
G E O R G  K A R G L  F I N E  A R T S  
 

 

S C H L E I F M � H L G A S S E  5   1 0 4 0  V I E N N A  
T E L + 4 3 . 1 . 5 8 5 4 1 9 9  w w w . g e o r g k a r g l . c o m  

 

 

 
 

INA WEBER 

�kommt runter� 

14/01/2011 � 05/03/2011 
 

G E O R G  K A R G L  F I N E  A R T S

ADDITIVE ABSTRAKTION
ADDITIVE ABSTRACTION

WILL FOWLER
HERBERT HINTEREGGER 
CHRIS JOHANSON 
MANUEL KNAPP



ADDITIVE ABSTRACTIONMANU-
EL KNAPP
In the first half of the twentieth century, abstract painting was 
predominantely characterized by a reductive program. According 
to some of its critics, this was meant to lead to enhanced purity so 
as to culminate in a deobjectified and dematerialized image. Such 
painting was posited within a progressive scenario that would 
inevitably reach a point of culmination. Although this conception 
of abstraction is questionable—being that it does not represent the 
only leitmotif of the painting of the time, nor is it really inherently 
conclusive—it is nevertheless the point of departure for discovering 
contemporary positions in abstract painting. What remains open 
after the last abstract picture? The monochrome canvas cannot 
be reduced any further. Yet instead of simply being put aside, the 
problem was pushed further in various forms. In the meantime, by 
way of mediating techniques of reproduction and alienation, the 
figurative likeness arrived at a point where it could even be read 
as abstraction since it appeared to have dissolved in its seemingly 
endless repeatability. Andy Warhol and his relationship with Abs-
tract Expressionism is a perfect example of this, but also Gerhard 
Richter’s paintings of the standard color palette. With demateria-
lization perhaps not working out so well, minimalist painting was 
able to avail itself of a modern abstract language of form, while 
simultaneously bringing color and framing back into the image. 
Conceptual art, which was originally conceived as anti-painting, 
was able to access the painted image, for instance through the 
formal parallelisms of typography and abstract form. Installation 
art has likewise latched onto the picture, so to speak, and thus 
associated it with sculpture and its materiality. Over the years, the 
forms of modern abstraction have naturally become part of the 
world around us; through architecture and the functional design 
object, they have even become a part of the landscape. When they 
thus return to the picture, new meaning is generated, with their 
abstraction possibly no longer correlating with reality.

The antiquated image of painting repeatedly conveys the idea that 
(perhaps together with sculpture) it is situated at the center of 
artistic production, with everything else built based on or against 
it. Again and again it becomes an island of nostalgia, shielding 
itself against everything that developed in the course of moder-
nism, or before. While the gate to the past may delight many an 
art historian, it remains far removed from contemporary art. The 
continuation of abstraction outlined above clearly contradicts this 
understanding of painting, as we notice how this medium can re-
act to and elaborate on other mediums and art currents. It was 
modern abstraction that developed a reduced and clear vocabu-
lary, which can serve as a starting point for investigations that in-
tegrate ideas originating outside of painting. Painting is based on 
considerations related to conceptual art, pop art, minimalism, 
installation, et cetera. But this doesn’t mean that traditional 

problems within the painting medium remain untouched. The 
formal aspects cannot be separated from the content-related 
ones. Minimal changes in the grammar of modernism can 
result in drastic consequences on both levels. Blurriness along 
the edges of a geometric figure or a brief gestural moment that 
pierces an otherwise clear division of space intensifies the image 
with completely new content. The blending or superimposition 
of various reductive aspects of abstractness engender meanings 
that are not decipherable within the former context. These addi-
tions are only comprehensible within the history of the past sixty 
years, and the references extend far beyond painting. Abstraction 
had previouszly been a goal-oriented project that was designed 
to permanently establish the hegemonic position of the painted 
image within the realm of art. Yet this logic also caused painting 
to become isolated and then to only follow internal regularities. 
Additive abstraction implies that there is always an opening to 
a closed room. The inventory of form stays strongly limited, but 
even the smallest changes within this firmly set canon give rise 
to a powerful language. The frugality of this language is purely 
ostensible. Its symbols are not only those visible in the image, for 
the points of reference actually lie elsewhere, which is why they 
do not harbor their own autonomous grammar.

Martin Prinzhorn
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Die Arbeiten von Will Fowler (*1969, Winston-Salem 
NC) haben ihren Ursprung in der Dekonstruktion der 
zweidimensionalen Bildfläche. In früheren Arbeiten 
werden noch tatsächliche Skulpturen aus dieser Fläche 
in den Raum geführt oder der Keilrahmen selbst be-
wegt sich als Objekt in den Raum. Diese Dreidimensio-
nalität wird auch in den neuen Bildern weitergeführt, 
allerdings nur mit Mitteln, die direkt auf die Leinwand 
aufgetragen sind. Hier gibt es Überlagerungen, die 

durch Form und Textur eine Objekthaftigkeit im Bild erzeugen. Die Formen 
sind zwar einer Grammatik der Moderne und des Minimalismus entlehnt, ihre 
vielschichtige Zusammenführung erzeugt jedoch Orte der Unsicherheit des 
Sehens, die Dichte der Eindrücke lässt keinen Endpunkt zu.

Herbert Hintereggers (*1970, Kirchberg in Tirol) 
Kunst zeigt einen Weg von konzeptuellen Überlegun-
gen hin zur Wahrnehmung des Bildes. Auch hier wird 
durch Materialität eine Unruhe oder Uneinordenbar-
keit erzeugt, die den Formen der Bildoberfläche zu 
widersprechen scheint. Die Entscheidung, ausschließlich 
mit handelsüblichen Kugelschreiberfarben zu arbeiten 
oder ein bestimmtes Material als Grund zu nehmen, 
situiert die Bilder außerhalb der gewohnten Wahrneh-
mung und verleiht ihnen so einen objekthaften und 

vom Taktilen bestimmten Charakter. Diese Verfahrensweise kehrt sozusagen 
die Abstraktion um, da am Ende keine reduktive Klarheit sondern perzeptuelle 
Vieldeutigkeit steht, die Spannung erzeugt. Auch bei Hinteregger wird die 
Malerei oft von installativen Überlegungen begleitet.

Chris Johanson (1968, San Jose CA) ist in einem et-
was anderen Sinn nicht auf Malerei reduzierbar. Zeich-
nung, Installation und Skulptur spielen bei ihm auch 
völlig gleichberechtigte Rollen. Die unterschiedlichen 
formalen Elemente wirken wie verschiedene Perso-
nen, die in einem großen Narrativ in immer neuen 
Rollen auftreten. Abstrakte Formen werden nicht nur 

mit figurativen vermischt, sie treten auch neben oder auf diesen auf. Dabei 
treibt Johanson auch ein ironisches Spiel damit, dass hinter jeder Ungegen-
ständlichkeit ein figurativer Sinn verborgen ist. Abstraktion definiert sich also 
als ihre eigene Geschichte, sie ist ein Baustein mit einer figurativen Bedeutung. 
Oft verdichtet sie sich in einen Bildmittelpunkt, oft zerstreut sie die Dinge in 
alle Richtungen. Die Distanz, die der Künstler hier zur Geschichte der Kunst 
aufbaut, bleibt aber nicht alleine und als Witz bestehen. Dazu ist die Bühne zu 
voll besetzt, es ergibt sich letztendlich eine gesamtkunstwerkartige Szenerie 
von großer Dichte. Dabei wird die Abstraktion hinzu addiert.

Manuel Knapp (1978, Wolfsberg in Kärnten) gehört 
einer Generation von KünstlerInnen an, die sich gar nicht 
mehr auf spezifische Medien reduzieren lässt, er inkor-
poriert daher in seine malerische Praxis ganz selbstver-
ständlich Überlegungen aus anderen Bereichen. Sound 
und Installation bewirken, dass seine Malerei neben 
ihrem autonomen Status immer auch Baustein eines 

erweiterten Feldes ist. In den in der Ausstellung gezeigten Bildern geht es eben 
auch um Filmformate und das Medium Film an sich: Was zunächst wie eine 
zurückgenommene abstrakte schwarz-weiß Komposition aussieht, wird bei län-
gerer Betrachtung zum Sichtfeld des technischen Mediums, die Oberfläche der 
Bilder transportiert die Anfälligkeit und Fragilität des Materials. Malerei und ihre 
Wahrnehmungstraditionen werden hier auch dazu eingesetzt, um die Vorgaben 
und die Materialität eines ganz anderen Mediums zu verhandeln.

The works of Will Fowler (born in Winston-Salem, NC, 
1969) have their origin in the deconstruction of the two-
dimensional visual surface. In earlier works, actual sculptures 
were brought out of the surface into the space or the can-
vas frame itself was moved as an object into the space. This 
three-dimensionality is also continued in the new works, but 
only using means that are directly applied to the canvas. 
Here, there are overlappings that through form and texture 
generate an object-character in the image. The forms are 
borrowed from a grammar of modernism and minimalism, 
and yet their multilayered combination generates sites 
of insecurity of vision; the density of impressions allows for 
no endpoint. 

Herbert Hinteregger’s (born in Kirchberg in Tyrol, 1970) art 
shows a path from conceptual considerations to the percep-
tion of the image. Here too, materiality is used to generate 
an unrest or refusal of categories that seems to contradict 
the forms of the pictorial surface. The decision to work solely 
with standard ballpoint pen ink or using a certain material as 
a foundation, situates the images outside our standard per-
ception and thus lends it the character of an object defined 
by the tactile. This technique turns abstraction inside out, for 
the result is not a reductive clarity but a perceptual ambiguity 
that generates tension. In Hinteregger’s work, painting is 
often accompanied by installational considerations. 

Chris Johanson (born in San Jose CA, 1968) also cannot 
be reduced to painting, but in a somewhat different sense. 
Drawing, installation, and sculpture play entirely equal ro-
les in his work. The various formal elements seem like diffe-
rent individuals that appear repeatedly in new roles over the 
course of a large narrative. Abstract forms are not only mixed 
with figurative ones, they also appear alongside or on top of 
them. In so doing, Johanson also engages in an ironic game, 
for behind every non-figurative work a figurative meaning is 
concealed. Abstraction is thus defined as its own history; it 
is a building block with a figurative meaning. Often, it con-
denses to the midpoint of the image, then again dispersing 
things in all directions. The distance that the artist builds up 
to the history of art is not left alone as a joke. For this, the 
stage is too full, the result is ultimately a gesamtkunstwerk 
scenario of great density. In so doing, abstraction is added.

Manuel Knapp (born in Wolfsberg in Carinthia, 1978) 
belongs to a generation of artists that cannot be reduced to 
specific media: rather, he incorporates in his painterly practi-
ce considerations from other realms in a self-evident fashion. 
The use of sound and installation makes his painting a buil-
ding block in an expanded field alongside its autonomous 
status. In the images shown in the exhibition, at issue are film 
formats and the medium of film in itself: What at first looks 
like a reduced, abstract black and white composition becomes 
upon longer inspection the visual field of a technical medium, 
the surface of the paintings transports the vulnerability and 
fragility of the material. Painting and its traditions of percep-
tion are used to negotiate the specifications and the materi-
ality of an entirely different medium. 


