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Herbert Brandl in the Austrian Pavilion at the 52nd International Art Exhibition of the Biennale di Venezia

Herbert Brandl will provide the Austrian contribution to the 52nd International Art Exhibition of the Biennale di Venezia that will be showing from June 10 to November 21, 2007. Robert Fleck, Director of the Deichtorhallen Hamburg, has been appointed Commissioner of the Austrian contribution. 

The art exhibition in the Austrian Pavilion is being produced on behalf of the Federal Ministry for Education, Art and Culture, and will be coordinated with the Ministry’s Art Department.

Over the last 20 years or more, Herbert Brandl has created a painterly oeuvre of international repute, which particularly explores the potential offered by color pigment. Herbert Brandl’s work represents one of the few positions in contemporary art to make significant contributions to the current debate on painting in the areas of both figurative and abstract art. Herbert Brandl’s participation in several important exhibitions (“documenta 9”, Kassel 1992, “Painting on the Move,” Basel 2002) and his solo shows in leading art institutions such as Kunsthalle Bern, Vienna Secession, Kunsthalle Basel and Neue Galerie am Landesmuseum Joanneum, Graz, have led to his oeuvre being regarded as evidence of how painted images that do not adhere to Modernist aesthetic concepts can nonetheless represent the spaces and speed of life today.

Born 1959 in Graz, Herbert Brandl lives and works in Vienna. From 1978 to 1982, he studied at the Academy of Applied Art, Vienna, under Peter Weibel, among others; since 2004 he has taught as Professor of Painting at the Duesseldorf Academy of Art.

“Particularly at a time when painting is experiencing a renaissance within contemporary art it is incumbent on us to present this outstanding position in contemporary painting in the special setting of the Venice Biennial ,” comments Robert Fleck. Herbert Brandl will be presenting some 20 new paintings produced in recent months at the Austrian Pavilion at the 52nd International Art Exhibition of the Biennale di Venezia. The exhibition will include both individual works and series, paintings of varying formats, and both abstract and figurative pieces.

Several modifications will be made to the architecture of the pavilion, alterations conceived in collaboration with the artist specifically for the presentation of the paintings. Vellum will be hung in the two main rooms, restoring the impression originally created by Josef Hoffmann, the pavilion’s architect during his time as Austrian Commissioner of the Biennial  (1948 to 1956). Closing two archways will make for a calmer entrance zone. In the courtyard, once a miniature sculpture park, Brandl is having a wall erected to display a large, abstract painting. Visitors will be able to see it from a distance prior to entering the pavilion. 

The presentation will focus on the potential painting today has for using different registers of the discipline, in which context the virtuosity and powerfulness of Brandl’s painting is emphasized in an anti-decorative sense by the fissures and border-lines that permeate it.

Julian Heynen, Director of K 21 in Duesseldorf and Commissioner of the German Biennial  contribution in 2003 and 2005, has commented on Brandl’s oeuvre, saying: “The paintings are full of coincidences and unforeseen events. They are ruthless towards themselves (...) they do not follow any purpose, and are instead governed by a lack of intention.”

The presentation of a central position in contemporary painting specifically references the context of the national pavilions at the 52nd International Art Exhibition of the Biennale di Venezia. “Brandl’s painting,” notes Robert Fleck, “numbers among the most audible voices of a generation that abandoned the heritage of Minimalism in favor of a free iconographic vocabulary which contains traces of the visible environment as well as non-figurative forces, lines and color fields, visualizing the speed and spaces of life.”

A catalog will be published by Hatje Cantz Verlag featuring texts by Philipp Kaiser, Curator at the Museum of Contemporary Art in Basel, and Robert Fleck (German/English).

Approx. 160 pages, approx. 120 color ills.,

26.5 x 30 cm, bound

Approx. € 29.80 [GD]

ISBN 978-3-7757-1997-1

June 2007
Contact

Austrian Pavilion Biennial  Office, 52nd Venice Biennial
Commissioner: Robert Fleck

Director: Daniela Stern

Dornbacherstrasse 59

1170 Vienna

Austria

Email: office@biennale07.at
Phone/Fax: +43-1-407 14 78

Internet: http://www.biennale07.at, http://www.herbertbrandl.at
Press desk:

Angelika Leu-Barthel

c/o Deichtorhallen

Deichtorstrasse 1+2

20095 Hamburg

Germany

Email: presse@biennale07.at
Tel: +49-40-32 103-250

Accreditation at the Biennial
For the accreditation at the preview of the 52nd International Art Exhibition from 7th to 9th June, 2007 exclusive the press office of the Biennial is at your disposal. The Press Office of the Venice Biennial will consider press requests received no later than April 30th, 2007. 
Head of Press Office - Art and Architecture sections

Alessandra Santerini

phone +39 041 521 8846 

fax +39 041 241 1407

e-mail alessandra.santerini@labiennale.org

Press Office

Palazzo Giustinian Lolin

San Marco 2893

30124 Venice

phone +39 041 521 8846 oder 521 8716

fax +39 041 241 1407 

Accreditation Press: 

http://www.labiennale.org/en/press/art/accreditation/

Accreditation Professionals (artists, directors and curators of museums, teachers, collectors, gallerists and representatives of cultural institutions): 

http://www.labiennale.org/en/news/art/en/71580.html

Press photos

Please heed the copyright riders on these documents. They are free for use in coverage on Biennale di Venezia 2007 and the Austrian Pavilion there. Any other use is only permitted after prior request.

You can download these images in 300 dpi under:

http://www.biennale07.at/b49.html
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Austrian Pavillon :: © Daniela Stern

[image: image2.wmf]
Herbert Brandl and Robert Fleck at Austrian Pavillon, Venice :: © Daniela Stern
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Herbert Brandl, Untitled, 2005, Oil on canvas, 200 x 300 cm, Privat collection :: © Franz Schachinger, Wien
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Herbert Brandl, Untitled, 2005, Oil on canvas, 140 x 110 cm, Private collection :: © Franz Schachinger, Wien
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Herbert Brandl, Untitled, 2006, Oil on canvas, 218 x 170 cm, Collection Reinhold Messner :: © Franz Schachinger, Wien
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Herbert Brandl, Untitled, 2006, Oil on canvas, 250 x 500 cm, Courtesy Galerie nächst St. Stephan, Wien :: © Franz Schachinger, Wien
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Herbert Brandl, Untitled, 2006, Oil on canvas, 218 x 170 cm, Privat collection :: © Franz Schachinger, Wien
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Herbert Brandl, Untitled, 2005, Oil on canvas, 250 x 200 cm, Private collection :: © Franz Schachinger, Wien
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Herbert Brandl, Untitled, 2006, Oil on canvas, 280 x 220 cm, Private Collection :: © Franz Schachinger, Wien
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Herbert Brandl, Untitled, 2006, Oil on canvas, 270 x 200 cm, Private collection :: © Franz Schachinger, Wien
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Herbert Brandl, Untitled, 2005, Oil on canvas, 40 x 60 cm, Collection Frieder Burda :: © Franz Schachinger, Wien
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Herbert Brandl, Untitled, 2005, Oil on canvas, 110 x 90 cm, Courtesy Galerie Bärbel Grässlin, Frankfurt/Main
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Herbert Brandl, Untitled, 2005, Oil on canvas, 110 x 85 cm, Courtesy Bärbel Grässlin, Frankfurt/Main :: © Franz Schachinger, Wien
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Herbert Brandl, Untitled, 2005, Oil on canvas, 110 x 90 cm, Courtesy Bärbel Grässlin, Frankfurt/Main :: © Franz Schachinger, Wien

Part b)

Herbert Brandl in the Austrian Pavilion

For over 20 years, Herbert Brandl (born 1959 in Graz, lives in Vienna) has been creating a painterly oeuvre of truly international status. It is quite unprecedented in the manner in which it explores the possibilities of color and as regards both figuration and abstraction has made a series of significant contributions to contemporary iconography and the debate on painting. It seems apposite to present this outstanding position on painting today in the particular context of the Venice Biennial precisely at a time when across the board people are rediscovering painting in contemporary art. Herbert Brandl will be displaying around 20 new paintings in the Austrian pavilion at the 52nd Venice Biennial, the majority of which he has created especially for the exhibition. His picture series and single works assume different sizes and show both the figurative and non-figurative / abstract. The pavilion’s architecture will undergo several discreet modifications which were conceived together with the artist specially for the presentation of his pictures. The idea is to recreate original impression the setting had back when Josef Hoffmann, the architect of the pavilion, was Austrian Commissioner of the Biennial (1948 to 1956), will be reproduced. The show will foreground the possibilities of contemporary painting at different levels, whereby the virtuosity and power of Brandl’s painting will be highlighted in an anti-decorative vein by means of fractures and dividing lines. This extensive presentation of an influential painter with international recognition is specially conceived for the 52nd Biennial and its context.

Robert Fleck

Biography

Herbert Brandl

1959 born in Graz

1978 Academy of Applied Arts, Vienna 

       (Prof. Tasquil, Prof. Weibel)

since 2004 Professor / Kunstakademie Düsseldorf

lives and works in Vienna

Solo Exhibitions

2007

La Biennale di Venezia, Österreichischer Pavillon, Venice (catalog)

2006

Herbert Brandl – Otto Zitko, Galerie Heinrich Ehrhardt, Madrid

2005

Expo, Austrian Pavillon, Aichi (catalog)

Galerie Bärbel Grässlin, Frankfurt

Galerie nächst St. Stephan, Vienna

2004

Herbert Brandl – Adrian Schiess, Galerie Evelyne Canus, Basel

Galerie Sabine Knust, Munich (poster)

Schwarze Raucher – Erze und Fauna aus ozeanischen Tiefen, Landesmuseum Joanneum, Graz (catalog)               

2003

Galerie Jean Bernier, Athens

Galerie nächst St. Stephan, Vienna

Galerie der Stadt Schwaz, Schwaz

Galerie Arthouse, Bregenz

Herbert Brandl – Rudi Molacek, Galerie 422, Gmunden (book)

Galerie Bärbel Grässlin, Frankfurt/Main

Galerie Heinrich Ehrhardt, Madrid

Galerie Elisabeth und Klaus Thoman, Innsbruck (book)

2002         

Herbert Brandl – Überblick (Teil 2), Neue Galerie am Landesmuseum Joanneum, Graz (book/poster)

Fremde Berge, I.M. H. Urban, Kulturamt Spital/Drau, Spital/Drau

Panorama, Kunstraum Innsbruck, Innsbruck (book)

Chromophobie, Herbert Brandl – Ein Überblick (Teil 1), Künstlerhaus, Graz (poster)

Herbert Brandl – Markus Gadient, Tony Wuethrich Galerie, Basel

Galerie Figl, Linz

Herbert Brandl – Jiri Georg Dokoupil, Galerie Chobot, Vienna

2001         

Herbert Brandl – Christopher Wool , Sabine Knust – Maximilian Verlag, Munich

Patrick De Brock Gallery, Knokke

2000

Galerie Ghislaine Hussenot, Paris

Galeria Heinrich Ehrhardt, Madrid (Publikation)

Galerie Max Hetzler, Berlin

Galerie 422, Gmunden

Herbert Brandl – Richard Tuttle, Galerie Chobot, Vienna

Nachbilder – Phaenomena, Galerie Academia, Salzburg (catalog)

1999

Kunsthalle Basel, Basel (catalog)

Art.C, Centre Nicolas Pomel, Issoire (catalog)

Herbert Brandl – Tobias Pils, Galerie CC, Graz

Galerie Eugen Lendl, Graz

Subjectiv, Galleria Emilio Mazzoli, Modena

1998

Sezession, Secession, Vienna (catalog)

Herbert Brandl, Ausgewählte Arbeiten 1988-1998, Galerie nächst St. Stephan, Vienna (catalog)

1997

Galerie Rhomberg, Innsbruck

Sabine Knust – Maximilian Verlag, Munich

Herbert Brandl – Illustrierte Nr. 1; Otto Zitko – gebundene Siebdrucke, Kunsthandlung H. Krobath &                  B. Wimmer, Vienna

Herbert Brandl – Adrian Schiess, Galerie nächst St. Stephan, Vienna (catalog)

Galerie Academia, Salzburg (catalog)

Galerie Bärbel Grässlin, Frankfurt/Main

1996

Jack Tilton Gallery, New York

Galleria Alessandra Bonomo, Rom

Galerie Max Hetzler, Berlin

Portfolio Kunst AG, Albertina, Vienna

Herbert Brandl – Franz Graf, L-Gallery, Moscow (catalog)

1995

Öl am Bauernmuseum, Bauernmuseum Grottenhof, Kaindorf

Galerie Academia, Salzburg (catalog)

1994

Museum Haus Esters, Krefeld (catalog)

Herbert Brandl – Peter Doig, Prix Eliette von Karajan, Osterfestspiele, Salzburg (catalog)

Secession, Grafisches Kabinett, Vienna

Galerie Samia Saouma, Paris

1993

Museum Robert Walser, Hotel Krone, Gais; Restaurant Grüner Anker, Vienna

Galerie Bärbel Grässlin, Frankfurt/Main

1992

Jack Tilton Gallery, New York

Galerie Eugen Lendl, Graz

Galerie Juana de Aizpuru, Madrid

Galerie Peter Pakesch, Vienna

1991

Galerie Grässlin-Ehrhardt, Frankfurt/Main (catalog)

On The Island, Atelier del Sur, La Gomera

Museum Van Hedendaagse Kunst, Gent (catalog)

Kunsthalle Bern, Bern (catalog)

Galerie Figl, Linz

1990

Galerie Peter Pakesch, Vienna

Jänner Galerie, Vienna

Obalne Galerije, Piran

1989         

Herbert Brandl – Franz West, Galerie Grässlin-Ehrhardt, Frankfurt/Main (catalog)

Galerie Giorgio Persano, Torino

1988         

Herbert Brandl – Franz West, Galerie Giorgio Persano, Torino (catalog)

Galerie Peter Pakesch, Vienna (catalog)

Die Ernte des Tantalos, Herbert Brandl – Franz West, Galerie Peter Pakesch, Vienna

1987

Galerie Borgmann-Capitain, Köln

Geteilter Geschmack, Herbert Brandl – Franz West, Galerie Eugen Lendl, Graz (poster)

1986

Galerie Michael Haas, Berlin (catalog)

Galerie Peter Pakesch, Vienna (catalog)

1985

Zyklus, Galerie Peter Pakesch, Vienna (catalog)

Herbert Brandl – Otto Zitko, Galerie Jean Bernier, Athens

Galerie Emilio Mazzoli, Modena (catalog)

1984

Neue Galerie am Landesmuseum Joanneum, Graz (catalog)

Galerie Thomas Borgmann, Cologne

1983         

Herbert Brandl – Gerald Obersteiner, Galerie Thaddäus Ropac, Lienz (poster)

Galerie Luigi Deambrogi, Milano

Herbert Brandl – Gilbert Bretterbauer, Galerie Peter Pakesch, Vienna

1982

Galerie Peter Pakesch, Vienna (poster)

1981

Herbert Brandl – Gerwald Rockenschaub, Forum Stadtpark, Graz

Herbert Brandl – Gerwald Rockenschaub, Clubgalerie, Secession, Vienna

Group Exhibitions

2006         

Anos 80, Uma topologia, Museu Serralves, Porto (catalog)

Collections Permanent /  Provisoire, Musée des Beaux-Arts de Tourconing

Landscape in Your Mind, Austrian Cultural Forum, New York (catalog)

Andreas Stalzer – 20 Jahre Werkstatt und Edition, Galerie Wolfgang Exner, Vienna

Birthdayparty – 20 Jahre Galerie Eugen Lendl, Graz

Abstract Papers, Tresor, BA-CA Kunstforum, Vienna (Booklet)

Kunstmappe, Ärzte ohne Grenzen, MUMOK, Auditorium, Vienna

Zweite Präsentation, Akademie-Galerie – Die Neue Sammlung, Düsseldorf

Permanent 06, Sammlung Essl, Schömer-Haus, Klosterneuburg

Österreich: 1900-2000, Konfrontationen und Kontinuitäten, Sammlung Essl, Klosterneuburg (catalog)

You are welcome!, Museum Stift Admont, Admont

2005         

China retour, Museum Moderner Kunst Stiftung Ludwig, Vienna (catalog)

Artists’ Books, revisted, Art Metropole, Toronto; Printed Matter, New York (catalog, poster)

Entdecken und Besitzen. Einblicke in österreichische Privatsammlungen, Museum Moderner Kunst Stiftung Ludwig, Vienna (catalog)

Abstrakte Malerei, Kunsthandel Gölles, Fürstenfeld

(my private) HEROES, Marta Herford Museum, Herford, Deutschland (catalog)

Neue Druckgrafik, Galerie Altnöder, Salzburg

Figur und Wirklichkeit, Tiroler Landesmuseum Ferdinandeum, Innsbruck

Abstraktion, Galerie Goldener Engl, Hall in Tirol

Freiraum Malerei: Österreichische Positionen, Schloss Ulmerfeld, Ulmerfeld (catalog)

Über die Farbe und ihre Bedeutung in der Kunst, Künstlerhaus, Graz

Ars Pigendi, Meisterwerke österr. Malerei von 1900 bis heute, Neue Galerie am Landesmuseum Joanneum, Graz

Neue Abstrakte Malerei aus Österreich, Shanghai Art Museum, Shanghai; New Art Museum of China, Peking; Shaanxi Art Museum Xian, Xian; Guangdong Museum of Art, Guangzhou (catalog)

Landschaft, Galerie 422, Gmunden

2004

I landskapets speilbilde, Galleri Würth, Hagan

Galerie 422, Gmunden

Neue Wilde. Eine Entwicklung, Sammlung Essl, Klosterneuburg (catalog)

Pintura. Herbert Brandl, Helmut Dorner, Adrian Schiess, Museu Serralves, Porto (catalog)

Malerei. Herbert Brandl, Helmut Dorner, Adrian Schiess, Christopher Wool, ZKM, Karlsruhe (catalog)

Mescalieros, Tony Wuethrich Galerie, Basel

Kunstsammlung auf Tauschbasis, Wiener Wasserturm, Vienna (catalog)

Herbert Brandl, Jan Merta, Anselm Reyle, Zbigniew Rogalski, Galerie Rüdiger Schöttle, Munich

Garten Eden, Galerie Bärbel Grässlin, Frankfurt am Main

Still Mapping the Moon. Perspektiven zeitgenössischer Kunst, Kunstmuseum Bonn, Bonn (catalog)

Art-Room-Würth, Böheimkirchen

Artist’s Collection, Werke aus den Sammlungen von Herbert Brandl, Werner Feiersinger, Erwin Wurm und Jun Yang, Galerie der Stadt Schwaz, Schwaz

2003

Exgraz, Galerie CC, Graz

Galerie Exner, Vienna

Zugluft – Kunst aus Vienna, Kunst 2003, Zürich, ABB Halle, Zürich-Oerlikon

Neu! Ankäufe 2002, Landesmuseum Niederösterreich, St. Pölten

Auf Papier – 111 Arbeiten aus der Sammlung, Volpinum, Vienna

Österreichische Malerei der Gegenwart, Museum für Gegenwartskunst, Stift Admont, Admont

Meisterwerke der Steirischen Moderne, Burg Rabenstein, Frohnleiten

Neuankäufe, Neues aus Malerei, Skulptur und Fotografie, Sammlung Essl, Klosterneuburg

Support, Die Neue Galerie als Sammlung, Neue Galerie am Landesmuseum Joanneum, Graz

Einbildung, Das Wahrnehmen in der Kunst, Kunsthaus Graz am Landesmuseum Joanneum, Graz (catalog)

GegenLicht, Buwog, Vienna

2002

Uncommon Denominator: New Art from Vienna, MASS MoCA, North Adams/Massachusetts (catalog)

Collectors Favorites – Werke aus Privat- und Künstlersammlungen, Sammeln in Vienna (Teil 1), Galerie nächst St. Stephan, Vienna

Naturbegriffe, Blicke, Galerie Krobath Wimmer, Vienna

Berge – Fotos, Bilder, Leuchtkästen, Galerie SixFriedrichLisaUnger, Munich

Painting on the Move, Ein Jahrhundert Malerei der Gegenwart (1900-2000), Kunstmuseum Basel, Es gibt kein letztes Bild. Malerei nach 1968, Museum für Gegenwartskunst, Basel, Nach der Wirklichkeit, Realismus und aktuelle Malerei, Kunsthalle Basel (catalog)

Editions / Part One 2002, Galerie & Edition Artelier, Graz

Masters, 27 Werke in 27 Wochen, Galerie Steinek, Vienna

Startkapital, K21 – Kunstsammlung im Ständehaus, Düsseldorf

Papers – mit oder auf Papier, Galerie Eugen Lendl, Graz

Der Berg, Heidelberger Kunstverein, Heidelberg (catalog)

Art + Mountains, conquiatadors of the useless, The Alpine Club, London (catalog)

Mo(u)numental, Tiroler Landesmuseum Ferdiandeum, Innsbruck (catalog)

Spieglein, Spieglein an der Wand ... (Ein Gemälde will schön sein!?), Galerie Mark Müller, Zürich

2001

Die „alten“ Wilden – Herbert Brandl, Gunter Damisch, Hubert Scheibl, Otto Zitko, Galerie Academia, Salzburg

Im Namen der Malerei – Österreichische MalerInnen jetzt, Szépmüvészeti Múzeum, Budapest

Im Namen der Malerei – Österreichische MalerInnen jetzt, Galerie Academia, Salzburg

L’ouverture sur l’Europe et le monde, Espace Auteuil, Paris (catalog)

pittura austriae, Positionen aus Österreich, II/III, Kunstforum im Rathaus, Hallein

Black Dragon Society, Black Dragon Society, Vienna

Betreff: Malerei, Kunsthalle Steyr, Steyr (catalog)

Zwischenbilanz, Galerie der Stadt Wels, Wels

2000

Aspekte/Positionen – 50 Jahre Kunst aus Mitteleuropa 1949 – 1999, Museum, Budapest; Fundació Míro, Barcelona; Hansard Gallery/City Gallery, Southhampton (catalog)

pittura austriae, Positionen aus Österreich, II/III, Galerie Elisabeth & Klaus Thoman, Innsbruck (catalog)

Editionen, Galerie Edition Stalzer, Vienna

Eiszeit – Kunst der Gegenwart aus Berner Sammlungen, Kunstmuseum Bern, Bern

Europa, Galerie Academia, Salzburg (catalog)

Malerei, Österreichische KünstlerInnen jetzt, Albertina, Suppan Contemporary, Vienna (catalog)

Milch vom ultrablauen Strom – Strategien österreichischer Künstler 1960 – 2000, Kunsthalle Krems, Krems (catalog)

cultural sidewalk, Gumpendorferstrasse, Vienna

Pictures at an Exhibition, Katharina Grosse, Jessica Stockholder, Herbert Brandl, Robert Zandvliet, Galerie nächst St. Stephan, Vienna

Farben/Lust und Form/Gedanken – Abstrakte Wege in Österreich 1900 – 2000, Frauenbad, Baden; Alpen-Adria-Galerie, Klagenfurt; Heiligenkreuzerhof, Vienna (catalog)

Permanent, Sammlung Essl, Klosterneuburg

1999

Herbert Brandl, Peter Doig, Luc Tuymans, Christopher Wool, Galerie Ghislaine Hussenot, Paris

Richter, Bohlen, Koether, Galerie Freund / Wind, Vienna

summerstage, Independent Festival Vienna 99, Vienna

Weg aus dem Bild – R. Artschwager, J. Baer, H. Brandl, H. Hinteregger, S. Levine, I. Lombardi, R. Pettibon, S. Prina, A. Rainer, G. Richter, G. Rockenschaub, R. Smithson, E. Sturtevant, R. Stingel, E. Stocker, H. Zobernig, ..., Georg Kargl, Vienna

Österreichische Zeichnungen der Neunziger Jahre, Galerie im Traklhaus, Salzburg (catalog)

Aspekte/Positionen – 50 Jahre Kunst aus Mitteleuropa 1949-1999, Museum Moderner Kunst, Vienna (catalog)

Masterprints, Galerie nächst St. Stephan, Vienna

first view, Sammlung Essl, Klosterneuburg (catalog)

1998

Phänomen des Flüchtigen, kultur.raum.spitalskirche, Lienz, artFORUM, Meran (catalog)

Dix-Preis '98, Kunstsammlung Gera, Gera (catalog)

Montrouge – Vienne, Salon d'Art Contemporain de Montrouge, Montrouge (catalog)

100 Jahre Secession. Das Jahrhundert der künstlerischen Freiheit, Secession, Vienna (catalog)

The Search Within – Österreichische und indische Malerei zwischen Implosion und Explosion, Kloster Pernegg, Geras (catalog)

Richtung Museumsquartier – Die neue Sammlung (1), Museum Moderner Kunst, Vienna

Positionen zeitgenössischer Kunst – Neuerwerbungen der Arthotek des Bundes, Parlament, Vienna

Herbert Brandl, Gaylen Gerber, Olav Christopher Jenssen, Mariella Simoni, Rudolf Stingel, Adrian Schiess, Galerie Evelyne Canus, La Colle-sur-Loup

Positionen Österreichischer Gegenwartskunst, Cultureel Centrum Knokke-Heist, Knokke (catalog)

Museum auf Abruf – Des Eisbergs Spitze, Kunsthalle Vienna, Vienna (catalog)

A VISÃO AUSTRÍACA (Die österreichische Vision – Positionen der Gegenwartskunst), Fundação Calouste Gulbenkian, Lisboa (catalog)

Das Jahrhundert der künstlerischen Freiheit, Kunstmuseum der Stadt Helsinki, Helsinki (catalog)

Schöpferische Dichte – Österreichische Kunst in der Sammlung Würth, Künzelsau-Gaisbach

Collectors Wanted!, Portfolio Kunst AG, Vienna

1997

abstraktion in Österreich, Sammlung Essl, Klosterneuburg

Kalt 3, Tivoli Kraftwerk, Munich (catalog)

10 Jahre Stiftung Kunsthalle Bern, Kunsthalle Bern, Bern (catalog)

50 Jahre Neue Galerie der Stadt Linz, Meisterwerke europäischer Kunst 1947 -1997, Galerie der Stadt Linz, Linz

The Austrian Vision, Denver Art Museum, Denver (catalog)

guruplant, 45 Künstler gründen eine Baumfabrik, Verein Vida Nova, Museum für angewandte Kunst, Vienna (catalog)

Alpenblick, Kunsthalle Vienna, Vienna (catalog)

Densité ou le musée inimaginable, Domaine de Kerguéhennec, Locminé

1996

Künstlerbücher, Kunstraum, Vienna

Malerei in Österreich 1945-1995, Die Sammlung Essl, Künstlerhaus, Vienna

Herbert Brandl, Bettie van Haaster, Frank van Hemert, Franco Kappl, Ingo Meller, Reinoud van Vught, Erwin Wurm, Galerie Tanya Rumpff, Haarlem

Artisti Austriaci a Roma – Rassegna dell'arte austriaca, Museo di Roma, Palazzo Braschi, Roma (catalog)

Herbert Brandl / Loys Egg – Gemeinschaftsarbeiten 1989-1990, Atelier Ester Freund, Vienna (catalog)

Peinture – Peinture, Herbert Brandl, Marlene Dumas, Günther Förg, Albert Oehlen, Yves Oppenheimer, Christopher Wool, Galerie Samia Saouma, Paris

4th Biennal of Slovene Graphic Arts, Otocec, Novo Mesto (catalog)

Fenêtre jaune cadmium, Brandl, Eiter, Frecon, Gasteiger, Innes, Meller, Merkel, Obholzer, Weggenmann, Zimmer, Galerie Cora Hölzl, Düsseldorf

Okamzik zaostreni – moment of focus, Galerie MXM, Praha (catalog)

Wenen, Siegfried Anzinger, Herbert Brandl, Irene Dapunt, Ludwig Gerstacker, Franco Kappl, Peter Kogler, Alois Mosbacher, Eva Schlegl, Martin Walde, Lois Weinberger, Franz West, Erwin Wurm, Galerie Tanya Rumpff, Haarlem

Schubhaft, Museum für Völkerkunde, Vienna

Herbert Brandl – Aquarelle, Markus Geiger, Can Yasargil, Heimo Zobernig – Objekte, Franz West – Sitze, Videos, Kunsthandlung H. Krobath & B. Wimmer, Vienna

1995

Lokalzeit – Wiener Material im Spiegel des Unbehagens, Palazzo Querini Stampalia, Venezia (catalog)
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Hans Ulrich Obrist talks to Herbert Brandl
HUO: This interview is taking place between locations. Where are you now?

HB: Between Salzburg and Innsbruck.

HUO: Peter Weibel has said that the idea for the current exhibition of your works originated in the Musée d’Art Moderne. Apparently he saw one of your pictures there and thought, we should do a retrospective. How do you feel about the term “retrospective”?

HB: The exhibition will probably not be a proper retrospective. What it will be like remains to be seen. Peter Weibel and Christa Steinle, Director of the Neue Galerie at the Landesmuseum Joanneum in Graz, saw two pictures in the Musée d’Art Moderne de la Ville de Paris, which have already been on show there for over a decade. Both were extremely enthusiastic about them. Then the idea of this general show developed from that. The first part of the exhibition has already opened at the Künstlerhaus: new mountain landscapes and panoramas.

HUO: Painting and the mountains is a point I find very interesting. You had an exhibition at the Robert Walser Museum entitled “Painting in the mountains”. Your exhibition in Graz focuses on the mountains. And even now as we speak, you are in the mountains.

HB: Yes. I’ve been in a “mountain phase” for two years now. It began with our trip to the Säntis. Mountains have always held a fascination for me; I just never knew how I should apply the theme in painting. Nineteenth-century mountain painting was not something I could take as my model. It is only really in the last two years that I have gained a perspective of how mountain images are represented by photography today and the direction in which the aesthetic of mountains has developed. The mountain pictures that I paint today are painted from pictures in glossy catalogues or mountaineering magazines. They are mountain pictures without a title. By this I mean that I’m not interested in the name of the mountain, but more in the essence of the form of the mountain.

The process that takes one from the empty canvas to the mountain on the canvas is perhaps for me a pretend alpine experience (privately). Moreover, it’s minus 50 in my studio in the winter and I always have to paint in mountaineering outfits.

HUO: You take images from picture databases as your starting-point. How does the transformation happen? Do you use projection?

HB: No. That doesn’t work. I always act spontaneously. I do know more or less where I’m aiming for, but not how. In other words I don’t ever depict something; instead I allow changes in form and colour into Brandl’s painting, over the decades.

HUO: In fact mountain images also occur in pop art and even Gerhard Richter painted mountain pictures. Within this context I have in the past spoken to Gerhard Richter about the meaning of pre-existing images. He suggested that borrowing images from other contexts to use in art was an age-old process and not really a Pop Art innovation after all.

HB: I grew up with Pop Art and also with the whole culture of comics and brochures. For the artists of Pop Art, the shift in context was certainly exciting. Today it is no longer a dramatic event.

HUO: I’ve also discovered that the formats of your pictures are growing.

HB: I chose them that big. It means that painting becomes a physical exertion too. It makes the experience of formulation much more interesting for me. The new mountain pictures are actually screens. So one could hang them on their own in the middle of a room and in these dimensions use them as an installation too. In this respect size plays an important role and can be varied infinitely. Among other things it reflects sheer possibility. Now I enjoy using the largest possible format that the canvas industry is able to supply. I don’t want any joins or partitions or diptych set-up. Or strung-together extensions.

HUO: Are your pictures a metaphor for climbing?

HB: No, not really. Although I am continually threatened with sliding masses of paint, barely have a safe place to stand, struggle with hunger and the cold, but they are definitely not metaphors for climbing. I am basically an observer and not a climber of mountains.

HUO: You have described your current exhibition in Graz as an installation. In the early 20th century at a World Fair in Paris, Giovanni Segantini had the idea of building a mountain as an installation and then pumping fresh air into the tent. The project was never realised, owing to the protestations of the Swiss hoteliers. The story goes that they were frightened that no one would go to Switzerland any more if it were possible to experience the mountains in Paris. Segantini also came up with the line, “Voglio vedere le mie montagne.” Does your exhibition have anything to do with Segantini?

HB: And I came up with the line, “Voglio vedere la mie pitture.” And in a modern museum. Segantini is brilliant, but in Austria we also have a panorama painter who settled in the Alps at the end of the 19th century, because he loved them so much. Theodor Frederic Compten was Irish and for instance painted a panoramic building in Tyrol in order to give a view of the Alpine world. It was however soon dismantled and destroyed. I myself have cooked up something with Heidulf Gerngross along the lines of Segantini. He has taken one of my mountain pictures as a plan for an architectural model and is planning to build a mountain Disneyland in Holland. The plan is to paint a Mount Everest mural on the side of a high-rise block and to put panoramas of the biggest mountains in the world and accompanying information on each storey.

HUO: An unrealised project?

HB: Yes. But it has been developed in depth and could actually be carried out. The idea behind it is to keep people away from the mountains and to satisfy their longing for the mountains with an entertainment park.

HUO: Can you explain your installation in Graz in more detail?

HB: The exhibition space is a kind of shoebox with an apse and skylight. The space is very dominating, so I have hung three large pictures from the ceiling. The highest picture is 6 metres high and hence is the same height as the space; meaning that it reaches from the floor to the ceiling. The other two are horizontal formats with a height of 3.5 metres. The visitor moves between the canvases as if they were scenery in the wings of a theatre. On the walls are smaller mountain pictures. The result is a landscape that one can go walking through.

HUO: Again the keyword, walk! When you’re painting you go walking, and the viewer goes walking too.

HB: Exactly. This aspect of a Monet monograph has also struck me. His pictures are like shots of those moments during walks when you pause to take in the view.

HUO: Which leads us to Robert Walser, who says that it is never too early to start going to pubs. In 1992 I opened the Robert Walser Museum in the Hotel Krone, where Robert Walser stopped regularly off during his walking years. Walser also uses this analogy. He says that writing is like walking. At some point walking took over from writing:

“At certain times I have preferred walking, that is to say walking with my feet to talking, that is to say talking with my mouth. But in the end it is the same thing.” How do you view the analogy drawn between painting and walking?

HB: Off-the-cuff nothing funny occurs to me. I found the walk that we did together that time in connection with my exhibition at the Robert Walser Museum interesting. We left markings behind. That is not to say that we painted in caves like they did 40,000 years ago, but instead we fixed our painting on the mountain. We marked our vantage point with an invisible paint, a silver spray: as the definition of the position of a walk.

HUO: Why was it that you used silver-grey paint?

HB: In Styria this paint was used to give old things around the house a new shine: the stove, the crucifix, the table and old wooden boards. It had another meaning for me though. Silver-grey is a colour that renders structures more visible. It was a chromophobic activity.

HUO: In the 1990s you also used it extensively in your painting.

HB: Yes. From an intuitive rejection of colour and also in order to see what stood out in the structure and remained of the picture. Really what I wanted was to run away from having to make a decision about colour. In other instances I used chrome spray as a screen to push what I had painted back into undefined space. And to open up new possibilities. In a series of these chromophobic reflections I then tried again to force the suppressed sphere of colour back to life using colour interventions (a pressing process). The exhibition in Graz is called “Chromophobia”, no one knows why yet.

HUO: A chromoparadox?

HB: Exactly! A chromo-recovery.

HUO: Time after time one observes oscillation in your work. In this way you break through frozen situations. You oscillate between figuration and abstraction, between very different forms of painting, between what is internal and external.

HB: Yes, that’s right. Yes, that’s how it is. And always will be. As I have always said: the sun goes west, the sun goes east.

HUO: In the Hotel Krone you created an exhibition in the hotel with a readymade.

HB: The object was the readymade of a painter – not an artist painter though, a painter-decorator. It has a lot to do with time and maturing. I first saw it at the house of a retired painter and had to have it. It has the aura of a stalactite cave. An object that materialises time. It wasn’t easy to get hold of because the painter himself wanted to saw it up and so make the process of his work visible once more. In the end he did give it to me after all. The only object left over from his life-long work as a painter.

HUO: It has lifetime condensed within it.

HB: Yes, yes, yes, time and space. A great thing. A cosmic dimension. A tragic monument to still living painter.

HUO: You also made a print, a screen print, for your exhibition in the Robert Walser Museum. This then became the poster for the museum. You have also designed a lot of flyers for bands. Could you tell me about the significance of printed matter in your work? This aspect of your work barely appears in the catalogues and is also rarely discussed.

HB: The great thing about a print is if one knows one or several great printers. Then you can call them and say: “Print me off something beautiful” and then you go to an exhibition and think to yourself: “Wow, what fantastic stuff.” Here in Austria there are a handful of printing stars, with whom I am always happy to work on daring printwork. Schilcher, Stalzer, Chavanne, Zein. It has to be them, if it’s going to work. The print graphic refers to extra-terrestrial children. The last couple of productions were conjured up by Zein and Schilcher. I used the mountain motif predominantly in both of them. It was all about a transferral from the medium of painting to the medium of screen-printing or acrylic plate printing. I hardly even intervened in Zein’s production. Choice of colour was left up to the printer and actually only three brushstrokes were supplied. Along which Kurt Zein created Brandl. The other edition was produced just recently in Graz. Painted pictures were photographed, alienated and decolorised. The black-and-white prints with fine colour nuances are reminiscent of old postcards. Of the series concept of the 1960s and ultimately of Ad Reinhardt.

HUO: Have you also done prints and flyers for bands? There is an interesting collaboration between painting and music. I’m thinking for example of Gerhard Richter’s cover for Sonic Youth or of Mike Kelley.

HB: In the 1980s I began to do posters and flyers for some bands. The copies were small and the design was kind of raw, in an underground style.

HUO: Are you taking your study of music any further at the moment?

HB: No. That’s run its course now. It doesn’t mean anything to me any more. Probably because I don’t have enough talent and also I’m not prepared to learn more in this area. It’s basically a completely different kind of process. Painting is simply a lot more natural for me.

HUO: You are nonetheless involved in other areas in an interdisciplinary way. I recall a conversation with Carsten Höller in which the two of you spent hours holding an ornithological discussion about robins. This conversation then triggered the Uccelli/Birds conference in Italy.

HB: Ornithology is a difficult subject. Birds are dying out.

HUO: Another outing? We were just talking about your trips into the mountains, now it’s a trip into ornithology.

HB: To be followed by trips into mineralogy, botany and aquaristics. With me you get a bit of everything.

HUO: Robin redbreasts had built their nests in your studio.

HB: Yes. And seriously obstructed the painting for a while. I have always tried to bring something back with me from walks to use in art. With the birds it worked precisely with regards to the Uccelli conference. Within this context a postcard was produced depicting a range of birds from the longtailed grassfinch to the parrot and the bullfinch. But I do not want to become a scientist. I circle around these subject areas, but I don’t get into them 100%.

HUO: How are these impressions reflected in your painting?

HB: In a very indirect way. I don’t draw on my activity in science for themes that I then assimilate into the painting. It is for me much more about necessarily distancing oneself from the art world in order to keep the art itself alive.

HUO: Does literature play any role for you?

HB: The painting/literature interface doesn’t exist for me.

HUO: It seems to have become completely detached.

HB: I only have a connection with Christoph Ransmayr, a walker, who also likes to write about his trips. Just recently he wrote the foreword for an Anselm Kiefer catalogue. Ransmayr also meets up regularly with artists (e.g. Hubert Scheibl). Gerhard Roth has a profound link with art. Otherwise the link with literature is broken.

HUO: In the 1990s collaboration between artists was an important theme. You were connected with Schifano and Boetti. How did this cooperation develop?

HB: Mario Schifano and Alighiero Boetti were important to me as people and artists, although an art collaboration never happened. There were collaborations with Franz West, Gerwald Rockenschaub, Otto Zitko, Gilbert Bretterbauer and Loys Egg. I visited Schifano and Boetti as a fan. In the meantime I haven’t worked directly with other artists. There have been occasional joint exhibitions such as those with Adrian Schiess, Albert Oehlen and Christopher Wool. I dream of an exhibition with the legendary Bruno Gironcoli.

HUO: Can we reconstruct your artistic development as an autodidact? Can you tell us about how you started out? Richard Gerstl, Arnold Schönberg and also Franz Anton Maulbertsch are mentioned time and again. What significance do they really have for you?

HB: Franz Anton Maulbertsch was one of the few great Austrian Baroque painters. After him Austrian painting effectively came to an end. However he did not play a great role for me; on the other hand, the early, late Impressionist works of Francis Picabia were important. There are pictures that remind one of Gerstl’s painting. Although I must admit that I don’t know Gerstl’s work well, because there was hardly any to be seen in Austria. It was only at the beginning of the 1980s that the first big Gerstl exhibition was staged, accompanied by a small publication. I was particularly fascinated by Gerstl’s pictures of gardens and trees and also his picture of the Schönberg family. At the turn of the century he was already painting in the style of De Kooning.

HUO: What role does Arnold Schönberg’s painting play for you?

HB: The dilettante aspect of this painting particularly fascinated me, its muddy amateurishness. It was much more about the way he painted than the content.

HUO: Are you actually an autodidact?

HB: I’m not really an autodidact. I studied with Tasquil and Weibel. With Tasquil I received a comprehensive and pedagogical education. I didn’t want to become an art teacher so I changed to studying with Peter Weibel. With him I heard lectures about morphology, about 1970s art, about Minimalism, Performance and Actionism. His art theory is very complex and interesting. But I didn’t want to get drawn into this theoretical line.

HUO: Robert Fleck had the idea that the autodidactic aspects of your painting show in the fact that the work is constantly beginning again. It struck me that the title picture of your first catalogue in 1982 is a cliff. How do you feel about this phenomenon of, as Nietzsche puts it, the eternal repetition?

HB: This redundancy would never have occurred to me, but Robert Fleck meant it more in the sense that I do not start out with a concept and in fact never know how the final result will look, but rather constantly begin again. The repetition of this motif does not arise from any strategy; it’s an inner compulsion. The mountain you’re talking about, in particular, has for a long time meant a lot to me. My father, who was an illustrator, set me the task of drawing it when I was still a child.

HUO: Was your father a technical drawer or an art illustrator?

HB: He was an art illustrator. However after the war we lived in Styria, far removed from contemporary developments in art at the time.

HUO: Fragments frequently crop up in your drawings that could come from comics. What role does this genre play for you as an illustrator and what role does it play on the other hand for you as a painter? If one visits your studio one can see that you often begin with illustrations, which then disappear behind layers of paint.

HB: Quite. I paint away these small ideas and notions. In this way scenes where someone strikes onto a flower with a hammer are not particularly expressive, but their amusing character prompts me to begin the painting process. The result is that I go to the canvas with paint and try to paint over these traces. All of the notions that come to me from a blank canvas must disappear again. It must become an independent process. It must come to a separate outcome. It’s a matter of letting go of a particular idea. Only once it disappears does it become interesting for me again.

HUO: What role does chance play in this? Not in terms of a classic construction of the picture, but rather in terms of an informal coincidence.

HB: It exists in detail, but not overall. Very often I work only with the physical conditions of the paint: the way it runs or drips down, how it forms lumps and you smooth them away. I go through this whole repertoire and try to achieve an unintentional state (whatever that might be!).

HUO: Within the context of your exhibition in the Robert Walser Musem we have already spoken about chromophobia and the chromoparadox. In your pictures from the 1990s, colour disappeared on the one hand; on the other, the pictures from this period contain a swarm of colours that are hidden but which come to the surface around the edges. It can be guessed at in other pictures.

HB: I develop colour from colour and not from form. In principle in my painting it is a question of splodges or clouds of colour from which a main colour develops, which floods everything else. So the other colours only become visible around the edges. It is in fact not my intention to create a monochrome surface. In these pictures something got out of control – the orange, the black or the white – and superseded the previous painting process.

HUO: A second paradox is noticeable in your painting from the 1990s: the paradox between on the one hand a very physical layering of paint and on the other a kind of dissolving, in which the material of the paint almost disappears. How do you explain these contrasting tendencies?

HB: Breathe in – breathe out, up and down. Left and right. Above and below. Front and behind. Completely equivocal.

HUO: I think that there is a similar oscillation between abstraction and figuration. In purely abstract exhibitions figuration often suddenly plays a role again.

HB: Exactly. It is a movement between fields of tension. It would be tempting to commit oneself and to say: “This is the direction I’m taking now. This is where I’m going.” But the more dominant phenomenon apparently is in fact that you’re standing on one spot, see another and want to go over there instead.

HUO: Which takes us back to walking again.

HB: Yes. It must be planned out like a walk, otherwise in the long run it becomes too strenuous.

HUO: Aren’t there some uncompleted pictures?

HB: Loads.

HUO: I also remember your bird-shit bronzes.

HB: Yes. I’m not going any further with those though. My latest plan was to grow rock crystals artificially. It turned out to be incredibly difficult. But I’m still working on it and am planning to make something along the lines of an alpine paragenesis. It could develop into my own mineralogy museum.

HUO: We haven’t spoken about museums yet. Which are your favourite museums? How would you imagine the ideal museum as being?

HB: Fundamentally I like going to museums, to mineral collectors’ private museums too. Museums interest me in the smallest but also in the very biggest way. Especially in the 1970s an attempt was made to move away from museums, but I don’t have anything against them.

HUO: Another oscillation?

HB: Oscillation is essential. I think there should be many more different containers.

© Hans Ulrich Obrist 2002

Hans Ulrich Obrist is director of programs at the Serpentine Gallery, London

 Julian Heynen about Herbert Brandl

They are inconsiderate toward themselves. Any brushstroke that the artist decides he does not want nevertheless remains visible; and the silvery spray on some of the images does not really kill off the color underneath, but serves only to poorly cover it over. In some places one gets the impression that we have to do less with a picture than with a painting board, as the line dividing the means of work from the product has become blurred. And where does this painting end, which with its media and formats blithely tolerates conventions and yet often extends beyond or around the edges of the canvas? Here, too, things blend: There is no separating the careless traces of work from the painting. And Brandl’s pictures have no reservations about revealing that they changed orientation during the act of painting and perhaps afterwards, too: Above and below, left and right, are in the balance, are as unpredictable as are the colors and the way they have been applied.

Some of the images have a sealed surface as hard as concrete – in others the colors lie like blunt smears one behind the other; sometimes the gaze is met by a dull mirror; elsewhere memories of ravaged earth come to mind; and then again there is a dark, clear glowing in the background, the dazzling yellow of the light on the foremost level or the swaying green graded in illusionist manner. What may read like a description of motifs in the individual works in the above enumeration hardly ever actually appears as an isolated object in an image. Instead, these various highly different ways of applying color are superimposed, contradicting one another, their texture, spatial presence, emotional tones and symbolic properties evolving in the process. Although unlike in the past the images today are not really colorful, but tend to favor one underlying tone, their microstructure is nevertheless permeated by a diversity of color stimuli. They likewise do not obey a plan, but a practice of non-intentionality.“

Ex book Julian Heynen, "Niemandsland Kunst. Flucht in die Wirklichkeit" (Statement-Reihe), Verlag Lindinger+Schmid, Regensburg 2002

Julian Heynen is director of K 21 in Düsseldorf and was 2003 and 2005 commissioner of the German Pavilion at the Biennial  in Venice. 

Achille Bonito Oliva about Herbert Brandl

"Brandl makes use of abstract shapes that create a sense of calm and relaxation, something achieved through extensive expanses of color, which fill the field of vision with increasing tension towards the edges and announce the possibility that the picture will extend beyond the frame.

Each work is the product of two opposing options: on the one hand, the approach is contemplative, on the other dynamic. The former approach presupposes a Platonic stance, which reveals in art the means of rendering that which is not visible but definitely exists clear and visible. The second aspect is more intent on portraying the dynamic developments in the creative process, and its underlying impulses.

In other words, action and contemplation confront each other in Brandl’s paintings. Nonetheless, he succeeds in anchoring both aspects of tension within a single work in such a way that neither excludes the other. In this sense, the young artist presents a model of painting that enables him within the framework of each piece to retain expressiveness and analysis of the language employed.

The artist does not forgo the corporeality of painting. His work is permeated by an eroticism that reflects the pleasure of and in the material. For instance, the color fields also contain traces of graininess, which give chance a firm place as an additional value in the picture. There is an inspired irregularity about the surface, through which you can penetrate to the heartbeat of the creative process, in other words to that moment when the origin and impulse of the invention merges into a spontaneous action, whereby the moment of execution doubtless adds something to the simple idea, is of importance. (...)"

Achille Bonito Oliva, "Contemplation and action", Kunstforum, vol . 89, May / June 1987 

Peter Pakesch to Herbert Brandl

„Dear Herbert,

A most important parallel between your work and that of Adrian (Schiess) has occurred to me, relating to the fact that painting is connected with light. Namely, the reduction of light which you both occasionally strive for. Some time ago I saw an exhibition of Adrian’s work in Geneva, in which gray boards were to be seen in a room with rather poor side-lighting as illumination. That was a year ago, i.e. at a time of the year when was little daylight. On the morning when I visited the exhibition it was especially dark. This light, which was not impaired by any artificial light, was extremely impressive. I encountered a similar  situation when I visited you in your studio in the fall. There was no artificial light, dusk had just fallen and we could hardly recognize the paintings. Yet nevertheless it was almost as if one could see even more. I believe that this is something very important for color. Here something enters painting, something happens to the painting, something which is addressed in light installations from Wheeler to Eliasson and which returns to the pictorial surface in the work of Adrian and yourself. This strange paleness which radiates and defines light in a completely new way. It is a light which is far removed from the radiance of Impressionist paintings and which could even be the after-image of a brightly illuminated city. A landscape of light, a piece of nature which no longer exists and which only painting can recreate.

Peter Pakesch“

From: catalog Herbert Brandl, Adrian Schiess, Galerie nächst St. Stephan - Rosemarie Schwarzwälder, Vienna 1997

Peter Pakesch is director of the Museum Joanneum and of the Kunsthaus Graz 

Martin Prinzhorn on Herbert Brandl

Between the Fields

Herbert Brandl’s painting of the Transitions

For all its being unmistakeable Herbert Brandl’s oeuvre, as far its surfaces go, is very diverse. It hovers between traditional motifs like flowers, landscapes, or mountains on the one hand and non-representational textures and planes on the other; as well as between nearly sculptural masses of oil paint and watercolour-like, almost immaterial hues or huge, black and white works in Indian ink on paper. During a first group exhibition in the early eighties an unframed canvas, 4.2 by 2.4 meters, crammed into the space at hand, formed the centre of an installation situation in which the painting material, abundant inside the picture, spread throughout the gallery space. Thick, seemingly dirty paint covered the canvas and became a rudimentary system of signs that, beyond the two-dimensional, referred to painting as activity and action in three-dimensional space. In precise contrast to the “wild” painting in vogue at the time this was not a work in search for the autonomous panel thus aiming to deliberately distance itself from non-painterly artistic practice. It was much rather an attempt to define painting inside a context encompassing and processing conceptual installation or actionist techniques. The materiality of the colour here is being set against figurative content. Yet not, and this is relevant for Brandl’s entire work thereafter, in the sense that this materiality were to replace content, i.e. become a means of abstraction. Even in these early works it becomes obvious that he will never be about deciding between figure and the potentials of the medium, reaching as far as the monochrome, or to formulate any decisions at all at this stage pointing into one direction or the other. In other paintings of those years, when figures reminding us of Art Brut once again superimpose each other before a complex background, these seemingly abstract signs themselves become a part of a totally different abstraction or figure and in this way are embedded in the picture in a manner that makes it impossible to regard them as either the starting or the end point of a figuration or abstraction. With the flower pictures and landscapes painted during the same years much of the same applies: It does not seem to be brushstroke, colour and texture that distort an image of nature, are drowned out by the subjective points of view of the artist. The figures, rather, often seem to arrive in the picture only at the end of the artistic process, are therefore less a starting point than an end point. The images are never the reason for a picture. If a dark expanse takes up the bottom verge a landscape may become of it. The figure, as a result, is not excluded but equally in no way compulsory and therefore laden with a secondary meaning at best. At the very next moment the swathes of colour and the shadings once again disperse in a way that makes it impossible to finally reconstruct a figure, a landscape. And still the artistic method, the internal grammar are visible in a forcefulness that makes it very hard indeed to draw a dividing line here. Since his pictures of the early eighties the relationship between figure and colour with Herbert Brandl has invariably been a very open and dynamic one and in the last instance one consistently is at a loss to determine what brings about what. One moment the painting generates a meaning and in the next covers it up again. In a picture from the year 1982 there is a dark green, almost black swathe through which, near the middle of the panel, bright yellow is shining and thus hinting at a centre. The line from dark green to yellow, though, again is broken by the mingling of the green with white paint that evokes much colder grey hues. The swathes of colour thus emerging on the one hand support the composition of the picture with its bright centre. On the other hand they also seem once more to cover up this centre and to position themselves in front of it while the yellow appears to shine through the dark. This contrast yet again is broken when in the right picture half the yellow hues mix with the grey ones and in this way suspend the layering in other places. In the bottom right-hand corner the whitish grey hues touch on the very edge and thus appear to enter the picture from the outside, as it were. The brushstroke is clearly detectable in many places, in some it aids the construction of a centre, in others it contradicts the latter and seems to point in a totally different direction. The game with figure and colour here also turns into a game with figure and background, with a layering that it is hard to decipher or that is full of contradictions. Just as there is no given direction, in Brandl’s pictures, from colour to figure or vice versa there equally is no anchored plane starting out from which the picture might be structured. This floating works in all directions. Points of reference like, for example, a landscape are no more than ostensible, neither starting point nor post-modern quotation. The medium, its tradition and possibilities are worked over by the artist with a directness and a lightness that make a positioning superfluous and impossible. On a series of white pictures from the year 1984 a naked female figure is depicted with its head tilted to the side immediately calling forth reminiscences of a painting between Jugendstil and Munch-like expressionism. Looked at from today’s perspective, and in the context of Brandl’s entire oeuvre, the tradition and the historical weight of the motif surely lead us on a wrong track just as the other motifs do. Maybe this is just a quick reference triggered by the glimpse at an old piece, no more. There is no dissolving of the figure in the sense of the abstraction of modernity. Again it is not the starting point for a depiction process and the dissolution thereof but enters the picture, in our perception, at no definite point. On the one hand it may be a simple joke yet it also is an important detail that the inclination of the head seems to be motivated by the format of the canvas. The artist does not want to get closer to his motif and its substance, the motif props up the picture in a manner turning it into a completely abstract component. Of course the artist thus categorically denies the possibility that the observer really might be able to reconstruct content with all the weight it carries. With him content matter becomes a part of his grammar of painting. The reference to a field beyond the picture in this way turns out to be arbitrary and irrelevant. The reason for the picture is not an outer object. In fact there no longer is the attempt to set up a relation between the object and the picture. The figure has strayed here by chance and has not arrived at this point at the end of its path from the outside or through art history. The monochrome pictures from the second half of the eighties too differ substantially from their late modernist counterparts. They do not pretend to be pure picture, beyond any object-ness, on the contrary: their thick, brittle layering suggests a spatial-ness and an object-ness reminiscent of installation and minimalism. The monochrome expanse is not the result of a reduction. It appears rather like a curtain or a door through which to enter another, hidden space. Like minimalist sculptures these pictures seem to hide something that may only be revealed in the mind of the observer. The game with the floating background here is being turned round, for the outer surface so rigidly hangs in space that we do not know which and how many rooms may hide beneath. Some panels, putting us in mind of Sigmar Polke’s chemical experiments, have a very similar effect: It seems as if something were hiding behind the canvas and were about to break forth from the inside like an illness. The psychological room here is not created with the help of perspective but with delimiting layers which nonetheless have holes or they are porous so that we can guess what they conceal. They do not bring about contemplative moments like Mark Rothko’s pictures. Their beauty always has something uncanny that constitutes itself beyond the object. In the pictures from the end of the eighties the colour becomes thinner but the spatial effect remains intact. The glaze-like colours at all times permit our looks to permeate to the beyond and the brushstroke generates structures suggesting materiality and three-dimensionality. Even if two swathes of colour divide the canvas these do not seem to stand beside each other but in an indissoluble relationship of background and foreground. Figurative works like the flower pictures also do not solve this relationship as the red blooms are pushed into the background by the rest of the expanse. Consistently there is no beginning and no end in this painting. As for the relations of the swathes of colour to each other it frequently happens that elements almost appearing like dirt push their way into the picture only to destroy an equilibrium on the flat canvas. The large works in Indian ink created simultaneously also occupy an indefinable space between enlargement and fragmentation, surface and depth. In their composition these works remind us of drawings. But their size turns the stroke into a swathe and frequently the black dominates to such a degree that white surfaces emerge. In this way the pieces enter into an illusionist borderland between stroke and swathe, figure and ornament. In the pictures from the nineties the cold, seemingly inorganic colours take up more and more space. In some of them it appears as if the wall-paint itself were spreading across the canvas, overgrowing it. The red, green and yellow hues are gaining a strange exclusiveness. Often they seem like relics from a past only reflected in the grey, metallic surfaces and breathing life into them. Or the greys, while being looked at, turn out the result of an endless blending of previous colours which it is very hard for the eye to reconstruct. Increasingly procedures from earlier works intertwine or overlap each other in layers. Expanses of colour that used to be brittle more and more turn liquid. But still the materiality in the pictures does not disintegrate, it only achieves a floating quality. It was around the same time that an actual contrast between non-representational and representational works took shape in Brandl’s painting. Flowers, for instance, constitute solid objects against the melting backgrounds. In this way, though, they take on a poignancy they never have in nature, recalling photographic representation and Pop painting. In the non-representational painting, on the other hand, the solid layers and barriers of previous pictures increasingly are liquefied or they spread fog-like across the canvas. The brushstrokes become more and more crude until they are made to disappear in a thick undercoat. The inorganic, grey colours mentioned above progressively mingle with the other colours. And so un-structured spaces and depths come into being. The three-dimensionality still remains an important aspect in the pictures. It is represented less by layers, though, and more by interfaces melting into each other. But at the same time new structures begin to form out of these liquid surfaces in the shape of drops, runlets and webs. The picture thus disintegrates not only along the axis of its depth, i.e. from the front to the back, but progressively also along its edges. As always in his work, however, Brandl does not leave this development un-contradicted and disturbs it in some corners and crannies. Through colours becoming denser and by way of lines between the liquid swathes a different direction is indicated and  at times the cloudlike structures break open before a backdrop. To me it seems one of the most elementary qualities of the artist that in his method of working he has always escaped a definite development and in this way never has simulated modernist fictions of a goal-oriented-ness or absolute reduction as an end point. Suddenly there will be the mountainscapes once again that seem to sum up the swathes into content and to make structures explicit. But the mountain too is a wrong track in this painting. It too turns liquid in some places, thinning out or containing layers that conceal something. In the monumental objects their own disappearance is contained, for every figure in Herbert Brandl’s painting has to face the contradictions of the medium and so finally is made to disappear again. The story told by this art is about having neither a beginning nor an end. The pictures invariably reside along interfaces from which they may be spun out in all imaginable directions.

Martin Prinzhorn is linguist and art critic in Vienna

Part c)

The Austrian Pavilion

The Austrian pavilion at the Venice Biennial was built in spring 1934 based on plans by Josef Hoffmann (1870-1956). As of 1897 Hoffmann was a founding member of the Vienna Secession and later the Wiener Werkstätte. The pavilion can be seen as a continuation of the structural style of the Secession building in Vienna (designed by Joseph Maria Olbrich). The simple underlying structure (regular right-angled main rooms with overhead lighting, contrast between the two main rooms for paintings, the two cabinets for prints and the sculpture area) was dubbed modern and trail blazing by the international press in 1934. This was the first pavilion at the Venice Biennial that was designed by a leading Modernist architect. It was also Josef Hoffmann’s last building for the international stage.

After Austria was annexed by the Third Reich, the pavilion was not used at the 1938, 1940 or 1942 biennials. Austrian painters and sculptors who cooperated with the Nazi regime exhibited their work in the German pavilion.

From 1948 to 1956, Josef Hoffmann acted as the first post-War Commissioner of the Austrian contribution to the Venice Biennial, which was now again based in the Austrian pavilion. The presentation of 1948 in particular, which contrasted the works of Egon Schiele to those of Fritz Wotruba, set international standards. ...attracted great attention world-wide...

In the 1960s, various individual measures were undertaken to redesign the pavilion. The shutters at both entrances were replaced by glass French doors. Ferdinand Kitt’s adornments at the entrance to the courtyard were removed. Climatic conditions in Venice contributed to the rapid deterioration of the building. On the 50th anniversary of its construction, the pavilion was restored by Hans Hollein in line with the original dimensions and entrance area providing a view into the courtyard (parallel to the first large exhibition on Vienna around 1900 in Palazzo Grassi).

In 1972, invited artists Hans Hollein and Oswald Oberhuber (Commissioner Wilfried Skreiner) established the tradition, which has been continued almost unbroken since the 1990s, of regarding the pavilion as a spatial artistic concept and of changing it with one installation for the duration of the Biennial.

The pavilion belongs to the Republic of Austria and is managed by the Kunstsektion. The minister responsible (1997-2006 secretary of state) names a commissioner of the Austrian contribution for every art biennial, who then presents an artistic concept.

In the form of Herbert Brandl, in 2007 a painter will again be exhibiting his work in the Austrian pavilion for the first time since 1988.

How do you create a Biennial pavilion? (Jan. 2007)

In the anecdotes and stories shared by artists relating to their participation in the Venice Biennial, their respective preparatory trips to Venice hold a special position. Typically, the preparatory trip usually takes place about eight to ten months prior to the Biennial – assuming that the nomination process in the respective country allows the artist(s) and the commissioner any such lead time. That said, this has long been the practice in Austria as it has in other countries with important national pavilions at the Biennial. Many of the 35 or so nations who showcase their own entries in Venice with their own pavilion do not nominate the artists or commissioners until much later in the day.

At the beginning of November last year we duly undertook this trip with Herbert Brandl, who had been nominated as early as October 12 for a solo show in the Austrian Pavilion at this year’s Biennial. What immediately strikes the eye is the truth of what has been narrated by many other artists who have made important Biennial pavilions in the past: It is extremely strange to be on the Biennial premises while the air is still cold and wintery. Even if you have visited the Biennial a dozen times as an art critic, it is always in June or August. Letting an exhibition act upon you in an unheated pavilion when the temperature is only ten degrees proves to be a special experience no matter how wonderful the Venetian light is. However incidentally, you instantly become aware of this fascinating Venetian light not to mention the Austrian Pavilion erected in 1934 according to the plans of Josef Hoffmann, one of the most beautiful buildings designed by the architect and on the Biennial premises. Such a trip is especially memorable because you stand alone on the premises with the selected artist and realize that in the hours that follow, together you will conceive an exhibition which means a lot for his career and for the position and degree of seriousness with which the artists of the particular country are taken in the international arena. It was also a very special travel experience to visit the Austrian Pavilion with Herbert Brandl. When you travel with artists who possess a clear line that they have constantly returned to and reinterpreted in countless works, it is indeed a special moment when you set foot in an exhibition space with them – a space for which they are supposed to devise an exhibition. This first visit after being nominated is often a decisive factor in how the exhibition will eventually turn out. As we stand for some time beside each other in one of the main pavilions I can hear Brandl saying, “this is much smaller than I remembered it being.” That was exactly my impression.

The preparatory trip to Venice in which the artist conceives his exhibition in the national pavilion – be it an exhibition of pictures which he prepares at home in his studio or an installation that reorganizes the pavilion on location – has only become the rule of late in the 112-year history of the Biennial. Until 1968, which in this respect represents a turning point, most artists simply sent their work to Venice (in those days it was exclusively painting and sculpture, the first photograph was exhibited at the Biennial in 1976). The precise staging of the exhibition was a duty incumbent upon the respective country’s commissioner and the organizers of the international exhibition sections. The artists only came to the opening, which was all the more important as the Venice Biennial – dreamed up by Italian and international artists in 1895 without any government influence as a platform to offer their works for sale to art collectors from various countries – was, until 1968, chiefly a place where art was sold. It was in fact comparable to today’s art fairs, albeit with a very restrictive selection of artists by state committees who considered it a very special honor to be represented in the Venice Biennial. Even when Henri Matisse, Georges Braque, Alberto Giacometti, Alexander Calder and Oskar Kokoschka made their great presentations at the Biennial after 1945, they did not travel to Venice to prepare. Neither did they have a decisive influence on how their pictures and sculptures were then showcased. However, they were present at the opening as were their most important collectors who bought directly on site. In a number of international publications on the history of the Biennial you may come across the anecdote according to which Friedensreich Hundertwasser (who exhibited in 1962 in the Austrian Pavilion) quite literally stood at the pavilion entrance during the opening days and actually auctioned off the pictures to collectors. After the Biennial crisis in the summer of 1968 the statutes were altered. The exhibition and no longer the sales aspect was defined as the purpose. In 1970, the first three pavilions appeared in which artists worked on the pavilions themselves – after a preparatory trip. It was the United States Pavilion that, in 1970, became a workshop for prints that attracted Biennial visitors, the French Pavilion in which the architects Claude Parent and Paul Virilio (Virilio later became a philosopher and media theorist with a worldwide audience) installed the first experimental environment in 1970, and the West German Pavilion in which Dieter Honish, Director of the New National Gallery in Berlin together with Heinz Mack and Günter Uecker (Zero Group), Karl Georg Pfahler and Kaspar-Thomas Lenk (Op Art) established the tradition of intervening artistically to rearrange the building on the inside and outside. Dieter Honisch was also the very first commissioner to entrust the reconfiguration of an entire pavilion to a single artist. The artist was Gerhard Richter, whose international career commenced with “his” pavilion. That same year Hans Hollein and Oswald Oberhuber set an internationally acclaimed accent in the Austrian Pavilion (commissioner was Wilfried Skreiner) with two site-specific installations.

From this point on the preparatory trip for commissioner and artist has become a prevalent practice, with a view to designing the national pavilion for the next Biennial. In autumn 2006, the result was a beautiful image: Isa Genzken for the German Pavilion, Tracey Emin for the British, Sophie Calle for the French, Herbert Brandl for the Austrian Pavilion and almost thirty other artists were on the Biennial premises to carefully appraise the building each of them would be exhibiting in and the landscape architecture of Giardini. And then they all returned to their studios scattered around the world to continue with their work for the Biennial. The image is one of an imaginary worldwide studio where artists are now working for the Venice Biennial, which will open on June 10. The fact that predominantly new works will be on display at the Biennial is, incidentally, not as new as it seems. In 1948, Henri Matisse, when invited to exhibit at the French Pavilion during the first post-War Biennial, insisted that only his newest works be shown. He was right, because his later work (which at the time no museum other than the MOMA in New York wanted to display) triumphed and established his long-term fame.

The preparatory trip to Venice often influenced the overall design given a national pavilion. In 1995, Swiss artists Peter Fischli and David Weiss screened more than 30 self-made videos from Switzerland, landing one of the major artistic successes of the Biennial among both visitors and the critics. They produced the piece after watching countless tourists on St. Mark’s Square, all of whom walked through the town with video cameras. Fischli and Weiss thereupon used precisely such a video camera to film their own country, and at the same time exhibited the films in the Pavilion. They had also observed something else. When the Biennial was not on, the “Giardini” gardens became a paradise for Venice’s cats, dozens of them playing in the park. Accordingly, they placed a bowl with fresh cat-food in their pavilion, something most people overlooked, but which the artistic tandem felt was important – for the sake of the cats.

Today, Hans Haacke still speaks with great emotion of his trip to Venice in the early days of January, 1993. He arrived there on January 6th, and as an artist with a Protestant background he was not prepared for the Italian celebrations of Epiphany. The German Foreign Office had suggested to the German Commissioner Klaus Bussmann, Director of Westfälisches Landesmuseum in Münster and co-founder with Kasper König of the “Skulptur Projekte“, that the German Pavilion house a contribution to the unification of East and West Germany. Klaus Bussmann invited two artists resident in New York to attend, namely Nam June Paik, who had spent almost his entire career in Germany, and Hans Haacke, who had lived abroad since 1960. Sitting alone in the German Pavilion, Hans Haacke had the idea of tackling its marble floor, which was the last physically intact testimony to the new shape given the German Pavilion by Adolf Hitler for the 1938 Biennial. Hans Haacke thus developed the idea of breaking up the marble floor and presenting it as a field of ruins – a surprise for the visitors who had not expected anything like this, let alone ever witnessed such a thing before. Haacke’s Pavilion won the Golden Lion for best pavilion for Germany and even found its way into history books on the topic of 20th century German history.

“We came to view the ‘gardens’ in which the old Biennial took place, 36 times since 1895, and lastly in 1972. We intended to decide in the German Pavilion whether we would be able to participate in the next Biennial and how the topic of “Physical Environment” could be addressed. There was a clear outcome to our visits and tours: the projects of Beuys, Gerz and Ruthenbeck reflect the joint visit. They are the product of discussions, measurements, corrections, memories and experiences, impressions and contradictions. They were created for and staged in Venice. They reflect the topic of the 1976 Biennial just as much as they do the impressions we had of the city for two days in November. The works refer to the building and its rooms, to the pathos of the architecture and to nature in the gardens, to the city of Venice and the cities of Düsseldorf and Paris.”

Klaus Gallwitz, Biennial Commissioner for Germany for the 1976, 1978 and 1980 Biennials, traveled to Venice in November 1975 with the three artists he had chosen. The 1974 Biennial had not taken place as the fierce political debate in Italy prevented the new statutes from being enacted. In its stead, an exhibition was held in protest against Augusto Pinochet’s coup. In 1976 a decision was taken which of the founding nations would participate once more in the Venice Biennial. Joseph Beuys’ “Tram Stop”, toured the world and established his international reputation – six months after he had joined Klaus Gallwitz for the trip it was realized in the German Pavilion, the walls of which were severely damaged by moisture from the lagoon.

Four years later, Georg Baselitz, again nominated by Klaus Gallwitz, decided at the very last moment not to display the painting he had created after returning from his trip to Venice, and instead his first sculpture, carved straight from wood and likewise made directly on returning from the preparatory trip. Several gallery owners who owned Baselitz paintings were indignant. However, by not exhibiting his paintings and instead relying on the impressive power of his wooden sculpture Baselitz won the day, and deep international respect.

Today, a preparatory trip to Venice has become something that most artists who exhibit in a national pavilion at the Biennial take as a given. This can be explained primarily by the fact that over about the last 30 years most artists (irrespective of the media or expressive direction they prefer) have grasped the idea of a solo show holistically, as a single entity in which the distribution and hanging of the images are as important to the painter as the specific spatial/artistic design is to an installation or media artist. Moreover, the national pavilions at the Venice Biennial are a special case: The national pavilions are unique instances of exhibition architecture. The comparatively small buildings exist solely for the purpose of exhibitions. The additional infrastructure that any art gallery or museum possesses, such as offices, toilets and a storeroom, are nowhere to be found in the Venetian national pavilions. An artist who agrees to participate thus tends to find himself confronted for the first time by a thoroughbred exhibition space, and if he refers the exhibits to the architectural space as a whole, then the oeuvre will be displayed in an especially consistent and ingenious framework.

This practice of devising the exhibition as a totality and treating the national pavilion as one single volume, was first deployed at the beginning of the 20th century not least by the art and exhibition strategies of the Viennese Secession. Their idea of the gesamtkunstwerk made the universalistic claim to expressing a harmonious concept of the world and the social domain, something in which art of today no longer believes so straightforwardly. However, the Austrian Pavilion, designed in January 1934 by Josef Hoffmann as a “second secession”, strongly supports the current notion of an exhibition building as a single spatial entity. Indeed, it is also the clearest “white cube” and most neutral exhibition space of the Venetian pavilions.

Herbert Brandl, for all his training in the media arts, has from the very outset focused on paintings mounted on stretcher frames as his medium and directly after his nomination resolved deliberately only to showcase painting in Venice. It was thus all the more interesting to see how, when visiting the Austrian Pavilion last November, he carefully studied the volume and architectural details of the building – not with a view to changing the rooms by installations, but instead with an eye to creating the best possible conditions for the visibility of the pictures, for the interaction between paintings and pavilion. From this vantage point, we then decided in favor of a series of temporary modifications to the pavilion; they will be very discreet but will nevertheless make certain that the visitor has the impression of never having seen the pavilion this way before.

Robert Fleck

Artists and Commissioners of the last 30 years:

1978 Arnulf Rainer (Commissioners Werner Hofmann and Hans Hollein)

1980 Valie Export and Maria Lassnig (Commissioners Werner Hofmann and Hans Hollein)

1982 Walter Pichler (Commissioner Hans Hollein)

1984 Christian Ludwig Attersee (Commissioner Hans Hollein)

1986 Max Peintner and Karl Prantl (Commissioner Hans Hollein)

1988 Siegfried Anzinger (Commissioner Hans Hollein)

1990 Franz West (Commissioner Hans Hollein)

1993 Gerwald Rockenschaub with Andrea Fraser and Christian Philipp Müller (Commissioner Peter Weibel)

1995 Coop Himmelblau, Peter Kogler, Richard Kriesche, Peter Sandbichler / Constanze Ruhm, Eva Schlegel, Ruth Schnell (Commissioner Peter Weibel)

1997 The Wiener Gruppe (Friedrich Achleitner, Konrad Bayer, Gerhard Rühm, Oswald Wiener) (Commissioner Peter Weibel)

1999 Peter Friedl, Rainer Ganahl, Christine and Irene Hohenbüchler, Wochenklausur (Commissioner Peter Weibel)

2001 Granular Synthesis, Gelatin (Commissioner Elisabeth Schweeger)

2003 Bruno Gironcoli (Commissioner Kasper König)

2005 Hans Schabus (Commissioner Max Hollein)

2007 Herbert Brandl (Commissioner Robert Fleck)
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Teaching since 1982 (selection)

Akademie der Bildenden Künste, Wien, Ecole des Beaux-Arts, Quimper, Ecole Nationale Supérieure des Beaux Arts, Paris, Ecole Régionale Supérieure d’Expression Plastique, Tourcoing, Fine Art School, Colombo (Sri Lanca), Hochschule der Bildenden Künste, Braunschweig, Hochschule für Angewandte Kunst, Vienna, Moore College of Art and Design, Philadelphia, Royal Academy, Copenhagen, Städelschule, Frankfurt/Main, Universität Klagenfurt, Universität Innsbruck, Villa Arson, Nice

Lectures since 1982 in Austria, Belgium, Croatia, Denmark, France, Germany, Great Britain, Italy, Luxembourg, the Netherlands, Republic of China-Taiwan, Romania, Slowakia, Sri Lanca, Spain, Switzerland, Turkey, United States.

Chevalier des Arts et des Lettres, nommé par Mme. Catherine Trautmann, Ministre de la Culture et de la Communication, Paris, 6.10.1998

Doctor Honoris Causa, University of Visual Arts, Cluj-Napoca, Romania, 2001
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