Somboon Hori




Auysal naufinunas

Somboon Hormtientong

Rama IX Art Museum Foundation

T

Photo : 1973, Munich= __ .

. : ™ jo

PR ¥ . y > . : w 1
+ avre a@

LgAauzaneie
":ﬁunﬂﬂ“ww‘” 5 % ZOO[



UseANInNTSNENn
1974 - 1979

Sculpture in White

Rama X Art Museum Foundation

6 - 29 September 2001

raRaUInadngsen easnsalunaInends ngenwe
The Art Center, Center of Academic Resources Chulalongkorn University, Bangkok



Somboon Hormtientong
The wanderer between the Isar and the Mekong

Rama X Art Museum Foundation

Does the environment influence an artist in his work or
does his ideas grow only in his individual mind? Somboon
Hormtientong lived and worked 24 years of his life as an
artist in Munich/Germany and grew to become a well known
artist in the European art scene. Back in Thailand he lives
in his "retreat" at the Mekong River. When you ask him:
"Where is your home" he says: "Here in Thailand." Of course
he is a Thai artist but in many ways he is German too. The
exhibition "Sculptures in White" is his first big project
which he developed and showed in Munich during his
studies from 1974 to 1979 with Professor Robert Jakobsen.
When I as a "farang" look at the sculptures, which are
white, smooth and organic - I see exotic forms, somehow
strange and lively, like tropical plants, snakes or other
living creatures, that don’t exist in Europe. But on the
other side I see no colour - all is plain, clean, sterile and
it comes to my mind, that this might be the "German"
side of Somboon. The artificial material, the lack of
ornament and colour all seems to reflect the cold and
white German climate and atmosphere. May be this is the
clue to his work: The combination of North and South,
East and West which he combines to mysterious forms
which grabs your mind and feelings in a strange and exotic
way. The Goethe-Institut has accompanied Somboon in
his development as an artist since a long time with much
interest. His work is a bridge between East and West -
Thailand and Germany - and shows that in a way both
parts are united to a new and very impressive whole.

10.07.01
Katharina von Ruckteschell
Goethe-Institut Bangkok



Departure and Homecoming
Some Reflections on Somboon’s Sculptures
By Ernst Schiirmann

Somboon’s plastics that are now exhibited for the first
time in Thailand led a shadowy existence over the past 30
years. They were created during his study at the art
academy of Munich between 1974 and 1979 and were
shown only twice, at the art academy and at the art
association of Munich in 1979. At that time Somboon was
a young and impecunious Thai art student who came to
Munich in 1973 without any financial support, neither by
a scholarship nor by wealthy parents. Besides he didn't
have any knowledge of the German language, so when he
came to Munich, he was driven on by a desire to overcome

primarily influenced by the culture of his home country,
but - and that shouldn't be underestimated - filtered by
many years of experiences and artistic encounters in
Germany.

Somboon astonishingly soon asserted himself as an artist
in Munich. Two years after finishing his study he already
got a scholarship of the city of Munich and only a few
years later a prize, that provided him with further
support. But more important for his public appreciation
was the fact that he was invited to a solo exhibition in
the gallery Lenbachhaus Munich in 1982 - a well
renowned museum throughout Europe. Now he gained more
than local attention. The public at large, that became
aquatinted with Somboon by his early success, got to know
him more as a graphic painter than a sculptor. ( It wasn't
until the middle of the 80s, that he began to have a closer
look at colours.) The sculptures, now exhibited, were merely
known to his closest friends who had access to his studio,
there they were hidden in a corner, stocked and partly
wrapped. They seemed to belong to a finished period in
the past of an artist who had turned towards painting

limitations in his development as af=@tist WKicArkdVILseUmofgtagewiehbigtrany prospect of being brought out and

experienced in Thailand.

Somboon had that piece of luck, only highly talented and
obsessed people have: his extraordinary artistic gift was
soon recognised in Munich. At this early stage he became
the disciple of the Danish sculptor Robert Jacobsen, then
one of the most renowned professors of the academy. This
was fortunate for Somboon, because Jacobsen after some
attempts to influence him, soon realised and accepted,
that his Thai student was already following an inner
neclesire, whose unfolding and shaping he couldnt
influence but only support by constructive critique. As a
consequence the education in Munich was able to provide
Somboon with exactly those things he had been looking
for: technical variety and perfection as well as a solid
framework of quality criteria. His artistic identity, his
visions urging to be put into action and his vigour stayed
amazingly unspoiled by the drastic cultural change. As an
artist Somboon lived in Germany for a longer period of
time than in Thailand. Nevertheless the subjects he is
concerned with, his inner tensions urging to be formed
and expressed and his mental powers have always been

getting attention. When Somboon’s work could be seen in
Thailand, after 16 years of absence, on the initiative of
the Goethe-Institute in 1989, the exhibitions in the
National Gallery, in the Goethe-Institute in Bangkok and
in Chiang Mai exclusively showed graphics and paintings
like the subsequent exhibitions until 1995.

Therefore the question arises, why Somboon is now
showing sculptures of his time as a student in a solo
exhibition in Thailand, after 20 years and an artistic
development that led far away off those early works.
A simple historical interest definitely wouldn’t be
satisfying for visitors and hardly couldn’t be reconcilable
with Somboon’s own strict standard. Somboon apparently
thinks, that those works have a more independent
importance than a simple retrospective on a finished
period of his artistic development. But he doesn’t only
provoke the question: why? But also: why now?

I'm not only convinced, that the exhibited sculptures will
hold their ground as autonomous works of art, although
at first glance they seem out of time and unfamiliar with

Somboon’s work nowadays, but also, that visitors will
recognise their importance, too. The commanding
knowledge of materials discloses itself to the observer
(mainly the highly complex synthetic casts used for two
sculptures, the accentuated room, the stressed atmosphere
between geometrically strict cylindric forms and amorphous
growths) without the necessity of a profound
understanding of Somboon’s overall work. The use of forms
doesn’t at all appear obsolete.

Although many impressions and experiences collected
during his time in Germany are, according to Somboon,
assimilated to the sculptures that are now exhibited, it
must be emphasised, that they were influenced by his
early plastics created at a time, when he still lived in
Thailand. Moreover the exhibited sculptures can be
understood as a continuation and further development of
his first work. If you compare those sculptures, it
becomes apparent, that moving to Munich represents an
important step in Somboon’s artistic development and by
no means a break. Both farewell and departure are
included in those works.

After the first rapprochement to Thailand (since his
exhibition in 1989) and a short transitional period
Somboon is living in Thailand again since the middle of
the 90s. Since then sculptures are gaining more and more
importance for Somboon again. First it was obvious in his
sculpture in Chiang Mai that was commissioned in 1991
and second in three exhibitions in Thailand in 1995: "The
Mekong River" in the Con-Tempus Exhibition Hall in
Bangkok and "The Unheard Voice" in the National Gallery
and in the Chiang Mai University. Just to remind you:
"The Mekong River" contained a work showing stones only
formed by the water of the Mekong river place on white
cushions arranged in a strict geometrical order on the
ground. "The Unheard Voice" was an installation of wooden
pillars that originally belonged to a demolished temple of
the Mae Sariang vicinity.

As different as those works are they still have striking
similarities - in our context - that represent new elements
in Somboon’s work. In both cases the main parts are
objects that he presents the way they were found.
Moreover they both are apparently related to Thailand.



The stones weren't just collected at the Mekong river, but
originate from the bank of Somboon’s own property, which
he bought in 1994, in the vicinity of Chiang Khan. Somboon
is experiencing something like a double homecoming: back
to the country and back to the culture and world of
thoughts of Thailand. In this context those stones are
more than physical representatives: like the forming
powers of the Thai people who influenced those pillars of
the temple those stones represent the forming powers of
Thai nature. Behind both a deep space of human and
natural history opens up.

Here the consistent answer to my earlier question can be
found, why the now exhibited work should be shown again
at all and why just now. Only when you view all works
together, Somboon’s artistic development becomes
apparent. But it wasn’t until now, that the artist’s early
work received the necessary context for Thai visitors that
turned them into an important element for an
understanding of the artist Somboon again. You could
say, they regained relevance. To Somboon this exhibition
means the opportunity, to reconsider his own artistic
journey through life from a critical point of view and to

gauge the meaningfulness of his early works from today’s
visitor's reaction.

But primarily Somboon isn’t a sculptor and his graphics
and paintings are incomparably more numerous and
continuous. So particularly in view of this exhibition the
question arises, whether in this case a painter and graphic
artist works as a sculptor occasionally or if there exists a
closer overall correlation. A quotation of Somboon states:
"My pictures and objects preserve my experiences and
memories."” (catalogue of the exhibition "The Song",
National Gallery Bangkok, 1997, p.12) That’s in two ways
informative: first because he doesn’t seem to see a
difference in meaning between his paintings and objects,
second because he characterises his work as a kind of
continuous inner hiography.

Even though the majority of Somboon’s graphics and
paintings isnt representational, you couldn't call it
abstract neither, if you look at it with the common
appreciation of western aesthetic art (definition of
abstract: sole reference to itself and no sign of anything

else). His pictures give the impression of records of inner
life, they seem to be returning attempts, to gain control
of psychological and mental disturbances by the use of
forming. The outside world doesn’t win an independent
existence. Until the middle of the 90s I can’t recognise
any signs, that he tried to influence his social
surroundings through his art, e.g. motivated by social or
political aims. Everything belonging to the outer world
that had something to do with the experience abroad and
the unsecured circumstances (especially in the early
Munich years) resulted in an increased and intensified
question of identity and was therefore projected to the
inner world, where it was supposed to be assimilated.
When you look at his pictures - above all at those black
and white ones of the 80s you can hardly hold back the
feeling that your are witnessing immense energetic
eruptions or are carried away by most subtle though highly
energetic vibrations. Lines, rectangles, triangles and
circles but also irregular though distinguished forms
oppose sloping or swirling lines and signs.

Beside that something else is noticeable that is also

inner drawings increasingly lost the whirls of the past.
Invention of forms are often modified to rows and
arranged in a chequered ensemble. Representational
associations repeatedly imposed themselves: sometimes
crystalline objects or stonesculptures and sometimes
statues of Buddha. Still much energy is pouring in those
forms and one can feel the pressure from within the form.
The areas often seem to bend under this force, but in a
different way than they pressed towards the third
dimension in the past. Nevertheless lines of force can be
seen around the form. But: the forms are lasting now.

From this point on it’s just a small, totally organic step
towards plastics, that Somboon carries out by the
creation of a stone-ground-sculpture. This one adds to
those halftone graphics of the early 90s with such
convincing logical consistence, that one hardly recognises
the movement out of the area as an innovation.

But I can see an important change that's even more
obvious, when one looks at his work "The Unheard Voice"
consisting of temple pillars. As far as I'm familiar with

relevant to the generic question: althddghftose*pititdy/| LIS Lrsoitboist@tiQft's the first time he truly comes out

don't comprise anything illusionistic, as defined by
traditional perspective drawing, they almost every time
outline imaginative rooms. These are neither designed nor
do they have any provable front or back. They often arise
from the impression that swirling lines and particles
instead of extending into the area are scintillating in the
room and on the other hand that white areas appear like
light coming out of a space far behind the focal plane.
Most of the time Somboon doesn’t have titles for his
pictures, but if they have one, it often originates from the
surroundings of breathing or sounds (e.g. "The Song").
Both is tied to spatial conditions.

Although no sharp breaks in Somboon’s previous lifework
are to be found, there are constant movements and changes
that happen with different speed. That's by no means
astonishing, if you consider the fact that Somboon seems
to attach the aspect of a diary to his work. That he always
finds new convincing artistic forms of expression, shows
his inexhaustible creativity. As far as I can see this
development is entered by a certain calming of forms since
the early 90s. The black areas became clearly defined, the

with his character, he confides to something he found
and respects. Those stones of the Mekong don't undergo
any dressing and are integrated into his sculpture of
rectangularily arranged cushions in the same way they
were found at the river. It's true, that he had the temple
pillars partly restored, but not with the intention to
manipulate his material but to give the original outward
appearance back to those pillars and to make their prior
religious function visible again. The strategy that
transforms those objects into art projects doesn’t
primarily aim at a statement on the artist, but on the
situation of the society he returned to after many years of
absence, and on it’s troubled attitude towards nature and
its own culture.

If you take a look back at the earlier plastics, shown at
the exhibition, it becomes absolutely clear how much they
represent a departure and in which extent Somboon’s
future development already existed in its essential
features. At least one of those two big, laying sculptures
allows to think of a pregnant body and all other
cylindrical form seem to be in labour. They all seem to

give birth and to be blown up by an inner growth. But
what’s pressing to be freed of the cylindrical narrowness
that doesn't look like the "Mother-Body" anymore. These
are comparatively amorphous, licking forms. From there it
isn't far to those whirled lines and immediately following
graphics, where organised and geometrical structures have
an even harder time to hold their ground against
attacking forces, than those sculptures, now exhibited.
The transition from plastics to graphics and paintings after
1979 may have had very worldly reasons, too. (After
finishing his studies Somboon was impecunious and
couldn’t afford all necessary material, because he had lost
the support of the academy’s infrastructure.) Regarding
the inner development of his work the step from plastics
to graphics seems consistent. The eruptive powers were
definitely urging to be expressed by more spontaneous
forming, than was possible by those time consuming,
technically complicated plastic materials.

Because of the fact that the distinctly more personal
character of those early plastics seemed to require a more
spontaneous and faster process of forming, I think its
comprehensible, that Somboon returned to plastics as a
result of the process of taming and calming, as described.
It wasn't until he had lengthy and unmistakably
undergone the painful progress that, it was possible for
Somboon to find his way back to plastics out of a pure
interior contemplation. It seems, that Somboon truly came
home to Thailand.

Taufkirchen, Munich 19.06.2001
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Aufbruch und Heimkehr

Einige Betrachtungen zu Somboons plastischen Arbeiten

Rama X Art Museum Foundation

von Ernst Schiirmann

Rund 30 Jahre haben die hier erstmals in Thailand
gezeigten plastischen Arbeiten Somboons ein
Schattendasein gefiihrt. Sie sind im Laufe seines Studiums
an der Kunstakademie Miinchen zwischen 1974 und 1979
entstanden und vollstandig nur 1979 in der Kunstakademie
und im Kunstverein Miinchen ausgestellt worden. Somboon
war damals ein junger, mittelloser thailindischer
Kunststudent, der 1973 ohne finanzielle Absicherung durch
ein Stipendium oder vermdgende Eltern und ohne deutsche
Sprachkenntnisse nach Miinchen gekommen war, getrieben
von dem Verlangen, Grenzen in seiner kiinstlerischen
Entwicklung zu iiberwinden, an die er in Thailand gestof3en

war.

Somboon hatte das Gliick des Hochtalentierten und
Besessenen: seine aullergewdhnliche kiinstlerische
Begabung wurde in Miinchen sofort erkannt. Frith nahm
ihn einer der damals bekanntesten Professoren der
Miinchner Kunstakademie, der ddnische Bildhauer Robert
Jakobsen, als Meisterschiiler an. Robert Jakobsen war
auch deshalb ein besonderer Gliicksfall fiir Somboon, weil
er nach ersten Eingriffsversuchen erkannte und akzeptierte,
dall sein thaildndischer Schiiler bereits einer inneren
Notwendigkeit auf der Spur war, deren Entfaltung und
Formung er nur kritisch stiitzen und fordern, nicht aber
beeinflussen konnte. So konnte ihm die Ausbildung in
Miinchen das geben, was er gesucht hatte: technische
Vielfalt und Perfektion auf der einen und ein festes Gerdist
qualitativer Kriterien auf der anderen Seite. Seine
kiinstlerische Identitdt, seine nach Gestaltung drangenden
Visionen und Energien blieben von dem extremen
Kulturwechsel erstaunlich unberiihrt. Als Kiinstler hat
Somboon bisher langer in Deutschland als in Thailand
gelebt. Die ihn bewegenden Themen, die nach Gestaltung



und Ausdruck drangenden inneren Spannungen und
geistigen Krafte sind immer primdr von seiner heimischen
Kultur bestimmt worden, allerdings - und das sollte nicht
unterschatzt werden - gefiltert durch seine langjahrigen
Erfahrungen und kiinstlerischen Begegnungen in
Deutschland.

Somboon setzte sich in Miinchen erstaunlich schnell als
Kiinstler durch. Bereits zwei Jahre nach Studienabschluf
erhielt er ein Forderstipedium der Stadt Miinchen, wenige
Jahre darauf den Forderpreis dieser Stadt. Noch wichtiger
fiir seine Anerkennung war, daR er bereits 1982 zu einer
Einzelausstellung in die Stddtische Galerie Lenbachhaus
Miinchen eingeladen wurde, einem Museum von
anerkanntem Rang in Europa. Damit war er weit {iber eine
bloR lokale Bedeutung hinausgehoben.

Die breitere Offentlichkeit, die Somboon sich mit diesen
friihen Erfolgen erschlossen hatte, lernte ihn jedoch nicht
als Bildhauer, sondern fast ausschlieBlich als stark
graphisch ausgerichteten Maler kennen. (Erst Mitte der
80er Jahre beginnt er, sich auch mit der Farbe
systematischer auseinander zu setzen.) Die hier
ausgestellten Skulpturen kannten bald nur noch seine
engeren Freunde, die Zugang zu seinem Miinchner Atelier
hatten, wo sie gestapelt und z.T. verpackt eine dunkle
Nische ausfiillten. Sie schienen einer abgeschlossenen
Periode eines lingst zur Malerei hin abgewanderten
Kiinstlers anzugehdren, ohne grof3e Aussicht, noch einmal
hervorgeholt zu werden und Beachtung zu finden. Als
Somboon nach 16 Jahren Abwesenheit 1989 iiber das
Goethe-Institut erstmals wieder in Thailand zu sehen war,
zeigten die Ausstellungen in der National Gallery, im
Goethe-Institut Bangkok und in Chiang Mai ausschlieBlich
graphische und malerische Arbeiten, wie auch die weiteren
Ausstellungen bis 1995.

Die Frage driangt sich daher auf, warum Somboon die
plastischen Arbeiten seiner Studentenjahre jetzt, nach tiber
20 Jahren und einer kiinstlerischen Entwicklung, die dem
Anschein nach so weit von ihnen weggefiihrt hat, als
eigene Ausstellung in Thailand zeigt. Ein bloR historisches
Interesse wire fiir das Publikum sicher zu wenig und mit
den strengen MaRstiben, die Somboon an seine
Ausstellungen anlegt, kaum vereinbar. Somboon miRt

diesen Arbeiten offenbar eine weit eigenstindigere
Bedeutung zu als bloRe Riickschau auf eine lingst
vergangene und abgeschlossene Phase seines
kiinstlerischen Werdegangs. Er provoziert aber nicht nur
die Frage: warum iiberhaupt?, sondern auch: warum jetzt?

DaR sich die ausgestellten Arbeiten als autonome
Kunstwerke, ihrem zeitlichen Kontext ldngst entwachsen
und dem spdteren Werk Somboons auf den ersten Blick so
fern geriickt, behaupten, wird sich dem Publikum
erschlieen. Da bin ich sicher. Die souverédne Beherrschung
der Materialien, vor allem des hochkomplexen
Kunststoffgusses der beiden groRen, verspannten
Plastiken, die Akzentuierung des Raums, das
Spannungsverhdltnis zwischen geometrisch strengen
Zylinderformen und amorphen organischen Wucherungen
erschlieBen sich dem Betrachter auch ohne vertiefendes
Verstindnis im Zusammenhang des Somboonschen
Gesamtschaffens. Die Formensprache wirkt keineswegs
veraltet.

Wenn nach eigener Aussage Somboons in den hier

zeigte, die in streng geometrischer Anordnung im Rechteck
auf weillem Tuch auf dem Boden angeordnet waren. "The
Unheard Voice" war eine Installation mit Holzsdulen eines
abgerissenen Tempels aus der Umgebung von Mae Sariang.

So unterschiedlich diese Arbeiten sind, sie haben fiir
unseren Zusammenhang doch einige auffillige
Gemeinsamkeiten, die zugleich neue Elemente in Somboons
Schaffen darstellen. In beiden Fillen sind die
Hauptbestandteile vorgefundene Gegenstinde. Beide haben
sie einen augenfilligen Thailandbezug. Die Steine stammen
nicht einfach vom Mekong, sie kommen vom Ufer des
Grundstiicks in der N3he Chiang Khans, das Somboon 1994
erworben hat und auf dem er seit 1996 lebt. Somboon
vollzieht gleichsam eine doppelte Heimkehr: eine in das
Land, an einen ganz konkreten Platz, die andere in die
Kultur und Geisteswelt Thailands. Dabei sind auch die
Steine mehr als physische Reprisentanten: so wie in die
Tempelsdulen die Formkrifte der Menschen in Thailand
eingegangen sind, so zeigen die Steine die formenden
Krafte eines Stiicks thaildndischer Natur. Hinter beiden
offnet sich ein tiefer menschen- und naturgeschichtlicher

gezeigten Plastiken auch viele Eindritkamia Efafrohdetiuse g oundation

seiner damaligen Begegnung mit Deutschland verarbeitet
sind, so ist doch festzuhalten, dal® sie in seinen noch in
Thailand entstandenen Plastiken deutlich vorgepragt sind,
ja als Fortfiihrungen, als volle Entfaltungen seiner frithen
Arbeiten verstanden werden kdnnen. Der Vergleich zeigt,
daR die Ubersiedlung nach Miinchen einen wichtigen
Schritt, keineswegs aber einen Bruch in Somboons
kinstlerischer Entwicklung markiert. Abschied und
Aufbruch sind in diesen Arbeiten mit aufgehoben.

Nach ersten Wiederanniherungen seit seinen Ausstellungen
1989 lebt Somboon seit der Mitte der 90er Jahre wieder
iiberwiegend, inzwischen ganz in Thailand. Und es fallt
auf, dalk das Plastische seitdem fiir Somboon wieder an
Bedeutung zu gewinnen scheint. Davon zeugen, neben
einer Auftragsskulptur in Chiang Mai 1991, seine drei 1995
in Thailand gezeigten Ausstellungen: "The Mekong River"
in der Con-Tempus Exhibition Hall in Bangkok und "The
Unheard Voice" in der National Gallery und an der Chiang
Mai University. Zur Erinnerung: Die Mekong-Ausstellung
enthielt eine Arbeit, die unbearbeitete, vom Wasser des
Mekong geformte Steine auf weiRen, quadratischen Kissen

Von hier aus ergibt sich fiir mich eine folgerichtige Antwort
auf die eingangs gestellte Frage, warum die hier gezeigten
Arbeiten iiberhaupt noch einmal ausgestellt werden sollen
und warum gerade jetzt. Erst in der Zusammenschau der
Werke des Abschieds und Aufbruchs mit denen der Heimkehr
érschlie[%t sich der kiinstlerische Weg Somboons ganz. Erst
jetzt haben diese friihen Arbeiten den Kontext fiir den
th.ail'andischen Besucher erhalten, der sie wieder zu einem
wichtigen Element des Verstindnisses des Kiinstlers
Sc?mboon macht. Sie haben, wenn man so will, Aktualitit
w?edergefunden. Flir Somboon selbst bildet die Ausstellung
eine Moglichkeit, seinen bisherigen kiinstlerischen
Lebensweg noch einmal von einem seiner Ausgangspunkte
her kritisch zu tiberpriifen, an der Reaktion des heutigen
thaildndischen Publikums zu sehen, ob und wie sich seine
friihen Arbeiten noch vermitteln.

Da Somboon aber nicht primdr Bildhauer, bzw. Plastiker,
sein graphisches und malerisches Werk ungleich
umfangreicher und kontinuierlicher ist, stellt sich gerade
angesichts dieser Ausstellung die Frage, ob hier ein Maler

und Graphiker gelegentlich auch als Plastiker arbeitet, oder
ob es da sehr viel engere Zusammenhdnge gibt. Somboon
sagt im Katalog zu seiner Ausstellung "Das Lied", Na-
tional Gallery Bangkok 1997: "Meine Bilder und Objekte
bewahren meine Erfahrungen und Erinnerungen auf." (Seite
12) Das ist in zweifacher Hinsicht aufschlufreich: einmal,
weil er selbst offenbar keinen Bedeutungsunterschied
zwischen seinen Bildern und Objekten sieht, zum anderen,
daR er sein Werk als eine Art kontinuierlicher innerer
Biographie charakterisiert.

Wenn Somboons graphisches und malerisches Werk auch
weitgehend ungegenstindlich ist, so ist es doch keineswegs
"abstrakt" im {iblichen Verstdndnis dieses Begriffs in der
westlichen Kunstwissenschaft (ausschlieRlicher Verweis auf
sich selbst, kein Zeichen fiir etwas anderes). iiber weite
Strecken vermitteln seine Bilder den Eindruck von
Innenlebenprotokollen, erscheinen als immer wieder neue
Anliufe, seelische und geistige Turbulenzen durch Formung
unter Kontrolle zu bringen. Die AuBenwelt gewinnt kein
Eigenleben. Ansdtze, mit seiner Kunst auf seine Umwelt
einzuwirken, etwa im Sinne sozialer oder politischer
Zielsetzungen, kann ich bis in die 90er Jahre nicht
erkennen. Was von auRen kommt und vermutlich gerade
in den friihen Miinchner Jahren viel mit dem Erlebnis der
Fremde, der dadurch verscharften und zugespitzten Frage
nach Identitit, vermutlich auch mit ungesicherten
Lebensumstinden zu tun hat, wird nach innen projiziert
und dort zu verarbeiten versucht. Als Betrachter kann man
sich vor seinen Bildern, vor allem den schwarz-weilRen
der 80er Jahre, kaum des. Gefiihls erwehren, mal Zeuge
gewaltiger Energieausbriiche zu sein, mal von feinsten,
aber hochenergetischen Schwingungen fortgetragen zu
werden. Linie, Rechteck, Dreieck, Kreis, auch
unregelmaRigere, aber abgrenzende Formen stellen sich
diesen fliehenden und strudelnden Strich- und

Zeichenwirbeln entgegen.

Es fillt an diesen Arbeiten aber noch etwas anderes, fiir
den hier befragten Sachverhalt durchaus Relevantes auf.
Obwohl diese Bilder nichts Illusionistisches haben, etwa
im Sinne traditioneller Perspektivmalerei, reiBen sie fast
immer imagindre Rdume auf. Diese Raume sind nicht
definiert, haben kein nachweisbares oder gar geordnetes
Vorne und Hinten. Sie entstehen oft durch den Eindruck,



