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Landschaftsmaler wird observiert, 2010
olej, miniatury a zapalky na platné

oil, miniatures and matches on canvas
30x30cm



Obraz a malba

Velké, analyticky rozvrzené oleje provadéné roztiraci technikou,
maloformatové pastézni malby vytvafené volnymi rozmachlymi
gesty, kolaze z riznych material(i, objekty tvofené pomoci na-
hodnych nalezli a v neposledni fadé jemné lepty - to vSe lze
nalézt v dile mladého berlinského umélce Tima Ernsta. Jakoby
neustale sklouzdval do novych roli, napodobuje Staré Mistry
i Neuen Wilden (Mladi divosi), zastance i kritiky. A pfesto inter-
pretovat tyto chameleonské mutace jako projev pluralismu styld,
jejichz pouzivani zavisi na okamzitém popudu, by bylo naprostym
nepochopenim jeho dila. Ernst nejenze rozvinul zcela specificky
repertoar motivl, které pouziva pfi experimentovani s rdznymi
médii a styly, ale ze vzajemné konfrontace odliSnych stylistickych
prostfedkd ucinil nosné téma svého uméni. Nazirame-li na jeho
dilo z tohoto analytického hlediska, figurace a abstrakce, prosto-
rovost s centralni perspektivou a povrch malby uz nepredstavuji
protiklady. Pfedstavuji ekvivalentni moznosti, jez se stavaji do-
stupnymi uméleckymi prostredky, které umélec vyuziva pfi reali-
zaci své predstavy obrazu jako disociativniho tablé.

Nebereme-li v Uvahu problematiku stylu, je v uméni mozné
rozliSit dva druhy obraz(. Dila v prvni skupiné pusobi na diva-
ka svou zamérné vytvofenou jednotou obsahu, techniky a po-
jeti, zatimco dila ve druhé skupiné se jevi jako misto, kde jsou
umistény nesourodé prvky, coz je zplUsobeno narativni struktu-
rou dila nebo pouzitymi stylistickymi prostfedky a materialy. Neni
divu, Ze tento heterogenni obraz, vznikly jako dusledek many-
ristické ,concordia discors®, kterd se od poc€atku 20. stoleti ob-
jevuje pokazdé v novém havu, je tim, ¢im se sou¢asna malifska
produkce vyznacuje. Jednim z dlvodl tohoto mezinarodné po-
zorovatelného vyvoje malifstvi sméfujiciho k jakémusi vzorko-
vani je nepochybné vliv médii na zplsob, jak obrazy vnimame
a jak je chapeme. “Pfepinani” — zaplava obrazkl z nas udélala
jejich spotrebitele, neustéle hledajici vzruseni z né€eho nového.
Jen samotna dostupnost obrazl (,zkopirovat a vlozit”) nevysvét-
luje, co motivuje mnoho malifl k tomu, aby davali dohromady
nejrizné&jsi styly a fragmenty obrazd na jedno platno. Zda se, ze
dokonalost ovlivnéna obrazy v médiich - at' uz se jedna o krasu
nebo hrdzu - vzbuzuje na jedné strané nedivéru ke kazdému
jednorozmérnému zplsobu vidéni, kazdé napadné uhlazenos-
ti. Na druhé strané se v8ak v Zzadném pfipadé nejedna pouze
o schopnost kritizovat, ktera nachazi své vyjadreni v eklektické
zobrazovaciinvencidnes$nihoumeéni, ale i o touhu po pravdé ukryté
v obrazech. To, co vytrvale a opakované provazi produkci obraz,

je ve skute€nosti pfani nalézt své vlastni postaveni mezi poctou
a persiflazi prostfednictvim houstin obrazovych citaci a vytvorit
“vic,” nez jen barevnou plochu, a to navzdory v§em zobrazenim
¢asto cynického chladu.

A tak nejsme prfekvapeni, ani kdyz se na nas v obraze Tima
Ernsta ,Malif” diva van Gogh pfes rameno zpod svého slaméného
klobouku. Diva se tak navzdory nebo mozna praveé proto, ze ma
Ctyfi odi, které predstavuji reminiscenci na malife snaziciho se na-
hlédnout do duse lidi a véci. Namisto pfimoc&arosti, v niz Vincent
hledal kli¢ ke svému svétu, sem s Ernstem vstoupil sloZity systém
odkaz, ktery se vedle neskute¢nych prostor vyjadfuje pfedevsim
tvarovanim tél, télesnymi mutacemi a fragmenty. Objevuje se
v malych obrazcich témér pfipominajicich notaci (napfiklad ,sé-
rie Homunculus”) stejné jako ve velkych formatech daleko silngji
ovlivnénych racionalitou. V nich je balancovani mezi abstrakci
a figuraci, interakce heterogennich styll a materiald a subver-
zivni pouziti symbolt dovedeno do extrému. Pokud umélec stavi
u nékterych motivli proti sobé barevna pole a postavy, gotické
proti idylickému, orientuje se skuteéné podle obrazl nebo klisé,
které jsou jiz k dispozici, pficemz se z velké miry vyhyba cita-
cim z globalniho fondu obrazl ve prospéch predloh, které sam
produkuje. Minimalni odchylka od o€ekavaného irituje stejné jako
takrka symbolistické vyuziti svétla. Pouze pokud jste pfipraveni
vstoupit do kontaktu s vyslednymi disociativnimi obrazy, mizete
pocitit, ze Tim Ernst rozviji v obraze repertoar forem a barevné
kvality nezavisle na sobé. Tento neobvykly postup vede oko pfes
obrazové vypravéni vznikajici z rozport zpét k malbé a naopak.

Dobrym pfikladem této ambivalence vnimani je obraz ,Skok
viry”, kde Ernst prolina jemnou lazurovanou malbu transparent-
niho barevného pole (plochy), s bilou/negativni kresbou postavy
skakajici z dfevéné konstrukce. To, co pfedstavuje, nepodléha
zadné konecné interpretaci a zUstava nevyjadreno. Intelekt a cit,
viditelné a asociativni zde pfedstavuje rozpor. V obraze je ener-
gie ulozena v pulzujicich barevnych polich a v extrémnim napéti
skokana ve vzduchu, energie spojujici urovné pfib&hu a zaroven
pfesouvajici obraz — stejné tak jako konkrétni protagonista déje
na platné — do stfedu pozornosti.

Dr. Margrit Brehm
Historicka umeéni



Picture and Painting

Large oils, analytically planned and done in scumble technique,
small formats in freely gesturing pastose painting, collages of
materials, objects using random finds and, not least, delicate
etchings it all comes together in the work of the young Berlin
artist, Tim Ernst. As if constantly slipping into new roles, he
does the Old Master and the Neuen Wilden (the Young Turks),
the believers and the critics. Yet, interpreting these chameleon-
like mutations as an expression of a pluralistic arbitrariness of
style would be to miss the point. Not only has Ernst developed
a quite specific repertoire of motifs, which he uses to experi-
ment in various media and styles, he has made the confronting
of differing stylistic devices with each other into the actual topic
of his art. Looked at from this analytical aspect, figuration and
abstraction, spatiality with a central perspective and the surface
of the painting are not opposites any more. They are equivalent
possibilities that become the available vocabulary the artist uses
to realise his idea of a picture as a dissociative tableau.

Independently of all stylistic questions, in art two sorts of pic-
tures can be separated out. One lot presents itself to its ob-
server as an intentional unity through its content, its technique
and its concept, whilst the other lot appears like a showplace of
disparate elements, is it in its narrative structure or the stylistic
devices and materials used in it. No doubt that this hetero-
geneous picture —arising with the concordia discors in Mannerism
and to be found in a new guise time and time again since
the beginning of the 20th century —, is the thing that determines
current production in painting. One reason for this internationally
noticeable development towards sampling in painting is doubt-
less the influence of the media on the way we see pictures and
how we conceive them. “Zapping” — the flood of images has
made us into consumers of images, endlessly seeking the ex-
citement of something new. Just the availability of images (“cut
and paste”) on its own does not explain what motivates many
painters to bring together the most varied image fragments and
styles on one canvas. It seems to be the perfection suggested
by media images — be it of beauty or of terror — which on one
hand arouses mistrust towards every one-dimensional way of
seeing, every striking seamlessness. On the other hand, it is,
however, by no means only the capacity to criticise that finds
expression in the eclectic pictorial inventions of today’s art,
but also a yearning after a truth hidden behind the pictures.
The wish, in fact, to determine one’s own position through
the thickets of pictorial quotations, between homage and persi-

flage, to create ,more” than just a colourful surface despite all
the display of often cynical coolness, this is what accompanies
the production of pictures — perennially and repeatedly.

And so we are not surprised either when van Gogh looks back
at us from under his straw hat in Tim Ernst’'s picture “The Painter”.
Despite — or perhaps just because of? — the four eyes, it is
a reminiscence for the painter who always tried to look into
the souls of humans and of things. Into the place of the direct-
ness, in which Vincent sought the key to his world, with Ernst
there has stepped a complex system of references, which, along-
side surreal spaces, expresses itself particularly in the shap-
ing of bodies, physical mutations and fragments. It exists in
the small pictures almost resembling notation (for example
the “Homunculus Series”) just as much as in the large-formats
determined more strongly by rationality. In them, the balancing
act between abstraction and figuration, the interaction of hetero-
geneous styles and materials and the subversive use of badges
of rank are all driven to extremes. If the artist does set colour
fields against figures, the gothic against the idyllic, with some
motifs he is indeed orientating himself according to pictures or
clichés already available, but he largely eschews quotations
from the global pool of images in favour of models he produces
himself. The minimal deviation from what is expected produces
irritation as much as does the almost symbolist management
of light. Only if you are prepared to engage with the dissocia-
tive pictures that result from it, can you sense that Tim Ernst
develops the repertoire of forms in a picture and its colour quali-
ties separately. This unusual procedure leads the eye via a pic-
torial narrative constructed from contradictions back to painting,
and vice-versa.

A good example for this ambivalence in perception is the picture
“Leap of Faith”, in which Ernst has interwoven the fine glazing of
transparent colour field painting (surface) with the white/nega-
tive image of a figure jumping off a wooden construction. What
is represented evades any definitive interpretation and remains
suspended. Intellect and feeling, what is visible and what is as-
sociative conduct a dispute. In the picture, it is the energy, stored
up in the pulsating colour fields and extreme tension of the cliff
jumper in midair, which links the narrative levels and simultane-
ously shifts the painting — as the actual protagonist of what is
happening on the canvas — into the focus of attention.

Dr. Margrit Brehm
Art Historian



Perspektivesucher, 2010
olej, lakovaci pero, $tétce a uméla trava na platné, umélecky ram | | 124 x 84 cm



Kiinstlerkopf im Gegenwind, 2010
olej, miniatury, zlaty nahrdelnik a uméla trava na platné
oil, miniature, gold necklace and artificial grass on canvas

30 x30cm



Beloved Muse, 2010

olej a akryl na platné | oil and acrylics on linen | 80 x 60 cm



Miide Muse, 2010

olej a lakovaci pero na platné, umélecky ram | oil and lacquer pen on linen, arfistframe | 124 x 84 cm



Kiinstler traumt (detail)




Kiinstler traumt, 2011
olej, lak a umélé oko na dfevé, umélecky ram | | 112 x 93 cm
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Out there, 2010
olej, miniatury, korkové fezby a epoxidova zrna na platné | | 120 x 80 cm



Dunkle Paradieschen, 2010

olej, miniatury, korkové fezby a epoxidova zrna na platné | oil, miniatures, cork carvings and epoxy raisin on linen | 120 x 80 cm



Dunkle Paradieschen (details)



E

Hard, 2010

olej, akryl, miniatury, fragmenty kofent, pohlednice a epoxidova zrna na drevé
oil, acrylics, miniature, root fragment, postcard and epoxy raisin on wood
19x32,5x4cm



Grenzland, 2011
olej a lak na dfevé | | 120 x 80 cm






Leap of Faith, 2011
olej a akryl na platné, malé obrazky, kofeny | oil and acrylics on linen, small paintings, root | 280 x 200 cm






Newmastasplitpainta I, 2010

olej na dfevé | oil on wood | 60 x 40 cm



Newmastasplitpainta Il, 2010

olej na dfevé | oil on wood | 60 x 40 cm



Big Shelter, 2010
olej na platné
oil on linen

60 x 50 cm



Lightdancer / Nightdancer, 2007-10

olej, umélé oci a pisek na dievé | oil, artificial eyes and sand on wood | 76 x 68 cm




Mohr Power durch Gold vermohren, 2010
olej, epoxydova zrna, lakovaci pero, uméla hlina a miniatury na dfevé | oil, epoxy raisin, lacquer pen, artificial earth and miniature on wood | 60 x 40 cm






Ork am Meer, 2011
olej, akryl, miniatury, uméla trava

oil, acrylics, miniature, artificial grass
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