
Reconstructing a Diminished Imagery: 
2Q�&pFLOH�/HPSHUW·V�Who makes the solid tree trunk sound again

7KH�SRHP�E\�5REHUW�)URVW�WKDW�OHQG�WKH�WLWOH�WR�&pFLOH�/HPSHUW·V�FXUUHQW�H[KLELWLRQ�Who makes the solid tree trunk 
sound again ends with the question, asked by the eponymous Oven Bird, what one should do with a diminished 
thing. In the poem, the question stands in the context of pictures of natural decay. It mentions the autumn, petal-fall 
and the highway dust that covers everyone and everything. Its topic is a natural cycle where decay is inherent to 
everything that comes into existence, followed again by spring and summer, proclaimed by the Oven Bird, who is 
a mid-summer bird. 

,Q�/HPSHUW·V�SDLQWLQJV�ZH�VHOGRP�ÀQG�PRWLYHV�WDNHQ�IURP�QDWXUH�²�VKH�PRVWO\�GHSLFWV�KXPDQ�IDFHV��KDQGV��JHV-
WXUHV��VRPHWLPHV�ZKROH�ÀJXUHV��<HW��GLPLQLVKHG�DQG�HQGDQJHUHG�WKLQJV�DUH�RPQLSUHVHQW��DV�WKH\�KDYH�EHHQ�LQ�DOO�RI�
her recent exhibitions. In her previous two solo shows, So fragile a thing and Nachtstücke they were even explicitly 
the major topic, albeit in different ways: In the former, she confronted most intimate pictures of herself, her partner, 
or their children with the motive of 7KH�VDFULÀFH�RI�,VDDF, shown in a drastic, disturbing way in a large-scale diptych. 
In the latter, she investigated the tender and sometimes uncanny world between twilight and midnight.

What is new in her current exhibition, then, is that Lempert focuses more on the answer to the question for the fate 
RI�WKHVH�GLPLQLVKHG�WKLQJV��:KDW�WR�GR�ZLWK�WKHP"�2QH�KLQW�DW�DQ�DQVZHU�FDQ�EH�WDNHQ�IURP�WKH�OLQH�RI�)URVW·V�SRHP�
that Lempert chose as the title for the exhibition: One can try to make them sound again. And indeed, this topic of 
UHSDLULQJ��UHFUHDWLQJ��UHFRQVWUXFWLQJ�DQG�HYRNLQJ�ZKDW�KDV�EHHQ�GLPLQLVKHG�LQ�WKH�SDVW��RU�WKURXJK�WLPH·V�SDVVLQJ��
LV�GHDOW�ZLWK�LQ�/HPSHUW·V�SDLQWLQJV�DQG�GUDZLQJV�LQ�WKH�SUHVHQW�H[KLELWLRQ�

In this sense, the topics from her previous work are taken up again and developed further. In an interesting way, 
however, Lempert does so by returning to motives from her graduation exhibition at the Kunstakademie Düsseldorf 
which had the title Drawing the room out of sentences. In this exhibition, Lempert engaged with her personal family 
EDFNJURXQG�E\�UHFRQVWUXFWLQJ�SODFHV�IURP�KHU�PRWKHU·V�HDUOLHU�OLIH�LQ�GLJLWDO�PRGHOV��EDVHG�RQ�YHUEDO�UHFROOHFWLRQV��
EHIRUH�WUDQVÀJXULQJ�WKHVH�PRGHOV�LQWR�SDLQWLQJV�DQG�GUDZLQJV��,W�VHHPV�WKDW�/HPSHUW�LGHQWLÀHV�ZLWK�WKH�2YHQ�%LUG�
LQ�)URVW·V�SRHP��RU�PD\EH�EHWWHU�SXW��WKDW�VKH�VHHV�LW�DV�D�WDVN�RI�WKH�DUWV�WR�PDNH�WKH�WUHH�WUXQNV�VRXQG�DJDLQ�MXVW�
like this mid-wood bird does.

These quite abstract and formal topics of the exhibition are exercised through an engagement with a quite concrete 
subject-matter. What is notable here is that Cécile Lempert seems to have taken what one might call a historic turn: 
Never have topics from political and cultural history been so dominant in her works as in the present exhibition, 
ZKHUH�ZH�ÀQG�WKUHH�JURXSV�RI�ZRUNV�WKDW�HQJDJH��LQ�RQH�ZD\�RU�DQRWKHU��ZLWK�WKH�$UPHQLDQ�DUW�DQG�KLVWRU\��)LUVW�DQG�
foremost, we have several paintings that show motives taken from photographs of the Dildilian family who lived in 
6HEDVWLD�LQ�WKH�2VPDQ�(PSLUH��WRGD\·V�7XUNH\��ZKHUH�WKH\�KDG�D�SKRWR�VWXGLR�XQWLO�WKH\�ZHUH�IRUFHG�WR�OHDYH�WKHLU�
home due to the Turkish genocide of the Armenians. Armen Marboosian, a descendant of the family, has taken on 
the meritorious task of making the treasures of this family archive with its unique photographic testimonies of this 
time accessible to a broader public.

Lempert dissects, enlarges and recombines details from these pictures in an attempt to come closer to a core of 
their expression. In some cases, the composition of a painting mainly highlights special aspects of the original 
photograph, in other cases the change in scale and cropping of the depiction has the effect of an abstraction. In 
the center of this group of works is the six-part painting Apostolic, 6 December 1916 that is based on a photograph 
which shows a Christmas celebration of the Dildilian family in the midst of the genocide. They stand together, in front 
of a Banner announcing the birth of Jesus Christ 1916 years ago. They are in company of four Armenian refugees 
ZKR�IRXQG�VKHOWHU� LQ� WKH�IDPLO\·V�KRPH��$V� LQ�SDUWLDO�SLFWXUDO�PHPRU\��ZKHUH�RQO\� LQGLYLGXDO�JHVWXUHV��D�PXVLFDO�
LQVWUXPHQW�KHOG�RQ�WKH�ODS��D�KDQG�RQ�VRPHERG\·V�VKRXOGHU��D�ÁDJ�RQ�WKH�WDEOH��RU�DQ�LQWHQVH�JD]H�FDQ�EH�HYRNHG�
anew but never the entire scenery as a whole, it are these special elements that somehow caught the eye when 
looking at the photograph that Lempert picks up here. As in a puzzle, where we try to reconstruct a picture that fell 
into pieces, the six elements of the picture, captured on six canvases, are rearranged on the wall, in an attempt to 

form a new, cohesive whole. This new cohesive whole, however, is not just a conservation of the original picture but, 
through the process of abstraction, a transformation of it to the present. 

7RGD\��D�\RXQJ�SDLQWHU��HVSHFLDOO\�D�*HUPDQ�RQH��FDQ�KDUGO\�ZRUN�RQ�KLVWRULFDOO\�VLJQLÀFDQW�EODFN�DQG�ZKLWH�SKRWR-
JUDSKV�ZLWKRXW�KDYLQJ�LQ�PLQG�*HUKDUG�5LFKWHU·V�HDUO\�ZRUNV��DQG�LQ�WKLV�FDVH��KLV�PDVWHU\�RI�JLYLQJ�WUDGLWLRQDO�IRUPV�
like the triptych a contemporary turn might be important, too) – think of his Onkel Rudi and Tante Marianne from 1965, 
but also of his works on the Baader Meinhof group 18. Oktober 1977�IURP�������+RZHYHU��/HPSHUW·V�DSSURDFK�WR�WKH�
SKRWRJUDSKV�LV�LQ�PDQ\�UHVSHFWV�PRUH�LQGLUHFW�WKDQ�5LFKWHU·V��DV�WKH�VXFFHVVLYH�VWHSV�RI�GH��DQG�UHFRQVWUXFWLRQ�SXW�
the results further away from their source material. Two other important comparisons come to mind when examining 
the exhibition as a whole and Apostolic, 6 December 1916�LQ�SDUWLFXODU��)LUVW��7DFLWD�'HDQ·V�PXOWL�SDQHO�ZRUNV�EXLOGLQJ�
on historical black-and-white photographs and her artistic feel for their arrangement might be an important reference 
IRU�/HPSHUW·V�ZRUN��VHH��IRU�H[DPSOH��KHU������ZRUN�The Russian Ending���6HFRQG��/HPSHUW·V�IRUPHU�WHDFKHU�3HWHU�
3LOOHU�FHUWDLQO\�OHIW�KLV�PDUNV��1R�RWKHU�H[KLELWLRQ�RI�&pFLOH�/HPSHUW·V�ZRUNV�KDV�VKRZQ�VLPLODULWLHV�WR�3LOOHU·V�FRQFHSWXDO�
approaches and his works that build on both historic and private archival photographic material as clearly as Who 
makes the solid tree trunks sound again (notable in this respect is e.g. his ,PPHU�QRFK�6WXUP from 2011).

In the exhibition, there are two other works that engage with this very same photograph of the Christmas celebration 
of the Dildilian family in a completely different way: Hisous Dzenav 1916 focuses on a young woman from the bottom 
left corner. In the original photograph she is half shrouded in the shadow. In her painting, however, Lempert gives her 
a lot of space to breathe in the middle of the canvas and puts her in a slightly warmer color than in the other paintings 
that are based on the black-and-white photograph, with the effect that the sympathetic view on the protagonist is 
stressed. Lempert combines this detail with an element from the center of the picture where we see the banner and a 
hooded man who seems to be engaged with some kind of ceremony. Without distracting from the protagonist of this 
picture, Lempert thereby keeps both the historical context and the atmosphere of this celebration in such dark times 
alive, while getting much more personal than in the six-part painting with its over-personal compositional tensions. 
Finally, in Girl with a Book, Lempert focuses even more on an individual person, this time decontextualizing the motive 
completely and using but a very small format, thereby departing from the historical grandeur of the other two works on 
the subject even on the purely formal level.

Two further photographs from the Dildilian family archive delineate the thematic scope of the exhibition and highlight 
the constant process of de- and recontextualisation, of focusing on the detail and the individual but putting them back 
LQ�D�EURDGHU�VRFLDO�DQG�KLVWRULFDO�FRQWH[W�LQ�WKH�QH[W�PRPHQW��7KH�ÀUVW�RQH�GDWHV�EDFN�WR������DQG�VKRZV�0DUNDULG�
Dildilian, the sister of the two photographer brothers Tsolag and Aram. While it is the oldest photographic material that 
HQWHUHG�WKH�H[KLELWLRQ��/HPSHUW·V�SDLQWLQJ�JLYHV�LW�D�UHPDUNDEO\�PRGHUQ�WUHDWPHQW�ZLWK�LWV�VSOLW�VFUHHQ�FRPSRVLWLRQ��WKH�
simple, yellow background that is even more minimalistic than on the original photograph, and the focus on the direct 
gaze of Markarid. The second one can be dated to the years 1914-1918 and shows a dying, maybe already dead child 
O\LQJ�LQ�UDJV�RQ�WKH�ÁRRU��:KLOH�WKH�SUHFLVH�FRQWH[W�RI�WKH�VFHQH�UHPDLQV�XQFOHDU��LW�LV�WKH�PRVW�GLUHFW�GHSLFWLRQ�RI�WKH�
historical context of the First World War and the Turkish genocide of the Armenian people. Lempert chose to include 
her painting Found Negative 1914-1918�WR�WKH�H[KLELWLRQ�²�D�WZR�SDUW�SLFWXUH�IRFXVLQJ�VROHO\�RQ�WKH�FKLOG·V�ULJKW�IRRW�
and its hand that covers half of his face, giving it a certain level of abstraction and reverent treatment. The small paint-
LQJ�LV�D�À[�SRLQW�LQ�WKH�H[KLELWLRQ�LQ�UHODWLRQ�WR�ZKLFK�WKH�RWKHU�SDLQWLQJV�PXVW�EH�UHDG��HVSHFLDOO\�WKH�RQHV�WKDW�FDSWXUH�
PRWLYHV�IRUP�WKH�'LOGLOLDQ·V�DSRVWROLF�&KULVWPDV�FHOHEUDWLRQ�LQ������

Lempert combines these paintings that are based on old photographs from the Dildilian family archive with works that 
show current material from Armenian photographers who documented the life of the Armenians in Armenia and Na-
gorno-Karabakh. In one painting, she depicts a teenager who has his younger brother on his lap. In the original photo 
from Anush Babajanyan, he is quite inconspicuously hidden in the background, overshadowed by his older brother 
LQ�WKH�FHQWHU�RI�WKH�IDPLO\�SLFWXUH��ZKR��VWLOO�LQ�XQLIRUP��KDV�MXVW�UHWXUQHG�KRPH�IURP�WKH�PLOLWDU\�VHUYLFH��,Q�/HPSHUW·V�
work, however, his face takes up almost the entire, large-format canvas in a frontal shot. His younger brother can only 
be seen cropped at a lower angle, as a point of reference for the boy in the center. It is this focus on the overshad-
owed, the inconspicuous, the fragile and the diminished that lets us think of the title of the exhibition again and of the 
question that it answers.
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This approach can be seen in the other paintings from this group of works as well:�&XWWLQJ�0LQW�, and ,, are based 
on a photo taken by Gayane Harutyunyan in the context of a reportage focusing on the fate of children living in poor 
FRQGLWLRQV�LQ�$UPHQLD�ZKRVH�IDWKHUV�KDYH�WR�ZRUN�IURP�DEURDG�DQG�ZKR�KHDYLO\�SDUWLFLSDWH�LQ�WKH�IDPLO\·V�HYHU\-
GD\�OLIH·V�ZRUN��,Q�WKH�ÀUVW�SDLQWLQJ��/HPSHUW�IRFXVHV�RQ�WKH�UHODWLRQ�EHWZHHQ�WKH�VLEOLQJV�LQ�WKH�IRUHJURXQG��RQ�KRZ�
they are silently related to one another during their shared work. In the second painting, however, she looks for a 
PRUH�DEVWUDFW�FRPSRVLWLRQ��IRFXVLQJ�RQ�WKH�KDQGV�DQG�VFLVVRUV��1RW�E\�FRLQFLGHQFH�GRHV�WKLV�UHÁHFW�WKH�SURFHVV�RI�
GHVWUXFWLQJ�DQG�UHFRQVWUXFWLQJ�WKDW�VKDSHV�/HPSHUW·V�WUHDWPHQW�RI�WKH�VRXUFH�PDWHULDO��6KH�FRPELQHV�LW��KRZHYHU��
with the face of a girl that can be seen through a window in the background of the photo, once again shifting the 
weights of the original depiction. The process of abstraction is brought to a maximum in the small painting Holding 
Hands that shows nothing but a hand holding some textile. Without the context of the exhibition, one would mainly 
focus on the tender, yet decisive posture of the hand and the nails that seem to be glowing. In the context of the 
H[KLELWLRQ��KRZHYHU��WKH\�VHHP�WR�ÀQLVK�WKH�DEVWUDFWLRQ�SURFHVV�WKDW�WRRN�SODFH�EHWZHHQ�&XWWLQJ�0LQW�, and ,,.

The motives from these two groups of works – the paintings based on early photographs from the Dildilian and 
those engaging with current photo reportages – cover a time span from 1888 to 2019. It is remarkable that this gap 
is not present in the paintings. They rather stand side by side, complement each other and enter a dialogue – this 
is, presumably, because the pictures that are based on contemporary photographs lack any clear markers of the 
WZHQW\ÀUVW�FHQWXU\��1HLWKHU�WKH�FORWKHV��QRU�WKH�GHVLJQ�RI�WKH�LQWHULRUV��QRU�WKH�DSSHDUDQFH�DQG�EHKDYLRXU�RI�WKH�
GHSLFWHG�SHRSOH�DOORZ�IRU�VXFK�DQ�DVVLJQPHQW��7KH�GLPPHG�FRORXUV�DGG�WR�WKLV�LPSUHVVLRQ��7KH�SLFWXUHV�RI�WKH�ÀUVW�
group, to the contrary, lose the ancient ambience of age-worn archival documents through the dynamic cropping, 
the careful toning, the transformative scaling and recombination of motives that disposes of stiff arrangements.

:H�ÀQG�D�VLPLODU�HIIHFW�RI�GHWHPSRUDOL]DWLRQ�LQ�WKH�WKLUG�JURXS�RI�ZRUNV�WKDW�HQJDJHV�H[SOLFLWO\�ZLWK�$UPHQLDQ�KLVWRU\�
and culture: The Armenian Miniatures. These watercolor drawings are based on and transform old Christian minia-
WXUH�SDLQWLQJV�WKDW�GHSLFW�WKH�EDSWLVP�RI�-HVXV�&KULVW��WKH�VDFULÀFH�RI�,VDDF��RU�D�ZHHSLQJ�DQJHO��:KLOH�WKH�RULJLQDO�
SDLQWLQJV�DQG�WKHLU� LFRQRJUDSK\�DUH�FOHDUO\�PHGLHYDO��WKH�WUDQVIRUPDWLRQ�SURFHVV���FURSSHG�ÀJXUHV��IUHVK�FRORUV��
doubling of motifs, unconventional formats – give them a distinctively modern touch.

Besides that, however, Lempert treats the medieval Armenian miniatures very carefully: The details that she choos-
es for her drawings are only slightly transformed and mostly keep the original colors and contours. In this respect, 
WKH\�GLIIHU�TXLWH�VLJQLÀFDQWO\�IURP��VD\��VRPH�ZRUNV�RI�&KULVWLQH�3HUWKHQ��H�J��Hommage à Leonardo und Freud) 
Marlene Dumas (e.g. Lucy) and Otto Dix (e.g. Der Krieg), that also picked up individual paintings from the history 
RI�VDFUDO�DUW�DQG�WUDQVIRUPHG�WKHP�LQ�D�ZD\�WKDW�PDNHV�WKHP�WKHLU�RZQ�ZLWK�WKHLU�YHU\�VSHFLÀF�SHUVRQDO�VW\OHV�DQG�
topics, with the effect that the historic sources are hardly recognizable unless you already know them well. Lempert, 
in contrast, keeps some elements that are quite alien to her own style, unchanged and focuses her transformative 
work more on the above-mentioned formal, compositional adaptions.

This approximation to an ancient pictorial language and worldview makes the subject matter appear both strange 
and familiar at the same time (like the singer everyone has heard). In the context of the distemper paintings that 
were already discussed, and the programmatic poem by Robert Frost, it is natural to look at these drawings as an 
attempt to evoke a cultural heritage that has been diminished through decay, destruction, or neglect. This applies 
especially to the one drawing that does not show a miniature painting but a presumably Georgian mural from an old 
Armenian church in Ani that has long been destroyed: The scars, cracks and losses are captured and in times even 
highlighted in this frontal portrait of Jesus Christ.

6RPH�OLQHV�FDQ�EH�GUDZQ�IURP�/HPSHUW·V�SUHYLRXV�H[KLELWLRQV�WR�WKHVH�FXUUHQW�ZRUNV��7KH�PRWLYH�RI�WKH�VDFULÀFH�
of Isaac that was the central piece of So fragile a thing reappears, albeit in a very discreet way. Still, this might be 
read as an allusion to the topic of the relation between love and fragility that was negotiated there. Then, the title 
of the series, Armenian Miniatures, suggests a linkage to the Armenian Folk Miniatures by the famous composer 
Komitas, one of the most famous pieces of Armenian classical music that may well be regarded as an important 
VWDUWLQJ�SRLQW�IRU�/HPSHUW·V�GHDOLQJ�ZLWK�WKH�EURDGHU�VXEMHFW��DV�VKH�KHUVHOI�UHSRUWV��,W�LV�WKH�VRQJ�RI�WKH�2YHQ�%LUG�
WKDW�PDNHV�WKH�WUHH�WUXQNV�VRXQG�DJDLQ�LQ�)URVW·V�SRHP��DQG�IRU�/HPSHUW�PXVLFDO�H[SHULHQFHV�VHHP�WR�EH�LPSRUWDQW�

NH\V�WR�QHZ�ZRUOGV�RI�LPDJHV�²�WKXV��&DVVDQGUD�0LOOHU·V�YLROD�FRQFHUWR�,�FDQQRW�ORYH�ZLWKRXW�WUHPEOLQJ triggered her 
work on so fragile a thing DQG�+DQV�:HUQHU�+HQ]H·V�Nachtstücke und Arien gave a conceptual frame for her 2023 
3DULV�H[KLELWLRQ�Nachtstücke.

As in her previous exhibitions, Lempert integrates paintings that are based on photos from her personal family 
archive. The paintings from the aforementioned groups of works thus encounter paintings that are very personal in 
a more obvious way: ,VPDHO and ,P�%DGH]LPPHU�VKRZ�/HPSHUW·V�FKLOGUHQ�²�DQG�MXVW�OLNH�Martakert, &XWWLQJ�0LQW�,�
and ,, the motives are rather timeless because of their minimalist depiction of a broader historical context and their 
IRFXV�RQ�WKH�LQGLYLGXDO�KXPDQ�JHVWXUH��'HVSLWH�WKH�GLIIHUHQW�RULJLQV�RI�WKHLU�VRXUFH�PDWHULDOV��WKHQ��WKHVH�FKLOGUHQ·V�
portrayals are quite akin in their attempt to free the motives from restricting time boundness.

One of these paintings that draw on personal photo archives is Untitled (Self at the Age of Three), which can claim 
the role of the second main work in the exhibition alongside Apostolic, 6 December 1916. Nowhere does the in-
tricate work of reconstructing, revitalizing, reimagining of something past or diminished become so obvious as in 
these two works. Untitled (Self at the Age of Three) is a diptych of two split-screen compositions that combine a 
depiction of Cécile Lempert with one of her partner, both in early infancy. Lempert forces an encounter that never 
happened, yet the two sides of the split-screens remain separated: One side is in black-and-white, the other in 
FRORU�� WKH�FKLOGUHQ�KDYH�DOPRVW�RSSRVLWH� IDFLDO�H[SUHVVLRQV��DQG�WKH�SURSRUWLRQV�GRQ·W�PDWFK��7KH�XSSHU�FDQYDV�
shows a section of the photo that is taken from below the motive of the lower canvas, whereby the expected order 
gets deranged, a method that Lempert already used in Markarid. This constructive, imaginary investigation of past 
events in a fully present mode is one of the most striking thematic guidelines of the exhibition, and in a way it brings 
the Untitled diptych closer to the works related to the Dildilian family than to Spiegelung even though the latter also 
depicts the same individuals.

The different groups of works in the exhibition thus mirror each other on a formal level in different ways. In-between, 
LQ�WKH�FHQWHU�RI�WKHVH�LQWHUFRQQHFWLRQV��ZH�ÀQG�DQ�LQVWDOODWLRQ�WKDW�PDNHV�\RX�SDXVH�DQG�ZRQGHU��7KH�Landschafts-
modell für eine Modelleisenbahn (Voralpen). Its central location gives it an important role for the exhibition, as it 
connects the neighboring rooms and helps them communicate. It is a mixed-media work with a landscape of papier 
mâché, painted with distemper and a broad panorama drawn with crayons and watercolor. For one thing, of course, 
LW�LV�HDV\�WR�GUDZ�FRQQHFWLRQV�WR�WKH�VXUURXQGLQJ�FKLOGUHQ·V�SRUWUDLWV��GXH�WR�WKH�UDWKHU�SOD\IXO�FKDUDFWHU�RI�WKH�LQ-
stallation and its title – and especially Cutting Mint with its depiction of the girls handling scissors and their apparent 
concentration on the handiwork is an apparent point of reference.

The Landschaftsmodell has a certain light-heartedness which may be an effect of the children-like approach to 
the scenery – think, in contrast, of the landscapes in the tank works of Mariele Neudecker (e.g. Breathing Yellow, 
2019) with their dreamlike, uncanny, and very tense atmosphere. Despite this light-heartedness, however, the 
Landschaftsmodell does not become childish as it remains quite controlled both formally and content-wise. So, the 
installation is not really a contrast to the paintings and their more serious atmosphere, but rather a brighter accent 
from within. (Something similar applies to the beforementioned ,P�%DGH]LPPHU that even unites such a brighter 
accent, in form of the more playful child to the right hand, with a more sincere atmosphere, in form of the thoughtful 
child to the left, within one and the same painting.)

But maybe even more importantly, we have an almost archetypical materialization of the idea of a (re-)construc-
tion of a landscape on the basis of memory and imagination. It almost feels like a physicalized digitally rendered 
three-dimensional model, like the ones that Lempert used for her graduation exhibition Drawing the room out of 
sentences. The title reminds us that it is but a sketch and that it is a model of a landscape. Except for a very rudi-
PHQWDO�EULGJH�FRQVWUXFWLRQ�WKH�ODQGVFDSH�ORRNV�DOPRVW�XQWRXFKHG�E\�KXPDQ�LQWHUDFWLRQ�WKDW�ZRXOG�À[�LWV�WHPSRUDO�
coordinates. Central point of visual reference for the observer is certainly the blue mountain in the background with 
its characteristic shape and its bright color. It is the brightest, most radiant in the whole exhibition. No petal-fall, no 
highway dust.

Jasper Lohmar
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