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The fir st striking realization here is that art 
history unfolds in time warps. Rainer Fetting, 
who has painted continuously for the past 
forty years, gained recognition in the 1980s 
as part of a second generation of West 
German Neo-Expressionists. The artist once 
shared a notorious project space at Berlin 
Moritzplatz with Helmut Middendorf, Bernd 
Zimmer, and his then boyfriend Salom�. 
Revolting against the post-medium condition 
heralded by Conceptual art, they successfully 
pitted subjectivity and painterly pathos 
against postmodern textuality, working with 
a wide brush and an attitude of defiance in 
sync with the raging beats of punk music. 

In Fetting�s latest work, a sense of 
isolation and alienation prevails. Blazing 
cityscapes give way to deadpan landscapes. 
Skaterpark (2016) is a seascape in gray, 
blue and beige, colors bright and blank, 
with a claustrophobically high horizon line 
revealing only a narrow strip of sky. A single 
skater circulates endlessly amid waves cast in 
concrete. One of the most haunting works is 
H (2017), consisting of a terrifying roadside 
figure with flaming hair, ragged clothes and 
a grotesque erection. It may be read in a 
number of ways: as a bum or drug addict 
�  for �H� read �heroin� �  whose existence 
maintains a challenge to modernity�s ideology 
of progress; or as a phantasmic clown, the 
spawn of entertainment culture and an alter 
ego of the artist himself (�H� as �age�). 

Fetting had already invoked an alter 
ego once before in his Van Gogh and 
Wall of 1978, showing the painter as a 
suspicious passerby �  his face concealed 
by a large hat, striding past the Berlin 
Wall like an animal rattling the bars of its 
cage. Forty years on, the dynamic has 
reversed: in Fetting�s twilit roadside vision, 
the artist-clown is frozen in stasis. 

by Katharina Weinstock 

One is never quite sure what to expect 
from a Lucy Dodd exhibition. She�s 
cooked catfish and served cocktails 
in carved-out cucumbers; she�s had 
musicians perform unidentifiable 
chants while handing out a milky drink 
to those willing to take it. But whatever 
happens, one is guaranteed a sensorial 
journey through painterly abstraction. 

Her fir st solo show in Germany is no 
different; one�s senses are immediately 
struck at the entrance by an imposing flo or-
to-ceiling painting. Butterfly (2017) looks 
like a giant Rorschach blot, whose reddish 
center symmetrically splits two white circles 
above large brown members. The pink 
and beige �wings� extending outward from 
these visually dominant elements comprise 
organic materials �  squid ink and yerba 
mate �  used frequently by the artist. The 
painting is an architectural intervention in its 
size and placement, and like a monumental 
square screen it needs to be navigated in 
order to reach a second work of the same 
scale behind it. This kind of anticipation and 
unknowability is typical of Dodd�s shows. 
The second work, Egg (2017), shares the 
same symmetrical composition, albeit with 
the addition of more obviously figurative 
elements. Two angelic bodies poised wistfully 
on either side of an empty white mandorla 
recall the �birth of elements� motif from the 
murals of Lukhang, used to illustrate the 
origin of the universe. Dodd�s paintings lend 
themselves to such mystical connotations; 
strengthened by incense and strange brews, 
the spiritual is hard to miss in this work. 

The paintings-cum-dividers manifest a 
third room containing two smaller paintings, 
three works on paper, a mirror and some 
furniture. Dodd held a performance here on 
the night of the opening, in a space in which 
the smaller scale of the paintings reinforces 
the fascinatingly strange, frenetic quality 
of her work. Yet the inclusion of religious 
symbology in this show seems heavy-
handed, taking the mystery out of Dodd�s 
fluid a nd elemental approach to abstraction �  
but then again, I wonder what she�ll do next. 

by Aaron Bogart
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Clearing�s new Brussels space is just a 
short walk from Wiel�s Contemporary Art 
Centre. Situated in a former warehouse, 
it is impressive in scale and one of the 
largest private exhibition spaces in the 
city, perfectly suited to hosting the works 
of Bruno Gironcoli (1936�2010). 

This show focuses on works from the 
late 1990s and early �00s, during which the 
artist produced monumental sculptures in 
his large studio at the Academy of Fine Arts 
Vienna, where he led the sculpture school 
from 1977. It is hard not to consider the 
artist�s original training as a goldsmith when 
examining the gold and silver patinas of 
these pieces. Over the years Gironcoli made 
numerous aesthetic experiments involving 
installations of wire, sculpture and other 
media, culminating in his highly recognizable 
style. However, arguably it was only at the 
end of his life that he took full advantage of 
his early skills as a craftsman, having spent 
his career apparently distancing himself from 
more artisanal concerns. It is therefore ironic 
that despite all these sculptures having the 
appearance of cast metal, most are instead 
assemblages of steel, wood and synthetic 
resin, covered with metallic paint. Notable 
are Untitled (1999), Figure with Suspended 
Oval Pieces (1990) and Untitled (2003). It 
is almost impossible to tell the difference 
between these and other works cast in 
aluminum, such as the spectacular We the 
Children of Villach (2005), or One Body, Two 
Souls (2001), which lends the show its title. 

These works intermingle geometric and 
organic elements, straight lines and curves, 
abstract and figur ative motifs �  a number 
representing babies. They resemble giant 
altars serving the rituals of some strange 
religion, or at least the personal mythology 
of the artist. Perched on stylized �feet,� 
they seem to hover above ground. Despite 
working closely with the Viennese Actionists, 
Gironcoli never gave up his quest for an 
ideal beauty. He was a baroque sculptor, 
one who saw the art in the execution. 

by Pierre-Yves Desaive
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Clearing’s new Brussels space is just a 
short walk from Wiels Contemporary Art 
Centre. Situated in a former warehouse, it 
is impressive in scale and one of the largest 
private exhibition spaces in the city, per-
fectly suited to hosting the works of Bru-
no Gironcoli (1936 - 2010).	  

This show focuses on works from the
late 1990s and early 00s, during which the 
artist produced monumental sculptures in 
his large studio at the Academy of Fine Arts 
Vienna, where he led the sculpture school 
from 1977. It is hard not to consider the ar-
tist’s original training as a goldsmith when 
examining the gold and silver patinas of 
these pieces. Over the years Gironcoli made
numerous aesthetic experiments involving 
installations of wire, sculpture and other me-
dia, culminating in his highly recognizable 
style. However, arguably it was only at the 
end of his life that he took full advantage of
his early skills as a craftsman, having spent 
his career apparently distancing himself 
from more artisanal concerns.	  
 
It is therefore ironic that despite all these 
sculptures having the appearance of cast 
metal, most are instead assemblages of 
steel, wood and synthetic resin, covered 
with metallic paint. Notable are Untitled 
(1999), Figure with Suspended Oval Pieces 
(1990) and Untitled (2003). It is almost im-
possible to tell the difference between these 
and other works cast in aluminum, such as 
the spectacular We the Children of Villach 
(2005), or One Body, Two Souls (2001), 
which lends the show its title.	  

These works intermingle geometric and
organic elements, straight lines and curves,
abstract and figurative motifs, a number
representing babies. They resemble giant
altars serving the rituals of some strange
religion, or at least the personal mythology
of the artist. Perched on stylized feet,
they seem to hover above ground. Despite 
working closely with the Viennese Actionists, 
Gironcoli never gave up his quest for an ideal 
beauty. He was a baroque sculptor, one who 
saw the art in the execution.	
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