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large missiles are about to collide. One of them has a white-gloved 
wolf standing on it, which could be inspired by either the Blitz Wolf 
from the eponymous American anti-Nazi cartoon from 1942, or the 
Big Bad Wolf familiar from Disney cartoons. He faces backward, 
brandishing a huge flag, and looks at his own grinning and jack-
booted reflection in an ovoid shape floating above the missile’s  
vapor trail. 

For all their comedic elements, the figures found in Delprat’s works 
are a metaphorical reflection on our violent history—one that is often 
altered or repurposed by popular culture, as the title of the exhibition 
has been. “To die, to sleep / No more” is a line from Hamlet, part of 
the well-known “To be, or not to be” soliloquy, but its chiastic inversion 
in the show’s title reflected the ways we are touched by our cultural past 
without necessarily knowing it.

In La guerre élégante No. 2, 2017, the “elegant war” was a hodge-
podge of figures, including a grinning tree, a marching soldier, smiley 
faces, and an odd-looking masklike face in the center of the painting. 
They are all placed seemingly at random against a mishmash of yellow 
paint splotches; burnt-umber grids; orange, brown, and blue swirly 
lines; and (again) a blackish lacelike pattern. The fantastical images 
in this work are blurry and prone to distortion, like memories. Also 
like memories, Delprat’s paintings go through a process of amalga-
mation and creation, reminding us of the constructive nature of  
historiography and even of perception itself, and pointing to more 
connections between the past and the present than are dreamt of in 
our philosophy.

—Aaron Bogart

HAMBURG

Josef Bauer 
GALERIE KARIN GUENTHER 

A woman awkwardly and rigidly clutches a giant letter K to her chest 
as though it were her greatest treasure and she fears it might abandon 
her. The object is not much smaller than she is, and there is something 
touching about how its cumbersome bulk yields to her forceful 
embrace. The black-and-white photograph is part of a series titled 
“Taktile Poesie” (Tactile Poetry), 1965–, by Austrian conceptual artist 
Josef Bauer, whose work since 1964 was presented in this survey 
exhibition, titled “Taktile Poesie—die Sprache des Zeigens” (Tactile 
Poetry: The Language of Showing). Bauer’s “tactile poetry” is best 
understood as a variation on the explorations of language as a mate-
rial for art that emerged in the 1950s as concrete poetry—for example 
in the work of the poets of the Wiener Gruppe (Vienna Group), among 
them H. C. Artmann and Gerhard Rühm. 

Unlike them, however, Bauer is not content to work on paper, 
choosing instead to focus on the haptic dimension of language and 
using the human body to probe it. Some of his letter objects are made 
to be hugged, but others extend to become long poles that can be 
carried around as if in a procession. The photographs of such perfor-
mances are never pure documentation. On the contrary, Bauer staged 
the events, usually spontaneous affairs involving neighbors or relatives, 
held in nature and without spectators, as a pretext to take pictures. At 
the gallery, one of these letters on a stick, a U on a long aluminum pole, 
buchSTABE (U) (Letter [U]), 1983, leaned in a corner like an oversize 
pitchfork. The piece also illustrates Bauer’s showing of language: In 
his hands, it is an act that can take on a demonstrative, emotive, or 
rebellious cast. The last was here exemplified by Die Sprache des Zeigens 
(The Language of Pointing), 1969, a photograph of an outstretched 
hand holding an L aloft like a torch, in a gesture that might read as a 

signal of revolutionary pathos. But the artist seems to prioritize other 
aspects over the semantic tenor of his letters or their aesthetic qualities 
as objects. He endows the building blocks of written communication 
with materiality and a tangible bodily existence, translating language 
into an affective physical idiom.

A group of wall objects created in 1970 supplanted the hand holding 
the letters in the photographs with its imprint in white modeling clay 
wrapped around an X, a T, or a 
cross made of wood painted black. 
These pieces spotlight the immedi-
ate effect of a human action as 
basic as a squeeze of a hand. In the 
1960s, Bauer had also started 
inviting the public to handle some 
of his works: amorphous polyester 
and poly  urethane constructions 
such as Körpernahe Form (weißes 
Objekt) (Close-Up Shape [White 
Object]), 1965, which was on view 
here. With their organic forms as 
well as the use of physical interac-
tion to establish an immediate rela-
tionship to the body, these objects 
recognizably anticipate Franz West’s 
more widely known Passstücke 
(Adaptives), the first of which dates 
from 1974.

Works from Bauer’s series  
“Verfügbare Pinselstriche” (Avail-
able Brushstrokes), 1987–2015, 
pinpointed the interplay between 
the sculptural qualities of painting 
and the human figure. To make 
these pieces, Bauer daubed paint on 
a glass pane in thick brushstrokes, then peeled off the drying pigment 
and transferred it onto newspaper cutouts showing female models. The 
paint typically covers the women’s faces and much of their bodies; in 
some cases, the models are effectively clothed in paint, with only their 
faces and limbs sticking out.

Bauer made pioneering contributions to vital developments in Aus-
trian art—especially concerning sculpture’s relationship with the human 
body—that later propelled the more prominent careers of artists includ-
ing West and Erwin Wurm, as well as tendencies in international body 
art. Oddly, his work seldom got the recognition it deserved, though that 
has begun to change. Later this year, a long-overdue major retrospective 
of his work will finally take place at the Belvedere 21 in Vienna. 

—Nina Möntmann
Translated from German by Gerrit Jackson.

LEIPZIG, GERMANY

Dominique Gonzalez-Foerster
GALERIE FÜR ZEITGENÖSSISCHE KUNST

Dominique Gonzalez-Foerster’s “Martian Dreams Ensemble” is the 
artist’s latest attempt to meld art with science fiction. Taking Ray 
Bradbury’s The Martian Chronicles (1950) and The Illustrated Man 
(1951) as sources of inspiration, Gonzalez-Foerster treats the red 
planet as an object of thought, while once again underscoring her 
desire to create immersive experiences. The artist produced the show, 
curated by Julia Schäfer, together with the ensemble of its title: a team 
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comprising a graphic artist, a musician, an architect, and a diorama 
designer—Marie Proyart, Julien Perez, Martial Galfione, and Joi 
Bittle, respectively. 

Through a curtain of suspended luggage straps reminiscent of Brazil-
ian vernacular home decor, the viewer enters an anteroom bathed in 
orange light. One is then invited to take off one’s coat and don a cape 
made from printed cloth, a nod toward Hélio Oiticica’s Parangolés, 
1964–79. Gonzalez-Foerster’s capes feature political memes and 
fashion-shoot images, as well as stills from science-fiction films, all 
compiled from the anonymously authored @textil5 Instagram account. 
Throughout, Gonzalez-Foerster’s sublime Martian visions seem to have 
a strong tropical resonance; many of her references point to her former 
adoptive home of Brazil—admittedly not a country offering much scope 
for utopian thinking these days. (The artist currently lives in Paris.)

Moving on, one encounters Cosmorama, 2018, a diorama of a Mars 
landscape modeled on the ones found in natural-history museums. 
Designed by Bittle in shades of red with embedded black volcanic 
stones, the work locates the viewer within the artist’s dreams of the 
fourth planet from the sun. The space beyond the diorama presents five 
such dreams in the form of vinyl texts applied to the ceiling and diagram-
matic renderings (by Proyart) that translate those visions graphically 
onto wallpaper. This installation evokes the graphic design practice 
and history long taught at the renowned Hochschule für Grafik und 
Buchkunst Leipzig, while the other side of the gallery partition features 
short, abstract, oneiric phrases, along with bold stripes and curvy 
shapes in metallic vinyl that bring to mind musical compositions or 
variations on the organic line as used by Lygia Clark. 

This grouping of text and graphic works is interrupted by Exotour-
isme, 2002, a video installation by Gonzalez-Foerster and Christophe  
Van Huffel, replete with a porthole offering viewers a glimpse onto 
liquid bubbles and rocket contrails in outer space. Here, as if situated 
inside a spacecraft, one prepares for the exhibition’s final chapter. Step-
ping into a triangular space bathed in blue light and lying down on a 
carpet designed in shifting shades of blue, white, and orange, the visitor 
is immersed in a swirl of spacey, atmospheric sounds by Perez. Gonzalez-
Forster and Perez are planning a concert this spring with their band, also 
named Exotourisme, at a concrete-and-glass sphere being built in Leipzig 
after a design by the Brazilian architect Oscar Niemeyer, dating from 
shortly before his death in 2012. With the landing of this globular 

structure atop an existing factory building, tropical modernism arrives 
in the former East Germany. The setting should provide Gonzalez-
Foerster with yet another occasion to envision galactic travel.

—Tobi Maier

VIENNA

Mathis Altmann, Bonnie Camplin, 
Salvo, Lucie Stahl,  
Amelie von Wulffen
GALERIE MEYER KAINER

Arguing against reductive reason, the German Jewish art historian, 
poet, and anti-fascist of the interwar period Carl Einstein wrote,  
“Every structuring is a complex function.” Whether that structuring 
takes the form of a city or a group show, his statement (included in the 
press release to this exhibition) continues to ring true. Since 2009, as 
part of the “Curated by” initiative, Viennese galleries have invited guest 
curators to mount exhibitions under a given theme—last year’s was the 
somewhat unwieldy “Viennaline.” In response, Melanie Ohnemus 
assembled an international five-artist lineup as eclectic as the Austrian 
capital itself.

In the text accompanying her display, Ohnemus cited Einstein as a 
riposte to congealing and streamlining identities, advocating instead 
for using such structures to enable internal difference, uncertainty and 
open-endedness. The exhibition was designed as a sequence of pairs, 
most including an example from Bonnie Camplin’s extraordinarily 
varied oeuvre. This was no slick bourgeois cotillion with smiling cou-
ples making their entrance two by two at the top of the stairs, but a 
collection of duos that was variously gory, uncanny, kitschy, and trashy. 
Vienna is Freud country, after all, and each work had its own dark 
subconscious: irreducible, but not for that reason hermetic.

The late Italian painter Salvo’s escapist and unpeopled land- and 
cityscapes are like paintings afflicted with tuberculosis—moribund but 
seductive, in line with the nineteenth-century belief that the disease 
was a sort of aphrodisiac, rendering its victims more beautiful as they 
withered. Paesaggio (Landscape), 1983, showed trees blushing in the 
feverish light of a setting sun, while another work, Lampioni (Street 
Lamps), 1980, took us to an empty gray street fantastically bathed in 
colored light. The latter was paired with Camplin’s Marcus Brown, 
1988, two identical black-and-white photographs of a young person 
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