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Erling Kagge, photo: Simon Skreddernes

As from October 2020 the Fondation Vincent
van Gogh Arles is presenting a very personal
take on contemporary artistic production: that
of modern-day adventurer Erling Kagge. Seen
through his eyes, contemporary art assumes
its role as a compass. Inspiring and accessible,
Erling Kagge’s collection, commenced in 1999,
communicates the vital information at stake in
the world of the visual arts: “A great work of art,”
he says, “is like a thought machine that reflects
the artist’s ideas, hopes, lovesickness, failures,
and intuitions, among other experiences and
emotions.”
Erling Kagge is a Norwegian explorer born in
1963 in Oslo. Famous for having successfully
completed the Three Poles Challenge, reaching
the South Pole, the North Pole and the summit
of Mount Everest, he is also a lawyer, writer,
publisher and collector. He has entrusted Bice
Curiger, artistic director of the Fondation
Vincent van Gogh Arles, with the task of
curating an exhibition of his collection, the main
strands of which reflect Kagge’s enduring sense
of wonder and curiosity in the face of the world.
The Erwin Kagge Collection today encompasses
more than 800 works by artists of different
nationalities and generations – all of them pieces
that have helped Kagge, in his own words,
“to grow”. The collection draws its coherence from
its very diversity: there is nothing coincidental,
therefore, in the fact that it contains objects
playing upon visual perception, such as those
by Olafur Eliasson, at the same time as critical
works such as those by Klara Lidén, which evoke
the notion of (topographical and conceptual)
“underground”.
The exhibition My Cartography: The Erling
Kagge Collection was previously shown at
the Santander Art Gallery (Fundación Banco
Santander, Madrid) and includes work by Diane
Arbus, Tauba Auerbach, Trisha Donnelly,
Raymond Pettibon, Wolfgang Tillmans and
Franz West.

The reflection of an intimate passion, the Erling
Kagge Collection reveals – like the works of Van
Gogh – the importance of artists in their ability
to appropriate and interrogate the world so as
to keep us constantly on the alert.

Exhibition curator: Bice Curiger
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EVERYBODY IS BORN AN EXPLORER:
A CONVERSATION BETWEEN
BICE CURIGER AND ERLING KAGGE
BC: So, you are trained as a lawyer?
EK: Yes.
BC: And you are an outstanding adventurer
and a writer. And you are also an important
businessman...
EK: Yes.
BC: And you are a collector, an important
collector. Can you tell me how this all came
together? I mean, there must have been steps
involved in developing your different activities...
EK: I think it’s very much about curiosity,
about wonder. For an explorer, a lot of things
boil down to “wonder,” which is one of the
purest forms of joy I can imagine. Everybody is
born an explorer, and that spirit of exploration
never goes away. You are gradually corrupted
by family, friends, kindergarten, and school
but it never completely disappears. While you
are alive, all eventualities exist on a kind of
“possibility meter,” which ranges from 0.1 to
99.9% certainty.
If I thought about my life for a while, I might
find some steps or a plan, but to me it kind
of feels like if everything is happening at the
same time. It’s all related: expeditions, being a
publisher, collecting art...
BC: You also became a well-known writer at
a certain stage in your life.
EK: As I said, it’s about curiosity, and also
about making life more difficult than necessary.
I’m a strong believer in the latter. I also worked
as a lawyer for two years and learned a good
deal about seeing things from different sides
and understanding that there is a big difference
between honesty and truth, that there are many
truths. So I don’t see it as a series of steps. I
think it’s all kind of one big thing.
BC: Ok, maybe not steps but something more
like a tree, which grows and...
EK: Yes. It’s more like a tree, a gnarled tree.
BC: So, when exactly did the art start

growing as a branch? When did your interest
in contemporary art start? All this knowledge...
Were your parents close to art or did you
experience some kind of a revelation at a given
moment?
EK: I can still remember the first time I saw
a great piece by a contemporary artist. It must
have been 1976. I was thirteen years old. It was
at the Louisiana, the museum in Copenhagen.
I was with my cousin, who is my same age.
We saw an installation by Richard Long which
consisted of grey rocks arranged in a circle
on the floor. I remember that I thought it was
absolutely pathetic as they were the same kind
of rocks we had all around our neighborhood.
Both my cousin and I laughed, joked, and felt
superior to Richard Long. But some years later
I started to understand there was something
more, and I began to feel curious about what
that was and to understand that art takes time.
That was kind of the beginning of my interest
in art.
At home, we didn’t have much of a relation
to art. My father’s uncle was a painter—a good
painter with no market—and his paintings hung
in our sitting room. When I was eight years old
my parents bought a lithograph by Chagall. I
remember it was this huge thing. My father was
a jazz critic and my mother was an editor at a
book publishing company...
BC: A jazz critic! That’s artistic.
EK: Yes, there was art in that sense, although
not contemporary art specifically. I was very
privileged in the sense that...
BC: And you remember visiting the Louisiana
Museum, that marvelous institution directly on
the seaside.
EK: That was kind of like a summerschool
activity in Copenhagen. But I was very fortunate
in the sense that we had great books at home—
because of my mother’s work at the publishing
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company—and listened to superb music. Also, since my
father was a jazz critic, we went to concerts, and he
invited musicians back home afterwards to play some
more. That was a very integrated part of my youth:
great literature and jazz music. My father considered
that all other kinds of music were a disease—with the
exception of blues and gospel. We never listened to
pop music at home. And we didn’t have a TV.
BC: When was your father born?
EK: He was born in 1933.
BC: It’s a generational thing. You had to be in your
teens when pop music started in the early 1960s...
EK: Yes. However, in general, I still find really
good jazz more fascinating than other genres,
more impressive. I like the whole idea of musicians
improvising and of everybody in the band having their
own solo.
BC: It depends... I mean, jazz today can be so
conventional, with patterns that are just ritualistically
repeated. But I agree: it’s also a pool with immense
possibilities, and intelligence too.
EK: Well, maybe I’m wrong but what I like about
a great jazz concert is that everybody gets a chance
to have a solo, to improvise and compose on the spot,
to make the music feel new each time they play. Of
course, it’s easy to love what reminds me of happy
moments in my childhood. But other genres are also
important parts of my life today: pop, funk, blues,
jazz, classical music... When I was younger I thought
it was a silly idea—just focusing on jazz and not having
a TV or a car—but today I can see that my father was
partly right. To him, it all came down to quality.
BC: Exactly. I also grew up without television.
EK: The consequence is that I now hardly ever
watch TV. It’s a medium that I don’t relate to. There
is an intrinsic lack of fascination in exploring the
world via a screen.
BC: So, how did you develop your collection? When
did you really start collecting? There must have been
a moment when you started to realize that you had
become a collector, not just an art lover who owns or
lives with art.
EK: At first, I didn’t have the money or the time to
buy art, as I was either studying, working, or going on

expeditions. But I kept going to art shows in Norway
and in the different cities that I traveled to. I kind
of followed the art scene in different places. During
those years I bought one piece per year, or maybe
two. Something like that. But in 1995, when I was
living in Cambridge, my girlfriend got pregnant and
I moved back home. I wanted to have a family life in
Norway so I started a book publishing company. It was
a good moment to start because experts at the time
thought the Internet would make book businesses
go down the drain. My goal, in addition to having a
good time at the office, was to earn enough money to
buy a home for my family. After three years I bought
Villa Dammann. I had seen a photo of the house as a
teenager and I loved the functionalistic architecture,
but I never imagined I could afford it or that it should
come up for sale at a time I needed a house. That was
in 1999. And then, after another good year for my
company, I started buying art. I soon found myself
spending all my money on art, and that’s what I have
done ever since. Well, now I have two kids in college
in the United States and a third at boarding school,
so I’m spending money on education, which is very
expensive. But aside from those school fees, I only
spend money on art. I don’t have a summer house or
a big cabin or an expensive lifestyle. I mostly walk and
take the subway to get around.
BC: When you are not out there exploring the
extreme outer limits of civilization, you live and
work in Oslo. Can you look at your collection in a
chronological way, in a way that allows you to see the
tracks you were following?
EK: No, I can’t see much chronology. As a collector,
obviously, you need to train your eyes but you also
collect with your ears and your nose. Ideally, you
should buy better and better works but I’m not sure
it’s that simple. When I started I had a romantic idea
about developing a perfect eye but, as I said, I slowly
learned that you also need to collect with your ears
and your nose. I like to listen to people and somehow
smell what’s going on.
Many of the artworks I enjoy today seemed very
strange to me the first time I saw them; strange and
sometimes beautiful, in the Baudelairean sense of
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“naive, unwished-for, and unconscious strangeness.”
The most common advice I have received as a
collector is to buy what I like, but too many opinions
in the world are about “likes” nowadays. Art is about
something more. I need to stay ahead of my own
taste. I need to be curious, to take risks and gamble
on a wonderful future experience with an art piece
that is new and strange, even incomprehensible. I
follow a similar rule of thumb as when walking to the
poles or summiting the Everest: think ahead, travel
light, and leave your fears behind.
And, of course, a barrier in the art world is
arrogance. As soon as I managed to navigate beyond
that crap I got access to greater works. Early on, when
I was a budding collector, I would walk into galleries
and nobody would even say hi to me. It was very
strange. If you didn’t know anyone, things can be kind
of uphill. You can buy art but it’s difficult to buy great
art by great artists. But then I met Atle Gerhardsen,
a Norwegian gallerist living in Berlin. At the time, he
was running the gallery c/o − Atle Gerhardsen. They
had some super exhibitions. We met in 2002, when
he was showing drawings by Carroll Dunham. I saw
the exhibition but I didn’t buy anything. After a few
months, I regretted my decision and called him up.
Everything was still available, so I bought a drawing.
Then Gerhardsen introduced me to different people in
the art world and helped me get in touch with good
gallerists. I’m very grateful to him for that.
BC: So it really started in Berlin, not in Oslo.
EK: Yes. Berlin has really great galleries and few
keen collectors. That’s a good combination for me.
BC: I would have thought that you started on your
home turf and then slowly...
EK: Well, I bought some pieces in Oslo, but at the
time there weren’t really any galleries in Oslo that
shared my ideas, although a few did an excellent
job. The strange thing is that, since there is so
much money circulating in Norway, things tend to
be very expensive. So it was actually economically
more reasonable to go to Berlin and buy work by an
international artist.
BC: Do you feel close to artists?
EK: Yes, but I don’t collect art to get close to

artists. I collect art to collect art. Getting to know the
artist is just a nice extra. There are many artists who
are both kind and interesting, but time is so limited...
Collecting art to find new friends and build a new life
isn’t my thing.
BC: Yes, there are people who want to become
friends with artists.
I don’t think that is the right approach, as an
artist doesn’t have to appeal to you as a friend. But I
do think the life of the artist, his or her personality,
knowing about the human being, can add another
dimension when approaching the work.
EK: Three or four decades ago, the new boss of
our National Gallery was asked what artist in the
collection she most appreciated and would like to
meet. I remember that she replied Edvard Munch,
and added that she doubted she would have liked him.
I find the latter to be almost irrelevant.
BC: We somehow always want to see certain
coherence between the work and the human being
who is behind it.
EK: Yes, that’s important for me. But the whole
social scene, to hang out with artists who like to hang
out with you because you may buy their works, or
whatever, that’s not so fascinating. But, yes, when
you find a piece by an artist you find interesting and
you then meet the artist, it’s always a great relief
when you feel there is a kind of one-to-one between
the artist and his or her work. I find that to be a very
positive sign. For example, if you talk to Klara Lidén
you see that she is her works. Raymond Pettibon is
also his works and, of course, Trisha Donnelly is her
works. As I say, that’s always an interesting sign. It’s
the same with literature: you can’t really write a book
that’s more fascinating than the person you are. I
know that sounds brutal but, as a publisher, I meet
authors and work with them. Some can be very gifted
writers and all but... are they going to write a great
story? You can often tell how it will all develop just by
talking to them.
BC: You have mentioned Klara Lidén. I found this
picture of you and was surprised to see the similarity
with one of the works by Lidén in your collection:
Untitled (Down).
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Your activities as an explorer, a writer, a human
being, and also as a collector, make me think of you
as someone who is seeking to expand and connect
with hidden dimensions, be they in the social, artistic,
poetic, psychological, or physical realm. Did you buy
Lidén’s work before or after your picture was taken?
The notion of “underground” unavoidably comes
to mind seeing the images, as they literally enter a
whole universe which is completely repressed from
our everyday perception.
EK: I share your fascination. Virtually everything
that happens above ground has its subterranean
counterpart. I had never thought of the connection
between these two works. Both are kind of classical
motives among urban explorers. I bought Klara’s
work in November 2011, while my mini-expedition
with Steve Duncan through the network of
sewers, subways, and water tunnels of New York’s
underground took place in December 2010.
BC: I read in an interview that you have a certain
preference for collecting art with a rebellious or
anarchist attitude?
EK: I might have in the past. That’s probably
something that I meant when I said it, but I have
since changed. To live with art is different in terms
of loyalty than to live with a pet. I stayed loyal to my
cat for as long as she lived. With art, however, my
opinions change.
BC: You probably have a different way of looking
at your collection as a whole now, not consciously
focusing anymore on a certain aspect or accentuating
certain decisions. You don’t need to reflect on your
impulses...
EK: Well, sometimes I think I should be a little bit
more sensitive.
BC: Sensitive in what sense?
EK: That I should think less and experience more.
My head is often flooded with pent-up thoughts and
I’m unable to shut out the world. The present must
be “experienced.” Thoughts are about the past and
the future, and that sometimes feels like noise to me
when I’m seeing a work of art. In a way, inner silence
is the opposite of all of this. It’s about getting inside
what you are seeing or doing, about allowing each

moment to be big enough, whether you are running,
cooking food, having sex, studying, chatting, working,
thinking about a new idea, reading, or seeing art.
Today, when I look at the collection, I realize
there is a strong red line: me. I don’t know if there
is a part of my personality that’s reflected more
strongly in the collection, like my humor, or lack of
such; my lovesickness or lasting love and curiosity; my
anger or aggression or a sense of quiet, peace, and
elusiveness. I think the collection reflects my different
personalities. I also think that to show a collection in
an exhibition—as I’m doing now—is kind of strange.
I’m super positive about it, because it will be done in
a good, serious way, but to show off my art, to tell
people what I have, is something I don’t like to do
more than I have to because my collection is a part
of my personal life. In a way, my collection is like
my home, and I hardly have any interest in exposing
private matters.
BC: But now you are doing it.
EK: Yes. And I enjoy the idea of having a part of
my collection exhibited in spaces I have not seen and
curated by someone I didn’t know until recently and
who initially didn’t know anything about my collection.
I see it all as a huge privilege.
BC: I find it always positive to bring the works out
from storage and have other eyes look at them. Do
you read art criticism?
EK: Not a lot, but I do sometimes — both current
and historical.
BC: I always think the first step for art criticism
takes place when a person other than the artist looks
at the work. Art only exists when someone looks at it.
If you are an artist and the work you create remains
in your studio it’s not an artwork yet. It only becomes
an artwork when it gets out, when it’s seen.
EK: It’s an interesting thought. Does it need to be
perceived to be? Does the moon exist if nobody looks
at it? Or, as many philosophers have wondered, if a
tree falls in a forest and no one hears it, does it make
a sound?
BC: That’s exactly it.
EK: And, of course, today an artwork needs to
have been to an art show, to have been photographed
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and for those photos to have been shared in order to
gain meaning. Art ideally should be shown but...
BC: I don’t know if it necessarily has to be shown
but, for me, communication is important. An artwork
is an object made for communication, although
sometimes it only starts to communicate after two
hundred years. It’s also important for the artwork
to become somehow detached from the creator and
acquire its own life.
EK: Absolutely. In the long run, in the case of my
collection or any other interesting collection, the great
pieces will eventually end up in public collections, and
all the other works will be somewhere else. I know a
lot of the art I have been collecting will not be that
interesting in some years. So, with an artwork, I can
already start to see that it has its limitations. But you
never know; maybe after my death someone will say
that this artwork is interesting and something else
isn’t.
BC: That is the greatness of art. Of course, one
can speculate. As we know, one can buy only for
speculative reasons.
EK: Or you can just buy an artwork for your home,
which is also different. You have some white walls
and a black sofa, so you buy a nice red painting or
whatever. But of course, as a collector, you go way
beyond that.
BC: I know you once owned a Richard Prince which
you then sold.
EK: I have sold three or four works in my life, and
the only reason I did it was because I was offered
ridiculous prices for them. The work by Prince
increased one hundred times in value in four years. I
would have liked to keep it but I valued the cash even
more. One day it will be worth more than what I sold
it for but selling that one painting made it possible for
me to buy many more artworks. Also, I have two or
three other pieces by Prince that are more interesting
than the Nurse paintings.
BC: Do you travel a lot because of your collection?
EK: When I travel I see art shows but I also meet
with publishers and go to bookstores and, maybe,
do something social or some physical activity during
the trip. When I travel I don’t really separate art

collecting, work, and pleasure.
BC: You are not a collector who leans on an adviser
or an advisory board. You just consult with certain
people?
EK: I have never had an adviser. I can see how,
for many people, it can be a good idea to have one—if
they find someone who is really good—but in my case
one of the reasons to collect art is that I want to make
things difficult for myself.
BC: Looking at your collection, it has this really
strong personal taste and view and take, which is
fascinating.
EK: Thank you. For a long time, I was obsessed
with building a great collection, with my budget
becoming a slave to my passion. Yes, I find that to
be absurd—more or less as absurd and irrational as
walking to the South Pole, where the cold, the wind,
and all those steps become a purpose in themselves. I
like to follow my own path. That’s another reason why
I don’t pay an advisor. Of course, the flip side is that
I sometimes end up buying odd pieces that may have
little value in terms of art.
BC: Do you go to art fairs?
EK: Less than I used to. I always go to Art Basel
and I went to Frieze London this year. I had a good
time but I enjoy proper shows so much more than
booths staged for quick sales. Art is about slowness.
Fairs, however, are about speed—they constantly
need more rich people to attend to them. And, of
course, Basel is the best at that. They have a list of
sixty thousand VIPs.
BC: Exactly. Almost everyone must believe they
are “Very Important People.”
EK: Yes. And those sixty thousand persons are
split into five different levels of VIPs.
BC: Exactly. Platinum...
EK: Everybody is a VIP. It’s an interesting idea.
But, having been to many fairs, it seems to me that
collectors long for properly curated exhibitions. It’s
about the pleasure of missing out, of choosing the
slow lane.
BC: At the beginning of this conversation, you told
me about your experience when you were thirteen
years old and you hated that piece...
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EK: I didn’t hate it. I just thought it was stupid.
BC: Is that something that came back to you as
an experience? Are you sometimes irritated when you
think you are sure that a piece isn’t worthwhile and
then, when walking away, it starts to somehow move
in your head?
EK: Yes. I find it hard to love what I understand.
For example, the first time I saw a work by Klara
Lidén—actually it was four works—I just didn’t get it.
That was in April 2010. A few weeks later I began
regretting my decision not to buy her work but by
the time I contacted the gallery it was too late—all
four works had been sold. Learning that a work you
want to buy has already been sold is terrible news
for a collector. Of course, that’s the best possible
experience for an art dealer or a gallerist, as they
know the collector may get hooked on that artist. But,
as a collector, it’s always important to remember that
the artist will be back in his studio on Monday, that he
or she will be making more art. In Carroll Dunham’s
case, as I mentioned before, I saw the show in 2002
and decided to buy his work several months later.
BC: Do you also call artists and go to their studios?
EK: Sometimes, but not often. Maybe I should
become better at that, but artists are easily
disappointed if you don’t buy their work. Also, the
atmosphere can turn strange in a studio when an
artist feels it’s expected that they explain his or her
work.
In that respect, it’s nicer to meet for lunch or in
a bar. I remember when I went to Alex Hubbard’s
studio with the gallerist Eivind Furnesvik. It was
before he had a proper gallery and it was interesting
to see how he worked and to be able to buy some of
his work early on.
BC: Do you have rules? For example, do you have
a limit for the amount of money you invest in a single
piece?
EK: No, no limits. I don’t think about collecting
as an investment. I think of it more as a form of
consumption. If it were an investment I would have
done things very differently. I would have bought
more expensive art, more established art, and I
would have diversified into real estate or whatever.

Business-wise, I don’t think what I do makes much
sense. Obviously, I like a good deal, and I sometimes
think about a purchase in financial terms, so that is a
part of the equation, but many of the works I buy are
not very likely to become trophy works in the market.
BC: A lot of your art comes from a younger range
of artists, and of course the younger artists are always
those who have the wish to bring in their generational
view, their fresh view of the world. Do you also read
related books, whether in philosophy or literature
or...
EK: I read all the time, and we are all a part of what
we have met. I just read a short story by Borges this
morning. It’s called “The Garden of Forking Paths.”
I had read it before, many years ago, but it’s even
better than I remembered. I underline everything that
I want to reread. There is this quote: “A book whose
last page was identical with the first, a book which
had the possibility of continuing indefinitely.” That’s
a great idea.
BC: It’s a loop!
EK: I once saw an art piece based upon that same
principle. As long as you read interesting stuff, it
definitely helps when it comes to collecting art, to
understanding what is going on.
Listening to the same music, reading some of
the same stuff, seeing the same movies as the artist
I collect is an advantage. That explains why I don’t
collect Chinese art, for instance. I went to China
around the year 2000 and looked at art. I had the
idea of starting to collect Chinese art, but I didn’t get
it. When I returned home I understood that, what I
liked, I enjoyed for the wrong reasons. I liked what
reminded me of Western art. I obviously missed out
on great opportunities but it just didn’t feel right to
collect art made by artists with whom I share few
common experiences. I should have tried harder.
BC: So you collect works by European and American
artists.
EK: Mostly European and North-American artists,
but also from Latin America and Asia. Nowadays, I’m
trying to buy a little bit more Japanese art because
I think the new generation in Japan is doing great
stuff. But I have been too slow. I should have done
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better. Although in Japan contemporary art seems a
bit underappreciated by the Japanese, which again
makes it easier to collect.
BC: Do you sometimes buy without seeing the
original?
EK: Yes.
BC: Just with an image?
EK: I try to get more information. I will usually
know someone in the city where the work is sold who
will take a look at it as a favor, and then I also talk to
the gallerist. To buy a Raymond Pettibon from a jpeg
is definitely not ideal, but he used to live in L.A., and
that was too far to travel for each of the twenty-eight
works I bought.
BC: There are some works that are very hard to
photograph.
EK: Yes. Hardly any photo will give you a fair
impression of a piece. Some years ago I dated
online—it has some similarities. To buy a Tauba
Auerbach from a jpeg doesn’t make sense, but I have
a demanding job, I love the outdoors, and I have
three great-looking daughters to look after, so I’m a
bit short on time. That’s why I sometimes ignore the
common wisdom that dictates that art should be seen
in person.
BC: Are you afraid of falling into the traps of
fashion and hype?
EK: No.
BC: The auction houses have established a race,
always hitting new records. Is that affecting collectors
in their activities?
EK: Yes, but not only collectors. Gallerists, media,
and museums are sailing onboard the same ship. It’s
surprisingly common to believe the market is right,
when the truth is that the market has been wrong on
women, artists of color, and artists from beyond the
European-American territory for centuries.
BC: Are these auction houses, which are so efficient
in creating “hit parades,” replacing a deeper, more
binding intellectual exchange on what is relevant
today in art?
EK: There is no doubt that auction prices
substantially affect the way art is defined and
shown. Critics, museum directors, and curators

were once the art world’s trusted tastemakers. Now,
mega-collectors, a select few advisors, dealers,
gallerists, auctioneers, important institutions, and
super-curators have become the most important
tastemakers. And almost all of these people know each
other, have dinner with each other, and occasionally
even sleep together, so it’s very much an insider’s
milieu.
BC: Are we then living a time of artistic-value
crisis?
EK: I don’t think so. The art communities are so
much bigger than the commercial markets. Although
the latter is slightly corrupted, the former should be
fine.
BC: You obviously love scouting for young or
unrecognized talents, and you do this incredibly
well. However, in a globalized world we depend
much more on secondor third-hand choices and
information. There are now many new risks to face,
like misunderstanding a cultural background or being
led by projections or an exotic romanticism. How do
you deal with this?
EK: I find it difficult. There are so many things I
don’t get. Sometimes it’s an advantage to live in Oslo,
a little bit off the zeitgeist, where I don’t have to hear
about every trend. It may sound strange to say this in
a catalog for an art exhibition but the best things in
life don’t have lasting forms.
BC: The art world has changed enormously in the
last thirty or forty years. Some people even use the
term “art industry” now. After all we are industry, we
eat industry... Are you still an optimist on the whole?
EK: Yes. The world is becoming increasingly
industrialized and the growth of wealth has morphed
the art market into another industry, a lifestyle of
sorts where, for some, what gallery you buy from is
as important as who the artist is or the work you buy.
But, as you say, I’m an optimist by choice. One reason
is that, throughout history, big pessimists usually
have been wrong. The other reason is that, today,
our world needs more optimists. And, overall, I think
it’s good for the economy that rich people waste their
money and keep it in circulation.
BC: Every collector somehow reveals her or his
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personality through their collected works, which give
a more differentiated and personal insight on the
collector than one might be aware of. The title of this
exhibition, My Cartography, which obviously refers to
you being an explorer, and not just an art collector,
brings to mind the notion of “knowing yourself.” Does
the activity of collecting offer you—and all of us—a
pleasurable way to know yourself and the world
better?
EK: Yes, I think it does. To get to know yourself
and to make use of your full potential are important
parts of the meaning of life. I believe in such advice,
which has endured for more than two-thousand years.
BC: An adventurer is a lone wolf. Are there
similarities with the collector’s psychological profile?
EK: Maybe. There is a willingness to be prepared,
to not give up, to stay curious, and to wonder. And, of
course, you have to understand that you have to take
one step at a time—even a mouse can eat an elephant
if it takes enough small bites. The challenge lies in the
desire to do so.
BC: One aspect that makes people working in
museums jealous is that private collectors don’t
have to justify their decisions to a board or to their
public backers. But, on the other hand, that gives a
touch of frivolity to private collecting, as if it were an
activity based on frantic decisions that can be made
“unthinkingly.”
EK: I think that frivolity is part of the beauty of
being a collector. I can make my own decisions,
good ones and not-so-good ones. Collecting is not a
democratic effort.
BC: I’m sure each work in your collection has a
personal history behind that’s related to how and
when you encountered it. These artworks must have
somehow become part of your biography, that’s why
one is always puzzled about people who sell their
entire collection without much of an explanation. In
such cases, the first question that inevitably comes to
mind is if it’s about greed or if the collector is broke
or immersed in some sort of personal crisis, like a
divorce. Somehow, we expect people to be faithful to
their habits and not change them like an old hat.
EK: Sometimes it’s because of greed. Other times

it’s stupidity or lack of respect. Or it can be all three
things at the same time: your mother or your father
has been battling for years to purchase art pieces they
have fallen in love with, stretching their budgets and
somehow writing the family’s biography, and then
you sell it all as soon as they are dead. And, since you
are probably in a hurry, you don’t even get a good
price. On the other hand, if you go broke and have to
choose between your home and your art it may make
sense to keep the former.
BC: Would it be rude to ask about your plans for
your collection in the future?
EK: Not at all. I don’t have any. I like to think
the great artworks will eventually end up in great
institutions while all the other works will end up
somewhere else.
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PRESS IMAGES WITH CAPTIONS AND CREDITS

OLAFUR ELIASSON
Striped Eye Lamp, 2005
Color effect filter glass, wire, 60w light bulb, and tripod
305 × 90 × 90 cm, Éd. 3/10 + 2 ÉA
© Olafur Eliasson, Tanya Bonakdar Gallery, New York
Photo: Andrés Valentín

ELIZA DOUGLAS
Nothing but Fog, 2017
Oil on canvas, 210 × 180 cm
The Erling Kagge Collection, Oslo
Courtesy of Air de Paris, Romainville
Photo: Ivan Murzin
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JIM LAMBIE
Canis Majoris (Carbon Twelve Remix), 2008
Aluminum, photographic transfer, and mirrors
320 × 465 × 158 cm
The Strokes (White/Wine Version), 2008
White and wine-red vinyl tape, dimensions variable
The Erling Kagge Collection, Oslo
Sonic Reducer 18, 2008
Concrete block and album covers, 52.5 × 52 × 54 cm
The Erling Kagge Collection, Oslo
Photo: Gerhardsen Gerner

JOSH SMITH
Untitled (OSLO 06), 2013
Oil on board, 152 × 122 cm
The Erling Kagge Collection, Oslo.
Courtesy of STANDARD (OSLO), Oslo
Photo: Vegard Kleven
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TORBJØRN RØDLAND
Untitled, 2009-2014
C-print on Kodak Endura paper
45 × 57 cm
Ed. 3/3 + 1 AP
The Erling Kagge Collection, Oslo
Photo: Stein Jørgensen

KLARA LIDÉN
Self Portrait with the Keys to the City, 2005
C-print, 60 × 42 cm, Ed. 3/10 + 1 AP
Courtesy of the artist
and Reena Spaulings Fine Art, NY/LA
Photo: Farzad Owrang

Portrait of Erling Kagge
Photo: Simon Skreddernes
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THE FONDATION VINCENT VAN GOGH ARLES
FULFILLING VINCENT’S WISH

“And I hope that later on, other artists will emerge in this beautiful part of the country.”
Letter from Vincent to his brother Theo (Arles, 7 May 1888)
The Fondation offers a unique approach to Vincent van Gogh in exploring the resonance of his art and
thinking with the work of artists today.
Vincent’s art reached its pinnacle during his stay in Arles from February 1888 to May 1889. Beginning in
1983, likewise in Arles, Yolande Clergue invited contemporary artists to donate a work to pay homage to
Van Gogh. Thanks to patron Luc Hoffmann, in 2010 a public utility foundation was established. The City of
Arles placed at its disposal the Hôtel Léautaud de Donines, a prestigious fifteenth-century residence which,
following its renovation by the architectural agency Fluor, opened in 2014 with over 1,000m2 of exhibition
space. The Fondation’s resolutely contemporary bias is underscored by the integration within the complex
of two permanent artworks by Raphael Hefti and Bertrand Lavier.
All year round, thanks to partnerships established with public and private collections, the Fondation
presents one or more original canvases by Vincent van Gogh, in company with works by leading contemporary
artists such as Yan Pei-Ming, Roni Horn, David Hockney, Urs Fischer and Alice Neel. Also on display are
works by the nineteenthcentury masters who inspired Vincent, primarily Jean-François Millet and Adolphe
Monticelli. In addition to monographic and thematic exhibitions, the Fondation hosts extramural symposia,
which examine changes and developments in the arts and artistic techniques in Van Gogh’s own day, as
well as Vincent’s affinities with other artists and forms of artistic expression. Art mediation and educational
programmes are also key areas of focus for the Fondation, which seeks to bring visitors even closer to the
artists and themes presented, for example through guided tours and activities tailored to different publics,
as well as through workshops held in schools in Arles and the surrounding area. The Fondation shop,
conceived as a luminous, colourful and iridescent link between the original building and its contemporary
interiors, welcomes visitors in the bright and clear light so dear to Van Gogh.
The Fondation fulfils Vincent’s wish to create in Arles a place of reflection, fertile production and stimulating
dialogue between artists.
“Then, as you well know, I love Arles so much […].”
Letter from Vincent to Theo (Arles, 18 February 1889)

Entrance gate Vincent (2014) by
Bertrand Lavier
© Fondation Vincent van Gogh Arles ;
FLUOR architecture
Photo: Flavia Vogel
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LIST OF EXHIBITIONS HELD AT THE FONDATION
VINCENT VAN GOGH ARLES
Since its opening in 2014, the Fondation has exhibited more than 60 paintings by Vincent van Gogh, thanks to partnerships
with public and private collections (in particular with the Van Gogh Museum Amsterdam, the Kröller-Muller Museum in Otterlo
and the E. G. Bührle Collection in Zürich). 47 drawings and one original letter by the artist have also been exhibited.

04.04 – 31.08.2014
Van Gogh Live ! Inauguration with Guillaume Bruère,
Raphael Hefti, Thomas Hirschhorn, Gary Hume,
Bethan Huws, Bertrand Lavier, Camille Henrot,
Fritz Hauser, Elizabeth Peyton
Curator: Bice Curiger
Van Gogh – Colours of the North, Colours of the South
Curator: Sjraar van Heugten
20.09.2014 – 26.04.2015
Bertrand Lavier, L’affaire tournesols
Curator: Bice Curiger
Yan Pei-Ming, Night of Colours
Curator: Xavier Douroux
12.06 – 20.09.2015
Van Gogh Drawings: Influences and Innovations
Curator: Sjraar van Heugten
Roni Horn, Butterfly to Oblivion
Curator: Bice Curiger
Tabaimo, aitaisei-josei
Curator: Bice Curiger
11.10.2015 – 10.01.2016
David Hockney, The Arrival of Spring
Curators: Gregory Evans & Bice Curiger
Raphael Hefti, On Core / Encore
Curator: Bice Curiger
13.02 – 24.04.2016
Très traits, with Eugène Leroy, Christopher Wool,
Andreas Gursky, Silvia Bächli, Adrian Ghenie,
Roy Lichtenstein, Isabelle Cornaro
Curator: Bice Curiger
Saskia Olde Wolbers, Yes, These Eyes Are the Windows
Curators: Bice Curiger & Julia Marchand
Giorgio Griffa
Curator: Bice Curiger
14.05 – 11.09.2016
Van Gogh in Provence: Modernizing Tradition
Curator: Sjraar van Heugten
Glenn Brown, Suffer Well
Curator: Bice Curiger
01.10.2016 – 29.01.2017
Urs Fischer, Mon cher…
Curator: Bice Curiger

Alice Neel: Painter of Modern Life
Curator: Jeremy Lewison
Rebecca Warren
Curator: Bice Curiger
07.10.2017 – 02.04.2018
La Vie simple – Simplement la vie / Songs of Alienation
with Pawel Althamer, Jonathas de Andrade, Yto Barrada,
Andrea Büttner, David Claerbout, Sanya Kantarovsky,
Jean-François Millet, Nicolas Party, Dan Perjovschi,
Juergen Teller, Oscar Tuazon, Vincent van Gogh
Curators: Bice Curiger & Julia Marchand
21.04 – 28.10.2018
Hot Sun, Late Sun. Modernism Untamed
with Adolphe Monticelli, Vincent van Gogh, Pablo Picasso,
Germaine Richier, Alexander Calder, Sigmar Polke,
Giorgio De Chirico, Joan Mitchell, Etel Adnan, Sun Ra
Curator: Bice Curiger
Paul Nash. Sunflower Rises
Curator: Simon Grant
17.11.2018 – 10.02.2019
The Autumn of Paradise. Jean-Luc Mylayne
Curator: Bice Curiger
James Ensor & Alexander Kluge: Dark Centuries
Curator: Julia Marchand
02.03 – 20.10.2019
Niko Pirosmani – Wanderer Bewteen Worlds
Curator: Bice Curiger
Vincent van Gogh: Speed & Aplomb
Curator: Bice Curiger
Vincent van Gogh: The Return of the Sower
Curator: Lukas Gloor
16.11.2019 – 13.04.2020
... et labora
with photographs from the Ruth + Peter Herzog Collection,
works by Mika Rottenberg, Yuri Pattison, Emmanuelle Lainé,
Andreas Gursky, Michael Hakimi,Thomas Struth, Liu Xiaodong,
Cyprien Gaillard and Provençal ex-votos
Curator: Bice Curiger
28.06 – 13.09.2020
Complicity
Roberto Donetta (1865-1932) with Natsuko Uchino, Rose
Lowder, Cyprien Gaillard and Provençal ex-votos, with the
florist Marie Varenne and Square Saint-Pierre au coucher du
soleil (1887) by Vincent van Gogh
Curators: Bice Curiger & Julia Marchand

04.03 – 17.09.2017
Calm and Exaltation. Van Gogh in the Bührle Collection
Curators: Bice Curiger & Lukas Gloor
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MY CARTOGRAPHY
THE ERLING KAGGE COLLECTION

FONDATION VINCENT VAN GOGH ARLES
35ter rue du Docteur-Fanton
13200 Arles
T. : +33 (0)4 90 93 08 08
contact@fvvga.org
www.fondation-vincentvangogh-arles.org

PARTNERS
The exhibition is taking place in partnership with
Fundación Banco Santander, Madrid
The Fondation Vincent van Gogh Arles is thankfull
for the support of:

Banque Populaire Méditerranée

OPENING TIMES
From 3 October 2020 to 28 March 2021:
Fondation and bookshop open
from Tuesday to Sunday, from 11am to 6pm.
Last admission at 5.15pm.
ADMISSION
From 3 October 2020 to 28 March 2021:
Full rate: € 9
Tarif réduit : € 7
Students: € 3
Free admission: under 18, persons in receipt of
the statutory minimum income, disabled visitors,
museum curators, ICOM members, tour guides
and journalists
Admission free for all on the first Sunday of the
month

Blackwall Green

HEALTH PRECAUTIONS DURING YOUR VISIT (SUBJECT TO CHANGE):
Wearing a mask is compulsory during your entire visit.
The number of visitors is limited to 60 people per hour.
We are selling tickets on the spot however we recommend that you book online.
For your purchases please use a credit card if possible.
Please keep your distance and respect the tour directions signposted.
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PIERRE COLLET | IMAGINE
T +33 1 40 26 35 26
M +33 6 80 84 87 71
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