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‘Martin Holman: Anton Henning has made two installations at the Haunch of
Venison comprising wrk from this year and last. In all be used four spaces; in one
he installed the monumental-sized painting, Interieur No.330 (Loop), and in the
adjacent room asis which covers the top floor with a mixture of work that
appears to go in several stylistic and formal directions. It s indicative of the approach
we have come to expect from this German artistsince bis first solo showo in London
at Entwistle in 2001. There Henning created Monkers Melody Maker Lounge
over two raoms injected with a bigh dose of the colours, design peculiaritics and
furniture types that quickly semaphore a picture of the 19705 into minds today.
1 don't remember interiors being quite so exuberant at the time except in magazines;
the influence of mechanically reproduced imagery on memory may have been the
point. The strongest impression was not made by the paintings, hung against the
bands of colour in wonderfully bilious ochreous tones like tanning lotions, but by
the overall comic sensuality of an installation pleasurably outrunning the edges
between art, architecture and design. I was left on that accasion wondering how
the piece functioned beyond that generic level. Oasis takes forward a bold acsthetic
environment; what stood out for you about this work?

Danny Rolph: Not an individual object, rather a specific atitude. Henning’s
confidence in modernism is refreshingly robust: it allows him to make
important points about the idiom and still have the playfulness you find in,
say, Miré. This show is like being on board the Queen Mary at the end of
the 19305 and surrounded by luxury goods and a high standard of Art Deco,
Itis all carried off with wit, charm nostalgia but not as an exercise in irony.

The associations flossed freely for me as well. Walking around the first floor was like
being in a collector’s private gallery where the paintings are good but not great, and
not as remarkable as the design commissioned to set them off The boxy wood or
frames brought to my mind the Edgar J. Kauffnann offce designed by Frank
Lioyd Wright in 1937 that is now in the Visa: a modernist power environment of
interpenetrating lines and extravagant surfaces.

That calculated datedness is a positive element, T chinks it brings you up close
to the work. The film that was related to the paining next to it [both titled
Interieur No71] conveys the sensation of a painter’s eyes working across

a surface of another artist’'s image for the first fime, in this case a sort of
modernist canvas with looping lines and those playful, controlled colours that
Henning uses. He understands quality very well, judging just how mu
how lttle a work needs to function on its own or as part of the bigger
as it were, There is a light touch in those loops and serious potential in their
chalky surfaces.

Anton Henning, Oase [Oasis], 2006 (detail

—

Yes, the camera took a Big Dipper journey around that one, swoaping, rising and
turning on the lines. Again, an example of the sustained sensuality in this work -
Henning wants you to experience physically as well as visually and mentally;it's
part-funfair and partly (and seriously) synasthetic. He gives these occasional nudges
in another direction to move us on. I’ orchestrated — or tour-led — but he offers the
spectatar, literally,

walk-on rale.

Definitely: we become a character in a sort of charade. It as if the Shah of
Tran was on the Queen Mary, sharing his cabin with beautiful objets d'art he's
collected, when the passengers are told to abandon ship. We are the people -
the pursers who are taking account of these possessions — who find this
beautiful abandoned room. Henning presents this phantasm of the real: it
may have occurred to him in a dream but he has worked it out to give material
shape and resonance to a fantastical vision. There is an engaging romantic
quality in what he does

Metaphor seems to be the modernist device used for that purpose of proposing
alternative worlds or systems. In the paintings I was conscious of being asked to
disregard boundaries demarcating the flrw of art history, for instance,or distinctions
betwween different genres. Abstraction was layered over aubist portraiture, portraits
over landscape, succssive generations, such as Picasso or Lichtenstein, combined.

....and very ambiguously. The work displays a compelling diffidence. But not
in an ironic way. There is genuine warmth in the influence he acknowledges
from modernist painting on the way he works. By paying serious attention to
the handling of the work, he evades the charge of being pastiche. Looking
back to figures like Picabia I think lets Henning take a great and worthwhile
legacy of technique and oddness forward with a huge dandyish wi. Picabia
liked flashy sports cars and the company of glamorous girls; he was wealth
enough not to have to work. Yet he made memorably awkward work: thos
Tate nudes looked back stylistically or outrageously sideways at parallel idioms
while driving modernism ahead, never being totally brilliant but always
consistent. Henning is similar: his work never reaches a real high as it never
needs to. He maintains similar emotional weight throughout.
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