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Polarisation Paintings : 16 stuks onderverdeeld in 2 werken van 8 stuks
		  8 stuks 42 x 94.5 x 1.5 cm
		  8 stuks 42 x 79,6 x 1.5 cm
		  aluminium - lak - vernis







Polarisation Painting : ultramarijn-blauw 181 x 93 x 1.5 cm
aluminium - lak - vernis
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The brain of the Panic Zone - Sit-In Blackspace - 2006
Werd reeds getoond op verschillende plaatsen : 
	 Fabiolazaal Antwerpen, winnaar prijs Provincie Antwerpen
	 Villa Jelmini, Kunsthalle Bern, curator Philippe Pirotte, Ode aan Harald Zeeman, Villa Jelmini
	 Floods, curator Gianluca Ranzi, Bergamo, Milan



Polarisation Paintings / Conflict Paintings with Anfractuosity/ Noise Paintings
 
At first sight Boy and Erik Stappaerts’ output is all about colour that has been compacted into strict patterns that relieve 
the work of any traditional narrative function. White and black aid and abet as they underscore, frame and emphasise 
these chromatic impulses. While there is a riot of colour, none has been chosen at random: each is the result of a precise 
and unflinching decision-making process. Shades between black and white insert nuances into the vast chromatic scales 
that BES deploys. While the works look like they might have emerged from a virtual or digital dimension, they are nigh im-
possible to produce by industrial means: each piece demands skilled hands and a thorough understanding of materials to 
bring it into existence. In BES’s works, the colour is embedded in a rich lacquer finish that can make it sing like a jewel in a 
Van Eyck painting.

When black is the only tone in an artwork, it still indicates light’s omnipresence: discrete spots reflecting off a curled 
black object in a darkened space reveal the presence of a complex presence. One might think of the specks of the eyes 
of a black cat in the shadows of a corridor in a Dutch 17th century interior painting that an eager guard at the Mauritshuis 
might want to point out to visitors. The barely visible light transfers the view of the sculptures into an in-between space, 
where it hovers, seen and unseen, on the threshold between the second and third dimensions. It is clear that BES is deep-
ly interested in perception.

On the eve of their pick-up, Boy and Erik Stappaert’s latest large-scale Polarisation Paintings are borne up on trestles, 
facing the car lacquer plant’s arched ceiling. The room-sized drying cabin has been switched off for the day and the dust 
particles are starting to settle. Any stray flecks that found their way into the lacquer will be sanded out in the morning and 
the varnish buffed to a shine in time for the paintings’ seaward journey.

Now you can lean over and look at the colours: the pattern’s fault-lines distort your Narcissus reflection. The colours in-
sist on taking over. The pattern is embedded beneath the aqueous surface, like scales on a giant fish or even a school of 
them, frozen still, twenty meters deeper. A Hiroshige waterfall also comes to mind, especially with the smaller blue one, 
that hovers between a cobalt and royal hue. Like the Japanese printmaker’s waterfalls, it grows darker towards the edges, 
but the association stops as soon as it starts; it doesn’t quite stick. The mind is released into further speculation on the 
works’ unyielding stillness.

However much you’d like to enter Boy and Erik Stappaerts’ works with your mind, and become absorbed by their rich co-
lours, something pushes you back. There is something about their radical tonal clarity and their pristine, high-gloss finish 
that keeps you at a distance. The strictness of the patterns speaks of an almost military discipline. There are no 2D depic-
tions that evoke 3D spatial experience, and in its abstraction, apart from up, down, left and right, there is no specific hier-
archy to organize the composition and dictate an order of viewing. Reflections of the space shimmer across the works, 
but the pure colour really vies for your attention. Your eyes skim the surface, try and fail to take it all in. The works are like 
Miles Davis on stage, who, mid-solo, often broke the cardinal rule of performance by turning his back on his audience. Did 
it make them listen more closely? Does the lack of an overt narrative ‘hook’ in these works free us up to take in more of 
the colour?

The Conflict Paintings offer horizontal bands of pure colour. There would be no use in trying to name them; they work as 
interrelated ensembles in which each colour performs a specific role in relation to the others. In the Polarisation Paintings 
patterns of equivalent units appear, of shades of a single hue, that are mapped out in a state of brilliance. They are almost 
too perfect. The burgundy rack that stacks panels ranging from cadmium to deep burgundy introduces a spatial element, 
but in the viewer also stimulates the sensitivity required for subtle differentiation. The Noise Painting is a study; it is dif-
ferent from the others, being unvarnished, but its matte surface is even. It, too, offers little to hold onto; the three layers 
of the same motif in increasing size do create a kind of depth, but the interaction between the black and blue forms over-
rides it like white noise.  

A spider lowers itself onto the middle of the large Jade Polarisation Painting. It moves across it, with some hesitation. Do 
its legs feel the difference between the colours, or the difference in height between those parallelogram lozenges? Every 
shade of green requires its own number of layers of lacquer in order to reach the optimal intensity. BES calls it painting 
in three-dimensions. While the works suggest movement and direction of all kinds, sometimes suggesting they could 
stretch on into infinity in another dimension, they are at the same time painfully immobile, caught as they are in the iconic 
status of images that BES favours. Every work is a clearly articulated aesthetic statement, static for all its vibrancy. There 
is the paradox. 

And yet, the pattern appears to be skimming upwards to the left, contrary to a Western viewer’s natural tendency to read 
from left to right. Here it feels like a cat’s fur is being stroked backwards. In combination with the choice of jade, a colour 
that is likely to call up different associations among Western and Asian viewers, the work appears to be questioning our 
deep-seated habits of viewing, while the labour-intensive process of making the paintings is reminiscent of the patience 
required to sculpt a piece of jade. The jade Polarisation Painting is a prime example of how variation, for example in a pre-
cise selection from the chromatic scale, can unlock swathes of potential meaning in a pre-established series, just as vari-
ous layers of aromas can emit over time from a cup of tea of the finest quality.



A little stretch of the imagination makes the spider on the Jade Painting become a water strider. You expect to see circles 
of tension where the legs push into the watery surface, but it is taut. The varnish has set; viscosity is an illusion, but not 
completely, as we know lacquer can take months to dry completely. Sink to your knees and you will see the edge of the 
painting and its surface quiver in fragments like a fata morgana above a hot road in the distance, with the edge like the 
band that cameras capture at the point where a mass of water meets the air. From its thinnest sides the works evoke a 
zone of filmy transition between substances. Various dualities of this kind exist in BES’ work.   

The Romantic German composer Robert Schumann  (1810-1856) had two alter egos, to whom he ascribed authorship for 
various passages of his compositions.  Florestan was the more active and temperamental of the two and Eusebius’ mel-
odies were more passive and sedate. Boy and Erik Stappaerts is also a single artist who goes by two names. Boy is the 
inspired, Romantic side of his artistic personality and the more business-savvy partner is Erik. Unlike Robert Schumann, 
Boy and Erik Stappaerts’ works are always signed with the double name. The acronym BES seals their identity as the cor-
poration that offers a (fictional) virtual environment, the Pentagronium, in which users can customise their surroundings 
with elements of BES’ work. It is like a generator of images and objects.

            ‘You simply have to shape your world,’ the artist grins when miraculously obtaining fresh steamed milk for his coffee 
at a museum café. In BES’ work that attitude is a matter of extreme earnestness and dedication. This insistence on specif-
ic details, bordering on the compulsive, is at the centre of his work. It’s about making choices: not any choice for the sake 
of getting somewhere, but radical choices that stake out a position. There is a sense of peace in this, even if it means one 
has to go to great lengths to achieve it.

For the Conflict Paintings, BES produces complex colour charts consisting of multiple colour variations of colour that 
have been carefully mixed, in varying widths. The vertical sequence is of importance at this sampling stage; with notes 
written on torn bits of masking tape he indicates which sections are to be taken as the basis of a conflict painting. These 
strips are the D.N.A. of the paintings: the selected colour groups are joined together and the bands are stretched to the 
limits of the rectangle of aluminium. Stappaerts never assigns fixed meanings to his colour choices, but he does draw 
widely on his own experiences. A compelling visit to a world class museum may stimulate him to cut the design of a con-
flict painting in two, with a diagonal, thereby doubling the number of colours in the painting.

Similarities can be found between BES’ way of dealing with colour and Albert Munsell’s three dimensional colour tree: it 
has a central axis rising up from black to white with all the gradations in between. The spectrum fans out according to the 
colour wheel at its base, with each colour mixed proportionately as it branches out towards the brightest and most sat-
urated hues. BES confesses he would be unable to return to oil painting on canvas, so accustomed has he grown to the 
precision and brilliance afforded by the chemically mixed lacquers on aluminium. The Munsell tree is also continually up-
dated to include new pigments. It codes colour with numbers on a decimal scale, relieving the world since 1898 from the 
cultural and linguistic subjectivity of colour names. The Munsell company reminds its customers on its website that there 
are three elements that determine colour vision: the quality of the material or pigment, the quality of the light and the view-
ing abilities, or quality, if you like of the viewer. You do question your seeing abilities when you look at the Conflict Paintings 
in daylight, and then later at night, when you find yourself responding to entirely different colours.

The often violent matches of the coloured bandwidths can be read on a parallel with organising principles in society: dif-
ferent groups or factions of people often choose to identify themselves with particular colours; they then clash or com-
pete for prominence over others. In the Conflict Paintings these dynamics are squeezed into the confines of the painting. 
The Polarisation Paintings evoke processes of consensus in society and perception: polarisation in sociological terms 
relates to confirmation bias and also the way an individual tends to change their opinion according to those of the group 
they have may have only recently joined. Racial polarisation refers to the way people of varied ethnic descent can in 
some situations separate out into far narrower factions. In BES’ works, colours appear to contaminate each other simply 
by being placed along side each other, yet they highlight the (visual) effects of aspiring to absolutes. The determination 
to choose one colour over another is a positive act – and yet it is also one of exclusion. BES’ practice highlights the dou-
ble-edged sword of power and makes it palpable in a way that is both unsettling and alluring.                                      

Kate Christina Mayne, Antwerp, May 2015
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Polarisation paintings 2014 - Boy & Erik Stappaerts

Eight aluminum panels (42 x 94.5 cm and 42 x 79.6 cm) spray painted lacquer + varnish (carpaint procedure).



Polarisation paintings 2014 - Boy & Erik Stappaerts

Eight aluminum panels (42 x 94.5 cm and 42 x 79.6 cm) spray painted lacquer + varnish (carpaint procedure).
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Solotentoonstelling bij Ronny Van de Velde Gallery - 2015
‘The known and the unknown’



Solotentoonstelling bij Ronny Van de Velde Gallery - 2015
‘The known and the unknown’



Solotentoonstelling bij Ronny Van de Velde Gallery - 2015
‘The known and the unknown’
Polarisation Painting 216 x 137 cm



Solotentoonstelling bij Ronny Van de Velde Gallery - 2015
‘The known and the unknown’
Conflictpainting with anfractuosity 128 x 41 x 1.5 cm



Solotentoonstelling bij Ronny Van de Velde Gallery - 2015
‘The known and the unknown’
Noisepainting 33 x 33 x 3 cm





     








 
 
 
 
 
 
 
 
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

 
 
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


 
 
 


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
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 
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 
 


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 
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
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 
 
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
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
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
 
 
 
 
 
 
 
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
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 


 
 
 


 
 
 
 


 
 


 
 
 


 
 
 


 
 
 


 
 
 
 


 
 
 


 
 




 
 
 
 


 
 
 


 
 
 


 












