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Accompanied by a high-speed progression of
shades in perfect synchronisation, the sharp
boundaries of the green and black coloured
fields and lines turn seamlessly into constantly
changing three-dimensional spaces of light
and colour. Carried or rather dictated by the
rhythm of the music — one is not quite sure
of the interdependence nor the dominance
of the pictorial over the acoustic or vice
versa — dynamic and abstract perspectives
build up, soon flatten and curl up once again
and purely two-dimensionally develop virtu-
ally into specific parallels to film sequences,
whose main actors are the edges who now
steer the viewer’s imagination like guidelines.
The unwinding, moving pictures, however, do
not particularly denote any situation of con-
crete experience in abstraction like those of
the artist, for instance. Rather; there ensues

a seemingly repetitive time-space-line con-
tinuum that ‘escapes’ into a new dimension in
ever new variations, whereby, incidentally, the
apparent repetitive effect is owed to a specific
situational recognisability. One may, or indeed
must, describe this phenomenal flitting of the
eyes as a captivating ride on the hard edge.

Observing oneself while watching Hard Edge
Ride, the video work, created by Dominik
Stauch for the exhibition at Kunstmuseum
Thun, as well as his object art, his painting, his
drawings and prints, one cannot help feeling
spellbound by an infinite chain of associations
(pp. 18-21). Countless levels of thought are
layered in the graphic and pictorial works on
the side, above and crosswise to each other
and entwine into lusty collages of citations,
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which on the one hand explicitly originate
from the magic box of the non-figurative, the
so-called Hard-Edge Painting, and on the other
hand from art history’s toolbox of more or
less significant attempts at abstraction of the
twentieth century.

Stauch pursues the same process in his video
work, which, by the way, he also calls paint-
ing. By feeding the screen surface or the wall
surface (in the case of room projections) with
lines and shapes, he virtually creates a mural
with contours and surfaces that seem to draw
themselves independently and take up a gen-
uine position in this process. In superimpos-
ing various levels of association, Stauch here
pursues a virtual image-building analogous to
painting, and hence he can really declare the
video work a painting.

It is evident that Stauch’s work practice — one
could call it accumulating sedimentation — is
based on conceptual principles. The fact that
he does not adhere slavishly to their maxims
and escapes the rigid structure here and
there almost mischievously — one notes, for
example, the appearing eye in Hard Edge

Ride — is liberating for both the artist and the
viewer and demonstrates fresh determination.

It is precisely these mentally playful forces in the
work of Stauch, especially, of course, in Hard
Edge Ride, that produce a physical reaction,
namely the feeling of one's own emotion in

the room and thus, in a sense, a kind of elation,
naturally too and especially because the view in
this road movie cannot be focused upon.



This phenomenon of movement, of resonance
of one's own body in front, with and through
the image space, is largely due to the over-
sized in relation to the size of the human body.
Viewers can be completely surrounded by the
image-colour-space continuum — this is also
possible for the field of vision in front of the
screen depending on the distance — where
one virtually reaches the limits of visibility or
real traceability of what is to be seen. A certain
mental parallelism with the artistic impetus
arises at once in the viewer; he becomes a
participant and thereby comes hazardously
close to the creation process of the artist.

Inevitably, the legitimate question arises: What
do we actually see of the presented things, if
we see something at all other than what we
want to see, due to associations. What, for
example, does Hard Edge Ride in Dominik
Stauch's oeuvre stand for? Is it an ocular
experiment in human perception and asso-
ciation ability? Does it only want to exhaust
the imaginative potentials of humans through
illusionary or perspective tricks, to distinguish
and recognise surfaces from space and space
from surfaces! And what about the consist-
ency between the viewpoint of the artist and
that of the viewer?

Initially, we ride along like clumsy pedestrians
in the hall of mirrors of envisioned imagin-
ation, then become highly mobile and quickly
cross the long discourse of rotating phenom-
ena, as already produced by Marcel Duchamp
with his Rotoreliefs' in the 1930s, which were
happily taken up by Nouveau Réalisme via
Pop art and finally, psychedelically charged,
effectively led to physical-spatial transforma-
tions; one may think for instance of Verner
Panton’s interiors.? Precisely because Stauch's
work develops in a rush, we appropriate it
apparently absent-mindedly, hardly realising
where it begins and where it ends.

In 1995, Luciano Fabro, while teaching at the
Academy of Fine Arts of Brera in Milan, com-
mented and utilised a lecture series on space
and time in the visual arts, which had been
kept by Pavel Florenskij in 1923 and 1924 at
the Higher Art and Technical Studios in Mos-
cow, the Vkhutemas. Based on that, he encour
aged the budding artists to show him ten
artworks and ten non-artworks with the pur-
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pose of examining the mind and the power of
judgement of the students. According to Fabro,
the power of judgement is reached when one
is able to incontrovertibly define ten works of
art and ten works that are not art:‘In this pro-
cess of sensitisation, in this process of dialogue
between doing and feeling, it allows to do and
feel again what has been done, to arrive at the
moment where one feels that this is a work of
art, that we are capable of directing the sensa-
tion that the other person, the beneficiary, the
viewer, the reader, will have. It is us who post
the parcel. If we have not defined this parcel
sufficiently, if we have not put it together with
judgement, if we do not have the certainty to
name an artwork, then we are not artists.”

Florenskij himself speaks of a work of art as
a reality, not as a description, ‘It means more
than it directly represents through the per
ception of the senses’.* Hard Edge, like the
Ride by Dominik Stauch, refers to a painting
that is not descriptive and does not use a
composition that can be discerned at first
sight. It is open, flat-geometrical, rationally
controlled and (apparently) without emotion
and is thereby an (artistic) reality.

Susanne Bieri (*1960), lic. phil. |, historian for art and ar-
chitecture. Head of the Collection of Prints and Drawings
and person in charge of the Special Collections and of the
Federal Archives of Historical Monuments of the Swiss
National Library. President of the Swiss Poster Collection
(CCSA), of the Photo Network of Excellence, Memoriav,
and of the Cantonal Art Commission Bern.Vice president
of Comitato Scientifico m.a.x. museo, Chiasso. Member of
the board of trustees of the art library at Sitterwerk Foun-
dation, Centre for Art and Production, St. Gallen. Author
and publisher of publications, artist books/editions and
exhibitions on the topic-specific collection history of the
Collection of Prints and Drawings of the Swiss National
Library and in collaboration with artists. Undertakes activi-
ties for the development of the collection for artist ar-
chives (Daniel Spoerri, Karl Gerstner, Johannes Gachnang,
Emil Zbinden, et al.). At present PhD in Fine Arts at Basel
University (Topic: How art came to the library and why it
stayed there. The collection of prints and drawings of the
Swiss National Library: Philosophies and perspectives.).

"In 1935 Duchamp created 12 Rotoreliefs based on his previous work Rotary
Demisphere from 1925 and illustrates the principle of contrary motion like a loop.
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*Ibid., p. 78.
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