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Cagdas sanatin 6nde gelen isimlerinden Alman ressam, baski sanatcgisi ve heykeltiras Georg
Baselitz, Georg Baselitz: Son On Yil sergisi ile Sabanci Universitesi Sakip Sabanci Muizesi (SSM) ve Akbank
Sanat’ta sanatseverlerle bulusuyor.

Sanatginin gravir galismalarindan kapsamli bir segki Akbank Sanat’ta yer alirken, yakin gegmiste trettigi
yUze yakin anitsal boyuttaki resim ve heykellerinden olusan sergi, SSM’nin tUm galeri alanlarina ve
bahcesine yayilyor.

1980°’den bu yana uluslararasi sanat diinyasinda derin bir etkiye sahip olan Baselitz, 20. ytzyilin ikinci
yarisinda Alman sanati igin yeni bir kimlik sekillendirmis; ikinci Diinya Savasr’nin travma ve trajedisine
tepki olarak, benzersiz ve kendine 6zqU bir sanatsal Uslup gelistirmistir. 1969°’dan beri kompozisyonlarini
bas asagdi resmeden sanatgiigin bu yaklagim, bi¢imi igerikten arindirmanin ve soyutlama ile figlirasyon
arasinda bir yerde durmanin bir yolu olmustur. Ayni zamanda, geleneksellegsmis tuval Gzerine resim
tekniginde yeni bir agilimda bulunmasini mimkun kilmigtir.

Baselitz, samimi ve kendi igine dénlk gravurlerinde, farkli malzemelerde yaptigi eserlerinin detaylarina
odaklanir. ifadeli firga darbeleri, baskilarinda daha da belirginlesir. Sanatgi, “Ozgiin baski tamamen bir
odaklanma ve netlik meselesidir,” der. “Hizlica ve sadece birkag gizikle yapilan hafif, neredeyse 6nemsiz,
oldukga mutevazi, kiigUk beyaz kagitlara gizlenmis bir eskizde, partileri ve saraylari sisleme ya da
kandirmacauyla kendini yticeltme amacina gergekten hizmet etmeyen ama simdi ve sonsuza kadar bir sey
yapma niyetini agikga gdsteren bir gizgiler oyunu vardir. Baski yapmak samimi ama bir o kadar da canli bir
slregtir; hem kendi zamani hem de bizim zamanimizda yasar; anliktir.”

Akbank Sanat

Georg Baselitz: The Last Decade, held at the Sabanci University Sakip Sabanci Museum (SSM) and
Akbank Sanat, features works by the German painter, printmaker, and sculptor Georg Baselitz, a
prominent figure in contemporary art.

At Akbank Sanat, visitors can explore a comprehensive selection of prints created by the artist over the
past decade. Simultaneously, the SSM hosts an exhibition showcasing nearly a hundred monumental
paintings and sculptures across all its gallery spaces and the garden.

Georg Baselitz has profoundly influenced the international art world since the 1980s, forging
a new identity for German art in the second half of the 20" century, developing a unique and
distinctive artistic style in response to the trauma and tragedy of the Second World War. His unique
style, characterised by his practice of painting compositions upside down since 1969, seeks to
decontextualize form and stand between abstraction and figuration, thereby revolutionising a once-
traditional medium.

Baselitz’s prints are intimate and introspective, often focusing on the details in his work in other media.
His expressive brushstrokes become even more pronounced in his prints. ‘Printmaking is all about focus
and clarity,” Baselitz explains. ‘Fast and with just a few scratches, light, almost frivolous, very modest,
hidden on little sheets of white paper, there is this play of lines in a sketch that suggests the clear
intention to do something for now and forever that really doesn’t serve the purpose of decorating
parties and palaces or making a big deal of yourself by excelling at deception. Printmaking is intimate
yet vivid, alive for both its own time and ours; it is immediate.’

Akbank Sanat



GEORG BASELITZ | AYAKTA BiR ADAM | 0ZDOSUNOMSEL TEMSILLER

Rainer Michael Mason

Elbette 2015°te gergeklesen 56. Venedik Bienali’ne gidenler, Arsenale’nin Corderie b8IUGmUnin bir ucunda
devasa boyutlariyla (480 x 300 cm) yltkselen, muhtesem bir sekilde blkulerek “S” formunda uzatiimig
iki bélumlG sekizgen dizene yerlestirilen resimleri hatirlayacaktir. Ayakta ve izleyiciye dénuk, kollari ve
cinsel organlari sallanan sekiz ¢iplak erkek figUrinUtn yer aldigi bu resimler, siyah bir arka plana karsi
tuvale firlatilmis parlak renklerin harikulade bir karigimiyla (sanatg¢iya gére De Kooning gibi) boyanmisti.
Pembe et ve nekrozdan olusan bu renk katmaninin Gzerinde ylzen, ¢ok ince siyah gizgilerden olusan bir
tUr ag, oldukga rahatsiz edici bir anatomik gizimi andiriyor — bu zaten bir gravir degil mi?

Sanatgl, kendi temsilini gecenin gdlgesinden ¢ikararak, sanatin dénlstlriclt glclne igten bir saygi
durusu sunuyor. Elbette bu figUrlerde 6z-tasvir ve kuskusuz bir iggézlem payi da bulunuyor. Ancak
burada her seyden &nce, ayakta duran bir adamin hem gergegdine sadik hem de esrarengiz imgesini
goéruyoruz. Bu, insan olmanin temel boyutlarindan birinin ifadesi. Figlrin dimdik ve tam karsidan
gorlntis(, yine de insanin bazi yatar pozisyondaki heykellerini distindlirmekten alikoyamaz: Milano’daki
Pinacoteca di Brera’da bulunan Mantegna’nin 0/i isa’si, daha da gerilere giderek KéIn’deki (Museum
Schnltgen) Georgskruzifixus’'un gdvdesi veya Hildesheim’daki (Dommuseum) Ringelheimer Kruzifix'i.

Tam karsidan (ya da hafifge, U¢ geyrek agidan) gosterilen erkek giplak figtrd, Georg Baselitz’in (d.1938)
eserlerinde yeni bir olgu degil. Modern resmin tarihinde yer alan, bu tir fotografa dayali otoportreler,
sanatcinin pratiginde ilk defa 1970’lerin basinda ortaya c¢ikar. Giorgio de Chirico, Albrecht Durer, C. W.
Eckersberg, Lucian Freud, Richard Gerstl, Egon Schiele, Stanley Spencer ve Kurt Weinhold’un eserlerinde
de sikga gorllen bu tasvirler, Georg Baselitz’in iyi bildigi 6rnekler olsa da, eline firgayi aldiginda bunlari
cabucak unutur.

ik etapta 6 metre ylksekliginde yapilan ve daha sonra 480 cm’ye indirilen bu muazzam resimlerin kékeni,
bir riiyaya dayaniyor. Mauyis 2014 tarihli, Avignon baslkl bir metinde sanatgi, “Kendimi, baltayla kesilmis
bir agag qgibi, ortadan ikiye b6linmus halde resmedilen bir giplak olarak gérdim, yariimig, basimdan asagi
ikiye ayrilmis sekilde,” diyor ki bu, Nisan 1973’te 6len Picasso’nun, ayni senenin yazinda Avignon’daki
Papalar Sarayi’nda acilan ve 1970-1972 arasina ait yaklasik 200 eserin yer aldidi “son” sergisine bariz bir
gdndermedir. Ustline Ustlik, Baselitz’in bu sekiz resminden biri, yine apacik bir mizahla Kein Papst ist
Avignon [Higbir Papa Avignon Degildir] adini tasir.

Ancak nihayetinde Baselitz, belki de 1960’larin ikinci yarisindaki Frakturbilder [Kirilma Resimleri] ile
onlarin daginik ve kopuk imgelerinin bir yeniden canlanigi olan bu yariklar agma ve pargalara ayirma
glizergahinda ilerlemez. Kollar, gdvde, bas, kulaklar ve bacaklar arasindaki baglantilari yalnizca bigimsel
nedenlerle dedistirir: “Sadece farkli parcalarin blyuk 6lgtide abartiimasi veya buyttilmesi, orantilara
olabildigince hakim olmayi mimkun kilar.” - 6zellikle de yere serilmis bir tuval Gzerine resim yaparken.

Alman ressam ve gravircU, bunun hemen ardindan, eserlerinde siklikla yaptigi gibi, (1984°te ifade ettidi
Gzere) “tamamlayici bir analiz” ortaya koymak igin gravurleriyle formu yeniden ele alir. Sanatgi igin bu,
imgeyi yeniden sunma, imgeye ve resme yeni bir erigsim yolu kesfetme meselesiydi - ancak hicbir sekilde
bir reprodiksiyon ya da yorumlayici gravir Gretmeden.

Adeta elin dans eder gibi bir hareketiyle Uretilmis, ince ayar yapmaya ve dizeltmeye elverigli, cémert bir
gizgiye sahip gravurleri hizlica ortaya gikaran Baselitz, bu tirden bir dizine kadar otoportreyi bakir plaka
Uzerine gizer: kemikli ve kaba yontulmus, iri ve kati, sersemletici bir varolusgla asilanmis bir bedendir bu,
her ne kadar buradaki adam, resimlerdekine kiyasla, tamamen giplak g&riinse de.

Bu gravir temsillerden bazilari koyu bir arka plan Gzerine yerlestirilmistir; bazilarinin Gzerine imgenin
feshi anlamina gelebilecek blyuk bir X isareti gizilmistir; baska 6rneklerinin gdbek kismi ise akuatint
tarafindan asindirilmis genis bir fir¢a darbesi ile kapatilmig, hatta bir tanesi boydan boya yarilmistir.
Bu konunun bazi varyasyonlari ise altin tonunda bir arka planla basilmigtir. Renk, mekéani tek basina bir
cizimde olacagindan daha dokunsal ve somut, daha az zihinsel bir hale getirir. Birakalim izleyici diledigini
segsin!

Fakat bu - hizla devam eden - insanin yadsinamaz entropisine karsi nasil da blyuk bir dikeylik
olumlamasi teskil ediyor! insan kendisini 1521°de Worms Diyeti’nden énce Martin Luther’a atfedilen Gnli
s6zU duslnurken yakaliyor: “Hier stehe ich. Ich kann nicht anders,” - Burada duruyorum. Baska bir sey
yapmam mumkun dedgil.

15 Mayis 2015



GEORG BASELITZ | A MAN STANDING | SELF-REFLEXIVE EFFIGIES

Rainer Michael Mason

Of course those who went to the 56th Venice Biennale in 2015 will recall the monumental paintings
(480 x 300 cm) looming up at one end of the Arsenale’s Corderie in a two-part octagonal layout that
was magnificently warped and drawn out into an S. This featured eight nude male figures standing and
facing viewers, arms and genitals dangling, and painted in an incredible mix of bright colors (like De
Kooning, the artist said) thrown onto the canvas against a black background. Floating on this chromatic
magma of pink flesh and necrosis, cast over it like a mesh of some sort, a network of very fine black
lines suggests an anatomical drawing that is rather troubling - already an engraving?

It is the artist’s effigy, standing out from a patch of night, a song to the powers of art. Obviously there
is self-representation in these figures and without question a share of self-reflection. But we see here
first of all both the faithful and enigmatic image of a man standing. This is an expression of one of the
fundamental dimensions of what is human. Even if this straight-on upright view does not mean one
can’t (also) think of some recumbent statue, or even Mantegna’s Dead Christ in Milan’s Pinacoteca di
Brera or, going back still further, the torso of the Georgskruzifixus in Cologne (Museum Schnttgen) or
the Ringelheimer Kruzifix of Hildesheim (Dommuseum).

The male nude shown straight on (or slightly in three-quarter view) is not new to the work of Georg
Baselitz (¥*1938). This kind of self-portrait (based in photography) appeared in the early 1970s. And
it is certainly not absent from the history of modern painting. It is seen, for example, in the work of
Giorgio de Chirico, Albrecht Durer, C. W. Eckersberg, Lucian Freud, Richard Gerstl, Egon Schiele, Stanley
Spencer, and Kurt Weinhold - all iterations that are well known to Georg Baselitz, which doesn’t stop
him, paintbrush in hand, from forgetting them pretty quickly.

The origin of these immense paintings, initially done in a 6 m-high format that was later reduced to
480 cm, lies nonetheless in a dream, ‘| saw myself painted as a nude split down the middle like a tree
by an axe, cleft, split starting at the head,’ the artist noted in a text from May 2014 titled Avignon - an
obvious reference to the ‘last’ exhibition mounted by Picasso (who died in April of 1973), held in the
summer of 1973 at the Palace of the Popes in Avignon and featuring some 200 works dating from 1970-
1972. One of Baselitz’s eight pictures, moreover, is called in a not insignificant bit of humor “Kein Papst
ist Avignon” [No Pope Is Avignon].

But in the end Baselitz doesn’t venture down this path of slitting and splitting, perhaps a resurgence of
his Frakturbilder [Fracture Pictures] and their diffracted and disjointed images from the second half of
the 1960s. It was for formal reasons alone that he modified the interconnections between arms, torso,
head, ears, and legs, ‘Only a major exaggeration or amplification of the different parts makes it possible
to master the proportions as best as you can,’ - especially when you are painting on canvas that is laid
out flat on the floor.

As it often goes in his work, the German painter-engraver immediately afterwards began reworking the
form in order to carry out, through engraving, ‘a complementary analysis’ (as he put it in 1984). For the
artist, it was a question of re-presenting the imagery, exploring a novel access to the image and the
painting - although in no way producing a reproduction or what is called an interpretative engraving.

Quickly turning out etchings with a generous line that readily lends itself to tweaking and fine-tuning,
even as if done in a dancing movement of the hand, Baselitz drew on the copperplate a good dozen
of these depictions of himself as a body that is boney and rough-hewn, gangly and solid, infused with
a stupefying presence, although the man appears more completely stripped bare here than in the
paintings.

Some of these engraved effigies are laid out on a dark background; others are struck through with a
large X that might mean the cancellation of the image; still others have the belly covered by a broad
brushstroke that was eaten away by aquatint. One is even split open for its entire height. Some
executions of the subject were printed with a background in a golden tint. The colour renders the
space more tactile, less mental than the drawing alone. Let the viewer choose!

Yet, continuing apace, what an affirmation of verticalness against every irrefutable human entropy! You
catch yourself thinking of the famous remark attributed to Martin Luther before the Diet of Worms in
1521, ‘Hier stehe ich. Ich kann nicht anders’ - here | stand. | can do no other.

15 May 2015
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GEORG BASELITZ | YERE BASAN AYAKLAR

Rainer Michael Mason

Kisaca 6zetlemek gerekirse, ayaklar ve bacaklar, Georqg Baselitz’in 2015 yilinda Urettigi, drnedin Besuch
von Hokusai [Hokusai’'nin Ziyareti] ya da Ich hére Stimmen [Sesler Duyuyorum) gibi serilerinde, ister
tek baslarina ister Japon ustanin bir otoportresiyle birlikte diptik olarak, ayakkabi giymis ve yutrtyen
bacaklarin tasvir edildigi figtratif dgelerdir.

Kullanilan teknik agisindan, sanatginin galismalari 6zgUn baskidir, yani ytiksek baski (ytkseltilmis ya da
oyulmamig ylzeyin kagit Gzerinde mUrekkep birakmasi; Baselitz’in durumunda adag baski) ya da bunun
tam tersi, gukur baski (kazinmis gizgilerin ylizey temizlendikten sonra mirekkebi korumasi; sanatgi igin
kuru kazima, gravir ve akuatint) yoluuyla Gretilen imgelerdir.

1938 yilinda Saksonya’da dogan ve son kirk yil igerisinde Avrupa sanatinin 6nde gelen figlrlerinden
biri haline gelen Georg Baselitz’in bana 1984 yilinda séyledigine goére, 6zgln baski, “6zenle hazirlanmig
ayrintil bir formu ¢izim veya resim yoluyla agiklida kavusturmaya” 6zgl “bir tamamlayici analiz”’e
agllmaktadir. Yani 6zgUln baski, Alman ressam ve gravlircinUln anladidi ve uyguladidi sekliyle, “6nceden
tasarlanan ve gelistirilen seyleri” birebir kopyalamaz, onlari, bir aydinlanmaya, hatta bir *kesin forma”
dogru tasir.

Bes yil sonra, sanatgi bu konudaki gérislerini Ulrich Weisner’e séyle agiklamaktadir: “Oncelikli niyetim,
resim, heykel ya da desen galismalarimda bir seyler degistiginde ya da yeni bir fikir ortaya ¢iktiginda,
bundan grafik bir teknik kullanarak yararlanmak ve bu fikri bir Gnlem isareti, bir dizeltme ya da bir
agiklama olarak hayata gegirmektir.”

Bununla birlikte, gravurler, s6z konusu dénem g6z 6nlne alindid§inda, 6zqun bir UGsluba, belirli bir
tarihlendirilebilirlige (Sanatg¢i burada “yéntem”den s6z etmektedir) sahiptir ve iglenen “motif”ten
farkhdir.

Bakir veya ahsap malzeme Uzerinde “yeniden igslenen” ve godunlukla halen devam etmekte olan bir
yaratim sUrecine endekslenen boyanmis, gizilmis veya yontulmus form, bu sebeple, bir dizi aydinlatma
ve gesitli grafiksel uygulamalarla degisimlere ve tamamlayici dokunuslara tabi olur. Ancak bu asamadan
sonra, gravlr, sanatciy “yatistirir” ve izleyiciyi asina oldugu seylere farkl bir gézle bakmaya davet eder.

2014 yilinda ahsap oyularak yapilmis, g blytk halkayla sariimis bir yigin halinde yerlestirilmis ve blyuk
stiletto ayakkabilar giymis dort bacaktan olusan bir demet halinde sunulan Winterschlaf [Kis Uykusu]
isimli heykel nihai yatay formunu ekim ayinin ortalarindan énce almistir (Georg Baselitz ilk basta bu eseri
dikey bir figlr olarak galismisti.) ki hafta sonra, daha heykel bronz olarak dékiimeden énce, sanatgl,
kendisini bakir malzemeyle galismaya yénelten yeni formun bir dizi yeni arayis ve kesif calismasina
basladi. Bu sliregte hem sezqilerini hem de heykelini gergek anlamda teste tabi tutmustur: 24 Ekim ile
9 Kasim 2014 tarihleri arasinda, Urettigi on gravir ve akuatint baski, sanatginin hayal glicinin gorsel
igerigini somutlastirmis ve dogrulamistir.

8 Ekim 2014 tarihli bir eskiz galismasi, sanatginin heykelin ismini bulmaya géttren diglince zincirini
ortaya koyar. Bu A4 ebadindaki kaditta “una donna a quat{tjro piedi passa” [Dért ayakh bir kadin
gegiyor.] ve altinda “Schneefall” [Kar Yadisl] yaziyor.

Ayaklar veya ayakkabilarla son bulan, sert ve sadlam gévdelerin ikili yénelimiyle bir buket (Fransizca
kullanmak istedigimizde bir “botte” yani gizme diyebiliriz!) igindeki eser kurgusu, yatayligi sebebiyle
yuksek topuklu ayakkabilar tGzerinde ytkselen bir kadinin fikrinden bir anda, Joseph Beuys’un 32 adet
kece karodan olusan bir yiginla (sanki sesleri bastiran kar gibi) kismen kaplanmig, dallari kesilmis, gok ince
U¢ adet ladin adacindan olusan ve Basel Sanat Mizesi’nde sergilenen UnlU eserini (1965) gadristirmaya
dogru kayar. Nihayetinde, Georg Baselitz, sakaci ve sifreli bir bakigla yetinecektir: Winterschlaf. Bunun
yani sira, heykelin kismen prizll, hatta keskin gériinimt nedeniyle, Caspar David Friedrich’in GnlU
tablosu Das Eismeer’i (Buz Denizi,1824; Hamburg, Kunsthalle) gadristirdidini bir arkadasiyla paylagsmadan
da edemez.

Bu noktadan sonra, eseri hakkinda Georg Baselitz adina her seyi séyleyen ne eserin adidir, ne de onun
adina minhasiran konusan figUratif igeriktir. Bir egemen plastik nesne olarak éncelik tagiyan sey artik
eserin formudur. Ancak bu formun da kendi tarihi ve cagrisimlari vardir.

1963 uilinda, P.D. FiiBe [Kargasanin Ayaklari] basglikl on bir eserden olusan grup, seri analizler ve matrislerin
Israrindan yana olarak, parcali ve arkaik vizyonlari birlestirdi. Oldukga dodrudan adlandirilabilecek olan
6zne (ayak), neredeyse ortadan kaldiriimis, resim i¢in bir destede, yag ve pigmentin sekil aldidi bir yere
ve tuval Gzerinde gergek bir garpismaya “indirgenmistir”. Georg Baselitz hem zorlayici hem de incelikli
bir alanda resim yapar ve firca darbeleri, parmak uglariyla hafifge dokunan ve adeta yoguran bir Gsluba
isaret eder.

Kugskusuz, sanatginin arkadasgl Eugen Schénebeck (d. 1936) ile birlikte 1961 ve 1962 yillarinda imzasini
attigi iki Panddmonium [Kargasa] manifestosunun iletmeyi amagladidi “Maniyeristlere 6zgl asirilik
arayis!” dislncesi dogrultusunda, P.D. FiBe’'nin ifade ettidi, Antonin Artaud’nun “uyumsuzluk” ve
“girkinlik” kavramlarinin programatik ve edebi tercimesinden gok daha yogun bir sekilde, oldukga
acimasiz bir bigimsel kristallesmedir.

Georg Baselitz’in eserinde, fragman kendisini cok gabuk gésterir ve bugline kadar slregiden bir
sekilde, incelenen ve restore edilen bir detay olarak degil, estetik ve formel 6zerkligini kazanan ve
her seyi ayni zamanda ve temiz ve metaforik bir fon tzerinde kaydeden ve olusturan bir obje olarak
gosterir. Baselitz’in ayaklari, dizleri, baldirlari ve ayakkabilari, 6rnegin Alberto Giacometti’nin 1958 tarihli
La Jambe [Bacak] adl bronz heykeliyle karsilastirildiginda, bedenin kéklenme ve devrilme arasindaki
iliskisini sorqulayan bir “blGtUnUn parcasi” olarak ele alinabilir. Ancak, bunlari Georg Baselitz’in 16 Subat
2017°de Buch am Ammersee’deki evinde yaptigi bir konugmada belirttigi “6zel felsefi yénelime” de atifta
bulunmak uygun olacaktir.
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Sanatcinin yarattigi ayaklar “asla hayattan ve dodadan almadigi,” “sembolik objelerdir”; onlar en basit
ifadesiyle “icat edilmis ayaklardir.” Baselitz onlardan EtrUskler’de qoérildigu gibi “dinsel ibadetlerde
kullanilan pargalar” olarak da s6z eder. Onun igin, “pargalar halinde boyanmis vicut pargalari bir resmi
yaratmak igin yeterlidir.” ki bu sanatgi i¢gin gergek anlamda bir meydan okumadir ¢linkl “her sey bir
imgeden ibarettir.” Baglangigta, viicudun en az gekici buldugu kismi olan ayaklari segmesi, onun “hos
olmayan bir seyi ele almak” arzusunu oldukga basit bir sekilde yansitmaktadir (“[onun] eserindeki
temel ilkenin karsithk oldugunu, fakat karsithgin geleneksel olana, resimlere ve sanata giincel kullanim
malzemeleri olarak getirildigini” unutmamaliyiz). 2006 yilinda sdyledidi gibi, annesinin ona 6nerisine
uygun olarak, guzellige ulagsmak igin gigekleri resmetmek yerine girkin ve grotesk olani tercih etmistir.
Ustelik bunun tzerinde gok fazla da diisinmeden yillar boyunca ayaklari boyamaya, gizmeye, oymaya
ve yontmaya devam etmistir.

Bir noktada, bir glin, Georg Baselitz bu seg¢iminin sebeplerini kavramigtir. Eski Akdeniz ve Dogdu
kalttrinden gelen ve sanatin en dnemli konularindan biri olan “meleklerle ne yapacadgini bilmemektedir.”
“Bizim 6teki diinyayla olan iliskimiz,” der sanatci, “gékylzu Gzerinden dedil, yerylzli Gzerinden geger
aslinda. Bu nedenle Alpler’in kuzeyinde sadece Germenler degil, tim kuzey halklari, troller, orman
yaratiklari, su yaratiklari, nimfler vardir. Bunun igin tek ihtiyaciniz ayaklardir! Topragin Gzerinde ayakta
duruyorsunuz. Havada sliziimtyorsunuz. Zihniniz ugup gitmiyor. iste bu kadar! ilging bir Nors mitoloji
kurgusu!” Bu durum, kafamizin gékyltzinde kalmasini engelleyen seydir —Georg Baselitz’in eserlerinde
bile. Orada her sey bas asagdi durur.

19 Subat 2017
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GEORG BASELITZ | FEET ON THE GROUND

Rainer Michael Mason

To put it in a handy nutshell, feet and legs are the figurative matter that Georqg Baselitz clearly asserts
in his series from 2015, for example in Besuch von Hokusai [Visit by Hokusali], or Ich hére Stimmen [l Hear
Voices], where the plates, whether alone or in diptychs with a self-portrait of the Japanese master,
represent legs that are shod and on the move.

With the technique employed, the works he proposes are prints, that is images produced by means
of relief printing (the raised or non-recessed surface will leave ink on the paper; in Baselitz’s case,
woodcut), or the opposite, intaglio printing (where incised lines retain ink after the surface is wiped
clean; for the artist, dry point, etching, and aquatint).

Georg Baselitz was born in Saxony in 1938 and has become over the last four decades one of the major
figures in European art. Engraving, he told me in 1984, leads to ‘a complementary analysis’ which is
able to ‘clarify a form that has been worked out in drawing or painting.’ The print then, as the German
painter-engraver understands the medium, does not mimetically reproduce ‘things projected and
developed previously.’ It nudges them towards a clarification, even a ‘definitive formulation.’

Five years later, for Ulrich Weisner, he tweaked his earlier thoughts, ‘My initial intention, in my work in
painting, sculpture or drawing when something has been modified or a new idea has come up, is to take
advantage of it in a graphic technique and to do it as a correction or clarification, as an exclamation
point.’

According to the period under consideration, the prints correspond no less to a singular graphism, a
datable manner (the artist readily speaks of ‘method’), which is distinct from the ‘motif’ he is treating.

The painted, drawn, or sculpted form that is ‘redone’ on copper or wood most often according to
the art-making phase that happens to be playing out at the time, is the subject of variations and
finalizations in light of a series of graphic clarifications and treatments. From then on the engraving
‘reassures’ the artist and invites art lovers to adopt a different view of what they know.

Carved in wood and looking like a bundle of four legs sporting thick high heels laid out in a spray that is
bound together by three large rings, the 2014 sculpture titled Winterschlaf [Hibernation] assumed its
definitive horizontal shape before mid-October (at the outset, Baselitz was working on a vertical figure).
Two weeks later, before the sculpture was even cast in bronze, he went straight to the copperplate for
a new series of explorations of the new form haunting him. He truly put his intuition and his sculpture to
the test. Between 24 October and 9 November 2014, ten etchings and aquatints confirmed for the artist
what his inner eye was telling him.

A summary line drawing of 8 October 2014 divulges the thinking that led to the naming of the sculpture.
An A4 sheet of paper bears the Italian phrase ‘una donna a quat{t]ro piedi passa’ [A four-footed woman
passes] and below that, ‘Schneefall’ [Snowfall].

The bunch-like assemblage (in a botte, it would later be described, the artist turning to French for
assistance!) with a dual direction of portions of solid and stiff torsos ending in feet or shoes suddenly
shifts then, because of its horizontality, from the idea of a woman teetering on her pumps to conjuring
up the famous 1965 Joseph Beuys piece in the Basel Art Museum made of three extremely thin
delimbed spruce trunks that are partly covered (as if by sound-muffling snow) by a pile of thirty-two
squares of felt. In the end, Baselitz would limit himself to an upbeat and cryptic nod to the earlier work
of art, his Winterschlaf. He did share with a friend, probably because of the somewhat bristling, even
banged up look of the sculpture, an allusion to Das Eismeer [The Ice Sea], likewise a famous picture by
Caspar David Friedrich (1824; Hamburg, Kunsthalle).

Titles do not spill all the beans in Baselitz’s work no more than the depicted content has the only sau.
Form predominates, as a sovereign object of the visual arts - which has a history and connotations just
the same.

In 1963, the group of eleven P.D. FiiBe [Pandemonium Feet] combined visions both fragmentary and
archaic, favoring serial experimentation and what the matrix underscores, i.e., form. The subject, which
can be named fairly straight off (the foot), is almost removed and in the process ‘reduced’ to the status
of a support for painting, the locus where oil and pigment take shape, and a true clash on the canvas.
Baselitz paints in a range that is both inconvenient and subtle, and his brushstroke reveals a handling
of the paintbrush that is akin to tapping with the fingertips and kneading.

Naturally in keeping with the artist’s thinking, for example the ‘search for the overstatement peculiar to
the Mannerists,” which the two Panddmonium manifestos that the artist signed in 1961 and 1962 with his
friend Eugen Schdnebeck (*1936) aspired to transmit, it is primarily a fairly rough formal crystallization
that these P.D. Feet express, far more than a programmatic and literary translation of Antonin Artaud’s
‘disharmony” and “ugliness.’

In Baselitz’s body of work, the fragment established itself quickly and lastingly - right up to today -
not at all as detail that is examined and reproduced, but as object earning its aesthetic and formal
independence, while fitting neatly into its own metaphorical background. It is not out of the question
to view Baselitzian feet, knees, calves, and shoes in perspective with, for example, Alberto Giacometti’s
La Jambe [The Leg, 1958], a bronze piece that stands upright on its pedestal as a ‘part for the whole,’
interrogating the body between rootedness and capsizing; but it is also appropriate to connect them
with the ‘sinqular philosophical direction’ that Baselitz sketches out in a conversation we had in his
home in Buch am Ammersee on 16 February 2017.

17
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The feet that he does are ‘symbolic objects’ that he has ‘never drawn from life’; they are ‘just foot
inventions.’ He also spoke of them as ‘devotional objects,’ like those that the Etruscans left behind. For
him, ‘painted body parts, like a wealth of fragments, are enough to make a picture’ (which is the real
issue facing the artist), since ‘everything is image.’ Initially choosing feet, the part of the body that he
finds the least attractive, corresponds quite simply to his desire to ‘take something unpleasant’ (we
should keep in mind that ‘the principle behind [his] work is contradiction, the contradiction leveled at
convention, paintings, and art as everyday items’). Rather than paint flowers in order to achieve beauty
(his mother’s suggestion), as he told me in 2006, he chose the option of ugliness and the grotesque.
And without thinking about it much, over the years he has indeed endlessly painted, drawn, engraved,
and sculpted feet.

One day Baselitz realized what the above had to do with. He doesn’t ‘*know how to make only angels,’
which go back very far in Mediterranean and Eastern culture and are one of the great subjects of art.
Yet he asserted that ‘our contact with the other world isn’t through the heavens, it’s through the
earth. It’s why we have in the northern Alps not only Germans but all those northern peoples, trolls,
forest creatures, nymphs. For that, you simply need your feet! You are upright on the earth. You’re not
levitating. Your spirit doesn’t take flight. That’s it. A curious northern mythological construction!” Which
doesn’t prevent the head of course from remaining in the clouds, even in Georg Baselitz’s world. In his
works, all heads are pointing down.

19 February 2017







22

Offener Kragen
Acik Yaka
Open Collar, 2009

Hannoversche Treue
Hanover Sadakati
Hanoverian Loyalty, 2010

Soldatenbluse
Asker Gomlegi
Soldier‘s Blouse, 2009

Gute Hoffnung
iyi Umut
Good Hope, 2010

Uniform
Uniforma, 2009
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Sing Sang BDM II, 2012
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Farewell Bill (3), 2013
Farewell Bill (4), 2013
Farewell Bill (5), 2013
Farewell Bill (10), 2013

Farewell Bill (2), 2013
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Farewell Bill (1), 2013
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Avignon Dada Strip, 2014

Bitte kommen Sie nach vorn i
Lutfen One Gikin Il
Please Come Forward I, 2014

Bitte kommen Sie nach vorn IV
Lutfen One Gikin IV
Please Come Forward IV, 2014

Bitte kommen Sie nach vorn|
Lutfen One Gikin |
Please Come Forward I, 2014

Bitte kommen Sie nach vorn il
Latfen One Gikin Il
Please Come Forward lll, 2014
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Ohne Hose in Avignon V
Avignon’da Pantolonsuz V
Without Pants in Avignon V, 2014

Ohne Hose in Avignon |
Avignon’da Pantolonsuz |
Without Pants in Avignon |, 2014

Ohne Hose in Avignon IV
Avignon’da Pantolonsuz IV
Without Pants in Avignon IV, 2014

Ohne Hose in Avignon il
Avignon’da Pantolonsuz Ill
Without Pants in Avignon Ill, 2014

Ohne Hose in Avignon Il
Avignon’da Pantolonsuz Il
Without Pants in Avignon Il, 2014
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Winterschlaf Vi
Kis Uykusu VI
Hibernation VI, 2014

Winterschlaf X
Kis Uykusu X
Hibernation X, 2014

Winterschlaf IV
Kis Uykusu IV
Hibernation IV, 2014

Winterschlaf Vi
Kis Uykusu VI
Hibernation VI, 2014

Winterschlaf Il
Kis Uykusu Il
Hibernation Il, 2014
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Winterschlaf Vil
Kis Uykusu VIII
Hibernation VIII, 2014
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Otto Piedi, 2015

Ich hére Stimmen
Sesler Duyuyorum

| Hear Voices, 2015
Sono Sei Piedi, 2015
Lucio Getroffen
Lucio ile Bulugsma

Having Met Lucio, 2016

Avanti, 2016
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Getrommelt und Gepfiffen
Davul ve Islik Galdi
Drummed and Whistled, 2016
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Hokusai und ein Paar
Hokusai ve Bir Cift

Hokusai and a Couple, 2016
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Gartenbank
Bahge Banki
Garden Bench, 2016




Hokusai und ein Akt
Hokusai and a Nude, 2016

Hokusai ve NG
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Elke VI, 2017/

Elke VII, 2017

Elke IV, 2017
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Elke I, 2017
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Elke VIII, 2017
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Heckel I, 2018

Fautrier, 2018

von Rayski, 2018
Schmidt-Rottluff, 2018
Joan Mitchell I, 2018
Kirchner, 2018

de Kooning, 2018
Schénberg, 2018
Rauschenberg, 2018
Madame Rousseau Il, 208

Auerbach, 2018
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Mano I, 2021

Mano I, 2021
Mano IV, 2021
Mano VI, 2021

Mano VII, 2021
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Piedi X, 2020
Piedi VII, 2020
Piedi IV, 2020
Piedil, 2020

Piedi lll, 2020
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Hirsch IX
Geyik IX
Stag IX, 2021

Hirsch ll
Geyik lI
Stag Il, 2021

Hirsch VI
Geyik VI
Stag VI, 2021
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Kein Adler
Kartal Yok
No Eagle, 2022

Kein Reh
Karaca Yok
No Deer, 2022

Kein Hirsch
Geyik Yok
No Stag, 2022
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Kein Pferd
At Yok
No Horse, 2022
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Sergide Yer Alan Eserler / Works in the Exhibition

Offener Kragen

Acik Yaka | Open Collar, 2009

Kagit Gzerine Gravir ve Akuatint, 66,3 x 49,7 cm | 84,5 x 64 cm
Ozel Koleksiyon, Galerie Knust + Kunz, Mlnih izniyle

Line Etching and Aquatint on Paper, 66,3 x 49,7 cm | 84,56 x 684 cm
Private Collection, Courtesy Galerie Knust + Kunz, Munich

Hannoversche Treue

Hanover Sadakati | Hanoverian Loyalty, 2010

Kagit Gzerine Gravir ve Akuatint, 66,4 x 49,7 cm | 84,5 x 65,5 cm
Ozel Koleksiyon, Galerie Knust + Kunz, Mlnih izniyle

Line Etching and Aquatint on Paper, 66,4 x 49,7 cm | 84,5 x 65,56 cm
Private Collection, Courtesy Galerie Knust + Kunz, Munich

Soldatenbluse

Asker Gémledi | Soldier's Blouse, 2009

Kagit Gzerine Gravir ve Akuatint, 66,2 x 49,4 cm | 84,5 x 64 cm
Ozel Koleksiyon, Galerie Knust + Kunz, Mlnih izniyle

Line Etching and Aquatint on Paper, 66,2 x 49,4 cm | 84,5 x 64 cm
Private Collection, Courtesy Galerie Knust + Kunz, Munich

Gute Hoffnung

iyi Umut | Good Hope, 2010

Kagit Gzerine Gravir ve Akuatint, 66,4 x 46,8 cm | 84,5 x 65,5 cm
Ozel Koleksiyon, Galerie Knust + Kunz, Mlnih izniyle

Line Etching and Aquatint on Paper, 66,4 x 46,8 cm | 84,5 x 65,5 cm
Private Collection, Courtesy Galerie Knust + Kunz, Munich

Uniform

Uniforma, 2009

Kagit Gzerine Gravir ve Akuatint, 66,2 x 49,4 cm | 84,5 x 64 cm
Ozel Koleksiyon, Galerie Knust + Kunz, Minih izniyle

Line Etching and Aquatint on Paper, 66,2 x 49,4 cm | 84,5 x 64 cm
Private Collection, Courtesy Galerie Knust + Kunz, Munich

Sing Sang BDM I, 2012

Kagit Gzerine Gravir ve Akuatint, 119 x 79 cm | 147 x 99 cm
Ozel Koleksiyon, Galerie Knust + Kunz, Mlnih izniyle

Line Etching and Aquatint on Paper, M9 x 79 cm | 147 x 99 cm
Private Collection, Courtesy Galerie Knust + Kunz, Munich

Farewell Bill (3), 2013

Kagit Gzerine Gravir ve Akuatint, 66,5 x 49,8 cm | 85 x 65,5 cm
Galerie Knust + Kunz, MUnih izniyle

Line Etching and Aquatint on Paper, 66,5 x 49,8 cm | 85 x 65,56 cm
Courtesy Galerie Knust + Kunz, Munich
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38

39
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43

44

Farewell Bill (4), 2013

Kagit Gzerine Gravir ve Akuatint, 66,5 x 49,7 cm | 85 x 65,5 cm
Galerie Knust + Kunz, MUnih izniyle

Line Etching and Aquatint on Paper, 66,5 x 49,7 cm | 85 x 65,5 cm
Courtesy Galerie Knust + Kunz, Munich

Farewell Bill (5), 2013

Kagit Gzerine Gravir ve Akuatint, 66,5 x 49,8 cm | 85 x 65,5 cm
Galerie Knust + Kunz, MUnih izniyle

Line Etching and Aquatint on Paper, 66,5 x 49,8 cm | 85 x 65,5 cm
Courtesy Galerie Knust + Kunz, Munich

Farewell Bill (10), 2013

Kagit Gzerine Gravir ve Akuatint, 66,6 x 49,9 cm | 85 x 65,56 cm
Galerie Knust + Kunz, MUnih izniyle

Line Etching and Aquatint on Paper, 66,6 x 49,9 cm | 85 x 65,5 cm
Courtesy Galerie Knust + Kunz, Munich

Farewell Bill (2), 2013

Kagit Gzerine Gravir ve Akuatint, 66,2 x 49,7 cm | 85 x 65,5 cm
Galerie Knust + Kunz, MUnih izniyle

Line Etching and Aquatint on Paper, 66,2 x 49,7 cm | 85 x 65,5 cm
Courtesy Galerie Knust + Kunz, Munich

Farewell Bill (1), 2014

Kagit Gzerine Gravir ve Akuatint, 85,6 x 60,7 cm | 85 x 65,5 cm
Galerie Knust + Kunz, MUnih izniyle

Line Etching and Aquatint on Paper, 85,6 x 60,7 cm | 85 x 65,5 cm
Courtesy Galerie Knust + Kunz, Munich

Avignon Dada Strip, 2014

Kagit Gzerine Gravir ve Akuatint, 79,4 x 29,8 cm | 105 x 53 cm
Ozel Koleksiyon

Line Etching and Aquatint on Paper, 79,4 x 29,8 cm | 105 x b3 cm
Private Collection

Bitte kommen Sie nach vorn |l

Lutfen One Cikin i | Please Come Forward ll, 2014

Kagit Gzerine Gravir ve Akuatint, 79,3 x 29,9 cm | 103,8 x 53,8 cm
Ozel Koleksiyon, Galerie Putman, Paris izniyle

Line Etching and Aquatint on Paper, 79,38 x 29,9 cm | 103,8 x 53,8 cm
Private Collection, Courtesy Galerie Putman, Paris
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Bitte kommen Sie nach vorn IV

Lutfen One Cikin IV | Please Come Forward IV, 2014

Kagit Gzerine Gravir ve Akuatint, 79,4 x 29,9 cm | 103,8 x 53,8 cm
Ozel Koleksiyon, Galerie Putman, Paris izniyle

Line Etching and Aquatint on Paper, 79,4 x 29,9 cm | 103,8 x 3,8 cm
Private Collection, Courtesy Galerie Putman, Paris

Bitte kommen Sie nach vorn |

Lutfen One Gikin | | Please Come Forward |, 2014

Kagit Gzerine Gravir ve Akuatint, 79,5 x 29,8 cm | 103,8 x 53,8 cm
Ozel Koleksiyon, Galerie Putman, Paris izniyle

Line Etching and Aquatint on Paper, 79,5 x 29,8 cm | 103,8 x 3,8 cm
Private Collection, Courtesy Galerie Putman, Paris

Bitte kommen Sie nach vorn lli

Lutfen One Crkin I | Please Come Forward lll, 2014

Kagit Gzerine Gravir ve Akuatint, 79,3 x 29,6 cm | 103,8 x 53,8 cm
Ozel Koleksiyon, Galerie Putman, Paris izniyle

Line Etching and Aquatint on Paper, 79,3 x 29,6 cm | 103,8 x 53,8 cm
Private Collection, Courtesy Galerie Putman, Paris

Ohne Hose in Avignon V

Avignon’da Pantolonsuz V | Without Pants in Avignon V, 2014
Kagit Gzerine Gravir ve Akuatint, 99,9 x 42,9 cm | 125,5 x 65 cm
Galerie Knust + Kunz, Munih izniyle

Line Etching and Aquatint on Paper, 99,9 x 42,9 cm | 125,5 x 65 cm
Courtesy Galerie Knust + Kunz, Munich

Ohne Hose in Avignon |

Avignon’da Pantolonsuz I | Without Pants in Avignon |, 2014

Kagit Gzerine Gravir ve Akuatint, 99,8 x 42,9 cm | 125,5 x 65 cm
Galerie Knust + Kunz, Munih izniyle

Line Etching and Aquatint on Paper, 99,8 x 42,9 cm | 125,5 x 65 cm
Courtesy Galerie Knust + Kunz, Munich

Ohne Hose in Avignon IV

Avignon’da Pantolonsuz IV | Without Pants in Avignon IV, 2014
Kagit Gzerine Gravir ve Akuatint, 99,9 x 42,6 cm | 125,56 x 65 cm
Galerie Knust + Kunz, Munih izniyle

Line Etching and Aquatint on Paper, 99,9 x 42,5 cm | 125,5 x 65 cm
Courtesy Galerie Knust + Kunz, Munich
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Ohne Hose in Avignon llI

Avignon’da Pantolonsuz Ill | Without Pants in Avignon lll, 2014
Kagit Gzerine Gravir ve Akuatint, 99 x 42,8 cm | 125,56 x 65 cm
Galerie Knust + Kunz, Mdnih izniyle

Line Etching and Aquatint on Paper, 99 x 42,8 cm \ 125,5 x 65 cm
Courtesy Galerie Knust + Kunz, Munich

Ohne Hose in Avignon |l

Avignon’da Pantolonsuz Il | Without Pants in Avignon II, 2014

Kagit Gzerine Gravir ve Akuatint, 99,9 x 42,9 cm | 125,5 x 65 cm
Galerie Knust + Kunz, Mdnih izniyle

Line Etching and Aquatint on Paper, 99,9 x 42,9 cm | 125,5 x 65 cm
Courtesy Galerie Knust + Kunz, Munich

Winterschlaf VIl

Kis Uykusu VII | Winter Sleep VII, 2014

Kagit Gzerine Gravir ve Akuatint, 49,8 x 66,9 cm | 69,6 x 82 cm
Galerie Knust + Kunz, MUnih izniyle

Line Etching and Aquatint on Paper, 49,8 x 66,9 cm | 69,5 x 82 cm
Galerie Knust + Kunz, Munich

Winterschlaf X

Kis Uykusu X | Winter Sleep X, 2014

Kagit Gzerine Gravir ve Akuatint, 49,8 x 66,8 cm | 69,6 x 82 cm
Galerie Knust + Kunz, MUnih izniyle

Line Etching and Aquatint on Paper, 49,8 x 66,8 cm | 69,5 x 82 cm
Galerie Knust + Kunz, Munich

Winterschlaf IV

Kis Uykusu IV | Winter Sleep IV, 2014

Kagit Gzerine Gravir, 49,7 x 66,8 cm | 69,56 x 82 cm
Galerie Knust + Kunz, MUnih izniyle

Line Etching on Paper, 49,7 x 66,8 cm \ 69,5 x 82 cm
Galerie Knust + Kunz, Munich

Winterschlaf VI

Kis Uykusu VI | Winter Sleep VI, 2014

Kagit Gzerine Gravir ve Akuatint, 50 x 67 cm | 69,5 x 82 cm
Galerie Knust + Kunz, MUnih izniyle

Line Etching and Aquatint on Paper, 50 x 67 cm | 69,6 x 82 cm
Galerie Knust + Kunz, Munich

Winterschlaf Il

Kis Uykusu Il | Hibernation Il, 2014

Kagit Gzerine Gravir ve Akuatint, 49,9 x 66,9 cm | 69,5 x 82 cm
Galerie Knust + Kunz, MUnih izniyle

Line Etching and Aquatint on Paper,, 49,9 x 66,9 cm | 69,5 x 82 cm
Galerie Knust + Kunz, Munich
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Winterschlaf Vi

Kis Uykusu VIII | Winter Sleep VI, 2014

Kagit Gzerine Gravir ve Akuatint, 49,9 x 66,8 cm | 69,5 x 82 cm
Galerie Knust + Kunz, Munih izniyle

Line Etching and Aquatint on Paper, 49,9 x 66,8 cm \ 69,5 x 82 cm
Galerie Knust + Kunz, Munich

Otto Piedi, 2015

Kagit Gzerine Gravir ve Akuatint, 66,5 x 49,8 cm | 86,3 x 65,2 cm
Ozel Koleksiyon

Line Etching and Aquatint on Paper, 66,5 x 49,8 cm | 86,3 x 65,2 cm
Private Collection

Ich hére Stimmen

Sesler Duyuyorum | | Hear Voices, 2015

Kagit Gzerine Gravir ve Akuatint, 66,5 x 49,9 cm | 85,5 x 64,5 cm
Ozel Koleksiyon, Galerie Knust + Kunz, MUnih izniyle

Line Etching and Aquatint on Paper, 66,5 x 49,9 cm | 8b,b x 64,5 cm
Private Collection, Courtesy Galerie Knust + Kunz, Munich

Sono Sei Piedi, 2015

Kagit Gzerine Gravir ve Akuatint, 66,5 x 49,9 cm | 85,5 x 64,5 cm
Ozel Koleksiyon

Line Etching and Aquatint on Paper, 66,5 x 49,9 cm | 8b,b x 64,5 cm
Private Collection

Lucio Getroffen

Lucio ile Kargllagsma | Met Lucio, 2016

Kagit Gzerine Ahgsap Baskl, 100 x 50 cm | 104,5 x 54 cm
Ozel Koleksiyon

Woodcut on Paper, 100 x 50 cm | 104.,5 x 54 cm
Private Collection

Avanti, 2016

Kagit Gzerine Ahsap Baskl, 100 x 50 cm | 104 x 54 cm
Ozel Koleksiyon

Woodcut on Paper, 100 x 50 cm | 104x 54 cm

Private Collection

Getrommelt und Gepfiffen

Davul ve Islik | Drummed and Whistled, 2016

Kagit Gzerine Ahsap Baskl, 100 x 50 cm | 104,5 x 54 cm
Ozel Koleksiyon

Woodcut on Paper, 100 x 50 cm | 104.,5 x 54 cm
Private Collection
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77

79

83

84

85

86

Hokusai und ein Paar

Hokusai ve Bir Gift | Hokusai and a Couple, 2016

Kagit Gzerine Gravir ve Akuatint, iki Plaka, Her biri 99,5 x 66 cm | 120,5 x 150 cm
Galerie Knust + Kunz, MUnih izniyle

Line Etching and Aquatint on Paper, Two Plates, Each 99,5 x 66 | 120,5 x 150 cm
Courtesy Galerie Knust + Kunz, Munich

Gartenbank

Bahge Banki | Garden Bench, 2016

Kagit Gzerine Gravir ve Akuatint, 100 x 66,5 cm | 121 x 80,5 cm
Galerie Knust + Kunz, MUnih izniyle

Line Etching and Aquatint on Paper, 100 x 66,5 | 121 x 80,5 cm
Courtesy Galerie Knust + Kunz, Munich

Hokusai und ein Akt

Hokusai ve bir Ni | Hokusai and a Nude, 2016

Kagit Gzerine Gravir ve Akuatint, iki Plaka, 99,5 x 42,8 cm ve 99 x 42,8 cm | 120 x 103,5 cm

Galerie Knust + Kunz, MUnih izniyle

Line Etching and Aquatint on Paper, Two Plates, 99,5 x 42,8 cm and 99 x 42,8 cm | 120 x 103,5 cm
Courtesy Galerie Knust + Kunz, Munich

Elke VI, 2017

Kagit Gzerine Gravir ve Akuatint, 65,2 x 48,5 cm | 85,2 x 64,8 cm
Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle

Line Etching and Aquatint on Paper, 65,2 x 48,5 cm | 85,2 x 64,8 cm
Private Collection, Courtesy Cristea Roberts Gallery, London

Elke VII, 2017

Kagit Gzerine Gravir ve Akuatint, 65,2 x 48,5 cm | 85,3 x 65,6 cm
Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle

Line Etching and Aquatint on Paper, 65,2 x 48,5 cm | 85,3 x 65,6 cm
Private Collection, Courtesy Cristea Roberts Gallery, London

Elke IV, 2017

Kagit Gzerine Gravir ve Akuatint, 65,8 x 48,6 cm | 85,3 x 65,1 cm
Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle

Line Etching and Aquatint on Paper, 65,8 x 48,6 cm | 85,3 x 65,1 cm
Private Collection, Courtesy Cristea Roberts Gallery, London

Elke Ill, 2017

Kagit tzerine Akuatint, 65,8 x 48,7 cm | 85,3 x 65 cm

Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle
Aqguatint on Paper, 65,8 x 48,7 cm | 8H,3 x 65 cm

Private Collection, Courtesy Cristea Roberts Gallery, London
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Elke 1, 2017

Kagit Gzerine Akuatint, 65,7 x 48,7 cm | 85,2 x 65,1 cm

Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle
Aquatint on Paper, 65,7 x 48,7 cm | 8H,2 x 65,1cm

Private Collection, Courtesy Cristea Roberts Gallery, London

Elke VIII, 2017

Kagit Gzerine Akuatint, 65,2 x 48,5 cm | 85,3 x 64,6 cm

Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle
Aquatint on Paper, 65,2 x 48,5 cm | 85,3 x 64,6 cm

Private Collection, Courtesy Cristea Roberts Gallery, London

Heckel I, 2018

Kagit Gzerine Gravir ve Akuatint, 65,3 x 49,9 cm | 85,6 x 65,2 cm
Ozel Koleksiyon, Courtesy Cristea Roberts Gallery, Londra izniyle
Line Etching and Aquatint on Paper, 65,3 x 49,9 cm | 8bH,6 x 65,2 cm
Private Collection, Courtesy Cristea Roberts Gallery, London

Fautrier, 2018

Kagit Gzerine Gravir ve Akuatint, 65,3 x 49,9 cm | 85,6 x 65,2 cm
Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle

Line Etching and Aquatint on Paper, 65,3 x 49,9 cm | 8H,6 x 65,2 cm
Private Collection, Courtesy Cristea Roberts Gallery, London

von Rayski, 2018

Kagit Gzerine Gravir ve Akuatint, 65,3 x 49,9 cm | 85,6 x 65,2 cm
Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle

Line Etching and Aquatint on Paper, 65,3 x 49,9 cm | 8H,6 x 65,2 cm
Private Collection, Courtesy Cristea Roberts Gallery, London

Schmidt-Rottluff, 2018

Kagit Gzerine Gravir ve Akuatint, 65,3 x 49,9 cm | 85,6 x 65,2 cm
Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle

Line Etching and Aquatint on Paper, 65,3 x 49,9 cm | 8H,6 x 65,2 cm
Private Collection, Courtesy Cristea Roberts Gallery, London

Joan Mitchell I, 2018

Kagit Gzerine Gravir ve Akuatint, 65,3 x 49,9 cm | 85,6 x 65,2 cm
Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle

Line Etching and Aquatint on Paper, 65,3 x 49,9 cm | 8H,6 x 65,2 cm
Private Collection, Courtesy Cristea Roberts Gallery, London
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Kirchner, 2018

Kagit Gzerine Gravir ve Akuatint, 65,3 x 49,9 cm | 85,6 x 65,2 cm
Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle

Line Etching and Aquatint on Paper, 65,8 x 49,9 cm | 85,6 x 65,2 cm
Private Collection, Courtesy Cristea Cristea Roberts Gallery, London

de Kooning, 2018

Kagit Gzerine Gravir ve Akuatint, 65,3 x 49,9 cm | 85,6 x 65,2 cm
Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle

Line Etching and Aquatint on Paper, 65,3 x 49,9 cm | 85,6 x 65,2 cm
Private Collection, Courtesy Cristea Roberts Gallery, London

Schénberg, 2018

Kagit Gzerine Gravir ve Akuatint, 65,3 x 49,9 cm | 85,6 x 65,2 cm
Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle

Line Etching and Aquatint on Paper, 65,3 x 49,9 cm | 85,6 x 65,2 cm
Private Collection, Courtesy Cristea Roberts Gallery, London

Rauschenberg, 2018

Kagit Gzerine Gravir ve Akuatint, 65,3 x 49,9 cm | 85,6 x 65,2 cm
Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle

Line Etching and Aquatint on Paper, 65,3 x 49,9 cm | 85,6 x 65,2 cm
Private Collection, Courtesy Cristea Roberts Gallery, London

Madame Rousseau I, 2018

Kagit Gzerine Gravir ve Akuatint, 65,3 x 49,9 cm | 85,6 x 65,2 cm
Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle

Line Etching and Aquatint on Paper, 65,3 x 49,9 cm | 85,6 x 65,2 cm
Private Collection, Courtesy Cristea Roberts Gallery, London

Auerbach, 2018

Kagit Gzerine Gravir ve Akuatint, 65,3 x 49,9 cm | 85,6 x 65,2 cm
Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle

Line Etching and Aquatint on Paper, 65,8 x 49,9 cm | 8H,6 x 65,2 cm
Private Collection, Courtesy Cristea Cristea Roberts Gallery, London

Frank Auerbach (F. Au.), 2018

Kagit Gzerine Gravir ve Akuatint, 66,8 x 50 cm | 85,5 x 65,5 cm
Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle

Line Etching and Aquatint on Paper, 66,8 x 50 cm | 8b,b x 655 cm
Private Collection, Courtesy Cristea Roberts Gallery, London
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Mano I, 2021

Kagit Gzerine Akuatint, 49,56 x 33 cm | 78 x 53,6 cm

Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle
Aquatint on Paper, 49,5 x 33 cm | 78 x 53,5 cm

Private Collection, Courtesy Cristea Roberts Gallery, London

Mano Il, 2021

Kagit Gzerine Akuatint, 49,56 x 33 cm | 78 x 53,6 cm

Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle
Aquatint on Paper, 49,5 x 33 cm | 78 x 53,5 cm

Private Collection, Courtesy Cristea Roberts Gallery, London

Mano IV, 2021

Kagit Gzerine Akuatint, 49,56 x 33 cm | 78 x 53,6 cm

Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle
Aquatint on Paper, 49,5 x 33 cm | 78 x 53,5 cm

Private Collection, Courtesy Cristea Roberts Gallery, London

Mano VI, 2021

Kagit Gzerine Gravir ve Akuatint, 49,56 x 33 cm | 78 x 53,5 cm
Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle
Aquatint on Paper, 49,5 x 33 cm | 78 x 53,5 cm

Private Collection, Courtesy Cristea Roberts Gallery, London

Mano VII, 2021

Kagit Gzerine Gravir ve Akuatint, 49,56 x 33 cm | 78 x 53,5 cm
Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle
Aquatint on Paper, 49,5 x 33 cm | 78 x 53,5 cm

Private Collection, Courtesy Cristea Roberts Gallery, London

Piedi X, 2020

Kagit Gzerine Gravir ve Akuatint, 66,5 x 48,8 cm | 86 x 63 cm
Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle
Aquatint on Paper, 66,5 x 48,8 cm | 86 x 63 cm

Private Collection, Courtesy Cristea Roberts Gallery, London

Piedi Vil, 2020

Kagit Gzerine Gravir ve Akuatint, 66,5 x 48,8 cm | 86 x 63 cm
Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle
Aquatint on paper, 66,5 x 48,8 cm | 86 x 63 cm

Private Collection, Courtesy Cristea Roberts Gallery, London
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Piedi IV, 2020

Kagit Gzerine Gravir ve Akuatint, 66,5 x 48,8 cm | 86 x 63 cm
Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle
Aquatint on paper, 66,5 x 48,8 cm \ 86 x 63 cm

Private Collection, Courtesy Cristea Roberts Gallery, London

Piedi I, 2020

Kagit Gzerine Gravir ve Akuatint, 66,5 x 48,8 cm | 86 x 63 cm
Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle
Aquatint on Paper, 66,5 x 48,8 cm | 86 x 63 cm

Private Collection, Courtesy Cristea Roberts Gallery, London

Piedi Ill, 2020

Kagit Gzerine Akuatint, 66,5 x 48,8 cm | 86 x 63 cm

Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle
Aquatint on Paper, 66,5 x 48,8 cm | 86 x 63 cm

Private Collection, Courtesy Cristea Roberts Gallery, London

Hirsch IX

Geuik IX | Stag IX, 2021

Kagit Gzerine Akuatint, 66,4 x 49,9 cm | 87 x 65 cm

Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle
Aquatint on Paper, 66,4 x 49,9 cm | 87 x 65 cm

Private Collection, Courtesy Cristea Roberts Gallery, London

Hirsch I

Geyik Il | Stag Il, 2021

Kagit Gzerine Akuatint, 66,4 x 49,9 cm | 87 x 65 cm

Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle
Aquatint on Paper, 66,4 x 49,9 cm | 87 x 65 cm

Private Collection, Courtesy Cristea Roberts Gallery, London

Hirsch VI

Geuyik VI | Stag VI, 2021

Kagit Gzerine Gravir ve Akuatint, 66,4 x 49,9 cm | 87 x 65 cm
Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle
Aquatint on Paper, 66,4 x 49,9 cm | 87 x 65 cm

Private Collection, Courtesy Cristea Roberts Gallery, London

Hirsch XI

Geuyik XI | Stag XI, 2021

Kagit Gzerine Akuatint, 66,4 x 49,9 cm | 87 x 65 cm

Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle

Aqguatint on Paper, 66,4 x 49,9 cm | 87 x 65 cm

Private Collection, Courtesy Courtesy Cristea Roberts Gallery, London
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Kein Adler

Kartal Yok | No Eagle, 2022

Kagit Gzerine Akuatint, 66,5 x 24,9 cm | 87 x 41¢cm

Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle
Aquatint on Paper, 66,5 x 24,9 cm | 87 x41cm

Private Collection, Courtesy Cristea Roberts Gallery, London

Kein Reh

Karaca Yok | No Deer, 2022

Kagit Gzerine Akuatint, 66,6 x 26 cm | 86,5 x 40 cm

Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle
Aquatint on Paper, 66,6 x 25 cm | 86,5 x40 cm

Private Collection, Courtesy Cristea Roberts Gallery, London

Kein Hirsch

Geuyik Yok | No Stag, 2022

Kagit Gzerine Akuatint, 66,7 x 24,6 cm | 87 x 41¢cm

Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle
Aquatint on Paper, 66,7 x 24,6 cm | 87 x41cm

Private Collection, Courtesy Cristea Roberts Gallery, London

Kein Pferd

At Yok | No Horse, 2022

Kagit Gzerine Akuatint, 66,7 x 49,8 cm | 86,5 x 40 cm

Ozel Koleksiyon, Cristea Roberts Gallery, Londra izniyle
Aquatint on Paper, 66,7 x 49,8 cm | 86,0 x40 cm

Private Collection, Courtesy Cristea Roberts Gallery, London

1962 A. A. P. D., 2023

Kagit Gzerine Akuatint, 100 x 180 cm | 118,56 x 195 cm
Ozel Koleksiyon

Aquatint on Paper, 100 x 180 cm | 118,5 x 195 cm
Private Collection
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