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1. Dil Hildebrand, Studio D,
2010, oil on canvas, 213.5
x 183 cm. Courtesy PierreFrançois Ouellette art
contemporain, Montreal,
and the artist.
2. Installation view of
“Peepshow” at PierreFrançois Ouellette art
contemporain in Montreal,
2010. Courtesy PierreFrançois Ouellette art
contemporain, Montreal.

T

he paintings in Dil
Hildebrand’s exhibition
“Peepshow,” shown last
fall in Montreal, have lost nothing of the dazzling illusionism that
brought the painter to fame while
he was still in graduate school. But
the baroque excessiveness of his earlier paintings is toned down in this
new series. Gone are the sheets of
paint that he used to re-apply on the
canvas as patches or drapery. Gone,
too, is the unsettling piling up of
surfaces and spaces, destroying and
rebuilding motifs, mixing natural with artificial lights, transposing theatre into painting. The new
paintings represent views of a single
space, the artist’s studio. They are

overlaid with a surface treatment of
grid-like, transparent panes framed
in thick, textural lines of paint in
saturated colours.
Hildebrand’s previous work
formed a play of misrepresentation, a mischievous untying and
redrawing of lines that used to hold
things together, things like nature
and culture, insides and outsides…
and painting. Meaning in these
works was found not so much in
the content as in the processes
of transposing representational
codes. Spinning ever further away
from reality, the turmoil in these
paintings reflected a general sense
of the instability that prevails in
contemporary art and life. At the
same time, sfumato overlays of
misty grays and pale blues stirred
up a sense of mourning for the loss
of coherence.
A feeling of loss persists in the
new paintings, but the works in
“Peepshow” are muted, simplified.
Yearning for unity is brought into
sharper focus within a rational, systematic inquiry into a single space,
the artist’s studio. The exhibition
shows this investigation in three
components. The first gallery room
is a modern white cube in which a
series of large paintings show outof-focus, photorealist depictions
of a large, almost empty room. A
painting easel and blank canvases
set against the wall identify the
space as an artist’s studio. Its bright
starkness appears to emphasize the
contemplative part of the painting process rather than its tactile,
hands-on character. The life-size
paintings feign to be an extension
of real space, inviting the viewer
to step out of the gallery and into
the artist’s sanctum, this place of
seclusion and reflection. Yet entry is
barred by an over-painted, glass-like
surface divided in grids. Squeegeed
clean of thick paint that remains

accumulated at the sides, this surface allows us only to peek in but
not to enter.
The second component is a blackbox gallery displaying a series of
small paintings (30.5 by 26 centimetres) that look like sections of the
larger ones and continue the theme
of the artist’s studio. Brilliantly lit,
the colourful canvases glow in the
dark like so many plasma screens
in a video installation. Here painting’s illusionism takes on the virtual
reality of other, newer media. But
the canvases’ tactile surfaces show
paint’s skin-thin transparent layers as well as its globby viscosity—a
reminder that, in its correspondences to the human body, painting always has an added value over
new media.
A section of the darkened gallery
shows the third component of the
exhibition—a series of small charcoal drawings of intimate corners of
the studio space, close-ups of tools
and backs of canvases. These direct,
naturalistic representations create
a nostalgic homage to the age-old
artisanal aspects of drawing and
painting. Were it not for the large
paint cans, the cart in one of the
chiaroscuro drawings could come
right out of a 19th-century studio.
But here, too, we find references to
painting’s 21st-century occupation
of transposing representations from
new media. Hildebrand sketched
the drawings directly from life but
made them appear to be copies of
white-edged black-and-white photographs. And among the paper,
paint and stretchers, we spot a digital projector case and filing cabinets
presumably stuffed with source
material.
Much paint has been applied
since 1656, when Diego Velazquez
painted Las Meninas and let viewers peer into his palatial studio, and
Hildebrand’s 2010 “Peepshow.”
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Velazquez’s masterpiece remains
a testament to painting’s former
status as a unique way of reflecting reality and to the power that
the art of painting conferred on its
masters. Hildebrand shows that the
theme of the artist’s studio remains
pertinent in a contemporary inquiry about painting’s relationship to
reality. But painting, once the royalty of art, now intermingles with
egalitarian modes of representation
that no longer rely so much on an
individual’s eye, brain and hand but
on boxed devices, screens and millions of files and programs created
by others. The power of the painter
becomes ambiguous in this process.
I see a relationship, the more
uncanny because it is probably unintentional, between Hildebrand’s
drawing Sawhorses, 2010, and
Rembrandt’s The Artist in his Studio,
1626–28, in the Museum of Fine
Arts, Boston. Where Rembrandt
places an empty canvas that
appears to glow with possibilities,
Hildebrand draws two sawhorses,
indicating a less hallowed and less
prescribed position for painting.
Where Rembrandt puts himself in
a dark corner of his studio contemplating the canvas, Hildebrand sets
an empty chair. The studio remains,
though the master has left. Yet,
paradoxically, it is Hildebrand’s
individual rendering talent, used so
intelligently to question representation and reality in a digital age, that
makes this exhibition so unforgettable. ❚
“Peepshow” was exhibited at PierreFrançois Ouellette Art Contemporain
in Montreal from September 9 to
October 16, 2010.
Petra Halkes is a painter, curator and
visual arts writer living in Ottawa.

1. & 2. Cedric Bomford,
installation view of “Das
Amt” at Künstlerhaus
Bethanien in Berlin, 2010,
mixed media, dimensions
variable. Photograph:
David Brandt. Courtesy
Künstlerhaus Bethanien,
Berlin, Germany.
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edric Bomford is a
worker. Currently living
in Berlin, he expends
much effort bicycling about town,
seeking out fragmentary castoffs
from construction sites and discarded scraps from renovation
projects. While rooted in the soil of
Dada Deutschland—recalling especially assemblers of trash such as
Kurt Schwitters, who had similarly
architectural ambitions—Bomford
begins his laborious process in a
non-material zone that depends
upon mobile street-based experience, negotiation with on-site
work crews and the speculative
realities of choosing: he selects
stuff to salvage and then proceeds
to haul it, without definite aesthetic ends in mind. Consisting solely
of such reclaimed refuse, mostly
found timber and windows, each
of Bomford’s large-scale installation works may be read as a partial,
yet often surprisingly insightful,
portrait of a built environment,
an accounting of its present and
former selves.
In the case of Berlin, more so
than any other European capital, buildings are pervasively
being replaced, bullet holes plastered over. Most signs of trauma, oppression and division are

systematically levelled and buried
by gleaming office towers and plazas, the face of a sanitized corporate culture. Bomford’s work “Das
Amt,” 2010, recently on view at
the Künstlerhaus Bethanien, may
be inhabited as a means to acquire
an intensely intuitive understanding of what, and who, has been
suppressed. Assembled over an
eight-day period, the multi-faceted structure extended from the
main gallery space into a foyer
area facing the street. From the
first glance, the work declared a
provisional status, with its rickety
and roughened surfaces contrasting considerably with the polish
of the wood panelling and banister in the foyer, as well as with
institutionally smooth white walls.
Compared to the benign-sounding
“das Büro,” for Germans the term
“das Amt” may imply bureaucratic
and governmental contexts associated with the experience of absurd
amounts of official documentation, Kafka-esque procedural
excess, and historical contexts of
surveillance or spying on fellow
citizens.
Accordingly, a ground-level
windowed chamber—lit but inaccessible or “restricted”—contained
lengthy rows of labelled binders,

