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FOREWORD

Kunstmuseum Thurgau and Swiss Institute are pleased to present a unique exhibition
catalogue pairing historical paintings by the late Swiss artist Adolf Dietrich with recent
paintings by American artist Richard Phillips. The encounter results in a complex, multi-
layered dialogue beyond categorizations.

Adolf Dietrich is characterized as one of the leading Swiss painters of the 20th
century and bizarrely also as naive artist. Richard Phillips by contrast is a contemporary
painter, who pushes the medium to its limits by choice of provocative themes, a unique
painting style as well as by the sheer intensity of his gigantic compositions.

Since 2003, Richard Phillips has repeatedly painted after Dietrich, pushing the
boundaries of appropriation to the extreme. Instead of painting after a well-known
position from modernism (as Sherri Levine did in the Eighties), Phillips selects a
painter, whose fame barely crossed the Swiss borders and who was received highly
controversially. Rather than questioning whether any art is truly original, Phillips
investigates the discrepancy between appropriation and misappropriation.

The juxtaposition of Painting and Misappropriation is one of distinction and affinity.
Dietrich and Phillips share the same subjects: animals, people and landscapes while
both enhance figuration stylistically to a degree of artificiality that goes far beyond the
depiction of reality.

The pairing of the two oeuvres provokes a radical new reading. Phillips” work gets
often criticized for being too literal, while Dietrich’s art has been said to be naive.

The cross-pollination of the respective work by the other’'s misappropriation projects a
new light on both. It enhances the classic qualities of Richard Phillips’ paintings in
their contemporary grandeur and reciprocally makes evident the radical nature of
Adolf Dietrich’s compositions.

Kunstmuseum Thurgau and Swiss Institute warmly thank the various lenders, who
had to do without their favorite works for a long time. We would also like to thank Pro
Helvetia, the Swiss Arts Council as well as the Lotteriefonds des Kantons Thurgau,
who both generously supported this ambitious project.

But first and foremost we would like to thank Richard Phillips for his ongoing
involvement and curiosity in regards of his late colleague’s work. The introduction of
Adolf Dietrich into 21t century America as part of a contemporary discourse underlines
the timelessness of this important modernist Swiss painter.

Gianni Jetzer
Director Swiss Institute New York

Markus Landert
Director Kunstmuseum Thurgau
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MISAPPROPRIATION:

IN DEFENSE

REAL ADOLF DIETRICH

CINPiNdPpropriation:

In Defense of
the Real

Adolf Dietrich
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1w Tt kneorosdneed o Addolf Déetrich™s (1877-11757)
woirk b 2003 by the artisg Petey Fischl follwapg a
inner & e legendary Keonenliadles festaierant in
Frivbeli, Alver s sneal, mfmup.um-d Peter un &
oy ol Khve restgurand s ol lecthon whe're, slier seeing
works by Matkse, Kandinsky, Bragquc. aml Poasso, 1
was heall Bter a aliming s on the secomml keor and
shown o poncsl drawing of beo sqEniels moa e, |
v wild plean the drwing was |!|'|- FTe] rﬂﬂ!r twrinibier
cepnary il coialildeisil a T Sees iboedal ireaswre”
1 wan surprised by the drawing, stack by the anigue
ipusklitkes of realism camisdl ool by the artist's ex -
dinary semsdbnvdty b lighe dnd bome and by his demis-
cratic peoomfing of details From the spisieel’s fur 1o
the trees bark b the snow's mcliiag suglace, |here
soried b B g willingreess o iveest in the: ke of the
Inticge Far byl aioy iniclal paintedy represents-
i, The effect of soch commbbmest e renadering
drew mit the specificiy (and thas peychodogy aml ai-
tinmle ) of place anal of the animals, which, imboecd
willi swich inbemsliy, acemedd fo ke o i I:||JJII-

APCHANED PITLELIPN 8 an grils who lees anil socks in
B Wil
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Hics, Withim ahie comiest of works by modern masiers,
all with their recogniralde sndes, Deerbch’s drwing
trnily sck oan, seeming all the mone masterful.

While INetrich may have been a “national Swisa
treaspre.” | zoom came b oihe fealizationn ghei 8wk o
|1"|_;||1'.||i:||| he'dl .1|_'||||1rr|| for ihe wrong Feasors I
iy mmingmd, b s, @i a2l &, @i |l|||.|:'|rlr|:'| nshsamider
wtwi] artial, Sieee there are po iexos on Mewnch in
Esyglksly, 1 have beem an the menoy of whatever Rimited
pformeitsin 1 have been able oo findd (ox bave hasl
prandabed imin English), all of which clamed ke
artist, whose work sidistically shaged some of the
Foirmal dfaiih ol secilled =idve s, us e an "ol
shiler anie™ Sich midabeling cenainly luas had a
pegative wllecy on the trajeotory of Districh™s cancei
and has severcly linsited his iermatonal exposire
o a hroader, cntically engaged aidiencr

Im 2004, with Fethe nsore than o roagh ides of s
gl wiwl iy ke I.nllu.tnhql' abwisit the mrist’s
I||||"l'1|i||.1. [amd @ goea ileal ol mlulnr!r-m.mn:lln;.
1 lager determined), | hegan work on a lrgescale
palmibng after Dietrich’s SWEL EICHMORRCIIEN
(Mwo Spuineels, P98 The piece. fked SMILAK TO
ROUTHRELS {20804 ), was inbtcnded for & exlibiaiam
At L Consariban i Njon thesiead aroinisl TEjHehen-
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gatloms il Bleivbif' and issbioi states, As | woaiked d6
g% II.|I|I.|I|IH, i =I:.'l| LT T J|I|F|Il|1. e |.'||.u|l|:|.-||
which, b my ming, formed thie hasls of THewrich's
highh adicaynecratic conumicton of the real. While
devising my compositm, | folbvwed [Netrich's ase
of ehvated perspective; which allowed Tor & candid
g upien the snbject oo high s in the erees and
crrabed an unsatigated eelatsonship hetwoen vicwet
anidl “Ilﬂ“l The gosl was li.nll:l:r i il plse “set o
ﬁulhll“" Al "imiine” of e wEe (oo,

TEAVEL

Sinpe 20H, my faacimacion with Deetrich has cooin-
ued pe grow, and fnally, o few monihes ago, when
im paeparatien for wriling the anicle yweu ane cuare
remily eeailing, | deckledd st wan thine 1o [ey & Whain 1o
wabperhaivil s Ridiliiasiim 11l||.I"JlI, luiziee B astee
of the largest Dietrich callections oy the sarkl. Lipon
1wy wirAal to ihe mussim b Iningen—having takens
two frafms, & o, wol walked a lomg distanoe s &
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COMTY, P 1 gel there—1 w10 parrsan L therr
et gkmee, many of the painiongs 1'd poevdasisky only
I:'"i.].lll"rlil"lil.'-l'll s ||'I|:|.H1|.|| Hisin bii b b .‘I.|u|lﬂ winth
thee extracrdinary |:irlr|. |5-|-|IIH exhibdred, | was for
tianeabe emmvigh b lee taken by the minseam’s carsor,
Muarhus Lasielery, b wee madny of the wisrks im0 the
estare that were ol on virw—paintings, dranings,
photograpls, sketches. poies, and letbers, This expo-
sare bk the depah of madedal i thie srchives enkiaely
rhamgeidl My e |_-||.1i.|||1l|. al 1 artisk, If made @e i,
e mvie. Ut Dietrich sy iwoa lowe boen s muck of
an outskiber as |r|l|n1-|.' I|H'|-1|‘|'I.I {amd wpil] think}, amd
that there may be another versbon of the eveno of his
life thar conirkdicms what we kpoe all lsim anal s art

Walking mo the gallery. | confronied two D
rich portrais, one picturing him as d stermn, elderly
man, and sidsbher—much toagher dn nabire—al hin
wldiily father The dates af these e I:I.llllll'll.!l amil
HTHT lu|‘r| LY |l||l||n|hul:|'|.'|- mraled ane T SEOTE
tiini: thin Deietrach dbdan’y beghon palotkng ungkl laie in
e, I (wcn Be compleved his firss paimtings o 1002 5
the age of teeny-live. | then began todocms o many of
the ather works imstalled seoamd the galbery, thrilbed
by my dirst coppeertunity boosee s many of Dwetrich™
why I'I|F|III o am artase ||Frr.-|li.||: all a8 waee and din Hall
abew, I oecwrred e nse thar oe o Deealehs mosi
III‘IIJIJJ sialmpeces—a Ricul  Peribcse S drkiiansin Lhg
il Mallse, who appears o many painginges==in
nuamy ways srealy the show, The dog s smply more
dixarming (not i mention charming) than all of the
ather hnman pociraits put iogether In the famons
GELHROTER AMENTHIMMEL (Vellow-REedd  Eveming
Hky. 19EE), there iv a lamoioss, arange sky anisdd
wih @ity ol gl bl and e Toomaibsns, The
lapidscape bs primciusied by g by minadeg ihraagh
thie luabily paiited Feregronmel eplesmizing the Foas
sranilan goals of the NeoRomantlc movement. The
chmssic SCHIFFSSTEG I WINTER (Baat Fier in Win-
ey, 1) opoons onio @ barren icescape with o decay-
vy ok and @ paar of swars—adl aracelaied with
THersch's pocal contngdegaly, hghbighting 8 coreain
dl:'l.l-lll al sdpabin: what | rll“hl. el Bien dmidgiie [t
wrmyal of deschly absence. As an siorian Chrisoph
Vikgele wiote in 19 “Dierrich saw his own Gving
comditims mirmmed in e wwsona] bareness and
coldness, phandanment and empliness hin exisien:
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tkal frars of poverty and war, b feclings. of lome
limeaa, ™" Alver seeing this boddy of wiirk kn jrrrscm,
o s cav booiilersiond haw Dieirich coomee io be
associated with ihe labe-New  Cilgeciasm and Keos
Raanaaiiisl isjoe i,

Landent widormedl me tlat et h was tlse yom-
west ol four brochers and st be was Do a very o
Larmiby. Whibke his birothers lely home seckimng .r|p||_1||:||.l-
iment in larger ownas amil cibes, Deidel seaved
Berlimgon o help suppon his paienis, whish meam
rapning their sisll Ganm and tending 1o thedr slngle
weiw wmil goak, For addivional meome, he worked o
lumberjack anid at 3 local wextile mill. Severihe bess,
he shiowed wabeit 6 s ar amld was |;-|1|_'|||,||'.|H"t Iy
his l'lrJrH'lll.l.l':. i bl geachers 4] [Fersar his uriisiie
abilinies. Lnl-tlkllh.: @il bils caglieu Wil e T asliera, de G
wrr hww connmalied be was b belng Gaben seviomsly
as an anisiz he baoerowed Treely fiom propiclin paibils-
varioms, designing his owis Nooveass An borders b
arler B give ihem a “conbemporany”™ leok. Some of
luis earlsess paiptings combine still life imagery witli
roman; dedele. Thekr paletios o extrensely s
rabeid o likie amild lase posiisrkable bidonsiiy, 2 b the
rase with HERMELIE UND TOTE MOWE IN ADN[E
SCHERNLANDSUHAFT (Ermikise ginal ead Scagpull in
Mawimligha |..ll1|'|i-|."d|'||.-. 1908}, o powtiree ihai -
tures an ertmine and o hanging il

I made an mieresting discovery while conparing
et ot amd back of many works, where | foand cleas
evidencee il thee witist's prvor iy s '«ilFI[.I“-T‘i o e

AR TN LD LYYV TN TR SRR,
IVEL, sl mi Slavkmgrd, 01 77 & 40" 0 RAEBO ALY DA
WAFAE PREGENE 14 auf Fewaies. B o (0¥ om
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e Mimied, fo Cary Mk pa make wie of &l neifaccs
In ene ok on pageer, for example, there's a2 lriglidy
detailed rendering of @ tiger (insplred by a el i oihe
poanl Wit i s iaod bmdacapes drawn on the
Imich o the waime shoet, Early druwings=—ane ol his
Gatkies waidd aniciclser of @ Bagr—aoveal e wrilsd s on-
(TETT | semEauvity Dot i elisreos] aod chalk o oned
pper. Pesicil drawtings lHkewise l|':'l|:|.1-¢' lids alwilfiy
to create atmvesphere, which he carvied over o6 his
paintings on cardboand amd wood papel, Déeersch’s
s hibonks show lhsw exiemsive aad relentles e
wins af recording all serts of compositional ideas, o
well as kiwping detailed mides o colos, time of day,
and even weather—all off which facilisated his early
Ronmantic vwourks amid hi-l- |:|rl|‘||:-|ti| al tramsition o ihe
“Savrisa Ploonmesigue.®

Ve, alvinmy witls lils evaviiitisinal gatiber l_'\l;lnﬁ-
it e jleo comaduc ged s m il i CEpErimen by,
such = albowing chikdoen o finsh lsis deasdigs for
hitiia i arder (o caphiore thein uneelfconmsclous expres
sivriiesh. Lhictrich oover made paintings from these
panbcils drewings (what i be hodsy, s he consid-
ered them Hintadied wascka on teebr onim, o Rind of sbde
pr-.':i-r-:l el i ilrrl'ul!r i |lll_l'|lll i rr|l|F||r v lids more
stabde 'nil\.ILI.II.'q methad, Whede hie eommbdmrl |1|1.1H-
rage, often contradiowory aapesta of lins practice, he
hidd oo with specilc, refined Inteatione. He Baoagli
iogether, Fer ekample, direc olservatlon [asaally
siall lzhe) winh the landscape moumtions e'd recirderd
i s shenehbensks, As Dietrich s calleague and fellow
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1/12-4/12:

Richard Phillips

Large Still Life (Queen of the Night)
2010

111 x 108 in. / 281.9 x 274.3 cm

Oil on linen

Courtesy of the artist and
Gagosian Gallery, New York
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Mg CHbjedtre pamited daarg !'i:llllh|.|! sl am ref
eremoe 10 their simmibar working process: “ARbiough 1
e e sompesition of a landscagie ouside witlh a
fow strekes in a skevclibeeok, | paint the sl paintngs
later whan 1'm alone and everyabhimyg i quiet around
e b edisn't meiely paani the landscape | see. bin ithe
IRTITR LTS agwe ihai | s il e ™

ART WORL L

Aroand the year 16, Dicorbch was discovered by
the German an deaber Heren Tannenbanm. whis
represened e st amil 1957 when he had oo
ety Maxis, Sales made durieg thoese yoars led b
A pericl af mosdlest prosperity for Dsceriel, allspang
b e make o magod JH[III'-“'!HI—J aaine pa—_ i
waminl s having & magnilicant ey o i 'nulllllg
process Bl tlai fewt of hile caneer. The e ol ;Ihﬂln—
graply gahanised Hetrich’s commitment o the pic-
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tinresagiee anl do e prosess ol recording subide shifs
i winplere

Togethics witly his misintionsl skeschses, ihie amall
bliack-andwhine Ehabie e tnuok Became furiber goods
fiw refining his imagery, This led oo the posduction
4 o few exniremcly detaibed, photuscealisie paintings,
inchoding a porealt o a wmean Gilled. PREFFER
VORGEL {Tonmcan, 1¥ET, aimill o osabl] BEe of tagidermind
alucks called CGROSSES STILLLFEESN MIT ENTEN, B
VERFLS LINER FESCHESN (Large Sl Life with Dicks,
Ringlishers, und Fah, 19257, He alvo orcabod larger
and more complex drasbngs, which b teen cransfer-
ol o candtlosrd or parel and raced repeasediy
bl they were siflel woon sni

The el o photograpdin ol ploed a prant i
Tamnenlsimm s cilon o intreduce Dierich's work—
tie “eamnpaigin” him, s b sprak—io a eoader andk
armon, Mt ol this involved shionelsig Bis wasrk 1o Frams
Ealy, whae immediageh: champlooesd D8eerdedi, nefer
riayg 1 hbo s a0 kil o nabve realist, and thas ihe
embandiment sl hie tileals of New Ohjecgivioy anal the
Fewt= Amie-Fapressonist movement. In HEES, Died
michs winrk was s hsled] i am exhibitien of Mew (e
pective arcists an ithe Kanatlualbe i Mannbein *Neos
Sowrhilichke: Descbie Maler esch dem I':1|r|r“i|;|-
mmmianT | vew Objectivitg: Caerman Paintess alied
Expacssionlsml, B owas thein thal Tansenhaan amd
Hob hatched a scheme o promste Dicirich as the
New Ubjectivity™s “Brstie™ Risisseaii. A pleaogragibes
ik nmedldaiely seil io Beolingen to begin ahe myil-
barililing process by saagiig ter arind in a varscty of
tabilewus all of which portraved s as o bermie lin-
g i Ahe Beest aned pinking ma small dilgsdaed
il sl 'I‘ll'IIrthIl:g |l||||lll-l|. weie gl fpken of the
artast praiiting oot ddoors, whikh bie dind oo bt oy ca-
iwly He was ecidiionsky casi as a mam enirely solased
Frrciiis snf oy, wleen, b el v was |'|||.i|r qu'i.ﬂh A~
tivae, B i the center of Beilimgens sajuare, where
bee s Leemby awne aol elaidy dowm Bile foom e perc
ol hits e wtnedow, He alss welsnmed and n:‘ﬂuluﬂl.'
entertained veeluas, whio occesdinilly faiminissiosied
teieni Bn pradint At pooceraits, Thie oalil, emislulaned,
Mt Nighatling ol thee paartraits bs doe qe the Bt thal be
wosrked from phmrq,;r.qnln ol bis sigoers.

Camtrary g any peoatraval ol lidns s s onsaphis
tiwaied “ouduidler” antisg, Dicirich wiis g consnmmale

RICHARD PHILLIPS ADOLF DIETRICH

tethaisciain aod was Slways doveang s wans of 1m
priwing Wis painting and schieving specific visaal
wlfects in cortain works, Yoi, siscial nevsbon espe-
wrally ol am Inthmate nateine was didficali e Dicivich,
whar peever martied. It can be ool in reading his
cartrsimienoe that he emplovesl o ilaing servee
min |hr||:| it isee lidim B wammar, B i nee avail .S.q
milscaniby, meany o the views abar le favoered Toe his
paimtbngs were als chae sites e comnsbilened s mose
roiminbcall’ cidwimng, Wis clfores w0 meners of loye
amid imvimacy, even while wisregaited, i dispel
the b Gf hiimn as a Sloner” intemntbeally sibds
(v wmirty, Dictrich ol hapepenod 10 be o prodi-
e writer et wiale itbde s o eoasand leiiem e
[riemifs and admirers of bis work.

He o kaowmm b have ridden o the back o a
frhemil's mndorevebe 1o Msniclh—one of lis fow L|'||:|'I-
ol ol Meerlingen—wlicre b tiaale 4 pilgimage io
the Alie Finakothek o see paindogs by Albreebie
Iipes, These jadiings inspiecd lim w0 make ech:
miwally sironger worle Upon Iis reiusn Tooen Munich,
lae s saiel o hve Dviied paineers pe vine s skislie,
awhish poind he asked thewns Plag oo, for sidviee on
leiww B cenaled LT ik itcihiods, Wiih ihis adhvice
areil inaperation his imveran world grew expanengially,
Whike, greographically spealing. be was wosmew il
prewinelal, bis opeaness, cunosiiy, social ambinhons,
and exgeiness o achieve pechinical mastery made
hiin the diroct opposite of a nake/ somantle Srustie
onisaber argise. I anyihdng he was techanbogioal, ap-
propristive, innovathe, awl s g pasallichmodern
{though in o more rostie way ), witlch cleanly distingis-
Islies i freim the metropolitam or an ks urban aie
rise culliire, Mis Liscisction with snimals, ||:|rJ||_:|.'_ ansill
atmwgihiere bed o g misle of piciorial e jEarTiLE
that was pitally aminsated, I not yperanimanel

IHeirich developed wlae abiliey o use his varioas
simires Al teehinlgise oo riajaletely synilsesloe the
ieal. This towk ki Fir beyornal the padmierly mobe of
earclul ilsensition while givineg him means o eale
sipnii almtruction, The radicaline of s sisiis nuighi
thitn B mreis gsoa Wlﬂl!‘ll‘!l’h"l.-lﬂhrl‘l ol he cosnaddsirni
Foarnas ol e s ntatinn For the parpose of creathig
A adlvomoced emaional andd Illl'l.'lil..|l raseribom fo
I‘-'ll-lll'l'"l ainil Ahbngs. I allossed Wi we bnvese sipes. sial
apimals with an iniermal realism, andmatiogg e
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5/12-8/12:
Richard Phillips
Large Still Life (Queen of the Night)

2010
111 x 108 in. / 281.9 x 274.3 cm
Oil on linen

Courtesy of the artist and
Gagosian Gallery, New York

fromm widhin aned pavehologically expamiling them
Bovond what we see on the surfsco.

The efforms of Bob and Tempeabaum wo falsily
Ttk b woy D soubil solaer his markebilic
digl peauli i shortderm fnancial gain, e hod the
tastiieg effcct of soverely maiyginalizing aial lmilmg
atar gecess (o e of tie s mpoerant ardses of his
g radon, As o Swise natonal iveasere be reomaing
a0 this lay w kind of enigia When Tanne b was
foroed o fee Euiogee, Hetrbch's active relasinnship
with his explaitative dealber abiupely ended although
Tammenbaum was able io condimwe solling (e ik
during the war, ihss makmtarasg the posithe aml
negative eflect bie was having oo the arisi.

MECHANIZED WAR

Faslllerwimig Wiarkd War 1. realism bn paintieg splic inio
tw campa, oF coalested aroond o diffecent posi-
thome. There wan Mew CHjoctivity with ds pessdimise
anel albciation, and postexpresionia endencies,
wlvich weee i Povor ol an un=bidealived reprosenda-
tlon of ithe failore of the Enlightonment, Then dieie
et Npi-RiEmaiipoiim, which hicmed oway Iinoamn ITie
luistriad sisciiry and represeaied & neure mole sal-
nerabde by the omeet of bman treachers & natare
wen slippdineg away. The idralitation of the lasleupe
ibriagh mwabve amil neo-pelmitbve soves drifted powarnd
o conservaiive sivke that was evenioally spproprated
by the Nonein wnd uwed For propaganda as i Deerrieh
i liashom im WY Franviaereis, ?ﬁ'lﬂl‘ill.'hfl 1937, & Nazi
lifesnsle magacine for women.

The relatnnship Dhctrich™s painiings Rad o e
iher al ilsese rarrpis s deilalinis, a8 he was nor o
1-,1In|d.|.-l o ideologeal theoretlclans while e was
wamre of some of the amiss invelyed, he daimedd bn
letbers b lanve mio tise B thein Tt o il il
ol rvabiey pod Copsiraciem 58 3 wWay I OoTTEman-
iempe thie obvoos mnmeoil in sisciety, amid thus se-
wumbing 1w one of the predominant disconrses, be
uneel his detailed represeriatkon of natre b stabiline
thie @t off Risokiingg w0 thu experiencing lin an woqibd
evoke susminable eowbonal and jrchodogical res
perses Beyanel ibat of fopmal greuares.

[ e ladbe slmpbicin ol s aoso-albladtie work
was heselore an altemative. 1o e didacticism of an
averatrategioed. monabictls formalisme In retrospent,
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Disetrich™s art can l=e secn o e been paradosicaliy
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9/12-12/12 and Left-right:
Richard Phillips
Large Still Life (Queen of the Night)

2010

111 x 108 in. / 281.9 x 274.3 cm
Oil on linen

Courtesy of the artist and
Gagosian Gallery, New York

Adolf Dietrich
Bliihende Kakteen vor Landschaft

1941

30.3x31.5in. /77 x 80 cm

QOil on plywood

Private collection, Beverly Hills
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Adolf Dietrich Adolf Dietrich

Griiner See Nachbargartchen im Friihling
1932 1939

11.3x23.2in./28.8 x 33.3 cm 21.7x16.4in. /55 x 41.7 cm
Qil on cardboard Qil on cardboard

Private collection, Kristina Wyss-Boéhni Kunstmuseum des Kantons Thurgau,

Ittinger Museum




28

Adolf Dietrich

Kaninchen und Aquarium
1939
11.6x9.1in./29.5x23 cm
Qil on cardboard

Private collection
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Adolf Dietrich

Pfeffervogel

1927

18.1 x 15in. / 46 x 38 cm

Qil on cardboard

Stadtische Museen Konstanz
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Left-right:
Richard Phillips
Similar to Squirrels (after A. Dietrich)

2003

102.5 x 78 in. / 260.4 x 198.1 cm
Oil on linen

Hall Collection

Adolf Dietrich

Eichhornchenbild / Zwei Eichhérnchen

in Landschaft

1939

24.4x17.1in./ 62 x 43.5 cm
Qil on cardboard

Private collection
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IN
CONVERSATION

BEATRIX RUF AND RICHARD PHILLIPS

BEATRIX RUF:
When did your fascination with Adolf
Dietrich begin?

RICHARD PHILLIPS:
It started in 2003, when | was visiting
Zurich. After a dinner at the Kronenhalle,
Peter Fischli took me to see a specific
work in the restaurant’s formidable
collection. We walked upstairs to see a
drawing of two squirrels in a tree by
Adolf Dietrich, who, Peter explained,
was an artist considered to be a Swiss
national treasure.
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Compared to the modern paintings within
the collection, the drawing seemed to
me to connect more to contemporary art
than it did to historical drawing. When |
received the catalogue raisonné from you,
| discovered that the text was entirely in
German. While looking at the photographs
and the pictures, and not being too careful
about the dates, | assumed that Dietrich
only started painting when he was in his
seventies, and that he was a self-taught,
naive artist. So after a while, | convinced
myself of that story. Later | came to learn
that he did indeed go to school, and
that his teachers noticed his aptitude for
drawing and encouraged it, but that the
extreme poverty in which he grew up with
his parents meant that he couldn’t give
himself over full-time to making art until
later in life.

BEATRIX RUF:
Adolf Dietrich’s art-historical categorization
indeed leans toward the “naive”—and
was very much influenced, distorted even,
by historical and political circumstances,
as you can see in his exhibition history,
his presence in international shows in the
context of the Neue Sachlichkeit early
on, and the reversal of this international
presence through the politics of the Nazis.

Dietrich also evokes “pragmatisms”
one often finds in the so-called naive,
but upon closer inspection, his drawings,
photographs, and the techniques of
montage and variations he developed
and used for his paintings reveal another
story. Dietrich was also a master of self-
mythologizing, which is a signifier not only
for the naive artist, but for the artist in
general. There is this wonderful quote from
Dietrich: “When | was twenty-six, | saw
a tourist in Berlingen, [Switzerland], painting
a seascape and | thought that | also
could do that. At home | took a piece of
cardboard and a few tubes of paint.
The experiment succeeded, and since then
people from all over the world have visited,
telling me my paintings are beautiful”.
And he signed his paintings like Albrecht
Direr: A. D.

RICHARD PHILLIPS:
What's interesting to me is just how
deliberate he was in his practice, in using
photographs, in drawing, in planning
paintings. His production was quite
traditional on one hand, but he was also
very much involved with thinking about his
market in what seems to be a contemporary
manner. As such, he was aware of the
production of his own naiveté. Some
considered him to be the Henri Rousseau
of the Neue Sachlichkeit. But when painters
visited him, he would quiz them quite
closely about their methods, so that he
could produce more complex paintings.
None of the Neue Sachlichkeit painters
were reaching that level of so-called
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photo-real presentation. And yet, there is
no ironic distancing in his works, as in the
drawing of the squirrels. Similarly, | will also
say that in my own work, I’'m not making
ironic gestures toward the reproduction
of the naive artist whatsoever. When my
squirrel painting appeared for the first
time, it seemed like a strong non sequitur,
like, “What could possibly be meant by
this, now that we have this painting of two
squirrels?” My intention was to point my
painting toward that state of mind and that
type of effort as the subject matter, just as
much as any subject matter, in the same
way that one of my previous works could
have pointed toward the subject
of a photograph.

BEATRIX RUF:
In some of your works on view, you
appropriate elements of landscapes from
Dietrich paintings. Can you talk about
the very emotional, even content-loaded
images you use of Lake Constance in
the late 1930s and '40s?

RICHARD PHILLIPS:
| wanted to use the landscapes as a
psychological influence on the images
| selected from the media that | had chosen
to paint, specifically in two paintings,
Der Bodensee [2008], and Message Force
Multiplier [2009]. In each case, it was
the same landscape of Lake Constance,
seen from an aerial perspective. In Der
Bodensee, which was taken from a porno-
graphic image found on the web, the
woman’s heated-looking face is placed in
the context of a frozen landscape, setting
up a kind of dichotomy. For Message Force
Multiplier, | chose an image of a marine
recruitment advertisement meant to inspire
young men to join today’s military. The
relationship to Dietrich’s painting, its title,
the proportion of landscape to proportion
of figure, all had to do with a recombination
of elements designed to undo the original
intention of the advertisement, which
was the creation of a staged falsehood
of heroism and valor expressing the
seriousness of military enlistment. So it
refers to a doubling and redoubling
of subjectivity, while putting the figure into
and out of context, in order to try to
shift and manipulate meaning.

BEATRIX RUF:
In some paintings, you completely
appropriate images, and in some you just
use them as backgrounds—a practice
that reminds me of Dietrich’s own use of
image elements for variations of paintings.

RICHARD PHILLIPS:
The large still-life painting titled Large Still
Life (Queen of the Night) [2010] and the
painting Similar to Squirrels [2003]
are complete appropriations. In the case
of the still life, it's a portrait of night-
blooming flowers seen in the daytime,
a simple contradiction that Dietrich set up.
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In each of the paintings where I'm using the
landscapes, the whole idea of distortion
and the construction of misunderstandings,
or the deliberate destabilization of meaning,
are all a part of the language that | use
within my work to emphasize how our
communications systems use information
and misinformation to control and
manipulate people.

BEATRIX RUF:
And there is criticism sometimes of
your work not being in control of the
manipulative use of seduction you of
course use consciously and with critical
distance in your paintings. While in
Switzerland Dietrich gets full credit for his
work, he is nonetheless often perceived
as the Rousseau from Switzerland. That
seems to lead to why this will be such
a perfect match to show your work and
Dietrich’s work together, because your
praxis is very much working from these
misunderstandings in visual culture—
and there is a great potential in productive
misunderstandings.

RICHARD PHILLIPS:
I’'m often referred to as a hyperrealist
or Pop artist. The deliberate use of
stylistic as well as visual misinformation
in my work is, in the way that it interrupts
the possibility of establishing correct
narratives, something that | deliberately
do. Putting them in context with Dietrich as
an inspiration speaks to this condition of
misrepresentation and misreading.
And that’s a deliberate way to reframe
or recontextualize aspects of my work.
In a way, it undoes a kind of critical
distance and opens up vulnerability in
my own process.

BEATRIX RUF:
Being too “Pop” in the sense of not having
critical distance.

RICHARD PHILLIPS:
In combining my work with Dietrich’s,
| am exploring the ways in which art gets
used and misused, and to what degree
intentionality plays a part in that. Let’s
take the example of my painting Message
Force Multiplier. The title refers to the
New York Times term for when a general
is speaking as an expert on a news
program, say Fox television, in order to
give his expert opinion on how the war
is going along in Iraqg, but is, at the same
time, actually working as a lobbyist for
the military-industrial complex, selling
weaponry to the same government
whose war he’s commenting on. Within
the context of my shows, paintings can
appear to be communicating in one way,
while in combinations with other works
have a completely conflicting agenda of
representation, just as a message force
multiplier would. A message force multiplier
becomes an active switching point in its
perpetration of falsehoods, in its relation

to beauty and death. By exhuming its own
beauty, this falsehood lives again to resell
itself to a new, targeted demographic.

BEATRIX RUF:
Can you talk about the particular choice
of paintings by Dietrich you're using? You
seem to have been particularly attracted
to the intense and dark winter sea-
landscapes, which transport a lot the
historical context and difficulties of
the times they were painted—but for your
full appropriations, you choose totally
different ones.

RICHARD PHILLIPS:
Libertas [2010] has in its background a
landscape with storm clouds coming over
Lake Constance. The consequences of
this type of meteorological formation are
serious, and in Dietrich’s personal history
these foreboding landscapes serve as a
metaphor for his anxiety over the rise of
the war across the lake in Germany. In
Libertas, | appropriate the portrait of a
former propaganda agent for the Nazis,
Libertas Schulze-Boysen, which was
taken by the SS immediately before her
execution for being a double agent in the
Berlin resistance. So it is an image of actual
heroism, of actual commitment, of literally
having one’s life terminated by a malevolent
entity because of one’s commitment to
ideals that were against this reigning power
structure. Libertas knew that her death was
imminent, but at the same time, she knew
what she had accomplished in terms of her
activities with the resistance in Berlin. So
there is a dual psychological weight that
was intended to be paired with that specific
landscape and to show that histories are
running parallel to each other in order to
amplify what insurgency and true resistance
are. Then, on another extreme, there are
the cat paintings both Dietrich and | made.
Of course, Dietrich was never afraid of
getting into seriously quaint and intimate
painting. He made several paintings of
baskets of kittens. The one that | wanted to
show was Persia [1996], which is a portrait
of a cat that | got from a pet store when
| was buying food for a friend’s cat. That
single painting can on one hand address
complex psychological representations and
on the other render the tenderest images
of universal sentiment, reflecting painting’s
potential to create a deliberate collision
of languages in order to ruin the logic of
intentionality. The idea of Dietrich making
paintings that, on a metaphorical level,
spoke to the conditions that people were
living in directly before the war represents
something beyond the need to represent an
environment. There was a palpable sense of
alienation and an inhuman quality in those
paintings. To place one of my appropriated
images in that context was to literally bring
those two elements together and make
them inseparable, to point to the romantic
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potential of narrative. For me, those
relationships are very specific:
the impending doom of the sky in that
painting reflects what the consequences
of her actions were; the emptiness
and the depopulated beauty of Message
Force Multiplier was the coefficient for
the marine’s emptiness as a model of a
type of attraction that was being put
in every teenager’s magazine across this
country. | combined those forces to speak
about the use of beauty and narrative
for negative purposes.

BEATRIX RUF:
That seems very much also to relate to
this previously stated dual fascination,
with how on one hand painting has been
critically discussed in production, but
on the other hand you have the still life,
the full appropriations. Also, critical
distance in your practice often seems to
be created in groups of images you
combine, things together as thoughts
together. This readability of the critical,
even political, content is revealed if
you see a combination of your work being
brought in relationship. It occurred to
me that this is also working in the painting
exhibition you put together with
David Salle.

RICHARD PHILLIPS:
There are painters in that show who believe
in the veracity of the medium, and then
there are those who acknowledge it as
false and use it anyway to perpetuate the
sense that painting is an act of managing
falsehoods. Within that show, the use of
photography and of graphic design by
some of the artists is important in the way
in which it shows the difference between
the believers and the non-believers.
| believe in the potential of painting as
a communicative device with all of its
negative attributes fully intact, with the
criticism assigned; there is texture and
quality in that very criticism. Painting—
particularly issues of aesthetics within it—
can have an insurgent conceptual potential,
but the realization of that potential is not
something that’s going to happen overtly;
that is, by nature, the concept can remain
buried in the work, and then depending on
the context can explode its meaning right
in the face of individuals. To me, one of
the important parts of that exhibition was
that the combination of works showed
revealed that possibility.

BEATRIX RUF:
So the Richard Phillips/Adolf Dietrich show
is an interesting complication of what
believing and non-believing means.

RICHARD PHILLIPS:
Yes, actually, it can be. The use of painting,
for me, has the capacity to slow things
down, and to manipulate time in a certain
sense to be able to gain access to that
type of discussion, or at least to open
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up that type of discussion. It creates a
potential, for me at least. | say, why not be
able to use the specialized nature of a form
to bring people into it? That's where the
seduction is used in propaganda or
in media, so why as an artist wouldn't
| choose to do that?

BEATRIX RUF:
Two believers, then?

RICHARD PHILLIPS:
| think the danger is that one assumes
that Dietrich was trying to do that too,
and that’s why I'm interested in him as an
artist. It's not. Actually, it's the very fact
that he wasn't; that he was absolutely
free from that, that he worked on his art
apart from the constrictions of a linearly
determined modernist interpretation.
| think that I'm trying to do the same thing
but from a different direction—I'm trying
to deal with the obviously changed, but in
some cases parallel, conditions that we
live in today. There is no mistaking why the
marine was set against the Dietrich’s frozen
world, or why Libertas Schulze-Boysen
was set against the image of Dietrich’s
stormy landscape. Those were chosen
relationships—because of the doubling
of agency, melded with the doubling of
experience, the repeating of history.

BEATRIX RUF:
What are the most exciting things that can
happen in this show?

RICHARD PHILLIPS:
The experience of being physically in front
of these paintings and seeing how they
in fact do communicate, my paintings and
his paintings. | think that this show will
look into painting as a form of communi-
cation—not only what its limitations are,
but actually what its power is and what
its capacities are to communicate, and its
potential for being used and misused from
a number of different directions.

BEATRIX RUF:
So many discussions about productive
misreading are possible . . .

RICHARD PHILLIPS:
In my own production, since | don’t do
versions per se, any one of those works
could be good enough for a solo show,
or could have been seen as a marker
in other kinds of conceptual arguments.
But the fact that they are made for these
constructions—for these stages, since,
literally, the show becomes a stage—
is not something that’s usually attributed
to painting, or to the thought process or
motivations for making painting at
all, in contemporary art. And for me, | think
that by pairing that type of production
with Dietrich’s production, there may
be a possibility for interesting parallel
assessments of what a form can do,
and how it can communicate.
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Left-right:

Richard Phillips

Libertas

2010

102 x 79.3in. / 229.1 x 201.4 cm
Oil on linen

Courtesy of the artist and
Gagosian Gallery, New York

Adolf Dietrich
Rote Abendwolken iiber dem See

1917

15.2x 19.1in. / 38.5 x 48.5 cm
Qil on cardboard
Kunstmuseum Winterthur
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Left-right:

Richard Phillips

Old Granddad

2001

84 x 65.5in./213.4 x 166.6 cm
Oil on canvas

Private collection

Adolf Dietrich
Vater, die Zeitung lesend

1913

24 x20.1in./61x51 cm

QOil on canvas

Kunstmuseum des Kantons Thurgau,
Ittinger Museum
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Left-right:

Richard Phillips

Message Force Multiplier
2009

78 x 58.3in./ 198.1 x 148.1 cm
Oil on linen

Pinnell Collection

Adolf Dietrich

Winter am Untersee

1941

18.1x23.4in. /46 x59.5 cm
Qil on cardboard

Kunsthaus Zurich
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1/6-6/6 and Left-right:

Richard Phillips

Der Bodensee

2008

78 x52.5in./198.1 x 133.4 cm
Oil on linen

Private collection

Adolf Dietrich

Winter am Untersee

1941

18.1x23.41in. /46 x59.5 cm
Qil on cardboard

Kunsthaus Zurich

PAINTING AND MISAPPROPRIATION




50 RICHARD PHILLIPS ADOLF DIETRICH PAINTING AND MISAPPROPRIATION

- - Left-right:
- Richard Phillips
- L .
Vanitas
E ) " i 4 2007
— - . . 108 x 74 in. / 274.3 x 188 cm

Oil on linen
Private collection

" ¥ Adolf Dietrich
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o 1929
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& Qil on cardboard
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Left-right:

Richard Phillips

Mouser

1997

16 x 20 in. / 40.6 x 50.8 cm
Oil on linen

Private collection

Adolf Dietrich

Zwei Angorakéatzchen

1925

14.4 x 13.6in. / 36.5 x 34.5 cm
Qil on cardboard

Private collection
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Adolf Dietrich

Zaine mit jungen Katzchen
1934

16.5x 19.9in. / 42 x 50.5 cm
Qil on plywood

Private collection
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Adolf Dietrich

Drei tote Marder

1942

29.9x 19.9in. /76 x 50.5 cm
QOil on wood

Private collection
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va THE DIETRICH ENIGMA

Richard Phillips
Were You of Silver,
Were You of Gold?
2009

82 x 60 in. / 208.3 x 152.4 cm BY DOROTHEE MESSMER

Oil on linen
Courtesy of the artist and
Gagosian Gallery, New York

TRANSLATION BY SUSAN BERNOFSKY

There are no end of stories and
suppositions about Adolf Dietrich—
his life offered ample material for
projections and continues to do so.
The biography of this textile mill
worker and day laborer who became
a celebrated artist suggests fairy-tale-
like parallels to Cinderella or the

2t Brave Little Tailor, associations that
tap into our longing for stories,
especially those with punch lines.
And there is no shortage of these in
Dietrich’s life, as witnessed by the
memories large and small described
in all the first, second and third-hand
accounts currently in circulation.
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Richard Phillips

Were You of Silver,

Were You of Gold?

2009

82 x 60 in. /208.3 x 152.4 cm
Oil on linen

Courtesy of the artist and
Gagosian Gallery, New York

1. Adolf Dietrich in a letter to

Willi F. Storck, Kunsthalle Mannheim
(Jan 15, 1919), in: Adolf Dietrich.
Malermeister-Meistermaler.

Ein Glossar, Hg. Kunstmuseum
Thurgau, Sulgen / Ziirich 2002, p. 16.

2. ibid.

3. Paul Fink in a lettter to Adolf Dietrich

(Nov. 9, 1909), in: Malermeister-
Meistermaler, p. 32.
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The foundation that all these stories point back to has its basis in the rural poverty
of Dietrich’s childhood. The youngest of seven children, he was born in 1877 to a
smallholder and his wife on the Swiss shore of Lake Constance. As soon as young Adolf
started school, it became clear he had a talent for drawing, and the village schoolmaster
tutored him in “drawing from nature” in his free time. For financial reasons, however,
Dietrich was unable to pursue formal studies of art.

As he himself recalls, “My desire to
receive some sort of training in this
[drawing] was strong, of course, but
financial restraints, two aging parents
and a small plot of land and vineyard,
where we also kept cows and pigs,
prevented me.”! And so the boy
remained with his parents and earned a
little extra on the side with factory labor
or by taking in work, or else by working
as a temporary laborer in the village.

His first drawings (starting in 1896) and pastels and watercolors (starting in 1900) were
made on Sundays, when it rained, or in the evenings in the living room of his parents’
house where he was to remain for the rest of his life. He got a few pointers from his
brother, and an artist in Basel gave him the advice to paint directly from nature rather
than according to his imagination. “Aside from this,” Dietrich later writes, “| received no
guidance worth mentioning.”?

In 1909 his pictures were rejected by the Kunsthalle Basel and the big art museums
in Zurich, Schaffhausen and Winterthur. He received a letter saying: “At the instructions
of our Board, | must write to inform you that at the moment it is not possible to exhibit
your pictures, as we are fully occupied with other matters.”?® At the beginning, it was other
artists who helped him. For example, in 1913 Bruno Goldschmidt put him in touch with
the Kunstverein Konstanz [Constance Art Association] which eventually exhibited two of
his pictures. After this, the writer Walter Jerven featured Dietrich’s drawings in his journal
“Das Bodenseebuch” [The Book of Lake Constance] on several occasions. In 1917
Galerie Hans Goltz in Munich showed several of his pictures. His first real breakthrough in
Germany, though, came in 1918 with the exhibition “Das badische Land im Bild” [Baden
Countryside in Pictures] at the Kunstverein Mannheim [Mannheim Art Association]. One
of the curators there, Herbert Tannenbaum, was struck by Dietrich’s work and included
it in a show at his own gallery, “Das Kunsthaus.” In the second exhibition (1925), all but
two of the 40 pictures on display were sold. In 1927, Tannenbaum arranged for 60 of
Dietrich’s pictures to be shown in a gallery in Berlin. The press praised Dietrich as one of
the greatest living painters. This was the beginning of a wave of success in Germany that
would break off in the mid-1930s with the recession and the rise of National Socialism.
Meanwhile Dietrich bought a camera and began taking photographs in 1926 if not before.

ROMANTICISM, NEW OBJECTIVITY, MODERNISM—

DIETRICH’S RECEPTION IN GERMANY
Dietrich’s work was presented in various contexts: In 1932, as his letters reveal, he was
exhibited together with Neue Sachlichkeit [New Objectivity] painters Theo Champion,
Hasso von Hugo, Franz Lenk, Alexander Kanoldt, Georg Schrimpf and Franz Radziwill in the
“Gruppe der Sieben” [Group of Seven] show in Bochum. In the same year, his work was
shown in Ulm in an exhibition of contemporary romantic painting. Paul Cassirer wrote to
him that he was planning, together with Galerie Flechtheim, a “comprehensive exhibition”
of “the impulses currently at work in contemporary German art.” The Kdlnische Kunstverein
[Cologne Art Association] included him in an exhibition of “modern German art.” And
again he was invited to participate in an exhibition in Ulm of “linear painting with the
exception of sentimental Heimatkunst [homeland painting] in the style of the old masters.”
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Richard Phillips

Were You of Silver,

Were You of Gold?

2009

82 x 60 in. /208.3 x 152.4 cm
Oil on linen

Courtesy of the artist and
Gagosian Gallery, New York

4. Dr. Hentzen, Nationalgalerie Berlin,
in letter to Adolf Dietrich

(Feb. 1, 1934), in: Malermeister—
Meistermaler, p. 44.
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The height of Dietrich’s success is
revealed in his correspondence with the
director of the Nationalgalerie in Berlin
who wrote to him in 1934: “Now that
we have purchased the third picture by
you, it is no longer necessary for you to
continue to send us paintings [...]."4

HOMELAND AND SUNDAY PAINTER, NAIVE ARTIST—

DIETRICH'S RECEPTION IN SWITZERLAND
When the invitations from Germany stopped arriving in 1935, Dietrich’s image as a naive
painter began to dominate. In 1937 he was included—as the only non-French artist—in
the show “Les maitres populaires de la réalité” in Paris. From there the exhibition traveled
to London and the United States, where it was shown at the Museum of Modern Art and
other American museums.

In Switzerland, interest in Dietrich’s work was gradually increasing. The kunstsalon
Wolfsberg in Zurich and the Basel gallery owner Bettie Thommen began showing his work
regularly starting in the early 1930s. His pictures were exhibited at the Kunstmuseum
Winterthur (1926), the Kunstmuseum Schaffhausen (1933) and the Thurgauische
Kunstgesellschaft [Thurgau Art Society, 1935].

Dietrich was now beginning to enjoy success in Switzerland as well. The gallery
Epoques in Zurich sold more than two dozen of his pictures. In 1941, the government
of Canton Thurgau purchased its first Dietrich picture, and finally in 1942 the Kunsthaus
Zirich put on a show that included over 70 of his pictures—at the time, the largest
exhibition of his work.

At the same time, larger institutions were slow to purchase his paintings. Some
exceptions were the Kunstverein Konstanz (1913) and the Kunstmuseum Winterthur
(1926). Generally these purchases came about through individuals who admired Dietrich’s
work and often made private purchases as well: Franz Meyer and H.E. Mayenfisch
(Kunstgesellschaft Zirich [Zurich Art Society]), Paul Fink and Hans Keller (Kunstverein
Winterthur [Winterthur Art Association]), Heinrich Schmidt-Specht (Kunstverein Konstanz)
and Heinrich Ammann (Kunstmuseum Thurgau).

WOODCUTTER, LABORER, FARMER—THE SWISS ROUSSEAU
Dietrich’s pictures were particularly well-received in the media, which proved as easily
seduced by the fairy-tale-like success story of the simple man from Thurgau as the
other admirers of his work. Franz Roh writes in the “Neue Schweizer Rundschau”
[New Swiss Review] in 1926 on “The Art of the Laborer, Farmer and Painter Adolf
Dietrich. On the Problem of Amateur Art.” And in 1927 Margot Riess published
“The Painter and Woodcutter Adolf Dietrich.”

Critics liked to compare Dietrich with Henri Rousseau. Karl Hoenn critically noted in
his 1942 biography of Dietrich:

“One frequently sees ‘and woodcutter’

appended to the designation ‘painter’
" as if by way of apology, just as people
persist in referring to Henri Rousseau

| | i | | 5o Hoom: Adelf Ditch as a ‘douanier.””® Dietrich’s work finally
3 | Fear e A reached a wider audience when it was
reported on in the Swiss tabloids, which
helped disseminate the myth of the

simple genius.
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| H
g, Since he was widely seen as an amateur artist, a naive farmer/painter, Dietrich
4/4: . gained further popularity during the war—he was billed as a quintessentially “Swiss”
Richard Phillips . . . .
| Were You of Silver artist, along with Albert Anker and Ferdinand Hodler, as part of widespread efforts
" o " Were You of Gold? to preserve a sense of Swiss cultural identity. His idyllic landscapes, genre paintings

2009 depicting (untouched) village life and animal pictures were popular in the media.
82 x 60 in. / 208.3 x 152.4 cm After Dietrich’s breakthrough in Switzerland, the interest in his work remained
8" on linen ) constant. There was a continuous stream of visitors to his small house in Berlingen.
ourtesy of the artist and . , .
Gagosian Gallery, New York So many people wanted to purchase his work that he wasn't able to keep up with the
demand, and he started to copy and repaint some of his own pictures. When Adolf
Dietrich died in 1957, he was a wealthy man. His taxable estate was valued at over

70,000 Swiss francs.

GENUINE, INNOCENT, ORIGINAL—THE AUTHENTIC ARTIST
Once Adolf Dietrich’s artistic talent became known, the reports of third parties who had
contact with or stories to tell about him met with unflagging interest, both among the
general public and in the art world.

i
"

The qualities of childish innocence,
naiveté and an original aesthetic
approach were soon attributed to the
Berlingen painter and stuck.

The concepts “real”, “genuine”

and “authentic” were frequently used
in discussing his work and become

. : - important metaphors in its reception
and evaluation. Such projections
can be traced back to a desire to

< m—— ” discover the ideal of a pure life, a desire

- for the “paradise on Earth” that one
- - ! finds particularly well expressed in the
-5 work of a non-academic painter,
*,/v -' an “outsider artist.”
: ' /4 Al :llJ Behind this lies a basic need in our society for fairy tales and myths. Our longing for the
'y , genuine—for what is real—could, it seems, be found and grasped in exemplary form

in the life and work of this Berlingen smallholder. The artist became the medium for an
’ experience of authenticity.

| THE “WRONG"” RECEPTION AND ITS CAUSES
| Various factors play a role in the one-sided reception of Dietrich’s work—factors having
| to do both with social structures at the time and also with the nature of the art world and
g Dietrich’s own idiosyncratic character. The art world has always been an elite system,
| and in Dietrich’s time class distinctions were far more rigid than they are today. Dietrich’s
path to becoming a non-academic painter began with his parents’ decision to keep their
son home to help out despite his obvious talent, instead of letting him be educated as a
- lithographer, which would have paved the way for his training as an artist. Already in 1942
| Karl Hoenn remarks: “It is not so much an artistic problem as a social one that individuals
d who are so eminently talented as artists are compelled to become customs agents [like
Rousseau] and woodcutters and can pursue their inner calling only on the side.”®
Dietrich’s “discovery” by the art world during the interwar years was helped along
by an already established interest on the part of the avant-garde in primitive, naive
and amateur art as well as that of the mentally ill and other categories used to describe
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the work of those who were active as artists outside the academic art system. This can

be seen among other things in the fact that Dietrich’s own attempts in the early years of

the century to be accepted into this system were met with failure, and he was dependent

on help from individuals who were insiders in the system. That the protagonists of the

German art market at the time considered Dietrich somewhat exotic, should not be held

against them now. As art historian Ralf Schiebler puts it: “The ‘timeliness’ of truth pertains

not only to truth itself but is a product of the historical circumstances in which one takes

an interest in truth or not.”” 7. Ralph Schiebler: “Mythen— und
Finally the letters from the artist’s estate indicate that Dietrich himself had a hand in ~ Dogmenbildung in Kunst und

. . . . Kunstgeschichtsschreibung. Ein Dialog
the developments taken by his career. Having grown up in deeply rural surroundings that mit Rainer Walther,” in: Genie und

were still marked by a bgrter system, he was overvyhelmed by the wave of success and. Wahnsinn und andere Artikel zwischen
the new forms of social interaction it required of him. Modern, urban modes of interaction  Kunst und Wissenschaft, Stuttgart /
now stood in sharp contrast to a rurally organized mode of living. Ziirich 1984, p. 172.

He himself had a mixed reaction to
the ever-increasing demands of his
customers. He would promise pictures
and then sell them to someone

else altogether, sidestepping all
responsibility by having the customers
who'd reserved the same picture fight
things out among themselves, and
finding support from individuals who
enjoyed acting as protectors to this
supposedly childish and naive farmer—
supporters who then would accuse
one another of exploiting him.

RIGHT AND WRONG IMAGES
Coupled with the desire for authenticity is the wish to experience the definitive image of
the artist—in other words the right one. But isn’t all the information about a person that
we collect, cull, interpret and pass along a projection and therefore, in the end, a sort of
myth-making? Even the “scholar most committed to thorough research,” writes Ralph
Schiebler, will “because of the haphazardness of the information he is able to access
and the limitations of his own horizons have to create a new myth once the old ones are
demolished.”® What we know today about the life and work of an artist is comprised 8. ibid., p. 173.
of the most various, subjectively experienced images promulgated through the media,
making it a playground for projections.

But there's also something positive about this one-sided reception. A person who—
for whatever reasons—occupies himself with Adolf Dietrich’s pictures will experience
the marvelous feeling of being able to discover Dietrich’s art and even the artist himself
as if for the first time. For despite the many publications and all the stories that have been
told about Dietrich, his autonomous oeuvre, unique in the history of art, can never be
entirely fathomed and thus remains enigmatic—an impression paradoxically linked to the
feeling of uniqueness and authenticity that surrounds his work. This makes him—
very much in the sense of Baudrillard’s “mirroring”—an artist whose work reflects the
viewer back at himself.
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1/4-4/4. and Left-right:
Richard Phillips

Were You of Silver,

Were You of Gold?

2009

82 x 60 in. / 208.3 x 152.4 cm
Qil on linen

Courtesy of the artist and
Gagosian Gallery, New York

Adolf Dietrich

Mausefalle mit 22 M&usen

1948

11 x12in./ 28 x 30.5 cm

Qil on cardboard

Kunstmuseum des Kantons Thurgau,
Ittinger Museum
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Adolf Dietrich

Gelbroter Abendhimmel

1925

15.2x24in./38.5x 61 cm

Qil on cardboard

Kunstmuseum des Kantons Thurgau,
Ittinger Museum
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Adolf Dietrich
Hermelin und tote Méwe in
Mondscheinlandschaft

1908

18.9x 13.6in./ 48 x 34.5 cm

QOil on canvas

Kunstmuseum des Kantons Thurgau,
Ittinger Museum
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Left-right:

Richard Phillips

Large Still Life

(Queen of the Night)

2010

111.06 x 108 in. / 281.9 x 274.3 cm
Qil on linen

Courtesy of the artist and
Gagosian Gallery, New York

Adolf Dietrich

Bliihende Kakteen vor
Landschaft

1941

30.3x31.5in. /77 x 80 cm

Qil on plywood

Private collection, Beverly Hills

Adolf Dietrich

Griiner See

1932

11.3x23.2in. / 28.8 x 33.3 cm
Qil on cardboard

Private collection

Kristina Wyss-Bohni

Adolf Dietrich
Nachbargértchen im Friihling
1939

21.7 x 16.4in. / 55 x 41.7 cm
Qil on cardboard
Kunstmuseum des Kantons
Thurgau, Ittinger Museum




Left-right:

Adolf Dietrich

Kaninchen und Aquarium
1939

11.6 x 9.1 in. / 29.5 x 23 cm
Qil on cardboard

Private collection

Adolf Dietrich

Pfeffervogel

1927

18.1 x 15in. / 46 x 38 cm

Qil on cardboard

Stadtische Museen Konstanz

Adolf Dietrich
Eichhérnchenbild / Zwei
Eichhérnchen

in Landschaft

1939

244 x17.1in./ 62 x 43.5 cm
Qil on cardboard

Private collection

Richard Phillips
Similar to Squirrels (after A. Dietrich)

2003

102.5x 78 in. / 260.4 x 198.1 cm
Qil on linen

Hall Collection
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\ - Left-right:
— Richard Phillips
- Libertas
2010
102 x 79.3in. / 229.1 x 201.4 cm
Oil on linen

Courtesy of the artist and Gagosian
Gallery, New York

Adolf Dietrich

Abend am Untersee

1918

15 x 19.3in. / 38.1 x 49 cm
Qil on plywood

Neue Nationalgalerie, Berlin

Richard Phillips

Old Granddad

2001

84 x 65.5in. / 213.4 x 166.6 cm
Qil on canvas

Private collection

Adolf Dietrich

Vater, die Zeitung lesend

1913

24 x 20.1in. /61 x 51 cm

Qil on canvas

Kunstmuseum des Kantons Thurgau,
Ittinger Museum




Left-right:

Richard Phillips

Message Force Multiplier
2009

78 x 58.3in. / 198.1 x 148.1 cm
Oil on linen

Pinnell Collection

Adolf Dietrich

Blauer Wintertag mit Schienerberg
1940

15.7 x 23.8 in. / 39.9 x 60.5 cm

Qil on cardboard

Private collection

Richard Phillips

Der Bodensee

2008

78 x 52.5in./198.1 x 133.4 cm
Oil on linen

Private collection

Adolf Dietrich

Blauer Wintertag am See

1936

20.1 x 26.8in. /51 x 68 cm

Qil on cardboard

Private collection, Beverly Hills
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Left-right:

Richard Phillips

Vanitas

2007

108 x 74 in. / 274.3 x 188 cm
Oil on linen

Private collection

Adolf Dietrich

Waldké&uze im Tobel

1929

33.1x23.2in./ 84 x59 cm
Oil on cardboard

Private collection




Left-right:

Adolf Dietrich

Zwei Angorakatzchen

1925

14.4 x 13.6 in. / 36.5 x 34.5 cm
Qil on cardboard

Private collection

Richard Phillips

Mouser

1997

16 x 20 in. / 40.6 x 50.8 cm
Qil on linen

Private collection

Adolf Dietrich

Zaine mit jungen Katzchen
1934

16.5 x 19.9in. / 42 x 50.5 cm
Qil on plywood

Private collection




Left-right:

Adolf Dietrich

Drei tote Marder

1942

29.9x 19.9in. /76 x 50.5 cm
QOil on wood

Private collection

Adolf Dietrich

Mausefalle mit 22 Mausen

1948

11.02 x 12/in. / 28 x 30.5 cm

Qil on cardboard

Kunstmuseum des Kantons Thurgau,
Ittinger Museum

Richard Phillips

Were You of Silver,

Were You of Gold?

2009

82 x 60 in. / 208.3 x 152.4 cm
Qil on linen

Courtesy of the artist and
Gagosian Gallery, New York
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Left-right:

Adolf Dietrich —
Gelbroter Abendhimmel

1925

15.2x 24 in./ 38.5x 61 cm

Oil on plywood

Kunstmuseum des Kantons Thurgau, Ittinger

Museum

Adolf Dietrich

Hermelin und tote Méwe in
Mondscheinlandschaft

1908

18.9 x 13.6in. / 48 x 34.5 cm

Oil on canvas

Kunstmuseum des Kantons Thurgau, Ittinger
Museum
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