Aus: Flash Art, November/December 1997

\ - ,
- a1

From bkefl o right: Cornelia WitimanUdine GGoldberg, Kunstlerportraits, 1995, Julls Msngobd, Untitled, 1994,
Corneliin Wittman, Vergrisserungen, 1994,
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Aperto: Munich Projections

Sabine Dorothée Lehner

“Aperte” ix a Flash Ant “virfwal” exhibition, curated to highlighs the art currently being shown in a particular ciry or region. It will soon
be available for viewing on Flash Art’s upconning new Web sire.

Simce 1995 the Bavarian moc-
wopodis has had o new “emblem”™
agnalling artistic revival: Jo-
mthan Borofsky’s 17-meter-high
Walling Man. a highly stylized
pant fegure made of white plastic
mirond of the main building of the
Munich Re-Insurance Company,
anding through the old poplar
trees along Leopoldstrasse,
preparing 1o cross Munich's
Ineliest boulevard with a grean
lnging stride. The positive
energy emanated by this mo-
mmental sculplure scems symp-
matic of the city of Munich as a
while - even [illeen years ago the
cily’s an scene was thought to be
wapped in a traditional and
provincial time-warp. Unlike
Cologne or Berlin, Munich
seomed o be resting on the laerels
of a more fruitful past. The
amosphere of the city was not
especially stimulating for young
artist=. But in the mecantime
Munich scems 1o have awoken
refreshed, like Sleeping Beauty.
from ils artestic slumbers.
Folbowing are thoughts on a
few exponents of a peneration of
voung artists, bom between 1956
and 196%. They all share a
pronounced individuality and a
strang aflislic ohetinacy. which
does not, despite their many
alflinities, justify their beimg
lumped together inoa “group.” As
a mela-theme we might identily
the cross-media idea of “pro-
Eetion.” m tenms of both form and
content, M}' '\}'Illpllllllulil_' ah-
servalions are pri::r:nrll}' Lon

centrated on the ficlds of sculp-
ture, spatial installation, and con-
cepiual photography .

Julia Mangold (19%66) works
almost exclusively with alloyed
sieel, whose surfaces she treats
with acid. Through this unusual
process of patination, the artist
draws colors and strectures from
the brintle material, creating al-
maost painterly effects al random,
A final sealing of the surface with
a functional layer of wax has the
ennobling effect of lending the
hardness and the angular weight
of the steel a sensually soft, al-
Mol SUMpPlucus Surs, a certain
undefined spaciousness. With her
limited reperioine of cubic forms,
the artist restricts hersell ab-
solutely 10 right-wnghes amd sirict
rhythms, The consistent reduc-
tiom of her sculplures evokes
minimalist archctypes, making
the viewer think initially of Judd
and Serra, but Julia Mangold
goes o way that is very much her
own, One special case is the secl
panels in a syuare formal, which
the artist describes as biographi
cally motivated “devotional pic-
tures,” The “stec] pictures™ pos-
sess @ mysterious and energetic
rdiance, and embody an inten-
sive artistic dialoguwe, but they al-
=0 prompt thoughtful projections
on the part of the viewer,
Although an enoomous amount of
strength is required for the treat-
ment of the tough seel, and the
material itself implies robusi
durability, one important point
for the artist ix the avoidance of

heroic proportions and exaggeral-
ed drama. With the human scale
she has chosen, Mangold estab-
lishes a deliberate countenpoint Lo
pessible macho demonstrations
of power,

Albert Weis (19%G9) creates
spatial imerventions connected o
the idea of projection, both fior-
mally and in the content of his
waork. In an installation shown re-
cently in the Munich gallery
Kistring/Maier (a former scul-
plors” studio), Weis had projected
the tall workshop windows (o
scale in mirmored glass on 1o the
opposite wall of the space. In the
context of this “new opening™ in
the wall, the outside world was
immduced into the intemal space
and the viewer was brought “into
the picture,” Internal and external
were compressed in the tradition-
al theme of the mirmor: a number
of levels wene superimposed, and
the theme of projection of the
window on the wall was lent
wilded potency by the rellecting
material, The “miror prnciple”
had a dual function, being both
working material and a metaphor
for reflection.

In the installation Transgfor-
mer, which was shown last year
in Munich’s Egyptian Collection,
eight ximilar — but nod identical
— radistors wene given an alien-
ated appearance with the applica-
tion of a semi-transparent ool of
paraffin, and st up in a linc. The
comting, with itx twolold meaning
— as zeal and protection —
established a correspondence.
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both visually and in terms of the
content of the work, with sar-
cophagi. The silent phalanx of the
radiators ironically conjured up
an Egyptian atmosphere. The
coating of wax meant thal vana-
tions in the details of the radiators
— such as traces of wear, age,
manufactune — were sirategically
ersed, Oscillating betwesn ob-
ject and abstraction, structurd su
perimpositions were presented in
sculpiural form,

Brigitte Schwacke { 1956) has
been working as a sculplor with
thim iron wire for en years. From
this tough yet fragile matenial she
creates Tascinatingly airy vol
umes that are barely representa-
tional, and which are nol rooted
sculpturally to the floor, The
weightless constructions nesem-
b the: spatial progection of lines,
“threc-dimensional drawings.”
whose calligraphically rhyihmi-
cal outlines pull in the surmound-
ing space. In their transparency
and balanced lightness, the wine
forms, with their emphalic strsc-
twres, express both vulnerabiliy
and a certain tense energy.
Themes often formulated in the
works include architcciural frag-
ments and “anatomical set
pieces™ as graceful essences of
form. Adopting a more content-
related approach are the group of
wiorks entithed LMN A4 consisting
of a number of crocheted “wire
pactures” in a stonda .
formal. The conceplus . -
this highly diverse 11w i
variations is Team ¥ 0
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the woven metal pieces are
“ordered” from friends and
acquaintances of the amist, who
are given precise instructions
about needles and lengths of
thread, She herselfl retreats 1o the
mde of “employer” and curator of
her subthe project. Fundamentally,
the poetical experimental ar
rangement of the compasite work
also represents a multi-layered
reflection on the definition of
authorship. The delicate lextures
of the crochet-work are stanlingly
different in their individual
“signatures.” They have the
substitute character of coded
portrails,

Munich-based, Dutch artist
Nol Hennissen | 1964) created the
el bectually comples. installatbon
Rawm 258 (Room 258) which
consisted of white painted
rectangles on two facing walls -
mounted paraliel on sieel bars -
thal surprisingly acted as hidden
“sources of color.” On the wall
ard the places where the wooden
panels were held apan from one
another, mysternious colored
patches appeared as ephemeral
“light-pictures.” glowing im-
materially in a very strange way.
The solution o the nddle lay in the
fact that the wooden pancls on the
suke facing away from the viewer
were painted monochrome with
acrylic paint, and radiated distinet
“colour shadows™ on the projec-
tion-surface of the suroundings,
The spatial anchoring in the
orthogonal framing sysiem of a
scaffolding gave the plain and
ascetic environmen! the be-

nevolently britthe radiance of an
unpretentious acsthetic ex-
penence. In his spatial interest in
absiract harmony, Hennissen
distinctly secs himsell as a
sculptor. Although they work
intensively with model and
depiction in their own way, his
reduced objects are not
essentially derived from painting:
s0 their inention 1= ot 1o create
autonomous color fields, but
radiant bodies, presenting color
as a frailly formulated emanation
of light.

Georg Trenz (1962) installs
“light graphics™ in given spaces,
In the context of a group show at
the Galerie der Kunstler Trenz
progected white “light-wornds™ ws-
ing 12 slide projeciors in the
high-arched, dark space. Gle-
aming lragments of sentences
covered the walls and were re-
flected in the smooth sone floor,
Connected into long chains they
produced a wallpaper of words
which ended in a Murry mist as
the ceiling got higher, The inter-
linking of the breathless garlands
of words made it difficalt in
places o decipher fragments of
meaning from the texture of the
web of light, The words, serially
employed, assumed a strange
autonomyy. Bul in a specific way,
Trenz managed 1o produce a link
between language and space,
establishing a topology of wonds,
All four arched cormers of the
apace were accentuated with
identical, capital-letter sirips of
writing. With the programmatic
lime:

6l Flash Art NovesmBer DECEsMair 1997

“LICHTGERADELICHTROGE
LICHTKREISZEITRAUM™
(LIGHTSTRAIGHTLIGHTBEN
TLIGHTCIRCLETIMESPACE),
Trenz self-referentially reflected
the particular “supplements™ of his
installation: projected light as a
shaping medium in space and
time. These pictorial experiments
with language. used here in a
playfully ascetic way as a space-
layoat, are a little like the word-
plays of concrete poetry, with the
differ-ence that Trenz ¢

his perspectival “visual poctry
rraler-al” mbo space.

The artists Andreas Stetka
andl Helrmut Hirterseer (both 1961,
who have been working wopether
since 1992, are not fixated on a
particular medium, but always
work in a place-related way. All
the works share a distinet
preference for the ironic use of
“place-markers™ from the real
objective world, for mimetic
profections: photographs, casts or
portraits of objects from junk-mail
advertisements, based freely on
the motto “alienation through
illustration.” Slightly distoried
everyday siuations often form the
themati: framework. Scenarios of
apparently well-known objects
are illuminated, with irmtating
elements buill into them that
make amusing reiMerpretations a
possibility. A prototypical exam-
ple of this is the large-format
work Rotes Rild (Red Picrure),
conceived for a collecior’s living
room. The painting, done in
acrylic and at first apparently
monochrome red. proves, on

closer inspection, o be hafllingy
bichromatic. Out of the lighs
cadmium red of the backgomd,
in the darker cadmium red thex
glows an average household
interior. whose source 15 &
furniture catalogue, The bidde
picture-within-a-picture acts &
the: vision of the imstallation of 1
room which — freed from i
original context — hides cha
meleon-like in an apparestly
autonomous cobor-field, Oul
lating between abstract sd
representational, the discrbodsd
wersion of the “living-room wils
a living-room™ thus becomes e
sublle parody of the notios of
tasteful interior decoration.
Comelia Wittmans {194
works chiefly with concepial
phatography. In her works de s
gages with phenomena of pessp
tion and the staging of social
events, In the ceniral werk
Vergristerungen (Enlarpesms)




oonsisting of bwo seres” of 40

shides — shimemering green oul-
of-focus snapshots of poople ane
projected on the wall, clearly
:ﬂhrgn! froem & I:‘rrlu-:r colexl or
womed in on from a great
drdance. The widespresd pleasurc
of penetruting other people’s
privabe sphere is presented, but the
quest leads nowhere bul 1o
h;nJ|i1!._ Witimann's source
malerial are old-Tashioncd
posicards of various spas and
hofiday resonts, from which she

wsing a monochrome video
manlor enlarges pacudo-
detective mdividual characiers,
who appear as random “cpi-
phenomena” beside tourist sibes.
The cnlargements show what the
maked cye can barcly see. In this
way the anisl LEms amonymous
spernumerarics  inte  pro-
upomins, holding them up 1o the
cuncers, eye of the viewer ol art.
The @il illeminates the medium

with self-reflexive irony, her anti-
pu'rl:'ru.itx questioning both the
general ability of the camem 1o do
Justioe 1o reality, and the sclective
rode of photography as a “truth-
telling medium,”

Since 1993 Comelia Win-
rann has frequently worked with
Undine Goldherg (1962}, The
moal successful resulis of their
oollaborations includes the senes
Kiinstlerportraits (Artists’ por-
rraniis ) each consisting of thirty-six
bilack wnd white photographe in the
formais S x 13 and 18 x 24 inches.
In the wider sense these 100 arc
projections, because the senes
consiructied in & “dialogue™
betwoen the iwo anists nepresents
the sanlingly successful atermpt
h:,.' ithe two 1o copy Tamous
conbemporary felbow-anists (such
s FischlyWeess, Bruce Mauman,
Gerhard Richter, and Roscmaric
Trockel) in their facial expressions
and gesturcs, Boldly ignoring

gcndrr boundaries and phy
siognomic peculiaritics, Gold-
berg/Wutmann, in sisterly Tashion,
divided up the “artist models™
wihoee portraits they took from an
cma'lngucﬁ = gCCOrdIng 10 their
hair color. The self-referential
delight in the aliered “self-
peoertrmil” o beyond the naive
travesty of games of dressing-up
and games of ransformation;
instend, linking up 1o gender
dehates with defi rony the artisis
are examining socially coded
modes of behaviour. and the
somctimes felishized special role
of the artist’s portrait in the
conlexl of the conlemporary
represcriation of ar,

Thomas Demand (1964)
became known with |arge-format
“pictuncs” of stnircases, industrial
buildings, archives and everyday
still-lifes which appear impres-
1i'\.'¢iy siylized and atemporal.
Human presence secms 10 huve
been evacuated from the strangely
deserted and avratically sober
scencrics. The situations shown
are nod, in Tact, photographed
reality, but morely substitutes for
details of banal reality, “pictures™
buil specially for the pholograph.
Dine crucial detail within the
waorking-process consists in the
fact that afier 1aking the phoio-
I!r:l.ph the artist thoroughly e~
siroys the almaosd life-sized \.rnlml
models, maide of brightly colored
cardboard, The viewer's ex-
perience of reality is gently
unhinged by the irritating con-
frontation wilh the simulated
reality of this stage-zet world,
With a sly artiziic delight in
deception, a cheerlully mani-
pluuti\-c irick is Fﬂ-ﬂ}'l‘ﬂ N e
perceplion. On the intellectual
asis of the prnciple of sirmilanty,
in the wake of Magrine, Demand
is playing a reflined and tau-
wlogical game with the varous
levels of reality, and making the
reflection of presentation and
n:[u':w;'nt:llicrl his actual theme.

The self-termed pure pho
tographic researcher, Michael
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From lefl to right: Michael Wesely,
Sabbiadoro, Lignams, |99, ool
Hennkssen, Room 158, 199, George
Trene, Lichigrafik, 1997, Albert
Woeis, Tramslormer, 1995,

Wesely ( 196:3), has for the past few
yenrs been working chiefly on the
thomough imvestigation of his own
redium, whose boumndaries he tries
b Fq'nh: an';rl!ing i the rules of
concepiual ari. Above all, he
programmatically casts doult on
the traditional n:InL'umrnlzr}'
function of photography. whose
technical possibilities anc con-
stantly examined on a self-re
fercotial meta-level. Unlike
Demand, who constructs the “neal™
madel ol his slaged photography,
Wesely manipulatcs the modes of
reconding a pre-existing neality.

In la.rp: formats he depicts, m
offensively bripht colors, vertical
stripes of various widths, that
starlingly recall absiract painting.
Brought together under the heading
“MNew York 1995 Vertical,” the
cryplic-looking photographs each
bear the title of the concreiely
localizing names of fast food
restaurants, Al first, i i unchear
what the multicolond stripe patiem
mighi have in common, apan from
its colorful appearunce, with the
precise titkes Best Chimese Grill or
Pizza Heroes. Behind this iz ihe
iddea of an exirordinary expenment
wilth manipulaicd camens exposure:
the: picture is taken with a camera
e with o slit apenune rather than
the: usual pinhole, MNonmal reception
paliemms e consequently avoided,
i all the hororontal cormponents of
the chosen motif are filkered out by
the slit, =0 thai of the neon wriling
ol the Fest-Tood restarant all that s
reconded is vertical strips of light,
Consequently, reality is re-coded
sceonding o the mstnactsons of the
altered camern optics, and the
actuel molil is kept out of sight. The
asdonishingly spotial-booking resuly
of this mode of perception, which
works contrary (o the human cye,
e “pure reconds of Hght™ from the
object, which, in their allemative
coherence, prescnl photography a5
an asomorous medium
Susbvine Devotber Lelwer fes ured wewils
art Msarwielh cas v aary Bsewrvcare aamiel i
(Trawelatedd froo (iermian Fr Sl
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