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Churvering contours grow blumed, diminish, Like the formms. they
Cedreaie, which appesr overcast by broad strokes ol colon Ther
edges mald with the background or substrats, further confounding
attermpts at spatal or physacal perception

The pecpls in these pantings dialge ittle shout themsahes wrtually
al it left to the vewer's imagnation Andy Dengler's pantings are not
marratve art. Whas the rrpmﬂqﬁ:pﬂwwrmmi‘h
s, they seerm nterposed by masible walls. or glassy filters

The development of Andy Denler’s compeastional style gains an
additional dmension in b portrature, This processual. not ek
shvedy visual aspect of peroeption comes fonwand as a central therms,
Here, the artist has extablshed a futidl relatorshis between his
earber abstract colonfield painting and the Fuman form.

A v to hes new studio in Zunch presented the opportunity to
auestion Andy about his work, Here he taked Fanldy aboig the
developmental path that led Born hs esdy non-representational
paintings o trss mo recenl ks

Urike Fuchs: After grochuotng ffom the Zurich School of Appled Arts,
¥ went on fo aftend vanous sther ot schook [or oddibona studkes
in pantng ond photogropty: How do these indhnagues connect with
I G ik

Andy Denzier: Photography 5 a very important slerment of my
acthity As a former miltary photographer | underwent traening in
shoabng techraque, canrkroom work, compostion and development.
PFortraitune was very mudh a part of the job, song with pancramic
shoots up in the mountans Those would mvohae Ining-up 5o or
more images Sde by sde, for teman reconnassance purposss
| would then pant these specaioed composites rryssll, by hand,
Of course, that kind of expenence has been an ongoing contributor
10y laber artstic work,

These: diys | work esther with found photogranhs or enes | hawe
taken rryself, The “Motion Figures™, 100, were photographed in pub-
ke spaces = A beach, &y — and subsequently rendered on Gamas.

UF: Are thade photos srapshols, or were they posed?
AD; Mo, ng, thary wene just random shots

UF: The srroundings grow indistinet, 5o only the amangernent of he
frgures makes i through it the painting — o do you change that, too?
AD: A preat dedl gets changed and shifted around a5 part of the
panting peocess The smapshol onde serves as a starfrg porl
| whittle down the background, whch s whene my earfier; abatract
work erers the pictue. Before moving into figurative painting,
| preduced abstract art fior a number of years Thoss were multpart
oolorficld pantngs. with each fisld geen a diferert toatment
Along the way | developed my own vl lnguage and color
palette. | was mterested n diferences of surface texture wethin the -
bual paning: hard, fline, abrase. broken, shar, diffise, bumpy smooth,
These appesties are nesponsbis for producng the dynarmic within a
grven area of color, Pantng e ths 5 about engaging the paint itself

UF: How did you proceed from peopraphec photogrophs to todally
non-oiyecthe faiatings”

AD: | have shwiys been inferested in abstract painting moncchroms
expansst and the vistness thiy achisse, The Arencan abetract
expressionsts fascinated me a great deal in the early 90% | estab-
kished a symbiotic nk between them and the Zunch tradiion
of concrete art, which fed to geometncal apportionment of the
eokoned areas. el within each one, | sll applied the paint in 2 very
pestural wary, brkdy and not flat on the carvas. Thess areas were
quite colorful 10 begin with, and then increasingly shifted towards
exrth tones Earthy orange-red becarme & charactenste coor of
rransg curing that pesnicd

UF: Does that color hold oy mental assecaon, o o parsculor
sigrifconce for you?

ADe: Yes, | ohd have raiber an mmportant expenence. | asoosie o
shiade with the color of 1od, speaifically that of South Africa At
the age of 191 Ived there for one year and felt greatly influenced
by that country, which was still in the aparthesd era My sbstrac
pantngs woern attempts to Gplure South Adrica’s wastness, s
expansye honzons and endessness, Corming from a small country
bke Swrtznrland, all that spaces was a totaly new expenenoe for me

UF: o when did the obyective dmenson retunn to pour work?

abstract work that caught my lxsonation. R seemed almost repre-
sertational

UF: Do it stem from objecive subgect matier?

ADs M, | "sarnpled” drafts of my own abstract panbings, in otfer
wordh | recompaded them, pcked cut ncdhadual detalk and appbed
ro=ev colors. Thart s how this dernent of mation came about, which
| then camied forward into the painting. | ako embarked on a
portrai using this technague. i ook 2 pood whie to leam how o
budd up the pant byers in 3 way that produced the right conditiors
of lght and shade for an cbeective image. This portrait ndaad rrads
wze of the same motson-blur technioue | employ todsy

UWF: B this image mansiulation computer-based o on cormas?

AD: It all #tarts with one or more photographs that are further
edited on the computer screen. When | start panting, | aieady
Furve 4 chear concept of how the finshed werk wall losk | shilt the
figures around on the computer; maddy the colors of their dathng
and ciber obects, s wel a5 the background The resull is a workarg
draf, which | then prnt cut.

UF: Do you olso 852 the Blur ond displacements using o phal sdion
AD: My work i based on very diear images. Motion blur enly entary
the piciure durng the panting process. it & a kind of daserton,
or fites which | first apply while painting. That is where the real
thinll beg: every tima it 5 both 2 wurpee and a2 small miracke as
| abserve what happens and find out whether or not the pature
works. Standrg before the camvas and apphing paint i abways
a challerpe. [t ik a fis process which calls Tor st decisiond The
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further the panting develops, the mone excitng it gets

UF: To backtrack ance mone: hawng reached the stope of o workang
draft, vou call o holt and sit bock for o whife. What happens after
that. a5 pou work af the comas?

Az | abweays pasr at begh spesd | rray use acrylic paint for a less-
involved panting, Sy & portrat or one that contans only one ¢r
b fripures. Bul composibons with several fgures are fougher 19
hiardbe with orylc and so | use cels, which are nat so fast-doang.

UF: it wodd be fake to omtert that oo work wses oolor-faekd pointing
mesely o5 a stage of sors, anto whedh pou furste the fyures. Rother; the
[tures; are mbegoted wath the L:hfmthn'ﬂu‘ztuﬁau:l,led:
et cenmipialy that?

AD: Gatbrg i nght has taken years of work The motion blur &
riorl ety Burrng in the trus serde: the affect doss not sxtend 1o
the entre fgure. More precgel: only certan parts of the parting
become fragmentanty shifted and shewed It i that which mparts
thee Figures” serse of movernent. Ciocasionally ther adges or bodies
agn rmorph, Az a result, structures. ance, that reach out into the
surrouring space. That & the source of the dymamic,

LiFz Does. your monocheme work alio conioin o3 many kyers of pant?
AD: Yes. rddeed | use the dersity of matenal 1o ghve 3 painting is
tactle qualty Approach it close encugh, and you wall again see just
svatract areas. By the way such & thick oo of ol paint reay take
up 1o a year to dry completet That, unfortunately s an rherent
problemn with this painting lechnique.

UF: Figwes ond Londkcopes &5 your most necent semes. Works
B lost Pomdse ond Under Wimer Worll mvidence o difforent
bechimgues: Con ol dy somethng obout it?

AD: The frgures n these pantings are in fact those whach underde
the Aotion Pantings series. What grows apparent here 15 the fiow
af ry brushwork from whech | buld up the figures and the oolon
The & beew thergs actually ook Bke beneath the wiface of the
fMation Partings.

1 do not use dstortion in the Figures ond Londscones They also
ook shaps without the help of 3 working dralft, The apocalypt
larctscapes in which the figures ane standing developed during
the painbng process. The cutoome i somewhat unfarrsliar — ex-
perimientaby surreal, o will Thes process ol decoasy on camas
was mactly what excted me about this work, Embarkang on a
pairting ke this is an adventure every e, | never know eacthy
becrer i wall lock by the end The figures present at the outset
might also change in the course of the painting process Work-
ing ke this. &5 the opposite of a planned approach based on a
weoerking draft.

UF: Couwd you wollk us thiough this process using the exampde of
your 2008 panting "Loat Porodse™ The menmasd fapume was e
ot it stan

AD: E could also be that the fermening figure took on a different form

o
.--f-* 3
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el dense el possdioe, J0CT o on corvas, 190 5 | 20 o cournesy L
& Claude wills pabsiie, Forh

& the painting developed. First came the figure. then the Lirpaly
rrvented landscape assvounding iU Whether or not 1o add douds.

wihiat color to take, all that stulf | decde on the fheYhat merens
me n parteulir are nob just the color mstakes, but alio the
pantng mistakes — o apdash, rough-edged approach that some-
P intrigues e, an 1 dont care, | st par” amtiude. Mearmwhe,
the figures develop within the painting as ther story taes shape,

UF: What do o rrser by “ponning metokeg 7

AD: They can be "hapoy accidents”, a slip-up that | actually think
locks rather pood and consciously use a3 & design element, or ehe
traraformm nto ane,

UF: Do you hove on inbevest in wewers. baing abde o grasp the story
yoie, a5 the parder el with pour works, or shooikd they imvere thesr
own siones’

Al My personal expenences ol course flow nto the works, but
viswers thould not hestats 10 corme up with slones of ther own
imention Abstract elements of my paintings, my overall graphic
vocabulany things | hie witnessed — &l of these play a role in my
figurative arl.

It looks Bke an excibng path ahesd. Thank wou for shanng your
thoughts waith s Tl

WA CWHITEHOTMAGATIHE COM | WHITEHDT MAGATIMNE INTERVIEWS




