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very specifi c, concrete terms. Precisely focused on artistic visual practice, Ginsberg‘s
“apparatuses” embody levels of image production and analysis. Considering Hans 
Kaiser‘s works from this perspective, it becomes apparent that refl ection on painting 
and image represents a recurring aspect in his extremely heterogeneous oeuvre.

The self-portrait from 1948 presented in the exhibition A touch of genius. Hans Kaiser 
and Fabian Ginsberg in the Soest Museum Wilhelm Morgner, shows the artist with 
palette and brush as if in a classic self-portrait of an artist. The eyes are concentrated in 
narrow slits. Where exactly the artist is directing his gaze, however, remains uncertain. 
His eyes could be looking out of the picture while he is looking at himself in the mirror, 
or they are looking at the canvas. What he would see at this moment would be the 
image before the viewer, in the process of its emergence .The background around the 
painter, the implements of painting, the colours of the palette and the brushes in the 
room seem to have become taken on a life of their own. The lines of the brushwork, 
released from their rectilinearity, anticipate the gestures of Kaiser’s later, informal pain-
tings. Already in a self-portrait created two years earlier, the medium of expression is 
colour, and this picture is also groundbreaking in another respect for the self-referential 
aspect in Kaiser‘s works. Dressed in a dark blue work jacket, the face with shaded eyes, 
the forehead has a deep furrow, the mouth appears red as if painted, the artist can be 
seen frontally before three differently arranged panels. Like a hand spreading out its 
playing cards, Kaiser‘s present and future painting styles with fi guration, abstraction 
and monochromy are to be found here.
After the abstract series Losschreibungen (1958), in which characters written into each 
other fl oat before bright colour spaces, and the Brandbilder (1958/59), for whose crea-
tion Kaiser painted or poured nitro lacquers onto wooden panels, and steered the fl a-
mes to the picture with his own breath, Kaiser created one of the rarer portraits from 
this period with the Portrait of the informal period in the early 1960s. At that time he 
had begun the series of works Ibizenkisches Tagebuch (1960-1965), also object-related, 
in which abstract landscape and free writing come together. If the landscape there is at 
least the starting point for the composition of the picture, the designation of the picture 
as a “portrait” appears to derive from a subsequent seeing of the fi gure. So much so, 
the moving gestures of strong brushstrokes push themselves into the foreground and 
seem free and unbound in relation to the genre of the portrait, to assert themselves 
above all as an informal image and to underscore the fabricated quality of the image.

With the life-size portrait of Remmer Andreesen of 1971, Kaiser took up once again both 
the combination of different painting styles and the device of depicting the picture 
within the picture. The surgeon of the Protestant Hospital in Hamm, a friend of the Kaiser 
family, is standing up straight in a grey suit with shirt and tie, his hand casually in his 

1  Fabian Ginsberg: Quallenkopf, 2015.
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trouser pocket. Kaiser reproduced the clothing in a naturalistic manner with light brush-
strokes. Face and hands are dabbed. The surrounding space, on the other hand, is com-
posed of a dense web of informal gestures and scriptural signs. The few straight lines in 
the picture indicate planes meeting at different angles, so that the abstract background 
stands out from the figure like pictures within the picture. The person portrayed seems 
to be standing in front of wallpaper or a large-format abstract painting. To the right of 
this, cut off by the actual edge of the picture, a further picture or rather – hinted at by 
the blurring – a mirror is to be guessed at, reflecting the painted environment. Different 
modes of viewing are made possible through the interleaving of the levels of image and 
reality. Andreesen stands in front of a picture or its image, he is an image or a depicted 
image. Changes are thereby occurring in the meaning of the informal work as well. Con-
trary to the claim of the informal to express psychological emotion spontaneously and 
directly, the distribution of the images with the informal as structuring of the surroun-
dings causes a relativising moment of distance, whereby the informal here becomes, if 
not an ornament, then in any case a quotation. This interpretation may underpin the 

singular – but nonethe-
less major – painting Die 
irdene Schale (previously 
titled Imaginärer Raum) 
of 1979. Landscape and 
still life at the same time, 
a glowing sun sets be-
hind the valley, or a dark 
canvas with a red disc 
leans against the table. 
The bouquet in the vase 
standing on the table is 
bound by informal and 

scriptural gestures, „silent lines of flowering“2.

In the exhibition, Hans Kaiser‘s portraits are juxtaposed with portraits and self-portraits 
of advertisements photographed by Fabian Ginsberg from his computer screen. They 
show people in front of their laptops, snapping selfies with their smartphones or com-
municating with each other via face time. They come from the advertising of a techno-
logy firm that promotes its devices and software for generating images with the slogan 
„A touch of genius”. This lettering appears in a large portrait image of the artist. As in 
all works of the 2017 series, the photographic illustration fills only part of the wooden 
framing over which a Plexiglas plate is roughly fastened with screws. The photographs 
themselves are also composed with several framings, planes and reflections. In the 

FABIAN GINSBERG ohne Titel (Workshops), Ausschnitt.

2 Vincent Van Gogh quoted by Kaiser in a letter on the painting Die irdene Schale (1979) to the critic John Anthony Thwaites, 1981.
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lower area, a cropped laptop keyboard marks the greater portion of the image as an 
image on the screen. On the MacBook, the Apple website was retrieved in the internet, 
presenting an opened MacBook Pro in an overview. A burst of colour can be seen on 
the screen against a dark background. Above the screen are the prompting links „Learn 
more“ and „Buy“ as well as the slogan „A touch of genius“. On a written and pictorial 
level, it is suggested to the recipient that 
with the MacBook a creative power com-
parable to that of the Big Bang can be le-
arned and purchased – as if one were tou-
ched by genius. When Ginsberg attaches 
the image of a giant hand to this work 
with a formally identical „apparatus“ struc-
ture, he once again calls up the elements 
of a classical artist‘s image: the active hand 
and the paint material (staged in the ad-
vertising as the primordial matter from 
which all things in the world emerge), as can also be seen in Hans Kaiser‘s Self-Portrait 
(1948). The hands in each of the two artists‘ works are in an almost identical position, as 
if they formed an iconographic formula. The strategic invocation of the creative artistic 
genius is in opposition to the actually pursued and quasi-realised goal of the firm to 
supply unavoidable tools for a routine and comprehensive output of image and aes-
thetics. Since reality is generated by and can be experienced through representation, in 
the ‚Apple world‘ reality and representation behave transparently towards each other. 
In other words, our notion of reality coincides with its representation, which we create 
ourselves without realising that it is distorting and shaping our reality - through the 
lenses of smartphones and the filters of digital programmes. When Ginsberg builds 
his apparatuses around these images he goes beyond the „appropriation“ of a Richard 
Prince of the Picture Generation. Scratching the Plexiglas renders the transparent layers 
of mediation opaque. The reflections on and in the pictures mark and overcome the 
boundaries of real and pictorial space. 
The transformation of the world through art proclaimed by the avant-garde is now far 
advanced - with dubious results. While Duchamp and later Pop Art elevated profane 
objects within the ‚exhibition space‘ to the status of art, marketing strategies lend every-
day spaces of consumption the appearance of art. Here as there, art has now become a 
lifestyle. „When everything is aesthetic, nothing is beautiful or ugly, art itself disappears.”3

Dr. des. Cora Waschke, 2018 

FABIAN GINSBERG Organisation 1, 2017, Video, 4:48 min.

3 Jean Baudrillard: Transästhetik, 1989.
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