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As an experiment in audio-visualising thought, this 
project stages scenes from two lives briefly crossing in an 
intellectual friendship. It is not a biography but a series 
of scenes that constitute a double portrait. Some of the 
scenes are historical, while some are fictionalised to do 
justice to historical ideas relevant today. 

This box contains a feature DVD and one with 
five installation pieces. The latter are designed to 
accommodate spectator interest, mood, endurance and, 
as it were, impatience, as a complex and embodied way of 
absorbing thought in process. The possibility to see them 
in installation, either sculpturally dispersed throughout 
a space or simultaneously projected on a wall, precludes 
attempts to turn the pieces into a biography. Regardless 

Reasonable Doubt
Scenes from the lives and works of 

René Descartes & Kristina, Queen of Sweden
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of where one focuses in the scenes, what one has seen 
before becomes an amalgamation of memories. Thought, 
I propose, works in this way rather than in linear fashion. 
The film, the duration of which is not in the viewer’ hands, 
is a bearer of events and mostly limited to presenting the 
thought process intensely.

The Underlying Event
Following a relationship by correspondence, philosopher 
René Descartes (1596-1650) met and briefly interacted 
with Queen Kristina (1626-1689) in wintry Stockholm; 
he died of a respiratory infection just six weeks later. 
At first, the two didn’t see each other much. Kristina’s 
philosophical interest was genuine enough, but Descartes 
was there in a more or less decorative function: to adorn 
Kristina’s ambitious project of creating an Academy that 
would put Sweden’s elite on the intellectual map of 
Europe. 

Descartes left Western thought with both a 
burden and a treasure. The burden was a misconstrued 
dualistic tradition that meant, in my view, only that he 
accepted the dualism of the Catholic Church but fought 
against its lack of reason all his life. The treasure was 
a decisive advance in rational thought that excised 
neither the body nor religion. The (in)famous cogito can 
be interpreted in the opposite direction, as an attempt to 
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embody thought. In this project I look back from his last 
book, The Passions of the Soul, and consider the ongoing 
struggle against dualism through different episodes of 
his life.

Why This Matters
Descartes’ struggle is of concern to me because of the 
particularly tenacious dualisms that exist between cultural 
and economic – and academic and artistic – values. In 
other words, dualism persists within intellectual and 
sense-based expressive thought, analysis, and reasoning 
in spite of the benefits of merging such issues. As I live 
and work in these dualisms, in order to help overcome 
them I look at the discrepancies between the Descartes 
we have abused as a dualist and the one who was the 
point of origin of a non-dualistic mode of thinking. Queen 
Kristina was moody but also philosophical: she thought 
constantly about life. Thus she would come to carry the 
torch of this different Descartes, and stands for those 
who would perform the after-effects that resulted. 

My interest therefore focuses on the complexity 
of the alleged rationalism these figures represent, 
particularly insofar as the productivity of the dialectical 
relationship between reason and a certain kind of 
madness in both Descartes and Kristina was never fully 
recognised. Through this project I want to suggest that 

reason and “madness” can go together very well. The 
persistent progressivism in our thinking is fond of the 
qualifier “post-Cartesian”, something we have happily 
left behind. But I would argue that it is this “post” thinking 
that betrays us as “pre-Cartesian”. Caught in a world 
where dogma ruled and disbelieving it was punishable 
with severity, Descartes spent his life doubting dualism 
and attempting to overcome it through both rational 
thought and unpredictable behaviour. Had we really 
listened to him, that vexed preposition “post” would be 
used with more (Cartesian) caution.

Who Were These People?
Both Kristina and Descartes had tough beginnings in 
life. Following her father’s death on the battlefield, 
Kristina became Queen aged just five. With her mother in 
disconsolate mourning for the rest of her life, Kristina was 
effectively orphaned by a woman who didn’t care much 
for the daughter who should have been a son. Descartes 
lost his mother as an infant and barely saw his father, 
who was too busy pursuing his career elsewhere. Such 
childhood situations of trauma and loneliness foretell 
adult turmoil.

Both grew up to be brilliant, obstinate, quick-
tempered, suspicious and capricious people, ambitious 
and stubbornly impatient. In today’s parlance we might 
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call them paranoid. The Queen was barely of age when she 
organised her coronation, while almost simultaneously 
planning her abdication and the change of religion she 
carried out shortly after. After Descartes’ death she left 
Sweden for a restless life of travel, ending up in Rome. 

Once he began to show his writings to others, 
the philosopher was constantly under ecclesiastic 
surveillance (or he merely thought he was; as Freud 
might argue, being paranoid doesn’t mean people aren’t 
after you). He moved around, mainly in the United 
Provinces (now the Netherlands), refusing to leave 
forwarding addresses. He was considered a great man, 
but because glory is never enough for the fundamentally 
insecure, he managed to fall out with many friends he 
initially adored. He was a passable Catholic who would 
continually veer toward outright heresy because Catholic 
orthodoxy wasn’t reasonable. He led the life of what the 
French called an honnête homme – someone of good 
breeding and education whose talents and skills could 
not be captured by isolated disciplines. From biology and 
philosophy to astrology and medicine, Descartes also 
shone as an expert in what we would now call “mental 
illness”, a skill whose source remains a mystery. That he 
was able to comfort his friend Elisabeth of Bohemia, who 
suffered from such psychological disturbance, perhaps 
came down to his familiarity with her ailment: Descartes 
was similarly afflicted. Indeed, I credit him with the 
“invention” of psychoanalysis in that his conception of 
the subject made its later explicit development possible.

I imagine both figures also suffered from the 
symptoms of what we now call neurosis, specifically 
an abandonment complex – a tendency to reject 
affective bonds while constantly seeking them: out of 
the fear abandonment came a preference for doing the 
abandoning. This is what underpinned their passionate 
attachments to and rejections of others, a combination 
of craving and feigned indifference borne out of the 
renewed and cyclical fear of abandonment. And since 
such behavioural habits tend to be reciprocal, they were 
attractive and repulsive in turn, so that while the Queen 
insisted on meeting Descartes, she did little to take 
advantage of what her visitor could offer intellectually. 
The final paradox is that their common impediment 
generated their brilliance.
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Kristina and René also eschewed the tradition and 
propriety of marriage in favour of socialising with people 
of their own gender, René surrounded himself with caring 
male friends he adored and then broke up with. He also 
depended strongly on his young valets, one of whom 
played the violin to lift the mood of the often depressed 
Descartes. Rumours of homosexual practices circulated. 
Given that he had had an acquaintance burned at the 
stake on the same charge, René had additional cause 
to be wary. Kristina was held under similar suspicions 
thanks to her notorious fondness for a woman at court 
called Ebba whom she called Bella. In short, these two 
major figures of the 17th century had much in common, 
even if this didn’t help their friendship.
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The Project
The project involves an exhibition and a theatrical feature 
film of 97 minutes. Rather than explaining by means 
of voice-over, the film proposes thoughts-in-action 
through conversations as social engagement and walks 
as moments of solitary thinking. It is descriptive more 
than narrative, leaving it to viewers to see and hear the 
thought process. It is less about specific Cartesian ideas 
than it is about the way ideas emerge in acts, processes 
and interactions. 

The exhibition consists of five installation pieces 
of 30 minutes each, to be screened on large monitors 
on loop. The pieces, or scenes, present moods rather 
than events, albeit that biographical moments appear 
more here than in the feature film. Seating is provided 
to encourage immersive looking, and sound is calibrated 
carefully to make audiences relate to the diegetic music. 
In its own way, each scene experiments with expressing 
the inexpressible: the subtleties and ambivalences of 
reason and emotion outside of the narrative impulse. 
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Scene 1 
Apprenticeship
Focusing on Descartes, this scene integrates the sense of 
avid learning, curiosity and ambition, and the obstacles 
this combination sometimes presents in a young person 
unaware of what makes things difficult for him. The 
mood is one of eagerness and insecurity, and we also 
get a glimpse of the young philosopher’s economically 
easy but emotionally difficult everyday life, where caring 
men surround him. Beginning with a preface that puts 
all relevant ideas on the table, the scene ends on a non-
narrative cliffhanger of sorts.

A still insecure Descartes visits an art exhibition on 17th 
century emotions (curated by Gary Schwartz for the Frans 
Hals Museum, Haarlem). He wants to explain to a friend 
his views on the human as an integration of body and 
mind. Asking his friend questions in the hope of getting 
confirmation of his views, he seeks to understand the 
bond between body and soul, and its visibility in painting. 
The harp music his sister played when the two were little 
lingers in his head. 

This connects the preface to the scenes of 
childhood that follow. Waking him to tentative harp 
music, his sister Jeanne playfully teaches the little boy 
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about the senses, their deceptive nature, and the need 
to understand the world through them in combination 
with thinking. After asking her about the absence of their 
parents, young René walks off alone into the woods, 
representing the wider world, and continues to walk 
until he turns into the young philosopher who has made 
walking outside a substitute armchair: this is his method 
of thinking. 

After dreaming about making choices, he turns 
to intellectual work without ever sitting at a desk. As 
avid a learner as he was in childhood, after thinking and 
exploring botany in his own garden, we see him walk 
endlessly through nature, thinking about the mineral 
world in a dune landscape – a fragment from the artwork 
A Thing Among Things by Giovanni Giaretta (2015). Given 
his belief in the usefulness of studying in practice, in a 
butcher shop he seeks an artisan’s help in understanding 
anatomy. Then, while hunting for a house the grandeur 
of which will never be good enough, he meets the 
mathematician Isaac Beeckman, with whom he strikes 
up a friendship. The new friend becomes the recipient of 
his first writing, a treatise on music. For Beeckman’s eyes 
only! This will lead to his first serious break-up. 

But the fictional imaging kicks in when I give him 
another friend to test his social clumsiness. Among his 
practice-based learning experiences is his search for a 
dialogue with the lens makers of Amsterdam when he 
was studying “dioptrics” - the science of the refraction of 
light. Descartes writes about this wish at the beginning 

of the treatise. This opening suggests that he sought to 
be “democratic” in his writing, wanting it to be accessible 
to the men of practice even if they had no scientific 
background. What, I ask, if one of the men of practice, 
the artisans working for a living around him, happened 
to be one Baruch Spinoza, the next of the world’s most 
brilliant philosophers, about twenty years his junior? 
There is no historical impossibility; nor is there evidence 
that they ever met. But they could have; and what would 
have happened then? Testing Descartes’ democratic 
mind-set, I stage a meeting of the two in a lens shop. 
Descartes solicits the young man’s help; they agree to 
meet. What happens thereafter becomes the intellectual 
cliffhanger.
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Scene 2 
Mastery, in Doubt
Here the mood is the intolerable combination of pride 
and fear. Beginning with the meeting with Spinoza, 
throughout the scene, Descartes acquires the status 
of the famous master of thought he had become in his 
lifetime, and simultaneously runs into his personality 
problems. The philosophical doubt of his somewhat 
sceptical leanings converges with his paranoid tendency 
and his suspicion of others. In a series of short scenes 
I merge the many friends and correspondents of these 
episodes into one, called, after the loyal and longstanding 
one, Hector-Pierre Chanut, French ambassador to 
Kristina’s court. This friend regularly appears.

The meeting with Spinoza shows that Descartes’ attempt 
to consider others collapses under the weight of his 
sense of superiority. When he pontificates to the young 
man about the interaction of light and colour, for which 
I inserted a fragment from the artwork Deep Orange by 
Ann Veronica Janssens (2010), the future master of ethics 
interrupts him with challenges. He puts forward the need 
of the imagination, and of the togetherness of people 
in the present. Somewhat flabbergasted, Descartes’ 
understanding emerges. Who is this young craftsman, he 
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asks, he sounds like a philosopher!

After challenging his interlocutor’s class prejudice, 
Spinoza disappears, after which a symbolic expression of 
the lonely Descartes’ ambition is enacted as he visits the 
Royal Academy of Arts and Sciences in a professorial robe. 
There, he encounters a portrait of Christiaen Huygens, 
the son of his good friend Constantijn, and prophetically, 
or anachronistically, recognises the successful scientific 
career of the young man. Then he recalls the death of the 
young scientist’s mother. These moments are my way of 
showing how we merge personal memories of childhood 
with what we notice about others and what we strive 
to achieve. Descartes’ father was not proud of him the 
way Huygens was of his brilliant son. And he, too, had 

lost his mother, here invoked by a painting of the Allegory 
of Teaching by Ferdinand Bol (1663). Disgusted with the 
futility of ambition he tosses the robe on a chair and 
leaves the grand room.

Home again, a young collaborator is practising 
the violin. Chanut visits, and whispers something in his 
ear to which we are not privy. Upset, Descartes shouts 
out that Beeckman has betrayed him. The historical 
issue is that the mathematician appears to have spoken 
about the music treatise to others. Scholars agree that 
the philosopher’s angry reaction is excessive; we might 
call it hysterical. The violinist attempts to take the fury 
over in his music. Chanut suggests René should see a 
“soul doctor” - the theoretical fiction kicks in again. 
If it doesn’t help, it will at least teach him something 
about the body-soul relationship; instruct him about the 
“passions of the soul” - the subject and title of his last 
and, for me, most important book. 

The attempt to get professional help with his 
anger fits comes to naught when the doctor picks up on 
a metaphor Descartes’ father had used to malign his son: 
he was ashamed to have produced a son who “let himself 
be bound between two layers of leather”. The allusion 
disturbs the patient, who runs off in fury. End of story. 
The fictional scene is meant to hint both at Descartes’ 
interest in men and at the idea that his conception of 
the subject made psychoanalysis possible. His view of 
subjectivity, especially as articulated in “the passions of 
the soul” will prove the foundation for psychoanalysis. 
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The relationship between the two scenes is based on 
a sense of futurality. Not only does this excitable man 
have a great impact on the world in his inauguration of 
modern thought; also, his own life is filled with hints of 
the future, including difficulties anchored in his complex 
personality.

Meanwhile, Kristina, impressed by his work, writes 
to him with her magnified metaphysical questions. 
Chanut - now in his capacity as Kristina’s ambassador - 
tries to persuade his friend to make the trip to Sweden. 
Knowing what happens next, the scene is ambivalent. 
We see Descartes’ wavering determination slowly being 
influenced by flattery; the dream of grandeur wins over 
prudence. In the end, we see a frail man walking on 
the beach, a view that insinuates his voyage North. In 
exhibition, this runs simultaneously to the encounter 
with Spinoza in Scene 1. Then full of plans, now he is 
heading for his demise: chronology is made redundant.

Scene 3 
Impatience as Lifestyle
In the third scene, Kristina is the main character, and 
impatience the subject of representation. The mood is 
irritation, about the power of another over the self. She is 
impatiently waiting for Descartes’ arrival. Meanwhile, she 
is failing in her personal relationships, in her studies, and 
in her managing of the state and her estate. Her residence, 
a beautiful palace, becomes a prison. She cannot tolerate 
the endless stretching of time; her impatience turns 
to alternating bouts of sadness and anger. This scene 
concerns the perception of time spent in confinement, 
and the resultant futility of beauty, riches and power. 
The end is a withholding of certainty in a moment where 
dream and expectation, fiction and reality converge in 
music. No event can occur. The scene also reflects an 
essential feature of cinema - its basis in time – and asks: 
what is time like when nothing happens?

What Kristina is “really” doing during the long wait for 
Descartes’ arrival doesn’t matter. The scene presents us 
with the moods that come with the impatience enacted. 
The eternally mourning Queen Mother hovers over a 
daughter with whom she has no contact whatsoever. 
Two unhappy women, together but alone. Kristina runs, 
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plays with her dog, and explores her palatial home like a 
tourist seeing it for the first time. She looks into mirrors 
and questions herself and her physical beauty. 

Reading extracts from several books, she feels she 
is drowning in the various texts. She stumbles upon a 
Shakespearean sonnet that seems to summarise her 
plight: if she doesn’t marry and procreate, everything she 
has will die with her. The entrance of Bella cheers her up 
for a while, but wary of entering into another phase of 
their friendship, she becomes hostile and the sweetness 
of the moment is over. She roams around the Palace.

This roaming is the expression of her insecurity 
about who she is and what she can do with her life. 
Coming upon a small sculpture of the famous French 

philosopher, she covers it with gauze, as if unwilling to 
show him - if and when he arrives - that she cares. Going 
through her house is a way of saying that she owns it all, 
while also expressing her estrangement from the worldly 
goods that after Descartes’ death will no longer interest 
her.

But then she has a dream of potential beauty. 
Here, an artwork by Jane Harris, Potential Beauty (2004), 
visualises her dream. It turns out beauty doesn’t leave 
her entirely indifferent. Her apparent disinterest is 
as defensive as Descartes’ excessive anger. On some 
unconscious level she would like to be more beautiful 
than she considers herself to be, or so it seems. But the 
sculpture in front of her on the mantelpiece, alternating 
her view with her own mirror image, is a bust of Medusa 
- stylised, yes; but still...

A somewhat mysteriously talking valet tries 
to reassure her; to calm her impatience. His primary 
function is to make her speak out her disquiet, to express 
her arrogance while also showing the insecurity that 
generates it. In a fit of fury comparable to Descartes’ 
screaming about Beeckman’s betrayal, she smashes 
crockery in the kitchen. But when she orders a servant to 
clean up the mess, in a fit of economic thinking she tells 
her not to throw away the pieces.

Finally Descartes’ arrival is announced. Nervously, 
Kristina dresses in a regal outfit, crown and all. Looking 
a trifle carnivalesque, she sits down while Lully’s music 
resounds through an empty hallway, then filled with 
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dreamy-looking women playing it. This music coincides 
in the exhibition with Descartes walking on the beach 
and with the first meeting with Spinoza. Together, these 
three endings compress decades into a full, ambivalent 
moment, stretched out to last as long as the visitor 
wishes to stay.

Scene 4 
Mis-Encounters
When you want to shake hands with someone and 
embarrassingly move your hand in the direction opposite 
to where the other’s hand is going: that would be the 
underlying image. The mood is thus one of awkwardness. 
In this scene the attempt is to show how these two great 
minds of the seventeenth century did not manage to 
truly meet. Both had based their interest on something 
different from what they got. He had hoped for the 
magnificent recognition of his greatness by royalty; she 
for a servile admirer, a great man at her beck and call. The 
scene is best described by the word “painful”.

Exhausted and cold, Descartes finally arrives. The 
welcoming music we heard at the end of scene 3 
continues as the traveller enters the palace. It is a 
moment of social awkwardness. He has dressed up for 
the occasion. He dons white gloves, and quickly runs 
his hand through his hair when passing a mirror. Yes, 
the great man is intimidated by the imminent encounter 
with a real Queen. One senses his apprehension.

Upon entering her room, his nervousness is 
matched by hers. The two alternate but do not meet 
in the same frame. He begins to express an excessive 
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but disingenuous gratitude, and then shows off his 
philosophical personality somewhat pompously. 
Matching him in his attempt to impress, she shows off her 
mastery of the French language, criticising its structural 
properties. His reaction is clumsy. When she tells him to 
meet the following morning, and every day thereafter, at 
5 am, he stays behind in shock while the Queen rushes 
to welcome her cousin who visits to attend an imminent 
concert. With a casual hand gesture, Kristina, who does 
not bother to introduce her guest to her cousin, sends 
him to an adjacent waiting room. There, the exhausted 
Philosopher has a vision of the world, rotating with its 
many problems. This is a fragment of the shadow play 
Transgressions by Nalini Malani (2009). 

After the concert, the two go their separate ways. 
In the draughty palace Descartes falls ill, while Kristina 
makes plans for a ballet to celebrate the Peace of 
Westphalia. She is angry when the valet tells her about 
René’s illness. His death during her planning is yet another 
imaging of temporal discrepancy and the impossibility 
of chronology. A sense of social schizophrenia emerges, 
amplified sonically by the endings of the different scenes.
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Scene 5 
After-Effects
The mood in the last scene is a mix of sadness bordering 
on melancholia, along with Kristina’s brave attempts to 
learn, after the fact, from the wisdom of the friend she 
has lost. The ending is one of the rare moments in the 
project that something really happens. This, too, is a 
futural moment.

Kristina is devastated. Descartes’ death is an assault 
on her personal autonomy, which also affects her body; 
she collapses. Trying to pick up her life, she does the 
inevitable: she continues her routine. Some of these 
images are presentations of small routine acts; some 
are symbolic expressions of self-loss, such as when she 
disappears into a hollow tree. 

When sitting dejected in her large and beautiful but 
empty private room, Kristina has a vision: the spectre of 
Descartes visits her. He encourages her to continue with 
her work, and to practise the most important “passion”: 
generosity. Kristina understands the message: Descartes’ 
friend, Princess Elisabeth of Bohemia, needs help, and 
she may be able to extend a helping hand to the other 
woman.

After the apparition Kristina moves to Rome. 
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Entering the city, she is tempted by the Church before 
ending up in the Palazzo Corsini, her grand dwelling. There 
she faces antique imperial busts, as if matching her own 
status to that of those prestigious predecessors. Seeing 
her surrounded by ancient art and old-master paintings, 
one feels the futility of the worldly riches she cannot 
quite give up. A biographer asks her a question about her 
interest in science and philosophy. While she answers 
by reminiscing about the foundation of a University in 
Sweden when she was 13 years old, another visitor is 
announced: the very Princess Elisabeth of Bohemia she 
thought she should help!

The final scene is Elisabeth’s appeal to Kristina 
on behalf of her daughter Charlotte. This was the 
opportunity to recall the important moment when 
Descartes himself was in need of help. Whereas the 
scene is fictional, the ideas it expresses come from the 
correspondence between Descartes and Elisabeth. When, 
full of renewed hope, Elisabeth and Charlotte depart, the 
latter unexpectedly and inappropriately kisses the former 
Queen, who stays behind in confusion. The work finally 
asks: what is the meaning of social behaviour?
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Script: Mieke Bal

inspired by

Works by René Decsartes

Discours de la méthode, 1637 

Méditations sur la philosophie première, 1641

Les passions de l’âme, 1649

Letters to and from Kristina (1647-49) and to and 
from Elisabeth (1645-48)

the studies

Veronica Buckley, Christina, Queen of Sweden: the 
Restless life of a European Excentric (2004)

Desmond Clarke, Descartes: A Biography (2006)

Yaelle Sibony-Malpertu, Une liaison philosophque: 
du thérapeutique entre Descartes et la princesse 
Élisabeth de Bohême (2012)

Michel Henry, Généalogie de la psychanalyse (1985)

and the novel

Françoise d’Eaubonne, Moi, Kristine reine de Suède 
(1979)

Main cast

René Descartes
Thomas Germaine

Queen Kristina of Sweden
Marja Skaffari 

Princess Elisabeth of Bohemia 
Johanna ter Steege

Supporting Cast

René Descartes as child 
Ambroise Lefèbvre

Jeanne Descartes 
Olympe Lefèbvre

Descartes’ Valet 
Simon Ferdinand

Isaac Beeckman 
Ilja Nieuwland

Beeckman’s Gardener
Patrick Mulders

Baruch Spinoza
Abel Streefland

Musician friends
Reinier Schouten
Raj Hoogland

Shop owner
Petros Panagiotis Orfanos

Psychoanalist
Henk Hillenaar
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Hector-Pierre Chanut
Florent Houdu

Queen mother
Helinä Hukkataival

Vlad, Kristina’s Valet
Wladislaw Chojecki

Kristina as child
Astrid Törneroos

Queen mother (in memory)
Marja Skaffari

Suspicious Farmer
Jerre Lokio

Axel Oxenstierna
Wiesław Juszczak

Bella
Anna Podkościelna-Cyz

Lady in waiting
Milja Korpela

Cousin of Kristina
Agnieszka Kalinowska

Charlotte, daughter of Elisabeth
Fleur Bongertman

Writer biography
Mervi Appel

Ghost of the church
Helinä Hukkataival

Kristina’s Valet in Rome
Harald Hendrix

Kristina’s father (voice)
Jens Grimstein

Crew

Director
Mieke Bal

Script
Mieke Bal

Editing
Mieke Bal & Christopher 
Wessels

Director of Photography
Christopher Wessels

B-Camera Åland
Michelle Williams Gamaker

Camera Amsterdam
Leo van Emden

B-Camera Amsterdam
Katharina Swoboda

Camera Paris
Neal Markage

Sound editing and design
Isabelle de Mullenheim

Sound recording Amsterdam, 
Nieborów
Sara Pinheiro

Sound recording Rome
Isabelle de Mullenheim

Hair and Make-up Amsterdam, 
Nieborów
Milja Korpela

Hair and Make-up Rome
Pia Kähkönen
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Assistant director Nieborów
Roma Sendyka

Set Assistant Amsterdam
Miriam van Oort

Set Assistant Nieborów
Marta Olesik

Set Assistant Rome
Mervi Appel

Set photographer Amsterdam
Margreet Vermeulen

Set photographer Nieborów
Przemyslaw Wojciechowski

Set photographer Rome
Thijs Vissia

Colour grading
Remco Hekker, Photonpower

Music

Harp practice
Olympe Lefèbvre 

No. II. Gavotte Huit morceaux, 
op. 39

Reinhold Glière (1909)

Violin
Reinier Schouten

Cello
Abel Streefland

Improvisiation #1

Violin 
Reinier Schouten

Improvisiation #2

Violin
Reinier Schouten

Berimbeau 
Raj Hoogland

“Hold On” 

King CM (Raj Hoogland)

Music
Raj Hoogland

Vocals
Dzifa Kusenuh

Sweet Melody

James Joseph Gallagher

Performed by
gHSTS & gUITARS

Water

James Joseph Gallagher

Performed by 
gHSTS & gUITARS

Improvisation

James Joseph Gallagher

Performed by 
gHSTS & gUITARS
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Con Affetto:

Violin 1st
Angelina Kierońska

Violin 2nd
Alicia Soboń

Cello
Anna Podkościelna-Cyz

Viola
Karolina Stasiowska

Quartet
fragments of ‘Le bourgeois 
gentilhomme’ (1670)

Jean-Baptiste Lully 

Adagio in G Minor (ca 1708)

Tomaso Albinoni 

Violin and cello
First and second tambourins 
of the suite from ‘Les Indes 
galantes’ (1735-1736)

Jean-Philippe Rameau 

Cello
Prelude from ‘Cello Suite 
No.1’ in G, BWV 1007 (1717-
1723)

Johann Sebastian Bach

Locations
de Pasteibakkerij, Amsterdam

KNAW Trippenhuis, 
Amsterdam

Home of Ursula and John 
Neubauer, Amsterdam

Brillenmuseum, Amsterdam

Garden of Gary and Loekie 
Schwartz, Maarssen

Weekend home of Patrick and 
Jasca Mulders, Vinkeveen

Maison Descartes, Amsterdam

Frans Hals Museum, Haarlem

Woods, Bergen

Dunes and Sea side, Bergen 
aan Zee

Radziwiłł Palace, Nieborów

Palazzo Corsini, Rome

Piazza del Popolo and Corso, 
Rome
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Artworks

In the exhibition Emotions: 
pain and pleasure in Dutch 
painting of the Golden Age, 
curated by Gary Schwartz in 
the Frans Hals Museum:

The Lamentation of Christ
Abraham Bloemaert (ca 
1625)

Jacob Sees the Bloody Coat of 
his Son Joseph
Lambert Jacobsz (1630)

The Sacrifice of Polyxena
Pieter Codde (ca 1640)

The Lamentation of Abel
Pieter Lastman (1623) 

Samson Threatening his Father-
in-Law
Rembrandt van Rijn (1635) 

The Rape of the “Negro” Girl
Christiaen van Couwenburg 
(1632)

In the KNAW-Trippenhuis:

Portrait of Christiaan Huygens
Pierre Bourguignon (ca 1688)

Bust of Christiaan Huygens
Paul Joseph Gabriël (1819)

Allegory of Teaching
Ferdinand Bol (1663)

Incorporated contemporary 
artworks: 

A Thing Among Things
Giovanni Giaretta (2015)

Deep Orange
Ann Veronica Janssens 
(2010)

Potential Beauty
Jane Harris (2004)

Transgressions
Nalini Malani (2009)

In the Palazzo Corsini:

Martyrdom of Saint Lucy
Francesco Trevisani (ca 1709)

St. John the Baptist
Caravaggio (1603)

antique Roman busts

de Pasteibakkerij, Amsterdam

Tiny Schouten & Floris 
Brester

KNAW Trippenhuis, Amsterdam

Joeri Meijer

Brillenmuseum, Amsterdam

Mijke Theunissen

Director and Staff Maison 
Descartes, Consulat Général de 
France, Amsterdam

Laurent Alberti
Danielle Bourgois

Director and Staff Frans Hals 
Museum, Haarlem

Ann DeMeester
Monique van Royen
Gary Schwartz, Guest 
Curator

Director and Staff Radziwiłł 
Palace, Nieborów, National 
Museum in Warsaw

Anna Ewa Czerwińska
Dominika Miodek
Wladislaw Chojecki

Director and Staff Palazzo 
Corsini, Rome, Ministerio dei 
Beni e delle Attività Culturali e 
del Turismo

Daniela Porro

Director and Staff Royal 
Netherlands Institute Rome

Harald Hendrix

Director and Staff The Wellcome 
Collection, London

Emily Sargent

Thomas van der Linde, Open 
Studio

Studio Allumage

Michelle Williams Gamaker

Elan Gamaker

Ernst van Alphen

Margreet Vermeulen

Marlene Dumas

Lidwien van Spanje

Irene Bal

Siobhan Kattago

Floris Cohen

Leticia Bal and Sipke 
Westveen

Patrick Mulders

Gary and Loekie Schwartz

Ursula and John Neubauer

Yaëlle Sibony-Malpertu

Yvonne Törneroos

Véronique Julien
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Reasonable Doubt: Scenes from Two Lives
a feature film and video exhibition project 
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