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Forest on torest

hung about his head /

like cloud on cloud

RUDI FUCHS




[ulian Schnabel was the most famous absent artist in documenta

7. down the road from Derneburg, in K | was artistic director of

||'|ill ’-"."leil:"lli".'l'l—iI]HI it 15 CLITIE now [0 rI:I] A T1ICE -!'.":l':'}-.lﬂ"l -.‘||IiI| II.-I||‘F:'I"'TIE:.'|.

FA T ['-J.-|1'|1'|1'I'|=,_-':' our show in 1959. As the traditional name ol

'|l|‘ -:_'I":Ir'_'l"|_':-|‘|'-|!' illlill_'.:1fl_"-;_ |I|r_' |':'.:I'|E.|_'Il'_i|.'3'1| WWHER '-il'l'll.-']". mieanl to |'|-|:'|']Z_'|-I_|_iL';-II
ly document the state of art. In post-war Germany there was a particu

lar urgency to show modern and conte MpOTAry art. During the Nazi

|:"-:"‘j"-"'-i~ all of it was declared entartel and had been suppresse d. The dam

aged nation had 1o be returned to a normal cultural life as well. So the
very hrst documenta, 1n 195, had been a eal modern ari
AT COIN-
memoration with such iconic artists as Picasso, Matisse, Schwitters,
Chagall, Beckmann, Mondrian, }'-;;m-:|i|'..-.l-:1_r‘. Miro. |f|1;"|:.- WETE Ol

by Yyounger conlempaoraries Way, Vedova, Arp, Soula , Hartung,
Moore, Lehmbruck. Only at the second documenta in 1959 did Polleck,

Newman, Kline and other Americans quietly enter the scene. By the




time we had to fipure out a narrative for our show, the balance ol pOower
had |'1"|.-=.||-,.:_|.-1| — too much towards America. Many voun g Furopean artists
felt neglected. You have to be twice as good as an American, someone
said, to be considered his -j'-:l'.,:.l.i. | had been ::|||H-J:3|~:‘*|.‘"i bhecause | had
promise d an exhibition that would redress that situation.

] i '!

For people of my generation (I was forty in 1982) the American

hegemony, as we used to call it, had for a while been guite acceptable.
During the sixties and seventies it was normal in Holland that the
'|'|1.1j|'|| museums would devote a lot of attention to American art. H
the time we began to discuss our documenta, most of the notable Ameri-
can artists had been shown in |'J|.'-:|'L--:-'r'|.-'-.3 exhibitions. Their works had
been acquired by Dutch museum collections. (Most ironically: Julian

Sehnabel hin f had a great one-man show at the -"::I-:_'r,i-:_'|'z_i.l-; Museum in

Amsterdam in the early spring of 1982 —only months before he was

|_||111|r_|'||_ From |||r_- .:|':;;|_|,--;-,_'-|||‘:'|.:I ] |'||_"1'|'_' WaS A ||:|Ll'1-:' 111 :I” |JI|."'. Fa k. ]-:fl'i'lf as

one measures (as we did) the developme of art by notahle |.r."i'l|.'.'1:~ of




had been effected in America. That could not be ored. MNew York

was an energetic metropolis. So, how il happened | cannot explain
first we all admired American art for its newness—then. almost over
l'aLE,':'-I. we became s 1ous and |r-:':_-;:-|n to resent its authoritarian atti-
tude. Enough arr ice. How and why had this strange antagonism
come about, America ps. | urope? The more our SUspicic

America grew, the more we felt that Ameriea ignored contem poTary

[-.-|_|]'-I|'|:';1|| Tl I'I'I r:"l-" SPVETITLIER. ;_|r"-:'| |;|r_-il|||'|"I ITIATIY ]-.'-l.l-“:rf;".'-'i:l[.] MUSEwIms
had welcomed American art because they had decided that in their col
|_r_'|,'|i|,'|||'- '|i. |-'-|.|'|"'||:-'|3-'.:IJ'| dl'l I'oom ";-“I'.lll.ll:i |_'.II'_ '|'|"_|_|_I_'i_|:'I I.l"_lt' "E'.I" wiorrk l::lll ||'|I TLEW

artists from across the Atlantic. That was the proper thing to do if one

believes (as one should) in eultural |:]i'.-._'-1=..i|_g,_ Butl almaost ||.-_-.1}-.||-._|:|I of the

L".l"_l_':l. one noticed, |IZI'|:-}_'.-|_"1'||'_'1'_|_ |"-f|_'|__|'_||'|;-|';J!_|:-. in American MILSEWITS [|;|_¢--,-
were illi"lll"i-imlf:' hlled, of course, with Picasso and Matizse and much

[T1La T '-'="i||| ATT15tE rif".i'll were ]I-!!-I Il '-".'f'” |.'l|"'||_-1'|_' Flr:lll;l:ll-':';i-_. Tll_r“| WETE T




rI".I"!'i-ll. I.!.'_:- [=_'|_l:' American art communily |I:'.'f' EMergyCnet "'l }.I-Z:llj'i"t'];-

mednt that America now hinally had its very own art that was a

as anything else, In the wriling of the astute critie Clement (3r

one -:_|'_:-'|1|r| I_p-:'|,'|-:_||:|_|-::' i I':'.EI|. ||1._-.' 'ZI.'_r'_' L2 W AmMerican-tvpe '._'l._i'l'iih'_-_'. H I:'.-'_':

called it, was [resh, adventurous and superior. Compared to it, mosi
v art looked pale and tired. The strange thing is that somu

young European artists at the time felt the same. The painter Karel
« the scale and the widen

W1

ot America, once he had ar rived in Mew York in 1':_]=|f.';'- Immediately his

paintings became bigger, offering literally more space for more expan-

S1%WiE I':-'I'11.-i|!'.'r'-.'l 'II'I.-:..

From the moment that America had its own :||.-:1E'|r-:'rn;il-:'3l art, it
an to focus mainly on itselt, At the same time we in J'-'-"'""F""" also

|r:'u|,:~r'-|‘ _-"'-.|'|1|'-1'1|'_';|1| At |-'|;||' -.-'.I'Iill WE BdW HE 115 l.'||:||'-:|l.'|-'2'|' I'.l.|_:.i|".-||.. I:'r'.'-l'_.

:-.Ir'5|il;:|_|_|_J.|||_'--,ﬂ..,-,|'|:]. matier |::||. ract. |I_l":-'_ a5 AMericans are, we '-..:=iI|:|. We

loved American art. | here was no antagonism o o .--.|.|'l':-‘|'i‘--'.'. in 1904










FEober |-3.;'1ll.-.l.']'||=1|||-:-|'l_g was awarded the grand prize at the Venice Bien-

III.=:|. .[.|'|1_' '€ Was SOme Comimaoilion 1n [|'|_|:" J'Il'-!'!-..-: |::|'_;1 the -:_!-|||_r_-1 ||l|]' CAT-

li.il'_l:ll_-!_'":-. SLL i:'. ]'.1'|'.i__i||_'| .I".r.'li.l:.l'l.'.l or _"'|.J'||.1.:-:||:| | E-I|'r:i-,'~;. I_-,'ul_-]-.. |J'|-:'i|' ||'_'|" "-':I||

q ace, | hat the jury o hose |-":.ilII'-.I.'|'I|'I'||:::'|':|:' in |_|j'r'r|":'|"Ijli'_'l:' to Tapies

was actually quite I':|I|i1'|;3_ ['ﬂf:-n::a was Lhe painter in Furope who had
made the picture surtace rough and heavy : : the

F=

ventle esthetie of art inf: but Rauscl erg was just rougher and

Tore !I".!*-I:-lt'lln'. F'[{' -::l]".] T1int '-.'.ill'll.'.l 111 awe ol |I'i1l:‘||_'_jI::-|'|. ].|I|11I:_1:|'I ITIOSE
|"_L|:'|_:|]|-:':|:|'|.-. WETE ur'.:l}:lll:' to do the same, they loved the Americans J--.:-l
'IIEZII:'I:_'-_' 1.

||'| i]]'-'." el |". I1..,_‘|'|I| 1es .||-'!,'I; L 'il:":'-.'i{ll‘l'.l e Loy Cont I'I:|'| 1ite an ;||:'i|'J-_'_- O
18y ]'I‘!..! Ve

the nature and identity of European art. So | began taking not

Lo oo about such a vasi .-.'l|-i|.'1'f—||.:||||.J it dawned Lprorn e that the vers

question, European art, was an utterly American question. Only from

across the Atlantic would they see the continent as a single cultural area.

We see Germany and Denmark and Poland and Hr.:'|'=:',l'.1|'u and France and




Spain and Austria and [ and and Ireland and lialy and Holland.
Within Italv the Venetians see themselves as different [rom the Tuscans
or the Romans or the ""n.;-:':l|.:":'-ilt:1|'--:. or the Milanese. In the minutiae of
i

||'||_'- |-.i_-,|._||_'|r- | qu'||i.";|| ATt !Ir_r,' -"{:vl-'_-]";.:.:,il,.-. I::n!'l-.-'u':'r.‘ll. I]'l-!:' :_'|'iH;1_'l'-:'I'|| sCno

were all there to be seen. One finds such regional distinctions in any
['_n_u--::||'_-r_'."||'| country. To the editor of Artforum | then communicated thai
| was unable to write on the characteristics of European art. The theme
was too undefined. | offered to write on the nature ot the fuestion but

|Il' ||.l'l'|:I|'."'l..i. |'}-: ]..=.-§ ipfs I.I.l..ll.L]:ll.:~. il. LECINE, Aol '.It".r." I".I‘-'."'.il'l'll":' il ||IE‘

l'.||.|I:"':if1-i:-11. i Zil“."n .'I"-'I'I'II rICaT, J |]Il."'LI!E;']'I|- IRE N I‘I"*'-l""-". Tl::l" |'|E|'|P|:'I"'||'i"i|

shortly after the documenta but it refllected things | had experienced well
hefore. More and more Americans, | felt, bepan to I'Z'L!_'ill'-:{ ['.l_u"l'l'.i'l'.'."ﬂ'l

art as some vague indistinet area of curious [1'1""-“-'|'-'-'-'|"'-"“- | felt they were
'-“"""'I'l'*“!'-:. to look seriously at our historical and 1-.-;:-.|t'|-:l.rl complexilies.

We in b Urope saw American arl as first an -"2'1'"-]'|";|'4=-.'. from E UTrORCan

art—that then, gloriously, had come into its own. | regarded American




art, from Pollock onward, as an Important expansion ot our joint tra

dition—and | was convineed that many American artists -EZII":..:--H:',|JI A nec

ESRATY |':|:|i-::'.'|| l:'I'IIL:'j-_'_'. Ly ar ']'--:IE Was ”"""i."-'.':""”-'*'-'-l':'.' I‘L.-I ] { |:-..||| not .||'._'r'_]_'-|

sugeestions that the quality of American art was sirmnoly universal or that
! | ) .

the American version of Modernism is lohally normative, In LYY [
E =il '1JII-=I|| lee ture 1n .‘-.1i= ]‘i.-".r-i "-"I-"-"1'I‘.-r'l""1 !==::-||J-:-|"-.' 1T ""-:-'_-'.1' 1':|-|'_-|'L.. Tlll‘l'!'

| r‘r1-.-|||‘.-"-r:-:--:| 1 -BLO I':- |]'|-.'1' 'Ii'-':' 50T ol -I'.‘I-l'.':llit"_-'__|:I:'|I';-. |'|i:1::| |';|-'_"'|,||': Lo It _l_|'
father: that the VoL Pollock :"'.i.'ll_'l. ]'l."r'“ HWATE -:||E. ||||— :',|||- |;_|;|i||' 1TIEFS |'i

Mondria n | ITEad |.r.' 11 ""'-. W 1"I.I'_| I|' :' i []':‘I | h H1 |1 e "].:'II Ve h.:'r-n [ SEF '_]'. 2171

1Tl & || Imasie I'. 5 51 II:| 1%, r WaAS We ”_ Awnare t |'|_:'1; this stoOry can ot ]_,.!_- COrTH -.i-I

|_'|I'._':-[|_'-4'J_—'|.-'_-| | ||.'1Z-’-I'.'I'|'."IZ|. ||1f" 5L estion that seei 5 |’H'III1':Z"—. such as I|.||"II:'III

oie - Woggie, in which Mondrian's usual order ended up so [ragmented,

may hawve |'!.'_-]|_':-|;4_| Pa

r AMEericans |

|i'.':"'r.'.'||:|' Tl‘lr.‘ dpPPCATANCE |::-| EIIZ_IleI;_Ii'J-:_._-. |§|':'|_p '__'|;|_jr;||]'|.|_|_-1- I-,_:,.] heen a 3 |-,_-1||_||_;'||

moment in Ameri art. Mo quite the Declaration of !I'||'_|_-_"]'_|rj'|'|_l_';|"|||"I!'




but in artistic matters jusl as seminal. 1 know that, but the protesters
seemed to maintain that these paintings came about by Immaculate
|_:1:r'|'||_'i.'_:'-'i|:-1| and that such a greal American moment must surely be
untainted by anyvthing E opean. later 1 spent some time with Daonald
Judd in his place in ! witzerland. Judd had once ange red the Buropean

art community by saying that all art in Europe was minor, with the pos

sible exceplion of Yves Klein. Now he older and more |.-5;1||.-:.|:E1|.'-'|':||'|1
cal. We were talkin g about the Swiss abstract-geometric painter Richard
Paul Lohse whom we both knew and whose work he had |':"'}'._"”" 0 Appre-
ciate, But you know, he said, [ should have liked him earlier. However then we were so
much involved with ourselves thal | Jusl took him for gronted. Inal was wrong We should

. o ey | - . R e
Rordd® el i Mmuchi maore reait

| "|rl'.L}. aboul Americans but that is amb FUOLS, Who are they?

I"'|'1 LISCETIT i'lﬂ'l':'lfll', critics, l.'l':'lI.l'."l'."l""'l".i. I"I-:'.'I-l!'l'l‘i. artistsy [ |.'|'.'.| oL know. 1he

].I-._'.j:'”"_"'l' |‘--,.=.r--] ""-ll-FZIIZ':. IIZZIII.|. IT1E |.'1.|.'I-.'_Il_lf ]'ni‘_- r.'.'il"."|1|'1j'|i.|| 'l.‘.l.l.ll ]-'!'i.'ll'h'. !":..lllln"' .-I!'Ill

Willem DekE ooning, in New York in the later htties. | here was no




anlagonism then, they were all '~||'||.|_'!_'|1'1'|:-:' In my time MAany young
1erican arcists were always on the move in ].-'_'.;|'|.-E.u:' for shows in pal-
leries and museums. (O course they mineled with their ]—'-,_”-,:,],,_-.:”,
rs. We met in restaurants and bars and in studios. Pa
they often said they felt more appreciated in the free and unorthodox
-ll:!l'i"-[-']'--'.'l'-:. of ['..I.Il'l'.-|=-*.'-.-.'-|| culiural lite than in Ameriea. '] ||._;-:, liked the
wark of their ELIJ'-.'.-|=--“-|II -'-:l”-:'-1}.__".!!'."-: with whom they shared similar iTu L
and attitudes. Yet, even if nobody wanted it to happen. there still g
this PErvasive |-:--:-Ii1'|_:__|. that American art B SUpCeTior and more modern
than anything else. For a while we in | L POPe believed it too. One could
teel it in small absurd thines: the parties for an American artist, after
opening of a museum show, were alwavs slightly grander than they

IZ:'[I'IE'I"'L"-'i'-r‘ 'n'n'l..ll.lll.f |I:I'l.'-:' ||-"l"|'|. 1'."'I-'I.|'|'-.- WEre we ._'.| 50 LI°E II.II|'-!1'.rJ [ r:"-i'l'lll-i that

for a while we truly believed that the American art scene was more

dynamic. We wanted our best artists to join in and be part of the enes

20 | '-‘-:-1.':'I|'!I"".| ||IE‘]:' '-'-l.'l'l.-..'-: i1 .""ﬂ'l:-:'l"-l. AN TNUSLLIN -:'n'_'-”l':l_'[:i-:}]|-. a5 M |'| =

e |




ATErican » SOITI L T1E

: . ;
o, il is the most | U ntry in e world, The ariistic

]:':II' CONYENIENCE W Were t.f.i"ll_"":.'lli.ll,'-', that in Eut ) = I]'l'_-l'l FS wore not |'.H'.".

Ler -""I-I'lll.f"'li':.:l. WeE '..!'I"Il. Iy, r'l"l'ifl:l'll I:-I' '1II|':'|.;¢'"iI.'-'I Ii-'.l: ITLATEY ]'.l.'.l'-li-l_,.lr.'ill']

artists .":|'|-1']||-.'|||l:,' 1owed in MNes * 1al g lleries and some af
them in museums as well, Towards its own artists ./ was certainly
patriotic. Ho it in Ttaly? In Italian museums foreign artists were
hardly ever a stedd. It is better now—but the hirst foreign artists to be

accepted were Americans, It was the same in Belgium and France and

Spain and England and Germany and everywhere else, Holland includ-

ed. We knew all this and .i-'-:'L-[:-lL'--.'] it as the asual F UTOpean condition:
that the appreciation ot art is always |i|'|.|__{|'."i| with nationalism. But e

there in Eur pe, American art had attained a status of LT e |I|."'."|.-!'.'|"
ence, as real international art. Was it better art®

l‘;-III.'ll Wdlh ||"|.I'.' l:-il:'.l.illllZ.II'J l.".I'I.I_' Il W I'i-l' ATl IISCIESE10 NS iIII'le.lr. Our I.-||'|_"'

¥ 1 I g
menta. Surveyine the seene one could see, for instance, that ex




artists had emerged in Europe who had left the broad mainstream of
international Modernism—and found roots and connections in what
|.|r'|."|-.;. (8] .l:"'.-' |.'i.||]".-'":] e l.'r".i.ll. ||'|.=|.Ili|lil:'l."|. [| Wdls ||'I|"'|"i|i||':'|.l.' :i'ln..'r |i".i'1 :"ulll"lllll':.
I'I.i1|}|_'.'|..'1| i'll]'i|. |!|.i|| 1l :"-lll..'|||l|. Il‘f' .i'l.'I\.['I':I'".‘u'll'I|!|_||'I"I|. I.l'll_ |'I"":'|J:|'_|.f_'l niiec, i':l
]..:.ll.l"fl[ll.":'lll ar 1:'|. I'I"';L"i':l"ll:ll '||'IZ'.|.:I'|:':'I|'il'l'l'l"- |'Ii1l::| oL CoOImne I:I'l."'_'l'fl'li.!‘;]'|| -Tor
did it come as some reaction against America. [t began already in the
-:'H!'-I:-. sixties and in the case of Arnulf Rainer or |-'-'-¢'|.-]| |.55--.-|.1:.':- EVEN AT -
lier. It came from various directions but most strikingly from Germany

LI]'J|.|. |.I'i.'!']]"1 J:i'll:r'. ||II1 15 1o |Jl-l' |.lEi-II'IZ' Hca I'-i'lZ'Z-Ill 'Ia"lll_' ||'I-i|_-:.'i'|"!- I!'I‘i i'l-!'l'-.'. ||'|".' art

of [.-':-:'-..-I',';! Baselitz or A. R. Penck found its vital excentric EXPre s51011, OT

the work of lannis Kounellis or Mario Merz—and all the around
them. That history is by now well-known. For a while those new devel-
opments took place under the shadow of international (or American)
Maodernism. For the many observers who passionately believed in

i + i 14" . i
!"-'1":li|l'.' TI1ATTE A% |||I' mainstream stvle, 'I'I'I"r"'-l_'.| .':I'I'H:i"l'l!_'_ II'Ir:"I'I'I 1T was Al Tirst

dithcult to acknowle what was poing on. Esthetic habits are tenuous




| remember seeing 1 975, some raw black
paintings by Anselm Kiefer. [ found no way to 1'l'.".:].'l-!.'|t'|:| to them. L
took time to -'1'-5,i'-“-'1 ta their utter differentness, The same |'|:||'.-}:--: ned
with Kounellis. Then | began to understand that more was happening
there than just another shift in style. Obviously these artists had
sources of inspiration that had led them to theis |'-'.'-.'-|:-l.|||-]|1_. different
expressions. Unce this was clear, that this new art from Europe was
establishing itself with undeniable power, then the position of

American art also l.'}'J.:'TII_'_'r.'q.|: it became an alternative. Precis | that new

3 A " I
I'IZ'IIr."n'.Ihl Il.-.. nce ol |:|I'_I".'|.-l'_']' ]'_I"'_"I"r'L'IT'I"'."n twix BTTISTLE |!l]'iH'| 1088 DeEcame |]J-!_"

central narrative of our documentary exhibition,
[ B ] i B "
PBecause our narrative was also an argument, we wanted a I”"""':'”'l'.

constructed show in which the different artistic positions would be
I'.-|'=|'|:. selected and carefully installed —in such a way that the positions
would meet, face-to-face as it were, and could be 1'-::-|||F:-:|:'!-J.l. The idea

was to torce comparison hetween works of artists that previously had




only be show 11 "‘f"|""-|'-|“'|"|- each in |.|:_£_ oW l_"=_i=:|'|l-["' :||':':_r__ .].I'IIL re Was. i-.l:ﬂ.
instance. Markus Lipertz matched with Carl Andre and Alan Charlion,
:‘-11]:_'?' |'.-i'||| LIITS wernrs .||f_|. "|||r-|' i1'|'1[1r'|.;:'|L'.'|:- —_.'g:|||_|_ I.L.._-__.::,: O |_-=_-..|_|;1| ||||'||_l_'
ment. | he show was almos :'I'|l|1'r.'|_ sUCh a4 sugFestive mise—en—scéne o1
compar isons. Fach work of art was to be ;.|]I=_|'|r into 8 situation where

it eould ]"'""‘-"-'”:r' pt aim its unique individual

w Ly
ELw

o wh ppencd with Julian Sechnabel? [ is I-_.i”_ﬂ.-h_:;i|._;-,[- | con-
sidered his work as eccentrie in our show's context. In order to give aur
arpument maximum clarily we choose American protagonists whose

work moved well within the broad mainstream flow oof American art

from Judd to Eyman, Nauman to Andre, Oldenburg to Ed Ruscha. 1

now realize, in retrosy that in my mind and sensibility 1 J;.[-._-.}.,||r|-,-

WHE still tes much concerned with which American artists were .H'I.I.J.;-|||':.-
|'r.*:|| and the most I'-'Z'}.II'-:'r.i'IJI.II.:'.-'.' OTNES. 1'--"-"-:' |1:-|-:_| invited the |]]"-."|i. ecdentrid
artists trom El_u-:'[l'-- tincludi EMErging ones Cucechi or Clemente or

Barcelo - MIOTTALS contempo-




raries ol the eccentric ones (artists such as Richier, Buren, Long,
Dibbets) and then the prime rhoice of rather |'!.|:-i-:';1| Americans. At this
point | have a small anecdote to tell. In the late seventies the wonderful
-:'-:n'ul'r_'-i'nr.i.:.:li artist Robert Barry came to see me in the museum in
|'.i'|'ll'.”'ll}'r'EEJ— 111 |'l:lI]I|-'_'|,'Ii|_'l|"L '-.'-.|||| 11% |-'-.'|'|!]_'|i[j.-':|]'|_ E J-|.:-r-.:- WETE ONe O lwio
[:'EIIILEJ[JE._;&. My |"|"'1'|1_'L'. On V1ew, ”. Il'i.'-:il!ﬁ?-::l I:i"_r3|_|':| ]'_',ln:'||'-.|:-J'._-'_ Hl_‘ EYEN |IIIZ.IIJI"|-!_|
it difficult to see them as serious art. I remember he -_'|_'.-|'|'||';-.'|r--:-.:| them to
clumsy student painting in provincial American art schools. What he
meant, | r|'||:'|l-... was that |1r_ |:'|:||_15.'-'| fREN ] ;1-:'|'-:-]_'|1 1|'|.:=|§ art ir it ;'.-_.1-|-.-|;.| -L”-,.;_|

|I.'|'I'f-'-i1--.51] j.l.'.ll':'I:L|||.|Iil"|1| -|1|_'.-I.I|I.'i. EVEel IIZIIZII':. |'I-.':|'_'|-.. -]_||i|: 15 what |'|-:_' [.1_'-|I 1.‘.':||||

Penck. Art should forever aim for the uncompromising new. It should

be relentles vV DEW that was a VETY ':~|.I'I'!-Jl:;'_ sentiment with manvy Aartists 1m
America, Penck was l'l-:'."-.inl.._- into the bygone muck of history.

I i1'|.':1||1_.' came Lhe {qUECSTIONL: whalt to do with those FOUTLY ATNETICATE
l'r';""":”i'“-' Salle, Schnabel —who were then such hot news? When | acca

:-J'-"!'.:'-.”_'- mentioned our difficulty L | pass r American arlist SOTME O f










the reactions were surprising. They were, it was s =sted, another gen

CTATIOIN, 50 'Zl.l[-:'[""l'.l 111 :-IIIilllli.f'. S0 O ||'_|I_|:|'||_|| i.II:':".I |_It;“|||'._ 'l."'r"|'|'-_- ||||- '.||
EXPressionisiic '..l:-|1['.|i|1ll.£'.':' This should have alerted me of course. Mavhe
it did: in the end, after much discussion, it was decided we would invite

l:':-.;:—-:|ui.-:l and David Sa

s but not _[l.L'.i:ll. schnabel. The .:|'|'_|i|_'-'|_-i.j-:'_:-1|-

i g s L 1
AFAITEst schnabel were Elrong and sometimes bitter. Somehow they wer

Tl_i;lH: Schnabel was certainly the most outrageous painter ol the three.
In ]E!lili'-l.|_'.1iill one could sense a poetic and naive sweetness, and the
paintings ol Halle played with cool conceptual artifice. They were cle
Salle came from the distinguished |Jr:n:':|::_."+- ot Lichtenstein and [:1-..|_:|,-|
_|I'I|'I'I'I'-i whereas the raw and |II]-:‘I'::-:'1|..1]i11|_'|| schnabel |:'-|'-_'||_|__;l|'|_' he wild

R i l.".ll!:.lr.‘l:;: Lo mind. It is not unlikely that 1_|_r_--:'|:- down we still felt

"'l'.] o ".]."." rnist '!'I.lf{" OTUm ard | ALY | 1 '-i]'l ness were 1 I'I L

that, with Americans,
qqualities to be observed. In that context the exuberant paintings of
Schnabel were extremely unsetiling. The misgivings of some of his

|:']':|.': I" coInl ."Irl_l.ll.l'.'.ll 185 WETe II'I'II|I"'I"-|i_I |'|r_| i_||'l||_. E'-.--i']'[ '.'-.-il I"| '_||! || 15 :__.:'l._|1'|r.|':'|"|1| ‘]




renown, he a dangerous outsider. I should have eredited that posi-
tion. At the time, however, the II.III:;:ll disorder one sensed in his prainl-
ings made me uneasy, Of course | should have remembered why, in

Venice in 190 - Rauschenberg and not |..-I|22li4."- gol the .-'.III._': prize: because

11 CTeat '| LB -__Ir 1 |'| D58 |1 By ] L ":I':.].l.; -.'l ' '] rarmat 1C surtaces | 12 WAS S0 ImMunc ."n

toucher. He was the artist who in all aspects of art, such as scale and
exuberance and theatricality, went for the extreme—without lear or s
ond thoughts. In the late seventies the young Schnabel at least matched
that recklessness with his |'.:-|:_||-.' paintings. ['hey were truly bewildering
but | distrusted their spectacle. In the early |'igli'|||r--1 Lthe -.'-.lJ'l_UII_li'l'_"I.'l of
American art (the artists in our exhibition) had reached, it seemed to
me, a ine moment of | |i;=:']| Style. As a voung critic and then a young
museum director in Findhoven | had grown up with these artists, |
||Jlﬁ.'.".l have felt |21'J'I:ILL'_'|'_'Ii1.'|' towards them. We had also chosen to '|_||':|'.-.-1:'
that generation in close contact with their Buropean contemporaries

Baselitz, Polke, Kounellis, Merz, and the rest of them. That was the




central narrative. | thought (wrongly of course) that the abundant
paintin ot Schnabel would be a disturbing distraction,

[n the YEATS |'-.'||l-'_|'-.'-.i1|_-_'_- orne saw his painti ; around. They were
-"]"-'-"n'l‘_n"'- ".~|L'I]'f]i|1'-:_'l. ] hen | |:-1':_-:_'.-!1I tov like r:1-:-1'|'| MoTe -_'1,|'|_|:] more |L-,*-|; ALSE
slowly 1 had lound access to the |'|'|::_.-‘|'|'| ragic sentiment that vibrates in
his art—and that also led to his 1:|||1Z—13i.-!L-I[J:=:. hat sentimental pathos
is there, as a manner of expression, and you must accept it. A growing

tamiliarity with artists such as [:‘1|L|Li.-. Eounellis, Bruce Nauman and

r".' - [mmendorff (or much later Damien Hirst and TI'-'.u.'fif'-' Emin} made

ITIE 3 LEE r.h..ll i:'.l.]]:'.;.l]l Sentiment nil'll:i dAll AWaArelnness :_'_I-:i |_I='_|‘j L::'-.H'I]':!. i|| =i'_|!'

'r'l-'|.'.-'|.||.|.. 'I-H”lllf' be e | |..i'J|f"'-':' ||'|:|'.H‘|"'- ITEdy |.:II'.-. CAn ].'].1':- d |.-El."||||||.1:;'; |'|.:|]1' LTl |||:'I|':.|.||_E"

such patabiad L |-"'-k-'.'- passionate tense art. As students we were educated

Lk :':”:' :‘-"-":T.'il'i':"'-':: '.-|r |1|:'=.1"."'l.' fentiment 1n art. I".l::lll [ Hd I I.:-ll]'!.' . L ".'.'|'|:|| YO
told —but how eould one see, in the late self i_‘n-‘nl'rr:nif.'- ot

Rembrandt, that the artist had a deep understanding of the soul and

of human !-I.l”..r.'I'i.ll_'_-:_'.’" such ||I'il]:,:|i1'"= were only said, we were told, when




the art historian was at a loss for words e were supposed to analyze
its foormal and colouristic construction, how it was put

cther—aspects one could asctually see, not those one believed or liked

to sec. Prom an anrt |||.--Il'r| il.'-'l.l ]l-::l'.l Ol view, -!'|||.-:|.-."-'| _:I.'-.|I.h.l'.-: J'.'l.-|'-."|1:_1||

L1es, Oond ;'|'|i|||_'|_ -.E'._l.:-i]l".' |I1"-| Lnterprcy tne art "'.'I' I'III e "'-:il'J.III-."II ds SCeIne

brilliant deconstruction of Minimal Art strategies, thus keeping the

whale thing nice and distant: the artist cleves lf‘ I'!-|-,-:||y_ with formal

complexities. But when one, as | did, spend time in studios ':I|||.-u;':‘,||
not the one of Mauman). one I"-'.".-!:nl Lo cle .._|r:-'|'| RO ime !|g';|!__'I!-.' 1Tl I'.".%
emotional nervousness ol art-making. One understands that the inten-
S1Ly »f Nauman s art cannaol be Just P sduced from tormal |'||l'l'-.. Then
one misses the point: that there is, in his work, an unsettling closeness
to aspects of phy sical violence and ag ssion. | hat is what makes the
wark so relentless and menacing. Certainly it was not just a cool deci-
sion to locate his work in this par ticular emotional context. His private

"IIII'.:-Ijl._'I!'n..E'] !'1'-“]-1“.'“.‘-'3' to certain ||'.l||'|-.:||'! I'”-.'I'l-i'-i':"-a'l led ||'||5'|-'| there—or I'|'|':




FATL ETIOLITLS Ill'lZ' ;-;II' |II.'EI VT I']-_l:-.l'_ [ r;'_-!" EMOLIOns I||;|| '_.4;-| IT1 Ii|_|'I
narratives in this work. Ezra Pound said that Dante’s vision of the world
was 5o real because he lived . B0 it is with Nauman: such w ork and
such vehemence cannot just be invented,

Lince, 1n a univy Er&iy lecture, | CATTE Lo '-:'|:|-:'_'i'|_L._ a |:|-::rl.:_2 E-] LCe .r"~...-_|||:|:|_;|:|
-.'I.I'JI.'-|. D-.'llll:r.'ll El.LI'.--I and in order to |_'.|.F_|'!|.:_. |]'|r- _-1r-:||||||-!ﬂ|]!;|| alure -||.
their art | compared it with f_:.1r';1'-.-'.|._|:-'_-__-|-.'|'.-1 darkest, most terrible altar

]

||i-'-|'-:-, the .'!'r'.':.-.-'.-I'I'."-__: of 5t fohn the Baptist, in the Ca dral ot La Valetta,

Malta. [t is a Etll_u_ painting (3¢ ® R20 centimeters) that dramatically

oCccupies the entire end wall of a |'|'|.'-1]_'|-:_'|. The martyrdom is lerriiving.

[t mainly takes |||.|-.| in the lower lef part of the picture 1':|"-.-||J|-;5 Salome
bends torward I':*.'|||'.1I1'|I!; the |_=|"'||1'|r_;|'| E:I]-n"l.- on which the severed head 13
to be carried back into the feast. The old servant is putting her hands

L ! el II.I."iI‘l 111 |'|r“1JI..-'1I:' -Illil |'|-'Ii riar. | |IIZ' IT'IIZII"'-ZJ 1I‘|-'|'|'.|'.‘_'I".'|'|'- i.:‘. :|'_"|' I.'ZII:'li]'Il.'-

L ||lr.' J||ZII|" ELE I'I (£ &) l.'1P1'|5I11i1I'LI'| ||'II_' CXCCLUTIONEr Lo ]]I_|_|'|'lI l_.||'_h—|.-__l:_ SO I Ee-




"_'=||'_E with a "lllL:l'i‘ swing |:-1-'||'|1'_ _-.‘.'1'|':l1I'L_l':lllll 145 1ol "It".!.l.';. el ]le.ll |j:-|'ll_!:'
prostrate on the cold stone floor of the jail. the sword next to him.
Mow the executioner, :-.I.||||l|||:_:_ over his victim, roughly pushes ]ll]lll-l-
head down on the floor while, at the same time, |':"-'”1.'"'.- a knite from

|'|‘.'-. |;.|-||._ .j._;- :__:-.-ll ||;"_r_'- .!'.|.|:.r|',.-|',:.-':. 'l:'l.ll .||:-|Il'_ |-|.:- :,- '-'|"=Lf;- 1O ;-:!'il_ |-:_'||1I1..-. -'.:'|I'|!-:I|.

|:I'-ZIZ' i I".l'.l;! II!'IIIEI I"Z'Lll'.:l'LE'TE'I:l. I"I'I_i-T'I'u d ".1.|'|I'|-'.."="- i |||t' I'I._l'_ L TWo ITen l.'.":.IH"-

watch the scene. A trickle of blood is Hlowing |-"'3'3'-'-.]'.:-|I:1':- wounded

-l"]n. MSE—-PN=50FRE O I' ||1E|;-, |;.;|'_|:_'.|:||;'=!'_ I||_-_*' Ty i|':,- I_]'|r: ELOTY 18 I1":-|..:_|. 'i.-:

LLTII6] LLE We cannot know how, when it was unveiled in 1608, its audi
ence reacted. lo Iy students | B ited that they shouw d look how in
Bruce Nauman's g macabre piece Caroussel, bleak aluminum casts

of | animals are turning ar wand and around. The casts turn around
in utter silence, Only when they bump into each other there is a dry

|'.'III.J'-.|J|:! "-|.'|LI:']1.'| I"‘-I...‘JII_Il-l I:'I'I]". '|'i'..||:-..'|'."-. I|1IZ' '-Ll-!'l.'.l'l.' mofpre Oomilnous. -].l'li”




silence could give them, possibly, an intimation of the horror in
Ciara o s painting. For the preat artistic aspect of that picture is nof

2 Fory 1-'””'—!:'. Lhat is going on—it is the wide dark space that the mas-

LETd ||5I:'- |"'|..r iI'.'I'ZIII'."n-Il :“'l"l -||"|'i'.'l"-'1'.' ||'||:' SCEene, -|-|ILLI| INNETLEAC IR sEdell 2 14 '-'-.'E]ill

created the drama, and the sinister coldness of that space—as cold and
UTIMOvEeD as ||'| £ ':E_Ii.'ll.:l:' I_-|. ||'I e _L']il.'ﬁ- container in wh 1 h the dead sh CCp 14
""-:'1'.1:-|;:" in Damien Hirst's As ay from thy Flock., The terror in Caray

5 |;-r-'.|'.j-: reformulated in these terri F.'inl!_' contemporary wo rks. That
15 how new ari |..-:'-:'E|:-. ald art alive, Terror is eternal.

Exercises like these, looking closely at these three diflerent art-

=

works, [-:1|.|i_'|”. me something ential about the art of |||'Li:|:'| Schnabel.

P
|

[ remember seeing his show in 1996 at Pace Wildenstein, New York, ol

the Paole Malfi paintings, | had .||-.~.-.-|j,"- wondered why many ot his pict
WwWeEre S0 i_l I_I:!_'_

With the Caravageio in mind I began to understand. The artist

Paolo Malh had been Schnabel’s friend and he had died. The sel ol




pictures was |:-.|||||-:| in his memory: they were mournful. They wert
strangely disjuncted orchestrations of shapes, -"..--:-|-':|'.§.._=;' the soul of the
dead one—dense shapes of colour floating in a deep wide space. That is
why these paintings have to be big. Not to show off, as | might have
r!.'-.-:.-u::g_llt belore, but to create an echoing space, literally, tor the greal
lamentation, the sentiment, that Schnabel had to let loose. Room tor
the lamentation to reverberate as in the painting ol Claravaggio—or as
in a requiem mass the musie slowly gains volume and then soars up-
wards to -;'5'||'.-_-:|'| out into the high vaults of the church.

In early 2004 | went to see Julian Schnabel’s
Kunsthalle in Frankfurt. 1 had scen a previous exhibition in 1996 in

|:'.|':|].'|g_lr'|.-__ Because of the installation there, as remembper, 1n grey

dimly-lit. small cubicle-like SpACes , ONE WAk VETY { lose to the prainlings.

(One could easily concentrate on single works which was Just as well, as
my 11 st there and then was for Schnabel’s actual palntimgr— the cratt,

|||-!' I_::'~.4:~.||'.'-.'|-| I I|_'l_l_'- Iniricacies |-|.'=|I:||-l".~. .I:|:| JIIII"~. :-.I.I.!'II.|.|:"_J!_"'=-. |-] COLOLT,













[t was time to disregard the theatre and the pathos and serutinize the
surface where, afier all, a painting comes to life. There were two pic
LUTEs |. ;‘-Ilr--ll'll‘- I:“:”'-I I:”. CHLl g Il‘l:.".. Were 11 |]|:' IRl U=t LL1xy EIR _"".r||'1l_l'||:}|-|||_ faTLE?

i 0 ] i T
was called G tha (Jecqueline at 104 Degrees) and the ol ~one {he Unexbeeled

)
[h

f T A ey R -l 1
Death af Blinky Palermo in the Trapics. hey were made only a yvear a part, in

1980 and 1981, yet the pictorial surtace was ditterent between them.
L '.I_:".'I‘IIIIEI ofters a w Illl!' VI1EW, | he |':-."JIT'|| ITLE 15 111 |::-=‘-i'-. VEery I:i,i,IjL ]',ll e W f,'J-, o |
IJI |.I:'.I'= very silent colour of the '-'|‘-'___-‘I'|'|I r 1|-:?|l_-:|-:-_'! .-i-—'-_._'z.,l,zlt'*- appear,
different in height and depth. painted with slow ceremony. Amony
that stately rhythm of posts and cross beams we see narrow rectangular
-|'|.1|.H. s in clear |.||'|5-_;]|I vellow (one is black) — Hoating up and down,
majestically, while the tluttering of other smudjs patchy and white,
is more erratic. Most elements in the painting behave rather solemnly
Salemn as well is the soft velvet. The subtitle refers 1o Jacqueline, the

artist s wite being seriously ill with a high fever. Once that reference

i in one’'s mind it will not o0 away and then 1t ety conditions on how




to lock at the picture. 1 retlect on its wonderful serene sparseness.
[Inusual for Schnabel (whose art was notorious for material opulence)
':...'I :I'.Illil'. 15 I|II]'||:| |!.|I1'|I-:'l:|. !'.t"':l hack, and without clamour. | he '1}'.1'.1.-
silent brushwork, it seems to me, is the torm in which the content of
the painting is formulated —like the cadence of peaking a line
of poetry, also giving form and resonance. The se restrained paint-
ing is like a prayer or a supplication. That sentiment is written out in
the |':|1'|-£"-.'.||:. -:'||'|[:-§-|'-.-:'-:| brushwork and in the brushwark’s VErY comn-
trolled rhythm. Many strokes are drawn-out and sustained. The white
patehy shapes are austere—zo is their formulation in paint. | heir
solemnity 15 the more siriking as one then locks at the densely entan

cled display of very active brushstrokes in the Blinky Palermo painting

| ]'I-!':.' arc '-|II'II L, [leiill'll. l'|'."!'].'-i'|'l.'.‘. | II'.'."':p l!‘.il"lll:r' ""n‘-ill.']'l '.'l-l]".'l:['. ':'r...;'l ||Ij.'-

fluency they evoke a blurry convoluted space like a jungle of knoued

SIMEears :’||'||:I I.'I_.Il'.'- --‘l.':‘l-::'l'l'-'. I_'ll|1.-=.]l' in T.'r'|11-:':’.'- faces :'.'1|r||-::-'-.l IIII:I*.L.'m:: .-I|.l]'ll:':-l'.

o1 mavhbe I'li'Hill':'IL"-f'ill'- [s that the main intended eHect?




The point to make, though, is that Julian Schnabel in two different
with different ""'-]'i'-"""- cttectively em l'-'.:':'ff"': two different
ems of brushwork—as a composer chooses the proper musical key ane
tempo that will fit the music. In fact these aspects, tempo and key, are
next to melody the essential formative elements in the music’s pertorm
ance. When in Bo a |l went from cubicle to cubicle. looking
(as I did ai 'f..::llf_._n;--'-l---'.-'. atidd | discovered an ATTHY of systems o1 -:-:'-.'|:-I'r':-'.-'ll.-|-..
each of them in a particular atmospheric mode. Other modern artists
ave abruptly switched between modes as well. !-:'-.EE-!ILL:I[' Polke comes to

mind vet in his case it was about .-l:.-li-1'1-:: caprice—he likes to mock the

high seriousness of painting. Most painters, when they switch subjec

still maintain their style. Think of Cézanne doing still life or moun-

1]'1 [ Al 1S - FLER e (YIS CES Ld v olis UL Efd e L = 1 aLl 1Ry LIk 115 TTidT]
tains or batl but tl bsession was to do them stricthy |

ner. In that sense manner, for ]'_n._ii;-'||_-::-|'-.-'._ WA NEVED i '-I.j':IJL-"|'||i:|-_'|.-'_|'| OT 8

limitation {not even tor Mondrian). It is .-1-..-|1'|-:'||'|||L-.._'|' One :,5_-':'I'._"-|I':|'I_I||”'-

-:1|'-'-.'-:'|nE_|';. and it hecomes more relined and malleable the painter set-




Les into it, comftortably and confident, Over Lime it may -:']'..|11I-_'_|_' HFAITL,
take a somewhat different course hecause the artist feels a necessity for
-"|1;_|1"|;§L:' \rt historians point to Rembrandt |_'|'|.:'1|'||_|I1: navbe more than
-I'."J".-'II'I.Z'I':.:;- "‘I:".I"'—':Jl:-i:l'=: WY wilh -.'.:|}-!'I"|i1l-:_'r'._l.'-_-. ornamentatlion, |||||_|_-i||_!_.!.
shorteuts in formulation, He was locking for sober intimacy. The dif

lerence, however, between an early and a late Rembrandt is never ag hig
ha and Blinky Balermo. ln Schnabel's art.

r of stories with sentiment and pat hos is a d |'i1.'i|']:::f
motivation for I'I'Iill-lll% paintings. | hat is why he I:]'u"-'l'l_!_ 5 modes of
expression as the painting requires it, In Frankfurt the pictures were
installed in two or three :-:_'u!i:: alleries. One could see them ;::L'-.-:l}:n.--:J

together: rows of grand spectacles.

COnce more | recall the Carava @10 altai |+':-:'-.'-:' it the cathedral of

Malta, With what I have learned about Schnabel | recopnize how Cara-

L& |.J.r.“1i_';!: 1‘-ZJ ||II!' "*l:ITI': .-:1':-71'.||"r' '::'l'l.:II"I!_' r:|:I r|1|_'- ]:I._I]r'|||'|'|.|jI Lo 1el 1N J.|_|:|-'."L.'-:|[|

diy & '-|.-I_i_:1' 1T '-.".I'I'E-!'!". |]'I e ._l;l"i:-.l'.' EVETLT IIT'I,-:_" |'|_[|_r:";-:1] ¥ U t.!:!-l_l:]-f'l_..l_ T]H_' ALSLEre




ECOTLOTNY it the grim storvielling is uncanny. Add to that the theatrica
Wil the painting is installed. [L covers the entire end wall of a rathe:
narrow chapel—as high on the wall as the screen in a modern cinema.

| ||| I'e Are :'41-:| curtalns at |:ll'-:l". sides that at certain ]i.[l J |'_'._:E moments
can hao l:'ll'l:-.-:'lii. ."r']:r:.- ] ||'|_|_"-.r_" WETE !1l:_J|||.'|| |.|f.l'1 I|III I|Il"'. di'e COINEIsLennt '.1"||]'.
Ill'lr.'.' Intensc L:.I'.":I1'|.-'|'.i-: L |I=.'II'-:|I.'|r.'.'I |_':-1 ‘:-"n!_' |_-.'-1i1-|r1|'1'_|:"'..'| i:'|.~.I.|||:1|iI.IIL. | |lr.' |'I.':I:II r

ing was setting a stage. [hat is precisely what Schnabel does in his images

that often are also as big as a stape. T.||r.- Frankfurt show opened, in the

- e ol T e o il | | ) it T
0 1 a very |_:|__|||||3=.:_:_|||_|'|||Ig POsItIon: & nirtied { Trealise on Melanch

made ol large rectangula pieces of heavy tarpaulin stitched 1ogre
such a way that the architectural space of a theatre is suggested .

entire lower vertical streteh ol tar }:-:|||||J| ':.J'.'.Il.l_Ell'lJ':. one-fafth ot the toral
height of the |_::-.;||_|1'r;-:I is painted tarry black and represents the base of
the stage-construction. On either side a vertical side wing is located;

these wings are connect |, along the LppPer edge of the picture, with a










I'II."I'i..-'I.'.II'linll :'.I:I]II| ol tai |L1IJ|'i"|. []|I= I'Ei'1"-"'."- |]|q;- reat |:-i|-; |-.|||'-.|,,| im rh._ CETL-
tre: horizontal stretches of |.::|'|::-.'1L|l|:|'| again. [he architectural articula-
lion ol this space is subtly enhanced by slight differentiations in the
olive-grey dye of the cloth. The space seemed to be flled with difTuse
twilight. Then, in this wide and delicate interior, a et formance of

'|.'I-.|.i!'l|.i|'l'__': |.':|.-:_.': 15 L ]3.|E.-||.:'|:. | look at it and think of this: on a Gaod

Friday in the late 1780"s the music of Joseph Haydn, The Seven Last Words of

Christ, was }'.--1'}._;.:_-1-r|.-_-|_-| in the cathedral of Cadiz. There is a contem-
porary description of the event. | quote from Memory:

the altars and the statue: if the Saints were covered with black veils. At noon the cathedral
doors were closed —and the musii began, .. | imagine the silence in the church,

the soltly "l""l.-l.ii“l.'_ teet of the PTiests the -'I:||jr' sound, and then the airy

|'-i;|'.|'.|i'.'|' music. | hus ap rs in the centre of the painting. horizontal-

|‘_r'. an elongated white mysterious '-|1.||H'. 1'|r:-.||:||g_f like a _J_f|'||:|-_~.| {or mavbe

Other black shapes, smaller still, drift upward to the right. Above all




I_||_I-1 I_i‘.r:"l"l:' .|'|.":'I'I||_|": .‘I'I'II'Z|[|I.¢'I' MAT T Elli'l:'HI l..ll. ".‘.l'I“'.'. "-| |.‘:'I'I.r.|':' ':.'|-.|.|"'-":."-.I ||:"- |.":|!_'1':'-

are defined by the torn ed of the preces o ':;l:j'.lil".]:l'L that AppPare ntly

were hixed there whe
larpe while -.|L:|[-'- then foats freely wi
appears almaost stealthily, Painting bei

'-I'I'I}'-'ilril'."-'ll|'.'. | |'|-:'r'-:'-'E'-.. [ :'.-.=|:-r.-|'-- art as PDOolsTerons .1r'|-:'| tall of CXTHET

sive turbulence. Now, '||.!I'|i|'II|.II'|.:g- ||'---LL|L;_:. at this '..l.lil'.lilu_f__' it is the

slowness of what is going on that keeps intriguing me. First setting the

stage, then the painting begins, Time is an essential aspect ol its formu-
lation. One imagines Julian Schnabel actually waiting for these shapes to
arrive. When they arrive he paints them attentively, as it they may pass
by and do not stop at all. But -!!'-.t‘l"'.l]ll!l;_:; in this painti is static, dor
mant. In Hyperion John Keats saw Saturn sitLing i the shady sadness

in utter distress and loneliness, and to project the feeling ol dejection
sed

he created an image of melancholic and |'-'|1'.l sical weight: Forest on for

| ' T ; e ;
hout his head # Like cl on cloud. This image subtly fits the white










.-.||.||n--1, cloud on motionless cloud. While ]-::u:-,-l-'_in:g at paintin

ing poems, garlands of unexpected thoughts and memories intes
3 1 F

=

one's head. They are inescapable. The ||

fine atmospheric '.I".il.:'JJ.IIEI':. of black and white and grey in this painting
are irresistible. They may be vague. | have decided not to resist them
ANy maore.

In the paintings of Julian Schnabel imagery also comes together

when liz f thao t and memory intersect and when images or frag-
ments, magnetic ally drawn towards each other, begin to thicken. Ora
certain poem, in itsell a coagulated image, can be the source tor a tor
imal ]|||H ot preture, Another great ':.l-.11r"|T1'1'|_|:' | saw in Frankturt was
called Ozymandios which, 1 believe, refers to a famous sonnet with the
same title from Percy Bysshe Shelley. Here it is:

[ met o traveller from an antigue land

_— I 1 i 1 I i
s b A e " g 3 Foia
I'Il'.|.|'| s Iio poast aond [rungiess Y O STORE




; ] | i ek gl ” 1
Stand in the desert... Near them, on the sand,

] ] ]
Half sunk, o shallered visam lies, whase frown,

Ii".l_.I ik |".I':.I'|I|'|.I II.;I!I. II.'...'. Kreer I'II i 'IIlI.I £ ““I'||I|.'!!]I.
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. _'|||!|.I|_|| L aOnd oare

i'l'u|'.'-|.ii|-':'-.'] the picture as the traveller s tale made me 1'-.'-|L‘.r-|'|:|:-l:||-"

pre him. E

two or three movements, [t is li'IJ_E."‘ Wl

ntially 1 s

: ]_:-.:_1i1'|r_'.|l.

COINe Lf

. One ‘-.|'|1||:--': on the right,




dominates the scene —a vigorous shape, in white paint, of a sturdy |

The foot is eut from a | ERLE R of canvas and stands [irmly on the plotures
lower edge as it it was the ground. It has the fawn colour of sand which
15 Ehid -.|:.-1'|'||I1-|"|I l.'|_||:'.:'_l.l' |'_:-| Z]'|-': EnLire ;_I|L'11||':' .=:F:-:-|1'r- "-"'l'l‘.-:'rl ---:'-:'i1'|l__l_ r|||l: [
was amazed at first: since when, in contem porary art did painters react
so literally to visual details in a poem? On the desert sand a trunkless
:r:_' J hen, lett in the [ Cture, a8 Narrow ||"_'.'I_|JI;[I.J.],'._| _-..I:-_;||'_-r;- r_'-||||_-|:':'f.'| I_|:r_'-
seene from below, w n_like, off-white—io be met hallfway l'fr F

er and I"I'.lI:'II".'!."I' 53'1..':.5.-é' in brown. There in the centre then.,
yetween the brown :-|'|5||H.- and thi standing leg, a turmoil |'_'-|'].:-:11'1'|r and
blunt hectic brushwork was taking place: brown, yellow, white, blue,
mixed-up. In the upper part one saw other blurry shapes floating. in
white and red and yellow, unsettled and disconnected —as if in the cen

tre there had been some kind of I.'-'*-Zjl|-.:-:-1-::-|'. W 01 rments of an

unknown form were flying about and slowly falling down. Among these

ATge '-."I-r'gl-"'- one also noticed torn |"|'.1:_-';1'I'|-.'r‘|1-: of cloth o1 parts of torn




.:||':..rj:.r". |j:;!_|'|:| 01 I|'|! |l:'_';:- l.'I'I.||'|||_-!-_"|'_:? into I|'|l' '.'.lljlf" |Zi-.'1i'|'||.. |:-=.'.‘. TT1E8T7E
further away in the pai -.:i'-u::_g'-. agitated space Aeross the entire lower
|.-=-.'1|'I the name "-'__..'---.."1-i'--'- was wrillen, as an evocative |.|-|-'_.:_|5._-|_u_'-_ |_|'|-_'- |='.'I
ters gradually becoming smaller towards the I'i!_;=|"l'||-

After discussing these two pictures, | rest my case. Une picture 18
about the sentiment of melancholy—a moody, reflective state of mind
historically often a: iated with artists; the other picture is about the

tragedy of hubris, a -:-_'-.!]|'_-||||'-- too heavy to carry its own weight. It would

be too '-.]:-r'-.".'.|:|:|'-.':- Lo g 1nto the symbolic |::LJ.||:-::'.'1'.i:'_:-1'|-.. | b paintings,

FF] L_:Ji'ln-:'| archestrations of emotional modes, indentify the narrative
and theatrical nature of Schnabel's art: expansive and exuberant and
dramatic. But as I surveyed the range ol st [ pictor ial event or per-
formances, on view in Frankturt ||'.'..|li|'|1":'||||II".'- such as wild or oulraoFeous,
words that | was inclined to use twenty five years g0, did not come to

IIIJh'i'l I|.II.-".'I. 15 ||'|l'!'|. 1IIIII|"'.‘-|Ii'I| ATl o1 ']I.'I.'. [ Mave .II'.'-:I'L"-. L1k ||'I|: h"'”':"”-‘i

!-.IL'.-||_':!_|'I'.|I..||"-.‘.-'.'!.]'|Z.1 matter-ot-taciness of American painiimg felt a sense o







restraint—an attitude that is |:]e_--'.']:||'-.' associgted with realistic ||L-.=.|"|'1|'.-IL'.--:
painting. In abstract painting this attitade exists as well. In the paint
'.Il.l-:"' 'ili |||_r- ::'Il'r':|| ]"!.'=||:'|'|.| I:'::'rll'“:'ll One CAall see |||."r" |.'||-."'".'|':| |'|.f'.' .!"-E'l.'"l'l" Lo |.I'||:

|:"|'-"II! I"IILLI'I!' il i!':.l1|||. I I'Il.' :'.ZII II'1|'I.'-i|!IZZII-.r.“1 'il-. '.'-'il|||' l'.lillnll: ATe as neal i.I:H'l.

I'._J-.']!I":-_Ill'-: A !]'u:-l' l"l|..1 I.]l.l'-l'll ( r..-.l "'njil-.ll'." ]I.-Ii!'lllll';! ||IIZ' LT |". :'ll"!'ill'- i A

II.I|.i|_Z'. Tl'li'll 15 I|'|I_" .|'I"i||||'_||j I mean. |':'|'-_:I_|'.-.l:.:. schnabel makes '|'.1'|i1'|r1l':

or rather reso ing ires, with no holds barred. His work is the
.||J'||r|i.'1-: alion, so to say, of Robert Rause |Lr.'-.1||'-r.'-:;l. Schnabel is unre-
strained and sentimental. Whatever Frandliose of -:'l:-]'.;|r|r.-'-. lmage FeLs
into his head, in whatever emotional mode—he will try to make it:
:F.ll‘l.L'ill-:'ir'!:E; EVETY :"-.'.'||Z |Z.-|.'-_~I'-.||'_' -||1.|'_] |'||:'|'_'|:|I'l'.1'|'|. l'll_"1'||'||1’|_:__l art ".-.'|'||"1'|: it has to
gpo. | ean think of only one American artist who 1is like Schnabel—and
that is the poel Ezra Pound. In their loud ecsiasy or lamentation, the
row of paintings in the long Franklurt galleries, looked like Gandos. o
give -'|'.-'||:.' ant idea of then L'.‘"””' flow ot im IFCTY and exalted artistrv, why

ot h O th ey start:




Are! then went ||J|-:|, n o .'|I||' -',I.-l|'-,
et heel to Greakers. forth an the poaly sed, and
We set L mast and satl on that sward ship,
ep a board her, und our bodies also
vy with weeping, and winds from slernwurd
28]
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Lhe et —caljed Fod

hen sat we |.'---u.'-.'.-||'...'-. wing jamming the tiller,

oY | S N |
cied SO0, e Wment over sea Ll aay & end,




