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Collection on Display presents selected works from the collection of the Migros Museum 
für Gegenwartskunst. 

The second exhibition of the current cycle, which is about excess in terms of form and 
motif, addresses painting and drawing in a broad sense. This part is not only about works 
that contribute to the writing of painting’s history, but also those that take a humorous 
look at the history of painting and deal with the role of the artist in an ironic or self-depre-
cating manner. The centerpiece of the exhibition consists of works shown as part of a 
collection exhibition for the first time: The Laundry Room (2007–2014) by American 
artist Richard Jackson and Variation über ein Thema von Kasimir Malewitsch – Variation 
on a Theme of Kazimir Malevich (2011) by Polish artist Robert Kusmirowski. These two 
larger installations are supplemented by works from John Armleder, A.R. Penck, Markus 
Raetz, Gerhard Richter, Pamela Rosenkranz, Niele Toroni and Christopher Wool, which 
address painting's heritage and connect with the discourse on the effect of painting. 

"Excess" encompasses transgression, debauchery and surplus. As a formal feature of art, excess 
approximately equates to a superfluity of materials or images. However, excess can be just as 
present in gestures of reduction or abstraction. The term also describes modes of artistic practice, 
such as repetition, mania or above-average perseverance. To no small extent, despite the decon-
struction of authorship, the myth of the artist working to excess is a topos of art that lives on to this 
day. Excess is a universal theme of art, a theme that is applied in terms of both motif and form in 
equal measure, in the sense of a postmodern work concept without boundaries. Last but not least, 
a collection of art, as a juxtaposition of very different styles and a representative accumulation, is 
always a form of excess. The first two parts of the exhibition focus on the medium of painting, 
which, from a certain perspective, is considered the "pinnacle of art". Forms of excess and exces-
sive gestures have often found a platform within painting. In 20th-century modernism, painting, as 
a self-reflective medium, served to defend the autonomy of art. In postmodernism, on the other 
hand, it was frowned upon by some critics and described as a regressive medium that was primarily 
associated with itself and with the accompanying mystifications. An "end of painting" has not arrived, 
and today painterly practices are also used to address conceptual or sculptural issues; conversely, 
other media are of an equally pictorial or painterly nature. Painting presents itself as an excessive 
genre in the works shown here, for instance via repetition techniques and the stylization of motifs. 
However, the constant referencing of modernism, apparent in quotations or even copies, is also a 
form of repetition. On the other hand, there are works that deal with the question of how an 
independent, autonomous visual language can be developed in painting. What significance can 
such a traditional medium hold within a digital culture that is flooded with images? The subject of 
investigation is not just painting as part of a sprawling universe of images, but also the role of the 
artist.

The exhibited works by Richard Jackson (b. 1939) and Robert Kusmirowski (b. 1973) 
pointedly thematize these aspects by addressing painting's production process through installation 
and performance. Since the 1970s, American artist Richard Jackson has explored the dissolution 
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of painting's boundaries and humorously commented on this genre's clichés, traditions and themes 
with his installations. For his painterly environments, Jackson replaces the brush by creating 
appreciably machine-like "instruments", which he uses for the (automated) production of paintings. 
Even canvases no longer serve as carriers, but instead become sculptural elements that sometimes, 
as a kind of brush, have the function of applying paint onto the wall. The Laundry Room (2007–
2014) is not just a laundry, but also a kind of laboratory for the production of blotchy paintings. 
The setting arose from a one-off action carried out by the artist, in which he activated ten washing 
machines that washed with paint instead of water. The articles of clothing were thus colored with the 
three primary colors and the three secondary colors derived from them. In the remaining machines, 
the colors were mixed anew. This produced increasingly dark, dirty-looking clothes, which are 
stacked or hung on clotheshorses in the installation. In Jackson's laundry, there are also sculptural 
elements that suggest further references to the history of painting.

Jackson's radical exploration of the tradition of painting is juxtaposed with the installation by 
Robert Kusmirowski, which is also being exhibited for the first time. With Variation über ein 
Thema von Kasimir Malewitsch – Variation on a Theme of Kazimir Malevich (2011), this Polish 
artist thematizes aspects of the artistic creative process that are not normally visible. For instance, 
the installation presents a fictional studio belonging to Malevich, where a prototype for the Black 
Square (1914/15) might have been produced. Here too, the installation is the product of a performance 
action carried out by the artist. In Kusmirowski's invented historical setting, the artist's work is a 
sweat-inducing, physical, rough act, and thus contrasts with the notion of sublimated abstract 
painting in European modernism.

Rather than ending with abstraction, painting also keeps finding new languages of form within 
postmodernism. In his works, German artist A.R. Penck (b. 1939) uses symbols and signs to 
create his own communication systems, which employ supposedly primitive aesthetics. The formal 
recognizability of his paintings is due to a deliberately applied dilettantism. This manifests itself, 
on the one hand, in the basic visual signs and motifs that function in a similar way to pictograms 
and are assessed for narrative potential, but also, on the other hand, in the selected material, 
which is often simple and cheap, like the painted remnants of cardboard boxes seen here. Penck's 
works emphasize both the popularity and the mystification of painting as a form of expression. The 
artist keeps repeating his motifs, and for this very reason, new meanings are continually being 
written – these always depend on the respective arrangement, which in the case of the work 
shown here, can be selected freely. 

In various forms of self-portrait, Markus Raetz (b. 1941) addresses the role of the artist and 
the question of authorship. He is not just concerned with self-reflection though: Raetz is much 
more interested in the potential of perception processes and artist implementation thereof. In 
the 1960s and 1970s, an oeuvre emerged with themes and methods close to those of pop art, 
whereby the exploration and testing of various photographic procedures often provides an 
important basis for his work. To address the self-portrait, Raetz uses simple photo-booth images 
as templates. By means of various techniques, stereotypical pictures are made from patterns, 
dots or basic stripes and color fields. The series Selbstbildnisse II (Self-Portraits II) (1977) 
deals with the art-historical topos of the painted self-portrait. With the handling of a serial template 
in ways that differ in terms of form and material, a search for the (multiple) image of the self 
begins.

In a much more mechanical manner, the paintings of Christopher Wool (b. 1955) address 
standardized serial production processes and their potential with regard to an individual artistic 
style. For the series of paintings that includes the work Untitled (1992), Wool applies paint to 
aluminum sheets with the aid of stencils or an incised roller. Although Wool takes on the qualities 
of a manufacturer, and despite the technical standardization, he achieves an individual style by 
means of intentional inaccuracies. The recourse to decorative patterns and repetition thereof 
reflects the potential of abstraction, which, in modernism, was equated with an auratic effect. For 
one series of works, Wool also uses text elements or quotations. He strings these words together, 
often without interruptions or breaks, whereby they are not always decipherable at first glance. 
The decorative, minimalist and serial manner of composition, and the resulting reflection of the 
art-historical tradition of painting, contrast with the ironic phrases and quotations used, which are 
from various popular-culture contexts. With Want To Be Your Dog, Wool quotes the title of a 1969 
song by The Stooges.
 
The Swiss artist John Armleder (b. 1948), who has created a large and varied oeuvre over the 
past forty years, first drew public notice starting in the late 1960s with the Fluxus actions he staged 
with the Geneva-based artists' group Écart. In the 1980s, he abandoned Actionism and focused 
on painting and sculpture. Among other pieces, he developed a group of works he called the 
Furniture Sculptures, which combine used furniture or domestic objects with paintings showing 
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abstract minimalist compositions. The everyday objects are painted on or integrated into a sculptural 
ensemble with the picture, which thus takes on a three-dimensional quality. Our acquisition, Ohne 
Titel (Furniture Sculpture) (1998), is part of this series. A used laundry basket from the 1950s is 
set on a pedestal, turning it into a sculptural object and relieving it of its original function. The 
classical form of sculpture presentation is defamiliarized by the exaggerated height and the cheap 
unpainted wood of the support. The canvas behind the basket, painted in a monochrome color, 
becomes a tapestry-like backdrop decoration. 

Since the mid-1960s, Gerhard Richter (b. 1932) has anatomized images' "truth content", but 
also their development process, via the medium of painting – for instance, in the famous "photo-
paintings": paintings based on photographic templates, but which are characterized by painterly 
blur and refer to impressionistic photography. The gesture of refusing clarity, which he conveys 
with a pluralistic painting style, defines his oeuvre. In the mid-1970s, he begins to work mostly on 
abstract images. Here, as is the case for the exhibited works, Richter does not proceed on the 
basis of a found motif, but instead works his way forward, layer by layer, in an intensive painting 
process with brush and squeegee. The resulting painted overlays and effacements are largely still 
visible to the observer.

The work by Niele Toroni (b. 1937) was initially developed in a series of actions between 1966 
and 1967 together with Daniel Buren, Michel Parmentier and Olivier Mosset organised under the 
name B.M.P.T. With the aim of limiting themselves to the repeat of a certain arbitrary motif, the 
artists reduced their painterly practice to a “zero point” of meaningfulness and personal deployment. 
Since 1967 Toroni has painted regular brush strokes at a distance of 30 cm with a 50 cm brush. 
His procedure is rigorously depersonalised, although his Empreintes de pinceau no. 50 répétées à 
intervalles réguliers (1993) are always the result of an individual composition.

In the video animation Death of Yves Klein (2011) by Pamela Rosenkranz (b. 1979), the artist 
replaces "International Klein Blue" (IKB, patented by Klein in 1956) with the flickering blue surface 
of an LCD screen. When mixing blue pigments, Klein's goal was to leave the vibrancy as unimpaired 
as possible, so as to reproduce the color genuinely. At the same time, he was interested in the idea 
of dematerialization. In his works, blue, as a code for the Christian notion of redemption after 
death, interweaves with the avant-garde idea of the immaterial. Rosenkranz addresses the process 
of disembodiment by using modern technologies that are intrinsically subject to continual changes. 
Rosenkranz's work represents the attempt to formulate a material antithesis to the religious 
mystification of color. Via reproduction, the auratic power that Yves Klein attributed to color is 
profaned. The reference (as "blue") to "the only blue" is thus negated. On the monitor's display, 
as well as in printed reproductions, the hue is always changed in relation to the original. At the 
same time, Rosenkranz thus refers to the biological aspects of perception, because every eye sees 
a color differently. Moreover, she also examines the artist's death, from which the title stems, and 
thus his own dematerialization, from a medical perspective. The video's soundtrack comprises 
warnings about the hazardous substances that Klein used for his chemical experiments, which, 
according to speculation, possibly led to his early death. The piece Because They Tried to Bore 
Holes in My Greatest and Most Beautiful Work (2012) belongs to a series of works, for which 
Rosenkranz printed digital reproductions of Klein's monochrome paintings. The artist mounted the 
large-format JPEG prints by hand. Thus, each image is an original, not just because of the hues 
that vary as a result of the scanning conditions, but also because of the artistic style, which produces 
various air bubbles. The preservation of oxygen in the bubbles that are made during the production 
process alludes to the quotation from Klein that was used for the piece's title. In his Chelsea Manifesto, 
Klein described the blue of the sky, which was "bored through" by birds, as one of his works.
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Robert Kusmirowski
Variation über ein Thema von Kasimir 
Malewitsch - Variation on a Theme of 
Kasimir Malevich, 2011
Various materials
Dimensions variable

Richard Jackson
The Laundry Room, 2007–2014
Steel, wood, PVC, resin, metal, acrylic paint, 
washing machines, clothes
Dimensions variable

Markus Raetz
Selbstportrait – Selbstbildnisse II, 1977
Spray paint on wrapping paper on waxed 
cotton on a depaphit plate 
97.5 x 69.7 cm

A.R. Penck
Ohne Titel, 1972–1973
Acrylic on cardboard; 55 parts
Ca. 300 x 300 cm

Markus Raetz
Selbstportrait – Selbstbildnisse II, 1977
Spray paint on wrapping paper on waxed 
cotton on a depaphit plate
98 x 70 cm

Markus Raetz
Selbstportrait als Klaus Kinski – 
Selbstbildnisse II, 1977
Spray paint on wrapping paper on waxed 
cotton on a depaphit plate
92 x 82.5 cm

Markus Raetz
Selbstportrait – Selbstbildnisse II, 1977
Spray paint on wrapping paper on waxed 
cotton on a depaphit plate
93.4 x 86 cm
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Christopher Wool
Ohne Titel, 1992
Enamel on aluminum
229 x 153 cm

John Armleder
Ohne Titel (Furniture Sculpture), 1998
Wood, furniture, acrylic on canvas
320 x 120 x 62 cm

Gerhard Richter
Ohne Titel (479-1), 1981
Oil on canvas
120 x 175 cm

Gerhard Richter
Ohne Titel (434), 1978
Oil on canvas
201 x 336 cm

Niele Toroni
Empreintes de pinceau no. 50 répétées à 
intervalles réguliers, 1993
Acrylic on canvas
100 x 100 cm

Niele Toroni
Empreintes de pinceau no. 50 répétées à 
intervalles réguliers, 1993
Acrylic on canvas
200 x 200 cm

Pamela Rosenkranz
Death of Yves Klein, 2011
Single channel animation on Samsung 
flatscreen (color, sound)
5:49 min., Loop

Pamela Rosenkranz
Because They Tried to Bore Holes in My 
Greatest and Most Beautiful Work, 2012
Inkjet print, plexiglass, double-sided foil, 
bubbles
180 x 150 cm


