizabeth Moody-Stuart and Carole Riley.  
Photo by Mark Moody-Stuart
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us, water collected in the roof rack tray over-
night and soaked quietly up into the suitcase; 
this pliable layer had moulded to the pressure 
of goods packed above it against the wet sand 
beneath, and thus become the notable undula-
tions of the Archive suitcase. 

After a few more assignments in Turkey and 
Malaysia, in the early 1990s the suitcase came to 
rest in a corner of Judy’s house in The Hague. As 
the 100th anniversary of the company loomed, Judy 
and a fellow accompanying partner, Glenda, turned 
their attention to making sure that the contribu
tions of the wives and families to the success of 
the company were re cognised and remembered. To 
that end, they sent out a call to accompanying part
ners in company locations all over the world. They 
wanted to hear stories of what these women’s lives 
were like. They did try to encourage at least one of 
the, in those days rare, accompanying males to con
tribute, but he was too shy. The response was over
whelming, and they turned the stories that flooded 
in by post into a pair of anthologies, Life on the Move 
(1993) and Life Now (1996). The venerable old suit
case was pressed into service once again, this time 
to store paperwork relating to the publication of the 
books.

Cheered by the success of the books and 
anxious to find something meaningful to do with the 
original handwritten material they had collected, 
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Glenda introduced Judy to Dewey, another accom
panying partner and social historian who agreed 
to take a look at the material. Dewey remembers, 
‘When she arrived at my house she had satchels 
hanging off of her and a suitcase and all of these old 
papers on her body, just carrying them in.’ Dewey 
immediately recognised that these stories had 
great value for academic researchers. The three 
decided to start an archive to preserve the material 
for future research. Judy and her husband owned a 
recently empty rental house behind their house in 
Surinamestraat in The Hague, which they thought 
would be a perfect location. So, on a memorable 
day in 2003, Glenda, Dewey and Judy ceremonially 
loaded the suitcase back up with what was now offi
cially archival material and took it to Paramaribo
straat 20, The Hague. 

From their new location, they continued to 
send out calls for material and hold workshops help
ing people to preserve and donate their own sto
ries. Finally, in 2008 they secured an endowment 
and registered the Expatriate Archive Centre (EAC) 
as an independent foundation. Judy and her hus
band officially donated the house where the fledg
ling archive was housed, and they expanded their 
mission to include collecting and preserving mate
rial from expats all over the world, regardless of 
their nationality or reason for moving abroad. Since 
this formal beginning of the EAC, it has steadily 
expanded its collection, professionalised its archival 
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processes, welcomed researchers from many dif
ferent countries and disciplines, and involved 
hundreds of volunteers in archival activities. To cel
ebrate its fifth anniversary in 2013, the EAC held an 
academic symposium on The Expatriate Experience, 
Past and Present. In 2015 it reached into its own 
archives and those of local international schools, 
expat organisations, and the city of The Hague to 
create an exhibition entitled Expat Impressions of 
The Hague. 

Today the EAC’s collection includes around 
130 personal and family archives, representing  
dozens of different nationalities and languages, and 
documenting expat life in over 80 different coun
tries. During the EAC’s 10 years, the suitcase has 
presided over its expansion and activities from  
a place of honour high on a shelf in the study 
room — a visual reminder of the rewards and chal
lenges of a life on the move, and the things we 
choose to take with us to each new destination.  
So it came about rather naturally that for our 10th 
anniversary we chose to make the suitcase the  
centrepiece of Saudade: An Intersection of Archives 
and Art.

To draw in a wider audience than the usual 
academic researchers, and to look at the EAC’s col
lection from a new point of view, we have invited 
10 artists, five in The Hague and five from abroad, 
to each choose a piece from the collection and 
respond to it artistically. From the start, the artists 
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knew that all 10 art pieces must be designed to fit 
together into the iconic suitcase. They have brought 
their unique perspectives and international back
grounds to bear on the project, as well as becoming 
intimately involved with the pieces in the collec
tion and the people whose lives they represent. We 
hope that the interwoven stories and artistic jour
neys documented in this book will give the reader 
a sense of the richness contained within our archi
val collection and inspire us all with a heightened 
appreciation of how much each of our stories, lives 
and perspectives matter.
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Artistic engagement with archival remnants
Dr Manon S. Parry
Assistant Professor of Public History
University of Amsterdam
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1. Jacques Derrida, 
Archive Fever: A 
Freudian Impression 
(Chicago, IL: Uni
versity of Chicago 
Press, 1996).

2. David Thomas, 
Simon Fowler and 
Valerie Johnson, 
The Silence of the 
Archive (London, 
UK: Facet Publish
ing, 2017).

3. Joan M. Schwartz 
& Terry Cook, 
‘Archives, Records, 
and Power: The 
Making of Modern 
Memory’, Archi-
val Science (2002) 
Vol. 2, No. 1, 
pp. 1–19.

4. Terry Cook, ‘The 
Archive(s) Is a 
Foreign Country: 
Historians, Archi
vists, and the 
Changing Archival 
Landscape’, The 
American Archi-
vist: Fall/Winter 
2011, Vol. 74, No. 2, 
pp. 600–632.

Archival theorists have taught us that the collec
tions of material saved and studied can only ever 
be a partial record of the past, and that the items 
we choose to salvage and store reflect the values 
of the time in which they were selected.1 Archiving 
privileges the documents of some over others, 
and, while giving a voice to them, silences others.2 
The process of archiving further shapes the leg
acy — how material is organised and catalogued, 
which items are rearranged or removed; all reflect 
choices about what is important, what elements 
are interrelated, and what is irrelevant.3 Far from 
being an objective documentation of the past, then, 
archives begin as interpretations of it, and are then 
interpreted over and over again in different ways by 
the researchers who explore them. 

While understanding this critical perspec
tive, historians have nevertheless remained reticent 
about ‘interfering’ with the historical sources of an 
archive: trying to keep a critical distance, to contex
tualise the surviving fragments as part of a wider, if 
missing, array of perspectives from the period, and 
gently crafting a measured interpretation of the evi
dence while being careful not to impose meaning 
upon it.4 In this intricate interplay between sources 
and the search for their significance, archival rem
nants are celebrated as authentic, almost sacred, 
relics of the past. Interfering with them is firmly dis
couraged — better to carefully return them as they 
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5. Translated from 
Dutch

were found (archived), for others to study and rein
terpret in other ways, at other times.

How then, do we engage with the issues of 
exclusion, absence, bias and perspective that rever
berate through all archival collections? Artistic 
engagement is a powerful means to do so — ampli
fying viewpoints that have been hidden or ignored, 
imposing interpretations that radically reimagine 
the significance of the sources, appropriating 
objects to convey a larger issue, or engaging with 
them in a deliberately personal way — making visible 
the process of giving meaning to materials, rather 
than pretending that they have their own inherent 
message to impart.

The artists in this project thus show us a myr
iad of creative ways to enrich our understandings, 
of both expats and archives. 

Euf Lindeboom linked her own family’s expe
riences to those of a Dutch expat who lived with 
her husband and children in Indonesia from 1948 till 
1954. p. 150 The woman’s memoirs in the archive acti
vated the artist’s memories, and she juxtaposes the 
two, using them to spark ideas for paintings:

A quote from the memoirs:
For women that ‘oil business’ was not 
much fun. 5
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A memory:
We lived in Bogor on Java. My older brothers 
often made mischief. They took me once to the 
Botanical Garden. I had to climb through a hole 
in the fence. They showed me the Carnivorous 
Plant. They wanted me to put my hand in the 
calyx … but I did not dare.6 

In response to this she created two paintings:
1. A groundplan of the Botanical Garden 

in Bogor. p.55

2. An ‘impression’ (groundplan) of Pladju. p.54 

The paintings are printed in a booklet that 
moves back and forth between historical sources, 
including family photographs and the notes in the 
memoirs, and the recollections of the artist and 
newly created work based on them, from paint
ings to poetry. Collected together they fuse child
hood memories with the records of a mother, linking 
notes from the past with another person’s per
ceptions of it, looking back, across family lines as 
well as generations. p.52 The project is a reminder 
that an historian’s investigations in an archive are 
often inspired by their own place in the world today, 
and their own particular experiences and memo
ries. What we are interested in seldom arises out of 
nowhere, driven only by the scholarly trends of the 
time (as if they were themselves separate from who 
is curious about them). The questions we ask as 

6. Euf Lindeboom, 
‘Memories of Indo
nesia’, 16 March 
2017, http:// 
eacanniversary.
com/memories 
ofindonesia 
euflindebloom/. 
Accessed 15 
December 2017. 
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scholars connect to who we are, or who we think we 
are, and what we want to find out about ourselves, 
as well as what we may barely recognise about our 
own history and our role within it. 

Kevin Andrew Morris applied his interest in 
photographs and films in the archives to the crea
tion of new objects. p.8 He illustrates the serendipity 
of the research trail — where connections are 
made not just through systematic examination but 
often by accidental discovery or creatively binding 
together ideas and activities that began as separate 
initiatives. Morris brought in concepts from another 
project he was working on, related to ‘found elec

tronics detached from their original environment 
and fabricated ceramic artefacts’ and his inter
est in ‘lost origins and invented meanings’.7 The 
artist printed still images, from the collection of a 
geophysicist, onto white ceramic stoneware and 

7. Kevin Andrew 
Morris, ‘Life on the 
Move’, 27 November 
2017, http:// 
eacanniversary.
com/lifeonthe
move/. Accessed  
15 December 2017.

Kevin Andrew Morris, A Still and Fragile Moment (detail), 2017
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porcelain, made from plaster moulds of the cameras 
that would have captured these historic images. p.8

Scenes of nature, photographed during the 
course of a man’s daily work in the oil industry, are 
now fixed, blurrily and perhaps temporarily, onto the 
thin ceramic surface. The results lead to thoughts 
of the fragile natural world and its exploitation by 
the oil industry. Yet the personal connection of the 
photographer to the places he is visiting, record
ing, studying, and perhaps enjoying, complicate our 
notions of a corporate view of the places depicted, 
offering instead an individual one. 

Thomas Nondh Jansen interviewed other 
expats about what reminded them of home, inspired 
by his own sense of longing for Thailand, where he 
was born but did not grow up. Now Jansen says he 
feels at home in the Netherlands as well as in Thai
land — but some of his interviewees clearly still iden
tify more strongly with their place of origin. As one 
told him, ‘sometimes she looks at the clock during 
work and wonders “what the real time would be in 
England”’. The events and objects that remind his 
interviewees of home are varied but simple, every
day objects or experiences. Even the negative can 
spark a happy reflection on a past time in a differ
ent place — ‘one expat always has to smile when 
he sees a big traffic jam because that reminds him 
of the busy streets in Lebanon where he is from’.8 
Though the objects are basic, the photographs 
Jansen has made are vivid, with bright colours, piles 

8. Thomas Nondh 
Jansen, ‘Collecting 
Stories’, 21 August 
2017, http://eacan
niversary.com/
collecting 
storiesthomas 
nondhjansen/. 
Accessed 15 
December 2017.
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of objects, and hands sprinkling powders and spill
ing liquids. p.20 The series of images evokes tastes 
and smells, sounds and movement, and all with 
still, silent, photographs. The project is a beautiful 
demonstration of the power of simple things to pro
voke memories and generate meanings. 

Finally, Natalie McIlroy took an exotic repre
sen tation of a Balinese woman on a children’s jigsaw 
as the starting point for her work, noting that one 
piece of the puzzle is missing. p.14 As she explains,

[t]his missing piece began to represent all the 
fragmented memories that are held within the 
archive; all the incomplete histories, all the 
complexities that make one particular historic 
event. No collection tells the full story and even 
‘official’ historical documents are littered with 
missing pieces.9

By recreating the missing piece — out of rub
ber, gold leaf and gold plate — McIlroy distils the core  
concepts of critical archival theory into one provoc
ative and succinct artefact. Interpreting the past, 
the other, the unknown, has been thought of in just 
such a way — how do we put together the clues 
to make up a complete picture? Yet as the image of 
this puzzle implies, the picture reflects a particular 
perspective, ‘a celebration of a relatively unknown 
culture from a western point of view’. 10 Even if 
all the pieces were together, the result would be 

9. Natalie McIlroy, 
‘Missing Pieces’, 
3 November 2017, 
http:// 
eacanniversary.
com/missing 
pieces/. Accessed 
15 December 2017.

10. ‘Missing Pieces’, 
3 November 2017, 
http:// 
eacanniversary.
com/missing 
pieces/. Accessed 
15 December 2017.
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misleading — telling us more about the viewer/visitor 
than the person or culture that we see in the image. 

Taken together, the works in the Saudade suit
case show us how artists can activate archives to 
draw out new interpretations, and can raise ques
tions, and suggest answers — by working explicitly 
with personal interest in, and engagement with, the 
partial records of limited perspectives. In the pro
cess, they offer unlimited opportunities to expand 
the narratives we discuss and the viewpoints we 
consider when we imagine ourselves and others. 

Natalie McIlroy in collaboration with Aletta Teunen, Required 
Field (detail showing shape of Kemaro Pagoda on Pulau Kemaro 
from aerial perspective), 2017

77



An archive is an opportunity
Aoife Rosenmeyer
Art Critic

78



Why do artists engage with archives? An archive is 
a means of gathering and preserving; it is equally a 
resource for consultation and education. Art, mean
while, is a discipline or a method, not a discrete 
subject; artists can engage with any subject they 
choose. Thus unrestricted, contemporary artists 
are frequently drawn to the order and authority 
of archives, not to mention the wealth of informa
tion they may contain. Highprofile instances of 
such works include Indian photographer Dayanita 
Singh’s 2013 book work File Room, which captures 
Indian offices and storerooms full of paperwork. 
Blackandwhite images show stuffed shelves and 
cabinets, teetering stacks that make floors almost 
impassable or other files bound up in clothlike 
shrouded corpses. Singh does not reveal exactly 
where they are or what they document, yet these 
images begin to describe the scale of Indian 
bureaucracy as much as they show the instability 
and inflexibility of paper records. These sites can 
also be read as a legacy of the British Empire and 
its official dominion. Another potent example is by 
artist and filmmaker Steve McQueen: having been 
appointed official war artist by the Art Commissions 
Committee of the British Imperial War Museum in 
2003, McQueen proposed that each British soldier 
killed on duty in the then — ongoing engagement 
in Iraq be commemorated with a postage stamp. 
The Royal Mail, the body that issues stamps in 
the UK, has never, however, agreed to an official 
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issue, so McQueen’s work Queen and Country 
(2007 — 2009) exists in the form of pages full of 
facsimile stamps. Whenever the work is exhibited 
the public can consult the work, each pullout dis
play leaf holding a page full of perforated images 
of a soldier who died between 2003 and 2009. 
Thwarted from his original plan, McQueen’s illus
trated archive instead demonstrates the power of 
collating information. He underlines the tension 
between the individual parts of an archive — in this 

Steve McQueen, Queen & Country, 2007—2009
Installation view Imperial War Museum
Photo: Imperial War Museum © Steve McQueen
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instance designed to be dispersed — and the whole. 
Many more such examples could be cited. 

In his 2004 essay ‘An Archival Impulse’, art 
critic and historian Hal Foster considers how artists 
are drawn to errant, unfamiliar histories that they 
discover in archives, or from which they generate 
their own archives. Foster describes how they tap 
into ‘the nature of all archival materials as found yet 
constructed, factual yet fictive, public yet private’. 1 

The freewheeling crossdisciplinary artist can bring 
a personal perspective to an institutional structure, 
shining light on the idiosyncratic, the unexpected 
and the particular within a collective history. Indeed, 
archives invite the artist’s facility to forge imagina
tive connections that do not otherwise exist, ‘new 
orders of affective association, however partial and 
provisional’.2 We might also add partisan to his allit
erative list. Janne van Gilst’s booklet p.40, for exam
ple, documents objects which were all used in daily 
life on a farm — ordering them and bestowing them 
with a degree of formal recognition. Van Gilst hon
ours tools and toys that are usually overlooked, 
despite, or perhaps because of, how neatly and 
frequently they fit into their user’s hand. Archives 
have the demonstrative heft of the institutional, 
while offering artists new ways of storytelling; art
ists can arrange prisms that clarify — or compli
cate — recorded histories. It is little wonder that the 
artists invited to participate in the Saudade project 
were eager to be involved. 

1. Hal Foster, ‘An 
Archival Impulse’, 
October 110, 2004, 
p. 5. doi:10.1162/
0162287042379847. 

2. Ibid. p. 21.
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Some archives are more formal, more reg
imented or dry than others. Even though every 
archive is a collection of singular records, the Expa
triate Archive Centre (EAC) is atypical. The term 
expatriate itself, as Peta Chow, Marijke Huisman 
and Sarah Bringhurst Familia unpick in their chap
ter of Global Mobilities: Refugees, Exiles, and Immi-
grants in Museums and Archives, can be understood 
in several ways.3 Taken to mean temporary migra
tion relating to professional activities, being an 
expatriate is a minority experience. Furthermore, 
the archive is composed largely of records of family 
experiences, accounts from the spouses and chil
dren who followed a family member abroad for a 
posting; these are not the authors who traditionally 
write history. Although the EAC collection contains 
material documenting a range of socioeconomic 

3. Peta Chow, 
Marijke Huisman 
and Sarah Bring
hurst Familia, 
‘Expan ding the 
Boundaries of His
tory: The Expatriate 
Archive Centre’, 
Global Mobilities: 
Refugees, Exiles, 
and Immigrants in 
Museums and 
Archives, ed. Amy 
K. Levin (Abingdon: 
Routledge, 2017), 
pp. 311–328.

Janne van Gilst, Object nr. 8 from the series Artefact, 2017 
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situations, the expatriate’s experience has tradition
ally been stereotyped as a privileged experience, 
earning a higher income than others in the guest 
country and without longerterm migrants’ need to 
assimilate. 

‘There is no document of civilisation which 
is not at the same time a document of barbarism’, 
wrote Walter Benjamin in 1940.4 The statement is 
sweeping; Benjamin’s principle is that the victors 
write history, and that culture is an element of their 
spoils. Edward Said was one of the earliest aca
demics to gain broad traction when addressing the 
imbalance of the Western understanding of ‘other’ 
countries. Said’s 1978 book Orientalism laid bare the 
idea of the Orient as an invented other, contrasting 
with European civilisation; the latter’s cultural stat
ure gained at the Orient’s expense.5 Orientalism 
as conceived by the West was a means of control 
that applied to governments, trading, academia and 
the arts. Eastern countries had no authority in this, 
gave no consent, merely ‘submitted to being — made 
Oriental’.6 As Said phrases it in relation to another 
context, the Orient itself had no ‘permission to nar
rate’.7 European workers stationed in Nigeria by an 
international company, say, came from the winning 
side of history, and followed in the footsteps of ear
lier colonisers. Did contributors to the EAC adhere 
to and compound inherited cultural narratives, or 
did they discover alternative versions of events that 
contrasted with the accepted stereotypes? 

4. Walter Benjamin, 
On the Concept of 
History, 1940, Chap
ter VII, https://www.
sfu.ca/~andrewf/
CONCEPT2.html. 
Accessed 7 Decem
ber 2017.

5. Edward W. Said, 
Orientalism 
(London: Penguin 
Classics, 2003), 
p. 2. (First printed 
1978).

6. Ibid. p. 5.

7. Edward W. Said, 
‘Permission to nar
rate’, London Review 
of Books 6.3 (1984): 
pp. 13–17, https://
www.lrb.co.uk/v06/
n03/edwardsaid/ 
permissionto 
narrate. Accessed  
7 December 2017.
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The EAC’s composition presents a particular 
opportunity. Women’s voices dominate, women who, 
although they were sometimes privileged econom
ically, were nonetheless hierarchically disadvan
taged. Their stories of family life, tales of childhoods 
in foreign contexts and the trinkets and photo
graphs that made their way back home could all be 
seen as iterations in a ‘minor’ language. Philosopher 
Gilles Deleuze and psychoanalyst Félix Guattari 
coined the term ‘minor literature’ in a 1975 work on 
Franz Kafka — it is not as derisory as it might sound.8 
Minor literature means the literature of a minority 
within a language community; as such it is a counter 
 point to dominant, official and authoritative lan
guage. Minor utterances encompass the marginal 
and the specific; they are inevitably political. Minor 
literature enriches our understanding of history 
beyond the general and is a space where rigid 
boundaries might start to be blurred. 

A lot has changed in the past few decades, 
in academia and the arts and in our world views. 
A lot still remains to be changed: decolonising is 
an active project in many spheres of knowledge. 
There is a new vocabulary with which international 
imbalances and injustices can be identified: we 
live in postcolonial times, but the Global South 
persists, for example; we try to correct Eurocentric 
bias. Here the investigative, enquiring languages 
of contemporary art can explore alternative means 
of understanding. Meanwhile globalisation, multi 

8. Gilles Deleuze, 
Félix Guattari, Rob
ert Brinkley, ‘What Is  
a Minor Literature?’,  
Mississippi Review, 
Vol. 11, No. 3, Essays  
Literary Criticism  
(Winter/Spring,  
1983), pp. 13–33, 
http://www.jstor.org/ 
stable/20133921.

84



national commerce and mass migration are pieces 
of a jigsaw of reasons why issues of identity and 
nationalism present such a conundrum today. In 
these globalised times, nostalgia for a past of fixed 
national identities is continually tapped, but did 
that past ever exist? Did the travellers who contrib
uted to the EAC really have a secure sense of their 
own nationality and cultural heritage, intangible 
essences then brought into sharp relief by exposure 
to another? 

‘Fremd ist der Fremde nur in der Fremde’ [the 
foreigner is only foreign in a foreign land], said cab
aret artist Karl Valentin in an exchange with Liesl 
Karlstadt in 1940.9 There is wisdom in their repar
tee: to be foreign requires a foreign context. And, 
to extrapolate further, we bring our being foreign 
abroad with us — that alienation is innate. But it is 
not incurable. Life makes us porous, whether we 
seek or resist it. We learn, we adapt and we change. 
I write as someone who jumped at the chance to 
move abroad, but even if I were still to live in the 
house in which I grew up, my identity would be little 
clearer: I consume news and culture from around 
the world; my clothes are more likely to be made in 
Bangladesh than in Belfast. Nonetheless, I would 
vociferously protest the notion that my identity is 
unimportant. It is marked by my good fortune to be 
born where and when I was, it relates to my ances
try, but it is also malleable. French philosopher and 
sinologist François Jullien argues identity from a 

9. Karl Valentin und 
Liesl Karlstadt, 
‘Die Fremden’, 
1940, http://www.
kaleidos.de/alltag/
meinung/ausl08.
htm. Accessed 13 
December 2017.
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different angle: rather than contrasting nationalism 
and globalisation and/or multiculturalism, he writes 
for the specific and against the uniform.10 Grounded 
in the principle of culture being fundamentally a pro
cess of dialogue, the malaise surrounding contem
porary identity is not due to the heightened intensity 
of exchange; indeed this offers the potential of find
ing common ground across cultures. On the other 
hand, empty globalised ‘uniformisation’ should be 
resisted.11 

The artists involved in the Saudade exhibition 
have worked with objects and accounts that are 
also, in a way, porous. Even when an artist has been 
able to speak directly with the author of a historic 
image, that individual is not the same person today 
as decades ago. Photographs can remind us of 
experiences, but they can also support false mem
ories. An image will remain a constant, yet over time 
it can degrade while the interpretation and under
standing of it changes, too, as Christopher Squier’s 
works illustrate p.30, for instance. Details are for 
gotten and maybe the wisdom of hindsight alters 
what we see. And as images thus evolve, so does 
the surrounding cultural and societal landscape. 
Against this complicated backdrop, the artists con
sulted records of the specific and personal, records 
with gaps and mysteries that offered opportunities 
for speculation and creativity. Filmmaker Werner 
Herzog talks of the need for ‘adequate’ images:12 
artists can make new images that are attuned to 

10. François 
Jullien, On the 
Universal: the uni-
form, the com-
mon and dialogue 
between cultures, 
Michael Richardson 
and Kryzsztof 
Fijalkowski transl. 
(Polity Press: Cam
bridge, 2014), p. viii. 

11. Ibid. p. xiii.

12. Herzog has used  
the term in inter
views, and it is 
frequently cited, 
such as here:  
https://theguardian. 
com/film/2001/aug/ 
10/artsfeatures1. 
Accessed 13 
December 2017.
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the complexity and the ambivalence of our cultural 
heritage. The EAC is a challenging subject, but all 
the more important to address for that. From Carla 
Wright’s printed calico p.36 to the stone Squier 
brought from his family garden see image above, it is 
clear that images and objects can be both obvious 
and unknowable. The Saudade project is a chal
lenge to the uniformity of globalisation, a celebra
tion of the specific and an investigation of what 
foreign ness means today. The resulting works do 
not define the archives they were inspired by, but 
inform them.

Christopher Squier, Everything Went Shimmery (Niger Delta from 
helicopter, Port Harcourt to Oloibiri), 2017
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Conversations with the artists
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Kevin Andrew Morris
A Still and Fragile Moment p.8

Collection 1.0070 p.132

Kevin Andrew Morris is a Scottish ceramicist based 
in Glasgow, Scotland. He developed his practice 
initially within the ceramics department at Glasgow 
School of Art. Kevin has been striving to find new 
ways to incorporate various techniques and 
processes with other disciplines. Using a variety of 
materials and archival material, he develops conver
sations between craftsmanship and heritage.
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Could you tell us what drew you towards collection 1.0070 and 
how you started to navigate the early stages of your research? 

Initially, I was drawn to the beautiful, and often fragile, 
quality of the digitized 35mm film footage from the 
collection and the range of their content. Eventually I 
focused on blackandwhite imagery.

My early research involved spending time 
watching and rewatching the films provided, taking 
screenshots/stills and compiling and arranging the 
images. Partly, this was done as a way of understanding 
the content of the footage; breaking down each part 
almost into storyboards and key images. Viewing them 
as a stranger, I enjoyed the process of getting to know 
the characters and experiencing snapshots of their lives. 
As the project developed, it became apparent that there 
was far more material than I could feasibly work with and 
some editing would be required.

Have you worked with archival material before and, if so, could 
you comment on the importance of responding to historical 
records within your practice? 

Working within archival and heritagebased projects has 
been central to my current practice and development. 
My most recent work engages with concepts of craft, 
material and place, motivated by an investigation into 
my own family heritage (researching the life of my 
grandfather, a fishing Ghillie in Aberdeenshire) and 
material culture. Through this work I feel I have estab
lished a connection with a man I have never met as well 
as uncovered a deeper understanding of our links to 
the past and our collective connections to heritage and 
tradition. This connection with heritage has translated 
into other recent projects including developing work for 
exhibitions, largescale community projects and public 
artworks. I make people’s connections with heritage tan
gible through using archival material and found objects. 
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From a technical perspective, could you describe the process 
of creating A Still and Fragile Moment? 

A Still and Fragile Moment was created through a variety 
of techniques including digital manipulation of imagery, 
which was applied onto slipcast ceramic forms by means 
of screenprinted decals. The forms themselves were 
cast from cameras that would have been used during the 
same time period. These cameras were sourced from a 
local market. I proceeded to make multiplepiece plaster 
moulds from them, which would go on to be used to 
slipcast the forms in coloured porcelain. These resulting 
forms were fired in a kiln up to 1220 degrees Celsius. 
Alongside this, film stills were selected and composed on 
A3 sheets using Adobe Illustrator. These sheets were then 
used to make up the screens for printing the decals. Once 
complete they were applied to the surface of the slipcast 
camera forms and fired further to 840 degrees Celsius.

The work captures moving images and ‘stops’ them in the por
celain. Would you agree with this statement? Could you expand 
on the concept of pairing film footage with sculptural objects?

Although my original intention was to include moving 
projections of film footage onto ceramic forms directly, 
the use of stills became more important to the work. As 
previously mentioned, during my early research period 
I began by ‘storyboarding’ the films through the use of 
screenshots/stills. I came to view these stills as having 
their own sense of movement in the way that they were 
ordered and applied onto the surfaces of the forms.

Applying images from different films on the same 
form was a way of conveying how I had viewed and 
organized the footage, which often jumped between 
different subjects. Each still told me a story and had a 
rich history relating to different points in this particular 
expat’s life. The fact that the footage had no sound also 
contributed to the choice of using a material that could 
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be perceived as mute. Porcelain provides a fragile qual
ity in its finish and it was this sense of fragility that was 
so captivating in the original footage.

A Still and Fragile Moment comprises 12 pieces that can be 
configured in two different formations. Could you explain the 
various installation possibilities? 

The various installation possibilities allow for the work 
to be nomadic, adapting and changing according to its 
environment. While I have suggested two different for
mations, its configuration can vary depending on where 
it is based and who is installing the work. The formations 
I suggested, such as stacking one camera on top of 
another, further reference the geophysical/geological 
themes that originally inspired them (including cairn 
formations) as well as relating to the imagery and tonal 
values printed on their surfaces.

Are there any strategies or themes developed during the Saudade 
project that you are keen to take forward into future works? 

As previously mentioned, working within archival and 
heritagebased projects has been central to my current 
work and development and it is something I am keen 
to explore further in my practice. In particular, I will 
continue to use researchled strategies for my next 
response to archival material as well as exploring the 
idea of multigenerational craft and collaboration. The 
project has allowed me to further consider themes of 
memory and home.
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Natalie McIlroy in collaboration with  
Aletta Teunen
Required Field p.14

Collection 1.0122 p.134

Natalie McIlroy is a Scottish visual artist and curator 
currently based in The Hague. She studied Environ
mental Art at Glasgow School of Art and graduated 
with a Master's Distinction from Chelsea College of 
Art and Design in London in 2010. Natalie’s practice 
is sitespecific, communityaware and installation 
based. Her curatorial projects are concerned with 
collaboration and interdisciplinary approaches  
to combine heritage and contemporary art.
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Could you tell us why you chose to respond to collection 
1.0122 and how you started to navigate the early stages of your 
research? 

Being the curator of Saudade meant that I was in the 
privileged position to go through almost the entire EAC 
collection. It was a fascinating few days, and I realised 
how unusual the archive was: a collection of items and 
documents that, standing alone, might seem inconse
quential or trivial. Yet together, in their entirety, the col
lections create a rich tapestry weaving hundreds of lives 
and cultures together, bound by both the poignancy of 
everyday life and the occasional adventure that comes 
along. Furthermore, in amongst the shopping lists and 
school reports are items of historical significance —  
otherworldly objects that have not quite found a home in 
the typical museum archive. 

Personally, I was looking for a collection in which 
an object was included. I wanted to have that physical 
interaction with the archive: to be able to ‘hold’ the 
past, rather than just read about it. Collection 1.0122 
is not a large collection yet it had an object, a wooden 
puzzle, which instantly caught my imagination. Not 
least because a piece from the puzzle was missing. For 
me, this was the ultimate invitation to engage with that 
particular piece. 

Have you worked with archival material before and, if so, could 
you comment on the importance of responding to historical 
records within your practice? 

Archival material plays a significant role in my practice. 
I consider visiting museums, local archives and heritage 
centres essential when beginning a new project. In terms 
of responding directly to archival material, I worked on 
a similar project, Archivo Ahora, in rural Spain in 2011. I 
selected one image, randomly, from the local municipal 
archives every day for four weeks. Each day I reenacted 
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this archival image in the present day. Local people 
began to help me, and the project became a mapping 
strategy to understand the geography and history of the 
area. Responding to historical records helps us, as art
ists, navigate the present: to connect with a wider public 
and become informed in our approach to materials, text 
and voice. 

You decided to create the missing puzzle piece from the 
jigsaw in the collection. Could you comment on this from a 
conceptual point of view?

Yes, soon after choosing the collection I decided to cre
ate the missing puzzle piece. However, the materials and 
design of the piece came later. It was very clear to me 
from the beginning that the piece should join the puzzle 
in the archive, as a visual clue to the history of the donor. 
Documentation of the puzzle, incomplete and ‘complete’, 
would be in the suitcase but the piece itself would be 
packed away with the rest of the puzzle in the EAC, only 
accessible to those who asked to see the collection. I am 
interested in works that are not easily identifiable as ‘art’ 
but act as quiet, yet disruptive, signifiers. 

In terms of the making of the object, you collaborated with gold
smith Aletta Teunen. Have you worked collaboratively before? 

For me, collaboration and an interdisciplinary approach 
is key to a successful piece of work. The research that 
I conducted into Pulau Kemaro island near Palembang, 
where the donor grew up, revealed a conflicting identity 
as a place of romantic folklore and scarring industri
alisation. Gold features in almost every folkloric tale 
connected to the island; however, the area is primarily 
known for its rubber and oil exports. I wanted to bring 
these elements together and collaborating with Aletta 
allowed me to do this. 
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The research that you have undertaken for this project has led 
to, potentially, creating more responses to other puzzles from 
the same era. Could you expand on this? 

It transpired that the puzzle is part of a larger collection 
of puzzles and decorative menus given to passengers 
aboard Royal Rotterdam Lloyd ships during the 1940s 
and 1950s. I was lucky enough to have a meeting with 
the director of the Royal Rotterdam Lloyd Museum 
where we discussed the relationship between the ship
ping company and Sumatra, both historically but also in 
the present day.

Aletta and I will now collaborate on another piece 
that investigates joint heritage and this will join a new col
lection of objects and images in Medan, Sumatra in 2018. 

Are there any strategies or themes developed during the Sau-
dade project that you are keen to take forward into future works? 

Certainly, the research into the history of the Dutch 
East Indies is complex and fascinating and I will 
continue to research this alongside the themes of land
scape identity. 

Furthermore, from a curatorial standpoint, I feel 
tremendously excited and motivated to see Saudade 
take shape. It is my intention to curate similar projects 
with a variety of heritage partners in the future — con
tinuing to shine the light into the darkest corners of 
archives internationally and fostering new collaborative 
ways of reimagining history. 

Working with the selected artists on this project 
has been illuminating. Their hard work and imaginative 
approach has allowed for rigorous debate, historic 
scrutiny, personal memory and beauty to sit perfectly 
alongside each other. The EAC and I wish the artists all 
the best in their future endeavours. 
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Thomas Nondh Jansen
Notions of Home p.20 

#Olifantenstapel [#A pile of elephants]; 
#Coffee pads; #Lebanon traffic jam; 
#Plantenbak [#Plant pot]; #Rijtjeshuizen 
[#Terraced houses]; #‘What the real time 
is’; #Spoons; #Passing on herbs. 
Response to the Expatriate Archive Centre 
as a whole p.136

Photographer and children’s book maker Thomas 
Nondh Jansen was born in Bangkok, Thailand and 
was adopted by Dutch parents. He graduated from 
the Royal Academy of Art, The Hague in 2013. In 
his practice he searches for his place in the world, 
between the two cultures that he connects with. 
In 2016, his book De olifant die niet wist of hij ver-
dwaald was [The elephant who didn't know whether 
he was lost] was published by Leopold. 
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Could you tell us why you chose to respond to the archive as a 
whole rather than choose a particular collection? How did you 
start to navigate the early stages of your research?

My work always originates in a personal feeling that 
I translate into a larger story, such as adoption or the 
search for ‘home’. So, in the archive’s collection, I tried 
to find something connecting all those stories but also 
fitting my own feeling. A sense of missing and thinking 
of home shines through in a lot of the archive’s material: 
missing one’s children and grandchildren, the weather, 
but also the typically Dutch stamppot (mashed pota
toes with vegetables). To me, that sense of longing or 
missing is a very poetical notion, but also strange and 
hard to describe. It is intangible and invisible yet very 
pervasive.

I was born in Thailand but adopted at a young 
age and raised in the Netherlands. I didn’t return to Thai
land until I was older but I still feel strongly connected 
to my Thai heritage. Sometimes I subconsciously miss 
Thailand. I don’t always know exactly what it is that I 
miss, but I feel a missing when thinking about Thailand. 
When the sun shines brightly, for example, or when I see 
some strangely shaped vegetable in the Asian super
market. In Notions of Home, I wanted to find out whether 
expats recognise these feelings and miss their native 
country. For this series, I interviewed six expats and 
three adopted people and asked them what reminds 
them of home.

Have you worked with archival material before and, if so, could 
you comment on the importance of responding to historical 
records within your practice?

Because I start with a feeling and a personal story and 
work from there, I don’t really use archives. However, I 
always research my topic to learn more. That research 
often leads to new ideas for the photographs I take.
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The images that you created bring the ‘everyday’ into the iconic. 
Could you explain your approach to these images? (lighting, 
colour, etc.)

I like working with everyday items; they often have a 
funny shape and are colourful and — very important —  
recognisable. These items help me to translate a large 
subject such as adoption, home or, in this project, the 
sense of missing into subtle and tangible images. 

The expats’ answers were the starting point for 
my pictures; I converted them into colourful and humor
ous still lifes. On purpose, I take the photographs in a 
studio and not on location. This leaves a lot of space for 
the viewer to fill in their connotations about the country 
in question. Additionally, the colourful backgrounds tell 
something about the country of origin. The terraced 
houses, for example, are situated in surroundings 
as grey as the Dutch skies and I added a dark red back
ground to the coffee pad picture, because I associate 
that colour with Latin America, where the adopted 
children are from. 

You often explore the concept of ‘home’ in your practice. Has 
the process of interviewing expatriates from all over the world 
brought you closer to an understanding of the word?

Interviewing the expats showed that ‘missing’ is a 
universal concept. And, though everyone has their own 
description of home, many elements are similar. Home 
is the place you are from, the place of your parents’ 
and grandparents’ stories that you grew up with. Often 
the interviewees longed for the nature at their specific 
location, such as the forests, the mountains, the sea, and 
for one person the avocado plantations that region is 
known for. For some people it was hard to put that sense 
of home into specific words, even though those concrete 
and specific images are exactly what I am seeking for my 
photographs. Sometimes the expats I interviewed kept 
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thinking in general terms, such as the weather, the many 
hours of sunshine or the colour of the national flag, and 
it wasn’t until the end of the interview that they came up 
with a very specific description I could work with.

For the future exhibition of the works, you imagine them as part 
of a larger installation. Could you describe how you see this 
coming together?

For the travelling exhibition, I chose eight images that I 
printed on an A4size surface. In addition, at the open
ing, I will show several largesize images. I will invite the 
audience to send postcards with my images to the place 
they consider home. In this way, my images will travel 
and the story will continue.

Are there any strategies or themes developed during the Saudade 
project that you are keen to take forward into future works? 

The project stayed close to me because I searched for a 
specific feeling in the many expat stories and fragments. 
It was beautiful to connect this feeling to the archive and 
identify with the stories in the collections.
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Masaaki Oyamada
Observer p.27

Collection 1.0033 p.138

Masaaki Oyamada is a graphic designer and stamp 
maker based in The Hague. One of his principal 
interests is incorporating craftsmanship into con
temporary conversation. Exploring personal and 
artistic truth is a major theme in his work. His last 
exhibition was titled Nice to Stamp You and was 
shown at the Hajime Gallery, Kumamoto, Japan. 
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Could you explain what drew you towards this collection and 
how you started to navigate the early stages of your research? 

I was first interested to find out that the donor is an 
anthropologist. My research has some crossover with 
anthropology and my aim was to find out: what does a 
graphic/symbol of individual essence look like when it 
comes from a personal archive? In the early stage of my 
research, I was looking for a link between the EAC and 
the individual soul: how can adopting a new culture and 
being part of history influence one’s essence? There 
was another collection that I was interested in, particu
larly to find a connection between life experiences, such 
as travelling back from Indonesia after the colonial time 
and now. Unfortunately, I was not able to meet the donor 
of the original collection, which is an essential element 
to my process. However, I found collection 1.0033 and 
was able to meet the donor of this one in person and so 
carried on my research.

Have you worked with archival material before and, if so, could 
you comment on the importance of responding to historical 
records within your practice? 

I have never worked with archival material; however, 
the importance of the ‘archive’ is in the understanding 
of different experiences in different times and cultures, 
leading to greater awareness of global citizenship.

Your work is inspired by hidden histories that are semivisible 
in the present. How has the act of stampmaking helped you 
communicate or explore this?

I am inspired by material and people. I do interview 
sessions before the stamp creation in order to capture 
the fundamental story. Stampmaking is a process of 
actualising that story.
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The final work, Observer, is a stamp of a fluid shape, gestural 
and organic. Could you explain this design and the search for 
‘an essence’ you mentioned? 

Observer represents ‘multimindset’: an ability to see 
the values and problems within mixed cultural contexts. 
The image works like a boiling cultural pot trying to 
understand its own experience and applying it to its 
surroundings. 

My search for an ‘essence’ is to understand the 
culture and uniqueness of individuals because I think 
these qualities represent the world of now. I started to 
use a stamp to express my own graphic voice and also 
to use it as a tool to communicate with people. I wanted 
to understand people on a deeper level so I started a 
project to find this socalled ‘essence’ within an inter
view scenario. This led me to the Saudade project. 

How important is the physical act of ‘stamping’ in your practice 
from a conceptual standpoint? 

The importance is in the culture of the stamp itself, 
which includes the way people use it. Stamping has long 
been used in official documents, passports and wher
ever there is the need to identify an individual. There is 
already meaning within this: the self (or government) 
representation of identity and its association with 
object and print. My practice explores and subverts this. 

Are there any strategies or themes developed during the Sau-
dade project that you are keen to take forward into future works? 

I found that creating symbolised graphics for an archive 
is very interesting, especially if it attempts to summa
rise a personal collection. It would be fascinating to 
continue this idea and develop an entire ‘alphabet’ of 
symbols for each collection in the EAC.
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Christopher Squier  
Everything Went Shimmery p.30

Collections 1.0023 & 1.0068 p.140

Christopher Squier is an artist based in San Fran
cisco. He recently graduated with an Master of 
Fine Arts in Sculpture from the San Francisco Art 
Institute (2015). Using dark humour and combining 
images of luxury and violence, his projects refer
ence crime scenes, horror movies, and architec
tural rubble. His work has been shown in Boston, 
Córdoba, Prague and San Francisco, and is in the 
collection of the Prague Gallery of Czech Glass. 
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Could you explain what drew you towards the two collections, 
1.0068 and 1.0023, and how you started to navigate the early 
stages of your research? 

Each of these two archives preserves a record of a 
family’s travels, but through different means. The first 
archive is predominantly visual, captured through 
photographs and video; the other holds letters, diary 
entries, and other written material. In a way, each archive 
is somewhat blind to a portion of what the other pre
sented: either imageless or uncaptioned. Viewing and 
interpreting both functioned as a kind of double vision, in 
which the narrative of one set could be illustrated by the 
unrelated photographs of the other. 

The dizzying sense of inertia one gets from 
tracking the movements of the family from the Nether
lands through to Australia and beyond blurs with, and 
even makes a sort of sense within, the other family’s 
photographs. The images of Venezuela, Qatar, and 
Nigeria show strangely lit scenes of prizewinning orchids 
dramatically staged near saturated yellow window 
screens, brass bands leading cacophonous parades, 
or travellersbycamel hesitating at the outskirts of an 
airport. Although the locations are different in each case, 
the impressions they leave are actually quite similar.

The photographs I was drawn to — landscapes in 
the Niger Delta from the era when the first oil pipelines 
were being installed — seem hallucinatory, momentary, 
and staid all at once. Somehow, they capture the feeling 
of the slow passage of time, yet also seem immobile, 
holding still images of construction, labour and activity.

Have you worked with archival material before and, if so, could 
you comment on the importance of responding to historical 
records within your practice? 

I’ve worked with archives and historical images in 
various ways in the past. In a shortrun artist book The 
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Right Eye I collected sentences from an early version 
of the script for the 1950s noir film Sunset Boulevard. 
The script had been heavily edited during production. 
In this case, the response to the historical record was 
meant to take a classic piece from the film canon and 
catch it in the act of being indecisive, selfdoubting, 
revisionist — and to release from the archive a stash of 
unperformed language.

Although the texts you responded to were in English, your role 
as a translator, from disjointed memories to physical object, 
seems key to the creation of these works. How do you approach 
text, sculpturally, within your practice? 

A few years ago, I became quite curious about the words 
used for titles in satirical newspapers. In politically 
repressive contexts where it is difficult to speak directly 
or frankly, the namesakes of these newspapers act 
to aggravate and irk those in positions of power. They 
provoke tears, are sharply pointed, and after they’ve left 
their mark are difficult to forget: the Hornet, the Porcu-
pine, the Needles, the Nettle or the Crocodile. A second 
genre is based on trickster figures like Lúdas Matyi and 
Eulenspiegel.

I found each of the items associated with these 
titles and placed them on a table in the gallery. Without 
the newspapers to contextualise them, they appeared 
unrelated and ordinary — a quotidian handful of trinkets. 
At the same time, they were free to conjure other asso
ciations and create new, unknown relationships between 
language and object.

To me, sculpture is always an exercise in lan
guage. When viewing art, we are always translating 
across (and getting tripped up by) the disjuncture from 
visuals to words. 
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Your final works, Everything Went Shimmery, are two polyester 
pieces with a selection of accompanying objects. In the blog 
post ‘The Life of an Archival Object’ you describe these works 
as ‘nomadic’. Could you explain this further?

The works are nomadic in a very literal sense, because 
their routes go from country to country and city to city, 
to a series of exhibition spaces. Their parts are also 
from different origins, including the original photographs 
from Nigeria that were archived in The Hague; the fabric 
print, fuses, and electrical accessories that were from 
California; and a small rock I gathered from my parents’ 
home in Oregon.

Beyond this, I’m concerned with the archive or 
storage room as a photograph’s or artefact’s home coun
try, its domestic space. Following this interpretation, an 
exhibition becomes foreign — a place where an object 
may not have the same neat and comfortable life it did 
in the archive. It may be dishevelled and present more 
poorly than when in its ‘home’. I tried to portray this in 
the format of the piece.

The two works for Saudade are printed on fabric 
and must be folded in a certain way after each time they 
are shown. As a result, the surface of the image will 
become covered in wrinkles and creased folds each time 
it is moved, building up a pattern of grids, lines, and diag
onals that resemble the architecture of the oil rigs. Over 
time, the images of the landscape will become cloaked 
by the geometric forms of the energy industry.

Are there any strategies or themes developed during the Saudade 
project that you are keen to take forward into future works? 

Many, but it’s too early to say where they will lead.
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Carla Wright
Petrichor p.36

Collection 1.0067 p.142

Carla Wright is a Londonbased artist, a founding 
member of Ursus Housing Cooperative, part of the 
artist group Vulpes Vulpes, and a mother. Her work 
explores social housing, communal and play archi
tecture of the UK’s ‘new towns’ and cities.  
She focusses on selfbuild, cooperative living, and 
ways of remaining in a city when the current politi
cal and economic climate is pushing people out to 
the edges. 
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Could you explain what drew you towards collection 1.0067 and 
how you started to navigate the early stages of your research? 

I was instantly drawn to the children’s booklet for a few 
reasons — an ongoing investigation into child’s play in my 
practice, an interest in alternative education, deschool
ing, and my own memories of being at primary school in 
the 1980s when the booklet was made.

I began this project by studying the booklet, 
translating the text as much as I could, but mainly study
ing the children’s drawings — reading them like a story of 
their experience of being in Nigeria as a child expat.

At the same time I interviewed former child 
expats and people who had a strong connection with 
another country as a child, whether they had lived there 
or not. I gathered childhood stories, vivid and frag
mented memories, comforting recipes etc.

Have you worked with archival material before and, if so, could 
you comment on the importance of responding to historical 
records within your practice? 

My work is inspired by modernist architecture from 
the 1950s onwards, especially social housing and play
ground design, so I often refer to historical records —  
architectural plans, old photographs of buildings,  
etc. I have worked more directly with archival material 
for a project called Make Use, where I collected book
lets, photographs, poetry and documents to do with 
alternative living in the 1970s in a particular area of Lon
don. I then displayed the findings as an open resource 
during a residency in a local library, and for an artistled 
walk, where some of the poetry was performed by the 
original poet. 

It was important and insightful to work with the 
archival material, especially the material that was gifted 
to me by former squatters and original authors. Most 
of the documents were photocopied booklets and DIY 
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manuals, which would have been passed around within 
the squatting communities in the 1970s, but are still full 
of useful knowledge that relates to our current housing 
crisis. It’s the intergenerational knowledge exchange 
that fascinated me during this project, and the sharing of 
the archival material was at the core of that exchange.

In your previous works, you have been concerned with ideas of 
community, collectives and the politics of seemingly innocent 
places of play and social gathering. How did these ideas fea
ture, if at all, in the development of your project? 

Playgrounds are political spaces. Play is supposed to 
be purely spontaneous and pleasurable, and on the 
child’s terms, but playgrounds are generally designed 
to achieve certain social, political and educational goals 
set by others. The adventure playground movement 
set out to change this but is under constant threat by 
property developers and councils, etc. I am interested in 
looking beyond these seemingly innocent places of play, 
as there are often underlying struggles, and this is what 
came up a lot while studying the children’s drawings. I 
could not help but think about the potential inequality, 
privilege, exploitation, and the political unrest going on in 
Nigeria at the time, and the children being part of this but 
not fully understanding. A former child expat I interviewed 
recalled her experience of this:

Though we were always confronted with gaping 
inequalities while we lived in Africa, this expe-
rience was the most extreme — being escorted 
out of one of the bloodiest conflicts in recent 
history while Rwandans were left to be murdered. 
We were taken to nearby Kenya and temporarily 
housed in a newly built five-star hotel in Nairobi 
with a swimming pool on the roof. We flinched 
when doors slammed, reminded of gunfire. We 
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went on a luxury safari; I turned 10 at a hotel on the 
beach near Mombasa.

Your final work, Petrichor, is a large hanging piece of printed 
calico. Could you explain the meaning of the title and how the 
work was made? 

Petrichor means the smell of rain after it falls onto dry 
soil. I chose this title because in the interviews, when 
I asked people about what triggered their childhood 
memories of place, sound and scent were very impor
tant. A former child expat who lived in several African 
countries talked about how the smell of rain in summer 
always reminds her of living in Africa, and this resonated 
with me as a powerful trigger for a moment of contem
plation after the storm.

The work was created by extracting elements of 
the children’s drawings from the booklet, for example 
hut structures, fishlike creatures, weather symbols and 
other architectural forms; carving repetitive patterns 
into the linocut shapes; and then handprinting them 
onto calico fabric. 

In your blog post, ‘Triggers’, you discuss the importance of 
sound and particularly the sound of rain. Could you expand on 
this in relation to your practice as a whole?  

After hearing that the sound and smell of rain were 
both powerful triggers of memories, I started to notice 
that nearly every page in the booklet depicted the 
weather — rain, storm, lightning, bright sun, and ceiling 
fans cooling the hot heat. The visceral environment 
seemed to be important for the children to represent in 
their drawings. 

I have not really worked with sound in my practice 
before but I began recording the heavy rain on the roof 
while making the fabric work, and then decided to record 
playground sounds. It was just part of the process of 
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understanding the child’s experience and helping to 
imagine the places of play and social gathering from the 
drawings.

Are there any strategies or themes developed during the Saudade 
project that you are keen to take forward into future works? 

I have enjoyed learning from the children’s drawings and 
would like to work more directly with children to help 
understand wider political and social issues, through 
workshops and collaborative projects.
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Janne van Gilst
Artefact p.40

Collection 1.0052 p.144

Janne van Gilst is a photographer based in The 
Hague. In her work, she focuses on our environ
ment, its landscape and how we shape and relate 
to it. She is represented by Meraki Agency and was 
nominated for the Foto Kees Scherer Prize in 2015. 
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Could you tell us what drew you towards collection 1.0052 and 
how you started to navigate the early stages of your research? 

I started with a selection of five collections. I was looking 
for interesting countries, time periods, maps or photo
graphs. As an artist, you need something that ignites 
your imagination. Photographs are the easiest way to 
do this, but for me this happened when I started read
ing in collection 1.0052. The collection starts with an 
explanation of the origin of the subject. He is described 
as a ‘farmer’s son’, and because we share the same 
origin, this is where it all started for me. My imagination 
took over and I began picturing how a farm at that time 
looked. Afterwards, I started doing research on farming 
traditions.

Have you worked with archival material before and, if so, could 
you comment on the importance of responding to historical 
records within your practice? 

In my work, I focus on our environment and how we 
shape and relate to it. History plays an important role in 
this. The visible or invisible histories of the landscape 
that surrounds us have a lot of influence on our lives. 
I think this is underestimated. I aim to show how these 
histories manifest themselves in our daily lives. I fre
quently use archival material like maps, old photographs, 
oral histories and found objects. The materiality of them 
leads to all kinds of connotations. I want to make use 
of these, and by combining them with my photographs or 
collages, a story starts to unfold. 

Artefact is a miniature archive in itself. Could you explain the 
selection process of the objects and your role as both a photog
rapher and curator for the collection? 

Yes, during the development of the project I realised 
I was actually making an archive of an unknown tradition. 
As my research on farming traditions proceeded, I 
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investigated my family’s farm to look for selffabricated 
objects. I started to document them in a photo studio 
set up on site. In the final selection, I was looking for two 
components: abstraction and sculptural characteristics. 
The first component wasn’t that hard to find, since the 
purpose of most objects remains unclear. The second 
component was much harder. A range of materials and 
purposes needed to be represented. And, of course, I 
considered the aesthetic value as well. I was looking for 
a range of tonal shades which give the object its plas
ticity and tactility.

In your blog post, ‘Artefact #1: A New Found Tradition’, you 
discuss the ‘tension’ of an object. You also created an object for 
Artefact. Have you worked sculpturally before? 

No, this was my first time, although it was a logical 
development. I started using found objects during my 
last project. Photographs succeed very well in commu
nicating a certain feeling or message visually, but an 
object triggers a wider range of senses. Since an envi
ronment also contains multiple triggers, using objects 
was a logical step for me. From here the step to making 
objects myself was not far away. In the beginning, I con
sidered using one of the original objects, but I wanted 
to add an extra layer to its reality. By making a ceramic 
replica of one of the objects, I emphasised the sculptural 
characteristics. 

How have the creation of Artefact and your research in 1.0052 
affected your understanding of your own family history? 

The whole project has been very clarifying for me. I 
notice many characteristics of my family that have been 
passed down to me. 

Growing up in a family of farmers meant that 
craftsmanship came naturally. Everyone around me 
taught me to invent and make things myself. This meant 
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all leftover materials were saved, because ‘it might be 
useful later’. While writing this I realised I also started 
‘hoarding’ at my atelier. I have a lot of trouble with 
throwing things away, because I always think they might 
be useful. I guess even my career choice makes more 
sense now.

Are there any strategies or themes developed during the Saudade 
project that you are keen to take forward into future works? 

Definitely, it has meant a lot for the development of my 
work. Especially the ceramic object that I made, which 
opened up my perspective on media. I want to keep 
working with ceramics. This was also one of the first 
conceptual artworks I made with such a set framework. 
When I accepted the invitation to participate I was quite 
nervous about this. By connecting it to my own family 
history, I was able to put my heart and soul into it. I am 
also continuing to work with archives and agricultural 
traditions. I learned that working in an archive is a 
very good way to help with concept development. The 
atmosphere in an archive is so serene and quiet: I would 
recommend it to everyone!
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Nico Angiuli
Chicongo & Mulèkedi — A Love Story p.44

Collection AN.2016.7 p.146

Nico Angiuli lives between Bari, Italy and Tirana, 
Albania. He attended the Fine Arts Academies 
of Rome and Bari and finished his studies in Venice 
with a Master’s in Production and Design in Visual 
Arts. Between 2006 and 2010 he collaborated with 
Stalker group in Rome and in 2007 he cofounded 
Ilmotorediricerca, which works on transborder pro
jects between Italy, Albania and Greece. 
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Could you tell us what drew you towards this collection and how 
you started to navigate the early stages of your research? 

In 2016 I became interested in cotton as a plantation 
crop, which I discovered had been imposed by the 
Belgians on Congolese farmers at the beginning of 
the 19th century. This forcibly produced cotton was 
exported and sold in Europe. As I studied the different 
aspects of cotton production in the Congo, I began to 
better understand the political and economic dynamics 
at play. Therefore, it was only natural that I would choose 
AN.2016.7 (consisting of photos, drawings, maps, and 
notes). The collection centres upon a man working for a 
Dutch importexport company, active in the agricultural 
environment.

Have you worked with archival material before and, if so, could 
you comment on the importance of responding to historical 
records within your practice? 

I have worked on several similar projects. One that 
particularly comes to mind was related to the figure 
of Giuseppe Di Vittorio, whose collection is archived 
and preserved in Rome and Puglia. Di Vittorio was the 
founding father of the Italian General Confederation 
of Labour, the largest Italian labour union, and at his 
death in the 1950s he was also president of the World 
Federation of Labour Unions. The material contained in 
Di Vittorio’s archive describes the struggle of southern 
Italian farmers — of whom the young Di Vittorio was 
the leader — against the big landowners. Ironically, now 
that these farmers have become small landowners, 
they themselves can be found exploiting foreign labour. 
Several anecdotes from the Di Vittorio archive were 
included in my film Tre Titoli.

In 2011 I created The Tools’ Dance, a performance 
in three acts (curated by Martina Angelotti and Careof di 
Milano) based on this archive of agricultural movements. 
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In general, historical events have always seemed to me 
to resemble a sort of archive, useful for constructing 
a dialogue and generating artisticperformative 
interpretations.

In 2017 you were nominated for the Visible Award for your 
project Contraintre, which brought agriculture and performance 
together. Does the Saudade project expand on the themes 
explored in Contraintre?

I am grateful to the Expatriate Archive Centre and 
Natalie McIlroy for the invitation and the opportunity to 
work with archive AN.2016.7. Based on my work with this 
collection, my idea is to construct a performance with 
my newborn transnational company, Contraintre. My 
goal is to develop this company and make it sustainable 
in terms of costs and staging, so that we will be able 
to reprise previous productions as well as perform 
those we have planned for the future. The themes of 
colonialism and decolonialism are extremely delicate 
and perhaps too often addressed, but I would also say 
they are exciting because they tell us so much about our 
Western nature and past. What I would like to do with 
this performance is to overcome the division between 
the black body and the white body through the birth of 
a third body, the son of the two protagonists.

Site specificity is integral to both the research and final out
comes of your work. How have you approached this project in 
which the ‘site’ is an archive?

The archive is the root of the project. However, two 
books and a manuscript written by the Dutch author of 
AN.2016.7 are the true site, the site we are illuminating 
and translating — beginning with the Dutch language 
in which the books are written — to arrive at a contem
porary performance through which we would like to 
tell this  story. 
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Your final piece will be a performance during the finissage of 
the Saudade exhibition. Could you explain the components and 
storyline of the performance? 

I worked with Fred van den Hoek to extrapolate the 
dialogue between the two protagonists of Pioneers of 
Chicongo. Chicongo is the Dutch trader who has come 
to the Belgian Congo to manage agricultural enterprises 
for a Dutch importexport company. Mulèkedi is a 
15yearold concubine whom Chicongo buys as a slave 
and who lives with him for several years. The book 
tells the story of their love, which culminates in her 
pregnancy.

The dialogues that we have translated into 
English are nothing more than the dramatic skeleton of 
the book, which I have used as the structure of the per
formance. In addition, the entire photographic archive of 
AN.2016.7 served as a base for the preparatory design, 
the scenery and the costumes of the two protagonists 
whom we intend to bring to life. 

Are there any strategies or themes developed during the Saudade 
project that you are keen to take forward into future works? 

I plan to develop other performances with the same 
operating method. We will wait until the end of the 
project to decide which elements to repeat in future 
research environments. 
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Monique Prinsloo   
The Second Day p.46

Collection 1.0019 p.148  

Monique Prinsloo is a fine artist who lives and 
works in Cape Town, South Africa. She completed 
her Master of Fine Arts (MFA) at Michaelis School 
of Fine Art (University of Cape Town) in February 
2012. Her MFA thesis ‘Falling into Gentle Ruin’ 
focussed on finding inspiration from a vast collec
tion of found images, objects and writing. In 2013 
Monique received a grant from the National Arts 
Council of South Africa to attend the NES artist 
residency in Iceland, where she produced a body of 
work titled Iceland: Reclaim of Form and Void.
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Could you tell us what drew you towards collection 1.0019 and 
how you started to navigate the early stages of your research? 

I joined the Saudade project only in April 2017, and, after 
going through the different options, collection 1.0019 
stood out in particular because it included digitised 
Super 8 films. I’ve worked with this medium before, so 
the decision came quite naturally. I wanted to challenge 
myself by making use of the Super 8 medium in a unique 
way. 

Have you worked with archival material before and, if so, could 
you comment on the importance of responding to historical 
records within your practice? 

My MFA degree focussed on the delicate negotiations 
of working with found material, so this was the first time 
I worked with materials and had access to their histor
ical records. Even though it was interesting to read the 
backstory, I still found myself responding to the archive 
material in a more imaginative manner. 

You chose to work with the monotype medium for The Second 
Day. Could you explain why you chose this technique? 

I decided on the monotype medium because of its key 
characteristic: no two prints end up being perfectly 
alike, and consequently it makes editioning impossible. 
So too with memory: two or more accounts of a single 
event can never be identical, however similar the narra
tive may seem. The monotype process aided perfectly 
in producing imagery, fading from distinct to ethereal; 
a clear print to a ghost impression; and triggering the 
moment from remembering to forgetting. I could effec
tively make use of the ‘ghost print’, which is a print made 
with the remaining ink on a printing surface after a print 
has been pulled. It provides the basis for working up a 
subsequent image or it may be printed, as I did with the 
last image of the series, resulting in a fragile impression. 
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This ghost print, which is often considered inferior, 
articulated that fragile moment of forgetting so well. 
It remains my favourite of the series of monoprints. 

There is a subtle sense of trickery within the works something 
or someone just out of reach. Could you expand a little on how 
you approached the themes of pace and time within the works? 

I find it very interesting that you mention pace and time. 
Through all the tests and prints that I did in preparation 
for the series The Second Day, I was grappling with the 
static results. The more frustrated I got, the faster I 
worked. I realised through this process that the swifter 
printing gave the image an element of movement. Hence, 
pace and time played a true physical role in the making 
of this monoprint series. 

Secondly, time is such a precarious theme in our 
everyday lives, in the memories we capture, and in the 
deterioration of physical photographs or Super 8 films. 
So it was unquestionably a relevant theme in the works 
Witness I & II by the very nature of the medium.

Monique Prinsloo, Witness I & II, medium format black-and-
white photographs, contoured illustrated layer on film medium. 
Digital print on felix Schoeller True Fibre 200gsm, 2017.
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You created these works while on residency. Did being away 
from ‘home’ yourself inform or affect your response? 

I think that whenever you are far from familiar surround
ings, or if you find yourself in an unsettled moment, 
you have a yearning for a deeper place of stimulation. 
Somehow you manage to uncover a layer that you never 
realised existed. 

To be honest, I thought that my work was done 
once I completed the monotype series. But somehow 
I still had an insatiable urge to work physically with the 
imagery and imaginatively manipulate and transform 
the film stills. I think that being away from home and 
having fewer distractions, along with a profound sense 
of longing, urgently prompted me to create the works 
Witness I & II.

Are there any strategies or themes developed during the Saudade 
project that you are keen to take forward into future works? 

This project has unquestionably deepened my love for 
the monotype medium! As a result, I am in the process of 
working on a series of monoprints that feature figurative 
forms. I’ve also found a very interesting direction that 
came as a result of the photographic works (Witness 
I & II); I am working on a collaboration whereby I will be 
experimenting with contoured illustrated layers with 
film negatives, layered with portrait imagery. So yes! 
This project took me on an incredible journey, and I am 
excited for the respective routes that evolved from my 
participation in the Saudade project. 

Thank you!
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Euf Lindeboom  
Memoirs and Memories p.52

Collection 1.0008 p.150 

Euf Lindeboom graduated from the Academy 
Minerva in Groningen in 1991. She specialises in 
painting, drawing and graphic design. Threedimen
sional work has been added over the years. She also 
writes and publishes poems. Her last solo exhibition 
was at Harmonie in Leeuwarden in 2015.
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Could you explain what drew you towards collection 1.0008 and 
how you started to navigate the early stages of your research? 

When choosing a collection, I searched for a family who 
lived in Indonesia, preferably during the same period that 
I lived there as a young girl. Collection 1.0008 was par
ticularly suitable, especially the memoirs of the mother. 
I worked with the section about her period in Indonesia. 

At the beginning of the project I had the idea 
of comparing the lives of the two wives, the donor and 
my own mother, both of whom followed their husbands 
abroad. I let this idea go after reading the memoirs 
because so many memories of my own childhood came 
up, and secondly, after our own arrival in Indonesia, our 
family fell apart. My mother went back to the Nether
lands with my two little brothers. Conversely, the woman 
of the memoirs had a good marriage. 

My method was to select quotes from the mem
oirs that evoke memories. 

Have you worked with archival material before, and if so, could 
you comment on the importance of responding to historical 
records within your practice? 

Not with an archive like the EAC, but in my work I fre
quently make use of historical material. For my painting 
series Horti, I used, for instance, garden designs by 
L. P. Roodbaard (1782 — 1851). For a series of labyrinth 
paintings I responded to the book Mazes and Labyrinths 
by W. H. Matthews (published 1922). Currently I’m work
ing on a new series of architectural paintings inspired by 
the book Kleine Woningen [Small Houses] by L. Zwiers 
(published 1923).

The good thing about working with historical 
material is that I do not have to invent everything again. It 
gives me a starting point. What I do with it … that’s my job!
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1. Translated from 
Dutch

2. Translated from 
Dutch

Personal memory played a large role in how you approached 
this project. Did working with collection 1.0008 inform or 
change your own memories/history? 

My mother returned to the Netherlands when I was five 
years old. It’s strange that I cannot remember anything 
about that time. Nor did I experience sorrow or miss her. 
Little was said about our Indonesian period. As a little 
girl, I didn’t see or feel the hostile attitude of Indonesians 
towards the Dutch, the former colonial rulers. My mother 
did tell me, however, that Jaja, my father’s most loyal 
servant, did not want to speak Dutch with her although 
she could speak it well. 

Interestingly, in the donor’s memoirs, the mother 
wrote that she was spat on by Indonesians and that her 
son had mud thrown at him. She also writes about a 
particular ‘flag’ incident: 

For the children I built a play tent in the garden and 
I put a small flag on top. Although it wasn’t real, it 
was still red, white and blue. A very stupid thing 
to do of course, after the transition [to Indonesian 
independence]! An Indonesian soldier armed 
with a machine gun approached and shouted 
angrily, ‘Bandera! (Flag!)’. The small flag had to be 
removed. 1

Your two paintings are views of the Indonesian landscape 
from above. Could you explain the concept and process of 
these works? 

One of the first things I did was to find (using Google 
Earth) the location where the family lived. It was  
Bagus Kuning, Pladju, near Palembang, on the island 
of Sumatra. I painted an impression of what I saw. 
The mother wrote in her memoirs about the location: 
‘For women, all that “oil business” wasn’t much fun.’ 2
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The second painting responded to my own 
memory. My two big brothers took me to the Botanical 
Garden in Bogor. They showed me the meateating plant 
(carnivorous plant). They wanted me to put my hand in 
the calyx of the plant, but I did not dare. There was a lot 
of ‘fun’ in this for my brothers. The location: Kebun Raya 
(Botanical Garden) Bogor, on the island of Java. This 
painting is based on a map of the Botanical Garden.

Domestic spaces, houses and gardens are recurring imagery 
in your work. Could you discuss the connections between your 
Saudade works and your wider themes? 

The first painting feels strange to me. It ‘fits’ only in my 
Saudade project. The other one corresponds with 
my series of Horti paintings. This series is now the Lost 
Garden series.

Now and again, I write poems. For my booklet 
submission, I wrote two poems: one about the crocodile 
leather shoes that belonged to my mother and the other 
about her crocodileleather bag. The design for the batik 
fabric and the overlap of the Dutch flag with the Indo
nesian flag are very specific to Saudade; they are unlike 
any pieces that I have created previously. 

Are there any strategies or themes developed during the Saudade 
project that you are keen to take forward into future works? 

That’s hard to predict. My way of working is not that 
rational. I work very impulsively. However, sometimes I 
pick up old ideas/works and go on with them, but often 
with another look or vision.
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Archival pieces
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Collection 1.0070

The Dutch donor of this collection worked 
as a geophysicist for an international 
company in Indonesia (then the Dutch East 
Indies), the USA, Nigeria and Venezuela 
from 1935 to 1961. During World War II 
he was imprisoned in a Japanese prison-
er-of-war camp.  

Kevin Andrew Morris p.90  

A Still and Fragile Moment p.8
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Collection 1.0122 

The donor of this collection was born in 
the Netherlands, but spent most of her 
youth in Indonesia, where her father was 
sent by an international company. Her 
collection spans the years 1947 through 
1958. She returned to the Netherlands 
when she was 14 years old. In an oral 
history interview held in the collection 
she talks about her time in Indonesia and 
the lasting effect it had on her after 
her repatriation.

Natalie McIlroy p.94  

Required Field p.14
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Response to the Expatriate Archive Centre  
as a whole

Thomas Nondh Jansen p.98  

Notions of Home p.20 
# Olifantenstapel [#A pile of elephants]
# Coffee pads
# Lebanon traffic jam 
# Plantenbak [#Plant pot]
# Rijtjeshuizen [#Terraced houses]
# ‘What the real time is’ 
# Spoons
# Passing on herbs 
 

136





Collection 1.0033

The donor of this collection is a Dutch 
social anthropologist who was posted 
abroad herself and also sometimes accom-
panied her husband on overseas assign-
ments along with their children. Members 
of the family spent time abroad from 1969 
until 2003. Destinations included South 
Africa, East Pakistan, Singapore, Oman, 
Brunei, and the Czech Republic. Her spe-
cial interests include cultural diver-
sity and family structures. The donor is 
active in various related organisations 
and has written several articles and a 
book on love across borders. The artist 
interviewed the donor in person as part 
of his research.

Masaaki Oyamada p.102  

Observer p.26
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Collections 1.0068 & 1.0023

An English couple created collection 
1.0068, which focusses on their life in 
Venezuela, Qatar and Nigeria, where they 
were posted between 1958 and 1971 because 
of the husband’s work. The collection 
includes both films and colour slides of 
photographs, some of which are damaged. 

Collection 1.0023 was donated by another 
English family. The donor’s husband 
worked as a geologist for an inter
national company and as such the family 
lived in the Netherlands, Australia, 
Thailand and New Zealand. The collection 
consists of letters the donor wrote to 
her parents over the years, from 1987 to 
2000. 

Christopher Squier p.105  

Everything Went Shimmery  
(Drilling barge, Nigeria) p.30

Everything Went Shimmery 
(Niger Delta from helicopter,  
Port Harcourt to Oloibiri) p.30
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Collection 1.0067 

This Dutch family lived in Nigeria from 
1978 to 1983. Their collection includes 
both handwritten letters, still in enve-
lopes with stamps, and school work done 
by the children, who attended a Dutch 
school. Carla was interested in a booklet 
created by the school: Nigeria Week 1982. 
It is filled with drawings, recipes and 
writing from children of all ages about 
living in Nigeria, which show their per-
ceptions of Nigerian culture.

Carla Wright p.109 

Petrichor p.36
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Collection 1.0052

This collection concerns a Dutch family 
and spans the period between 1939 and 
1945. The father worked as a civil serv-
ant for the Dutch government in Indone-
sia. After a leave period in Holland from 
1939 to 1940, he returned to Indonesia, 
while his wife and their children stayed 
behind in the Netherlands, planning to 
return later. Due to the outbreak of 
World War II, they were stuck in the 
Netherlands. He spent part of the war 
in a Japanese prisoner-of-war camp in 
Indonesia. The bulk of the collection 
comprises the husband´s memoirs of this 
period and the wife’s unsent letters to 
him in diary form.

Janne van Gilst p.114  

Artefact p.40
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A.V. is geboren op 
de boerderij van zijn vader, die 
op dat moment nog boer was in 
Moerkapelle

[A.V. was born on the farm of his father, who was 
then still a farmer in Moerkapelle]



Collection AN.2016.7 

The subject of this collection was Dutch. 
He spent the period between 1898 and 1925 
in what was then the Belgian Congo, work-
ing for a Dutch import-export company. 
After his return home, he wrote several 
books about his period in the Congo. The 
collection begins in 1898, when he arrived 
in the Congo at age 21, and contains many 
photographs, drawings and writings con-
nected to the books.

Nico Angiuli p.118 

Chicongo & Mulèkedi — A Love Story p.44
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Collection 1.0019

This is the collection of a Dutch man 
who worked for an international company 
in Indonesia, starting in 1939. He spent 
part of the World War II in a Japanese 
prisoner-of-war camp there. However, the 
collection focusses on the time he spent 
in Curaçao, where he and his wife were 
married in 1954 or 1955. The collection 
includes a scrapbook of their time in 
Curaçao from 1955 to 1958, as well as a 
wedding announcement and a film of their 
wedding day. 

Monique Prinsloo p.122  

The Second Day p.46



Collection 1.0008

This collection is from a Dutch family 
with small children who lived in Curaçao 
and Indonesia between 1940 and 1954 
because of the father’s work. The col-
lection contains a memoir by the mother, 
many pictures and photo albums, and print 
material related to the father’s work.

Euf Lindeboom p.126  

Memoirs and Memories p.52
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Er was voor vrouwen aan het 
‘olie-gedoe’ niet zo veel leuks te 
beleven.
 
[For women that ‘oil business’ was not much fun.]

Bagoes Koening was alleen een woon-
wijk aan de Musi (zeg Moesi), een 
rivier vol krokodillen…
 
[Bagus Kuning was a residential area on the Musi,  
a river full of crocodiles …]
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The Saudade project cele-
brates the Expatriate Archive 
Centre’s 10th anniversary 
with 10 archive-inspired art 
pieces by 10 artists from 
around the world, which fit 
together inside a traveling 
suitcase.


