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‘oreword

Thase who have a reasonably clear picture of the current art sceng will have noticed an increasingly
chear tendency toward figuration among many young painters, The original working tithe for this exhibiton
wiand “Figuration: Outsiders or Trends!™ Although we have since abandoned that title, it seems appropriate
o recall i existence at the ovtser of chis progece. for such artises as Lucien Freud, the garly David
Heckney and, abowe abl, the venerable, soll guéte active Balthus, were outsiders by wvirtwe of their interest
in figurative art and pervralture disring the 905 and 1970s.

The present Intermational exhibition brings an elder and a middle-aged generation together with a
younger one. T he selection was deliberately focused wpon portraits and nudes = to fundamental forms
of figuration itself, that is — in crder to provide a reliable basis for comparison, Figuration does not mean
representation alone; it is rather an approach to painting the body that does not imply a return to ortho-
dax realism, For the most part, it is painting based upon photography, The invention of photography
changed painting significantly, just as the ascendancy of photography as a mimetic medium continues o
influence painting today. Contemporary painting relates to a broad spectriem of media strategies ranging
frem billboard podrers, advertising and film to sull phategraply and art histary. On the other hand, this
kind of painting in its media context myvaboes an ingistent probing of the porerait and the body. This exhebi-
tion & motivated primanly by the corvicten that, in spive of the redia dversification obvious in contem-
parary arcand the various “crossovers” we noge, painting = so often given up for dead - still manages vo
generte new and ingeresting positions again and again. Moreover, figuraticn responds 1o a yearning for
sensualism in painting and to its fascination with slow-moving images,

This exhibition, realized through the initiative of the Ursula Blickle Foundation, would not have been
possible without the excellent cooperative cfforts of the three institutions represented by the under-
signed in theee different Eurapean countries or without the spontaneous willingress of many artises and
lenders vo take part in the project bt i firsr and foremost the achbeverment of owo cwrasors — Dr Andreas
Hapkarmayer (Muselon) and Professor Pever Welermadr (Ruperdmum), whe chose the ardsts exhibived
hare. Wi wish to express our hearciel thanks vo all of the employees of dhe three nschutions olved
in the organization of the exhibitkon.

Ursula Blickle Pier Lubgi Siena Prafessor Pater Weisrrmair
Blickle Foundation, Kraichtal Musedon, Bolzano Risprtiruen, Saleburg
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Painting after Photography

Semarks on an Exhibition Project

Septar Welermalir

The motves underlying every theme-based or group exhibition tell us a great deal This exhibition
ariginally had a subtitle:"Figuration: Qutsiders or Trends!” The subtitle was evenoually abandoned
furing the preparatory phase because of the negative connotations of the term "trend™ and the hine
af willful aeeentricism in the word “outsider”

Figurative painting today represents a strengthening tendency in painting as a form and a re-em-
phasis of a classical iconography, Eccentric outsiders were most prominendy represented in the
sixties and seventies, although their influence i still present today — a mateer w0 which | ghall return
jatar.&s we have limited our focus to painting, on the one hand, and to the classical themes of the
sartrait and the nude, on the other, the works exhibited at this international exhibition provide a
good basis for comparizon. The nineteen artsts represented at this show cannot be assigned to a
simiple, lingar, naturalistic tradition; indeed, i ks
important 1o remember that these artists de-
libarately experiment with historical currents
and that their themes are concerned with
media contesxts. The spectrum of dheir work
ranges from a reccllection of Expressionism
{Hausner) and Renaissance painting (Triegel)
to approaches to phenamena from the world of
advertising (Katz, Freiwald). popular illuserations
(Montesanc), photo-novels (Muntean/Rosen.
Blum), film (Fizehl) and. abowve all, real o remam-
bered photography (Dumas, Meri, Galliano, exc.).
Wl priuse keep these contexual interrelations.
hips in mind as we seek 1o come 1o terms with
this kind of painting. Just as billboard paintig
and fashion illustrations provided inspiration for
Katz's pictorial ideas, the history of painging has
Lucian Freod, Maked man on 2 Bed, 1989-90 offered a fertile fiald of possibilities for Triegel.
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Thius what we discover hare s not a revival of realist tendancies or a reqern o orthedox realism
but insvead an approach vo the eranslation of an omnipresent warld of media images inwo painting.

In the process, highly individual, emotional and even erotc motvations are allied with a mewly emeng-
ing passion for sensual painting. Despite the face that conternporary painters have ready, simultanecus
access to all visual media and often emplay them in parallel, producing a aumber of intriguing hybrid
forms, painting, 2 medium o often given up for dead, continues 1o evoke considerable fascination. As
in the eighties, the re-emergence of figural paintings slso irvolves a "yearning for picoures.” As frag-
mented as this workd of images may be, it still "reftects the antempe o escape the fundamental fone-
liness of life” (Meerman). Despite many instances of ironic pwists and sophisteaced ranslaons of
photography into painting, this yearning for the other, whether in the form of a nude or a portraic
alto amounts to a form of communication. The

fleeting images of film, television and photography

are arrested, slowed down and sensually intensi-

figd through the medium of painting.

Pever VWeibel argues quite rightly with reference
to this kind of painting as a translation of photog-
raphy that. since the emergence of photography,
modes of phosographic behavior and wision — the
photographic condition (Rosalind Krauss), that is
~ have shaped the parameters of painting, the
mades of behavior and vision in painting. One is
inclined vo assumae thag the porgraic and the nude,
the ganres most heavily represented ag our ex-
hibation, have finally established themselves as
themes n photography and other technical im-
aging medea and that such artists as Balthas, Freud
or Hocknay repretant andy the last of the eccen-

Baltfun, Dhe Glarremiunde”
tric outsiders at the end of figurative painting, All {La Legon de gumre), 1534

figuranins



thiee of theze painters, as the artists’ statements make clear, had an influence on the younger gen-
eraticn — Balthus, the eldest of the three, through his deliberately anti-modernist stance, Hockney
through his willingness wo engage in dialogue with photography and Freud through his exhibitionistic

and urusually ntense focus on the body as flesh.

Peter Weibel has referred to the arvist as a carvographer charting the terrain between photog-
raphy and painting. This strikes me as an apt metaphor that supports the concept of painting from
photography. In the early years of the modern pericd, photography exerted a decisive influence
on the course painting was to take, and the painting exhibited at this exhibition by no means
reflocts 3 naive return o a histarical, | 9%.century position. Indeed, it is a kind of painting that
deals deliberately with photography and with all of the by-products of the photographic technical

Dowd Heckney, The Room, Terzara, | 9637
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image Thus | find the artises’ statements
peinted in this catalogue particulardy

ineresting in light of this explanation of
the enormous infleence of phatagraphic

imagues.

Elizabeth Peyron cites David Hockney's
asiti-rad ermisk posture and his decision
to ignore prevailing fashions, This attitude,
assurmed at the heighe of modernism, and
Hockney's carelree approach sorangth-
engd her own resolve with regard e
artistic decisions.Yve find a similar cend-
ency in the work of Robert Feintuch. The
anecdote about a Surrealist painter who
came to a sudden svop amidst the paint.
ings at a Balthus sodhibiticn n Pars and
cried out In consternathon, “Bue ity



representational!™, is quite revealing, as the same anecdote could be told with reference to a number
of vha artists at this exhibition.

I do not believe that figuration has emerged from the cyclical rihythm of fashion, change and the
co-existence of stylistic schools or the periodic revival of diverse forms of a current of a kind of art
referred to as representational. Mor does figuration owe its existence solely to a fundamental anti-
madernist posture, Despite che sensualicy of its medium, it has grown focth pomarily from a concep-
wual context. The painting of today relates (o the everyday world of photography in our sociery. Ye it
presupposes net only an understanding of photography but a knowledge of art history as well, 1o
which several artists allude,

That painting is a sensual exercise, a translation of sensual experience through the hand to the
painting, becomes evident in the work of such artists as Gowhard Bonedl, Xenia Hausner and Yan
Pei-Ming. Threugh Freud. Bonell has achieved the freedom o lock at models in a completely new way.
In his concept of figuration as well, the distncton between the body as an object of painting and
painting itsedf as an object is viewed as radically. indispersably and existencally relevant.

In the wark of bath Hawsner and Bonell we encounter a kind of painting that is not based upon a
model image of the world but it instead represents work from a sowrce. Xenia Hausner’s approach
invalves a painstaking, time-consuming work process. Bonell's focus B on unusual angles of view and
revelations. The relationships between the arusts 1o the models or sources of the paintings featured
at this exhibition are highly diverse They range from the tradivional painvee-model relationship, which
|osef Kern reverses by becoming the nude model for his own paintings. (o the use of remembered
photographic images as “models.” While sorme of the works are images of images incorporating the
soft-focus of video stills ar rough matrix smages from ablodds, others are expressive representations
of real models executed in sittings lasting for several days.

The categories of the porerait and the nude were the domain of photography for many, many years.
This exhibition documents the revival of these themes in palnong.
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Robert Feintuch

24

By the time | arrived In New York, abstractien had become an institutional
language that dominated the galleries and schools, Minfmalism was stlll In the
alr and the prohibition agalnst palnting Images probably made working
figuratively more appealing to me, S0 much seamed prohibited then = It waos as
If artists lived on an Izoloted (sland governed by a fundamentallst icenaclastic
regine,

| always saw that abitraction effered tremendous possibilities, but when |
looked back through history, the lot: of the imoge seemed like o tarrible loss,

Along with many artists of my generation, | was deeply affected by watching
the change in Philip Guston’'s work. | loved the abstract paintings, but as he
moved to the figuration, his work began to speak much more directly and
specifically. Those late paintings of his are so lifelike = grond, horrible, and
ridiculows.

"m drown to the Wil s that fllurp-ﬁnn makes direct links with the world and |
like the dumb magic of illusion. | also continue to be interested in abstraction.
Painting seems like such on odd, onachronistic undertaking now, that | find
myself much more interested in looking at individual paintings then | am in
feoking in ways that are broaodly categorical.

F. Ydi Spdld, 1958 | Chamge. I1#PE
F. 1%: Himanlf, 1987
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