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Among Different Media: Gerhard Richter’s
Landscape and its Medial Exchanges

ANTHI-DANAE SPATHONI

n summer 2019, the Guggenheim Museum in Bilbao gathered and presented

the largest set of Gerhard Richter’s seascapes ever assembled to date in a show.!

In 2020 and 2021, two major exhibitions in Kunsthaus Zurich and Bank Austria
Kunstforum, Vienna, were dedicated to the mere subject of landscape, presenting the
artist’s various approaches over the course of his long career.” Indeed, as a subject,
landscape has a dominant position in Richter’s work and evolves among the rest of
his oeuvre, which expands from figurative to abstract painting and mirror or glass
constructions. These recent monothematic shows have tried to embrace the artist’s
reflection on the subject of landscape and have demonstrated its complexity and
variety. They also reveal the museums’ interest in and the public’s attraction to the

landscape genre and the painter’s innovative contribution to it.

Gerhard Richter was born and raised in East Germany (1932), trained at Dresden
Academy and, after fleeing to West Germany in 1961, joined the Kunstakademie
Disseldorf. Even though he was young during the Second World War, it had a deep
impact on him that was reflected later on his work. From very early on, Richter showed
interest in the consumer society, the media, and popular culture, which appeared as

subjects in his paintings. He would use magazine images which, after copying them on

I Exhibition “Gerhard Richter: Seascapes,” Guggenheim Museum, Bilbao, Spain,
23 May 2019—9 September 2019.

2. Exhibition “Gerhard Richter: Landscape,” Bank Austria Kunstforum Wien, Vienna,
Austria, 1st October 2020—7 March 2021; exhibition, “Gerhard Richter. Landschaft,” Kunsthaus
Zurich, Zurich, Switzerland, 26 March 2021—25 July 2021.
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AMONG DIFFERENT MEDIA: GERHARD RICHTER’S LANDSCAPE AND ITS MEDIAL EXCHANGES

canvas, he would then modify (adding marks, cutting the canvas, or erasing motifs).?
When he saw Roy Lichtenstein’s work for the first time,* the American’s flawless
application of paint that “leaves no trace of the artistic signature™ did not only
surprise the artist but also turned his practice of reproducing pictures into a legitimate
artistic act.® Lichtenstein would somehow authorize Richter to continue and establish

his method of copying photographs on canvas without any modification.

This use of photographic images allowed him to explore the relationship
between photography and painting, and the landscape genre was one of the subjects
he would adopt to do so in the late 1960s. He painted more than a hundred so-called
photo-paintings of landscapes, seascapes, and cloudscapes (1968-1971). Working from
photographs liberated him from worrying about inventing a composition: “When
I paint from a photograph, conscious thinking is eliminated.” The artist’s role is
limited to the choice of the print: “I see countless landscapes, I photograph barely 1
in 100,000, and paint barely 1in 100 of those that I photograph. I am therefore seeking
something quite specific.”® The final photo-painting is the result of a meticulous

research among countless images and prints.

Through photography, the artist shows not only his attachment to painting
but also to a traditional genre at a time when the latter seems to rather disappear” all

along with figuration and even painting itself as a medium. In fact, contemporary

3. See for example Tisch, oil on canvas, 9o cm x 113 cm, Busch-Reisinger Museum, Harvard
Art Museums, Cambridge, USA (loan from a private collection), 1962, and Party, mixed media,
150 cm x 182 cm, Museum Frieder Burda, Baden-Baden, Germany, 1963, the two first works in the
Catalogue raisonné of the artist.

4. This was a reproduction of the work The Refrigerator featured in Art International ma-
gazine (1962). Until moving to the West, Richter was isoﬁted from the international art scene. He
could only have access to contemporary art through some pictures found in magazines and autho-
rized trips, where he used to photograph the artworks that he saw in order to keep a record upon
his return home.

s.  Dietmar Elger, Gerbard Richter: a Life in Painting, trans. by Elizabeth M. Solaro, Chica-
20, Universiy of Chicago Press, 2009, p. 41.

6. Ibid., p. 43. On the relationship of the artist and pop art: Jbid., p. 46.

7. Gerhard Richter, “Notes, 1964-1965,” Gerhard Richter, Dietmar Elger & Hans
Ulrich Obrist (eds.), Gerhard Richter: writings. 1961-2007, New York, Distributed Art Pu-
blishers, 2009, p. 29.

8. Richter, “Notes, 1986,” Ibid., p. 163.

9. At the beginning of the twentieth century, landscape underwent great changes, taking
a new direction: abstraction (which was in its historical evolution both coherent and inevitable).
In 1982, a symposium that wondered if landscape was dead started with the observation: “le pay-
sage appartient au passé,” “Part [ayant] franchi un seuil [celui de I'abstraction].” Frangois Da-
gognet (ed.), Mort du paysage ?: philosophie et esthétique du paysage. Actes du Collogue de philosophie
et d esthétique du paysage, Seyssel, Champ Vallon, 1982, p. 479.
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AMONG DIFFERENT MEDIA: GERHARD RICHTER’S LANDSCAPE AND ITS MEDIAL EXCHANGES

movements such as minimalism would declare that “painting had finished”* in order
to look for new means to continue doing art. However, Richter insisted on painting
all different pictorial genres. Additionally, he explored geometrical abstraction (e.g. in
his Colour Charts)'" while experimentations with gestural abstraction also became
prominent (for example in his Grey Paintings).’* Despite his growing commitment
to abstraction,” Richter’s attraction to landscape painting was dominant in the mid-
1970s and the early 1980s, only to become again the main subject of his photo-paintings
in the late 1980s. Landscape painting also confronted abstraction, as he transformed
his figurative photo-paintings into quasi-abstract or abstract canvases. Even during
the 1990s and 2000s, when his production of landscapes was considerably limited,
landscape would still appear in the title of his abstract paintings (such as River, 1995
and Abstraktes Bild, See [Abstract painting, lake], 1997"). It is also found in his
overpainted photographs, which would grow during these decades. Today landscape
mostly concerns his artist’s books that have been attracting more and more of the

painter’s attention during the past years.

Throughout all these decades, Richter’s landscapes share a common
characteristic: the openness and enrichment of different media. His landscapes are in

constant dialogue with different arts, and especially with photography, which takes

10. This is what Donald Judd declared in 1966. Interview by Bruce Glaser, “Questions to
Stella and Judd,” edited by Lucy R. Lippard, A7t News, no. 5, September 1966, p. ss—61, republished
in Gregory Battcock, Minimal Art: A Critical Anthology, Berkeley, University of California Press,
1995, p. 148-164.

1. Colour Charts is the term used to describe a “type” of Richter’s abstract works that he
has been painting since 1966. Inspired by commercial colour samples, these canvases present diffe-
rent combinations and mixtures of colours in one painting divided in multiple horizontal squares.
Having as a starting point the four primary colors, Richter used a system to create multiple shades
by changing their scale of brightness. The resulting grid’s colour arrangement is done by a ran-
dom process. For more details see: https://www.gerhard-richter.com/en/art/paintings/abstracts/
colour-charts-12.

2. Grey Paintings is a term which describes another “type” of Richter’s paintings referring
to a painted grey surface, completely monochromatic -however the grey paint is applied with diffe-
rentimplements (brush, roller etc.). For more details see: https://www.gerhard-richter.com/en/art/
paintings/abstracts/grey-paintings-13.

13. For example, in his sculptural pieces made of glass panels (Glasscheibe, 1977 and Doppel-
glasscheibe, glass painted in grey on one side and iron, 200 cm x 150 cm x s0 cm, Catalogue raison-
né: 416, Musée départementel d’art contemporain, Rochechouart, France, 1977) or in his canvases
of Abstraktes Bild [Abstract Painting].

14.  Gerhard Richter, Rzver, oil on canvas, 200 cm x 320 cm, exhibited in several places and
then sold, 1995.

15.  Gerhard Richter, Abstraktes Bild, See, oil on canvas, 200 cm x 180 cm, Catalogue raison-
né: 848-1, Museum Frieder Burda, Baden-Baden, Germany.
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AMONG DIFFERENT MEDIA: GERHARD RICHTER’S LANDSCAPE AND ITS MEDIAL EXCHANGES

on several functions, from preparatory drawing'® to motif for his art books and semi-
autonomous object of his A#/as."” In this exchange with the medium of photography,
an enormous variety of different relationships are created that broaden the landscape
genre and turn it into a multidisciplinary work of art, integrating a great number of

other works and thus obtaining an abundance of mobile relationships.

This paper seeks to address these relationships via the examination of a variety of
artistic practices and mainly the media exchanges between painting and photography
in Gerhard Richter’slandscapes. Therefore, the central focus of this article is to examine
his landscapes in different supports through the engagement with the terms znzer-,
intra-, trans-, and multi-mediality. These prefixes explore different medial border
crossing: znter- can describe the fusion of two media in a new artefact or the creation
of a medium in relation to another one; 7n¢7a- examines a relation that implies only
one medium, #7ans- describes the transfer of one medium to another and multi- the
copresence of two media in an object. This analysis will give us a better understanding
of the artworks as the product of a medial exchange. It will also reveal interesting
details about the works themselves (properties/characteristics/possibilities) as well as
open up discussions on materiality (its presence or absence) and artistic problems that
insistin the artist’s work (figuration/abstraction, imitation). To our knowledge, media
theories have never been used to describe and examine Richter’s artistic practice, their
impact on his creation, and thus their contribution to the landscape genre. To this
end, the study of some representative examples will help us embrace these aspects of
the painter’s practice that transcend artistic boundaries and render the works of art, as

it will be argued, into intra-, inter-, trans-, and multi-medial landscapes.

16.  Richter has affirmed: “I use photography to make a painting, just as Rembrandt uses
drawing or Vermeer the camera obscura.” (“Notes, 1964-196s,” Richter, Elger & Obrist, 2009,
p- 32). In fact, Richter’s method seems similar to the one first photographers/painters applied in
the nineteenth century. For example, Eugéne Disdéri (1819-1890) used a technique that consisted
of “T'agrandissement du sujet photographié étant projeté [ou fixé] sur une toile,” Frédérique Tho-
mas-Maurin, Julie Delmas, Elise Boudon ez. /. (Eds.), A Uépreuve du réel : les peintres et la pho-
tographie au XIXe siécle, Lyon, Fage, 2012, p. 43. This enlargement would replace the traditional
preparatory drawing.

7. Richter classifies photographs, sketches, and press clippings in his 4#zs—an album that
the artist has been compiling as an encyclopedia of his different pictures since the mid-1960s.
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SEEsTUCK (SEE-SEE)™: AN INTRA-MEDIAL LANDSCAPE WITH INTER-MEDIAL REFERENCES

A) INTER-MEDIAL REFERENCES OF SEESTUCK (SEE-SEE): PHOTOGRAPHY, ITS

TECHNIQUE AND GusTave LE Gray

Fig. 1. Gerhard Richter, Seestiick (See-See) [Seascape (Sea-Sea)], oil on canvas, 200 cm x 200 cm,
1970 © Gerhard Richter 2022 (24022022).

18.  Gerhard Richter, Seestiick (See-See), oil on canvas, 200 cm x 200 cm, National Gallery/
National Museums, Berlin, 1970.
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AMONG DIFFERENT MEDIA: GERHARD RICHTER’S LANDSCAPE AND ITS MEDIAL EXCHANGES

At first glance, Richter’s Seestiick (See-See) (see Fig. 1) gives the impression of a black
and white photograph capturing the rough sea and cloudy sky. Only a closer look
makes one realize that it is an oil painting. In fact, the picture results from the transfer

of a photograph® to canvas or, to be more specific, of a photographic collage of

Fig. 2. Gerhard Richter, Seestiick (Foto-Collagen) [Seascape Photo-collages)],
photo collages, 66.7 cm x s17 cm, 1970, Atlas Sheet: 194 © Gerhard
Richter 2022 (24022022).

19. As we will see in more detail in what follows, Richter uses oil paint as his only material to
render the photographic image he has in hand and faithfully reconstruct its composition on canvas.

INTERMEDIALITES * N °39 PRINTEMPS 2022
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two different snapshots joined together with duct tape. The collage can be found in

the artist’s Atlas (Seestiicke (Foto-Collagen) 1970, pl. 1947°—see Fig. 2).*!

The two photographs meet on a white “horizon,” which divides the composition
in two. In the lower part, the waves are presented in alight linear perspective, decreasing
in size as they approach the horizon. Above the horizon, what appears to be the sky
is formed by another series of waves which is in fact a very similar photograph to the
lower part, turned upside down. Replacing the clouds with waves seduces the viewer
to a trompe-T'oeil which requires time and careful observation, while there is a mirror

effect of each surface appearing as a reflection of the other.

The painted final composition scrupulously respects its source-collage, which
is copied on canvas.” The photographic source works for the artist as a ready-made
that he wants to reproduce as faithfully as possible without modifications.” This
means that photography resumes one of its historical functions as a subordinate
medium at the service of painting.** In fact, Richter does not consider photography
to be an autonomous art, but rather sees it as a vehicle that allows him to reflect
upon art.”> The artist would never regard himself as a photographer and would
never present his photographs as an independent work without the mediation or

connection to painting.

20. Gerhard Richter, Seestiicke (Foto-collagen), photo-collages, 66.7 cm x s1.7 cm, Adas
sheet: 194, 1970.

21, Between 1969 and 1970, Richter created multiple seascapes of a similar structure, all resul-
ting from photo-collages which can be found in the Aras. A drawing, 17 Seestiicke [17 seascapes],
graphite and ballpoint pen on paper, 21.5 cm 30.5 cm, 1969, can also %e found showing the artist’s
study on the “series.”

22, The artist did not start using his own photographs, as is the case in this collage, until the
late 1960s. Richter, Elger & Obrist (eds.), 2009, p. 262.

23. Only slight modifications could occur in this transfer from photograph to canvas
such as slight cropping, an enlargement of the photographic subject or of the part of the
chosen composition.

24. When the first daguerreotype was first invented in 1839, painters saw in it a beneficial
medium for their art. Gustave Courbet, like many nineteenth-century painters such as Edouard
Manet and Edgar Degas, would find his models in photography—especially for his portraits (Aa-
ron Scharf, Art and Photography, London, Penguin Books, coll. “Pelican Books,” 1974, p. s5).
Thanks to photography, painters could also reproduce reality accurately: they were able to easil
copy on canvas complex scenes captured from multiple points of view (Thomas-Maurin, Defj
mas, Boudon ¢z al., 2012).

25.  Hubertus Butin, Stefan Gronert & Thomas Olbricht (eds.), Gerbard Richter: Editions
1965-2013, Ostfildern, Hatje Cantz, 2014, p. 135. Although, his position on the matter seems to
evolve throughout the years.

INTERMEDIALITES * N °39 PRINTEMPS 2022
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AMONG DIFFERENT MEDIA: GERHARD RICHTER’S LANDSCAPE AND ITS MEDIAL EXCHANGES

For Seestiick (See-See), and the photo-paintings in general, as Richter declares: “I
am not trying to imitate a photograph; I’'m trying to make one.” He attempts to do so
with his own hands, putting in practice his pictorial means: he traces the composition’s
contours in pencil and then paints it over with oil painting. In other words, as the artist
puts it, he uses “paint as a means to photography.”” The resemblance to photography
dominates even though there is no material presence of the photographic medium.
This means that there is an intermedial reference to photography, in the sense Andreas
Mahler uses the term to describe the relationship developed when a medium materially
“present”—the painting in this case—establishes a reference to another medial system,
photography, which remains materially “absent.” To put it otherwise, the canvas is
completed iz relation to photography with painting’s own means® but without any
mingling of the two media. This narrow definition of intermediality (as opposed to
its larger and more vague definition)* seems appropriate as it is not interested in the
simple interaction and dialogue between two media which is already implied by the

prefix znter-3' It requires by definition a second medium to be materially absent.

Mahler’s sense of intermediality overlaps with what Irina O. Rajewsky identifies

as “intermedial references.” The later describes a subcategory of intermediality*—

26. Richter, “Interview with Rolf Schén (1972),” Richter, Elger & Obrist, 2009, p. 59.

27. Ibid.. Or as Richter puts it elsewhere: “I am practicing photography by other means,”
Ibid., p. 60.

zg. Andreas Mahler, “Probleme Der Intermedialititsforschung: Medienbegriff-Interak-
tion—Spannweite,” Poetica, vol. 44, nos. 3—4, 2012, p. 239—260. See also Irina Rajewsky’s analysis
for Mahler’s definition in “Le terme d’intermédialité en ébullition: 25 ans de débat,” C. Fisher (ed.),
Intermédialités, Paris, SELGC, coll. “Poétiques comparatistes,” 2015, . 41-42..

29. 1bid., p. 43.

30. The broadest sense of intermediality is a flexible generic term which can apply to “any phe-
nomenon involving more than one medium” (Werner Wolf, The Musicalization of Fiction. A Stucly
in the Theory and History of Intermediality, Amsterdam, Rodopi, 1999, p. 40—41). It also refers to
“relations between media, to medial interactions and interferences” (Irina O. Rajewsky, “Border
Talks: The Problematic Status of Media Borders in the Current Debate about Intermediality,” Lars
Ellestrdm (ed.), Media Borders, Multimodality, and Intermediality, Basingstoke, Palgrave Mac-
millan, 2010, p. 51-68.).

3. In latin znter shows “le fait de se trouver au milieu de deux éléments [...]. Le fait d’« étre-
entre » (inter-esse) consiste donc a se trouver au milieu de deux instances”, Eric Méchoulan, “Inter-
médialités : le temps des illusions perdues,” Intermédialités : histoire et théorie des arts, des lettres et
des techniques, no. 1, Spring 2003, p. 1r.

32.  Rajewsky treats intermediality “as a category for the description and analysis of particu-
lar phenomena” in which she distinguishes three groups of different intermedial qualities (Irina
Rajewsky, “Intermediality, Intertextuality, and Remediation: A Literary Perspective on Inter-
mediality,” Intermediality: History and Theory of the Arts, Literature and Technologies, Philippe
Despoix & Yvonne Spielmann (eds.), no. 6 “Remédier/Remediation,” Fall 2005, p. 50). For these
three subcategories of intermediality (medial transposition/media combination/intermedial refe-
rences) see Irina O. Rajewsky, Intermedialitit, Tiibingen, A. Francke, 2002.
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which concerns a media product constituted 7 relation to another medium to which it
refers. In the case of photo-paintings such as Seestzick (See-See), it refers to the medium
of photography through the evocation or imitation of photography’s techniques
and elements while using painting’s own media-specificity. Therefore, like Mahler,
Rajewsky is interested in the relation constructed between a present medium (the
referencing medium) and an another one (the medium referred to) whose materiality
never appears. In the given medial configuration, photography’s absence entails that
painting manifests itself in its specific materiality and mediality and this affects “the

»33

specific quality of the reference itself.

In Seestiick (See-See), this reference to photography occurs due to the imitation
of clearly discernible photographic qualities transferred to canvas. Those qualities can
be understood as an ensemble of characteristics that only belong to the photographic
idiom, meaning the elements which are specific and exclusive to photography’s
language, thus allowing its direct identification.’* For example, the oil painting
imitates photography’s objectivity®® and, consequently, gives the impression of a
machine-made product. Photo-painting also has photography’s anonymous and
impersonal character. Another characteristic is the painting’s blurring: the blur is a

mark of defective photography that Richter achieves by retracing his finished canvas

33.  Rajewsky, 2010, p. 58—59, original emphasis..

34. The Oxford English Dictionary defines the (linguistic) idiom as the “form of speech
peculiar or proper to a people or country, own language, own tongue” or as a “variety of a
language which is peculiar to a limited district or class of people” (O)g‘.ord English Dictionary,
V, ‘T, 1961, p. 21-22). Both definitions focus on the peculiar and specific or limited character of
the idiom, implying that the elements that structure it are reserved to its language. In this sense,
borrowing the term in the context of media theories, it recalls the discussion on medium speci-
ficity. As Clement Greenberg would put it, medium specificity refers to these elements which
are in the “unique and proper area of competence” of the art of photography (in our case),
and (elements) “unique in the nature of [the] medium” of photography (Clement Greenberg,
“Modernist Painting [196s,]” reprinted in Francis Frascina & Charles Harrison (eds.), Modern
Art and Modernism: a Critical Anthology, New York, Harper & Row, 1983, p. 5). Similarly, the
idiom of a specific artistic expression concerns those specific elements proper to its medium.
However, even though the medium-specificity concentrates on the distinct materiality of the
media, Richter moves the discussion away from the materiality of the photographic support.
The characteristics of the photographic idiom he borrows refer to photography’s technical qua-
lities and their effects. For Rosemary Hawker who uses the term to describe Richter’s practice,
“idiom works invisibly as the self-identity of a language,” “Idiom Post-medium: Richter Pain-
ting Photograph,” Oxford Art Journal, vol. 32, no. 2, 2009, p. 276. See also Rosemary Hawker,
“Painting Over Photography: Questions Of Medium in Richter’s Overpaintings,” Australian
and New Zealand Journal of Art, vol. 8, no. 1, January 2007, p. 42—59.

35. Jean-Philippe Antoine, “Du noir et blanc au gris. La peinture dégrisée de Gerhard Rich-
ter,” Six rhapsodies ﬁiﬂjoz'dej sur le lien, [image et le souvenir, Paris, Desclée De Brouwer, 2002, p. 222.

INTERMEDIALITES * N °39 PRINTEMPS 2022
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with his brush.** Another element specific to photography is the blow up,” the
technical possibility of enlarging photographs in different sizes and, in this case, the
enlargement of both joined small-scale photographs in a 200 c¢m x 200 ¢m canvas.
The painting also borrows its gray shades from black and white photography.*® To
put it otherwise, Richter uses many of these photographic characteristics for which
photography was deprived of its artistic value when it was first invented. Because of its
mechanical, technological aspect, pressing a button could not be considered a creative
act. Photography could not find a place among the fine arts as long as artists regarded
it as a “factorum for art,” limited to an inferior and subordinate role at the service of
painting. Richter adopts these “flaws”—exclusive to photography— applies them to
painting, and thus, removes from painting all the qualities for which it was thought

superior, holding the highest rank.

Additionally, the reference to the photographic medium is also achieved
through the use of the photographic technique of collage, which brings us back to
a widespread mid-nineteenth-century practice and especially the one Gustave Le
Gray frequently used. The French photographer would put together two different

negatives of the sky and sea, combined on the horizon line in order to overcome

36. “The blur is able to evoke the medium of photography so effectively and economically, in
using it as a sign of photography’s idiom, Richter fastens upon something incidental to medium
[...] something that cannot be carried over (reproduced, represented, translated) into another me-
dium.” Hawker, 2009, p. 276.

37. Camille Morineau, “The Blow-Up, Primary Colours and Duplication,” Mark Benjamin
Godfrey, Nicholas Serota, Dorothée Brill & Camille Morineau (eds.), Gerbard Richter: Panorama,
a Retrospective, London, Tate Publishing, 2011, p. 124.

38. Taking into consideration the popularity of black and white photography in Germany
during the 1960s, widely diffused by the media and amateur photographers, fgor the viewer at the
time, %lack and white was immediately associated with photography. Therefore, Richter’s use of
black and white photography’s shades in his paintings meant that his canvases could “étre pergu[s]
comme mmédiatement photographiques” (Antoine, 2002, p. 230). Indeed, since “le noir et blanc
est une catégorie photographique qui ne saurait exister en peinture ot il nexiste que des nuances
de gris” as Antoine claims [bz'z., p- 230), the photographic status of black and white could not be
translated in painting (as there is no equivalent category in the pictorial tradition); it could only be
translated in gray shades. Richter’s intention was to use an amateur and banal photography—what
Pierre Bourdieu called an “art moyen” (Pierre Bourdieu, Un art moyen : essat sur les usages socianx
de la photographie, Paris, Les Editions de Minuit, coll. “Le Sens commun,” 1965). The use of black
and white photography helped preserve the aspect of a middle-brow art in his paintings. As later
on Kodak became more and more accessible, making color photography cheaper and very popular,
Richter shifted to color photography so as to keep in his paintings this non-artistic character of an
“art moyen” imitating the “Kodak effect” (color photography’s cheap character) in his first pho-
to-paintings in color.

39. Scharf, 1974, p. 13.
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AMONG DIFFERENT MEDIA: GERHARD RICHTER’S LANDSCAPE AND ITS MEDIAL EXCHANGES

technical problems resulting from different exposure times of each seascape element.*
This process known as “ciels rapportés,” could not be perceived by the spectator, as
the photographer would work on the negative.*’ Nevertheless, Le Gray makes a
photograph that fails to reproduce an image of reality. It is a rather fictional image
which combines different time and places (e.g. the sky from the Mediterranean and

the sea from Normandy—see Fig. 3).*

Fig. 3. a. Gustave Le Gray, Grande Lame—Meéditerrannée n° 19, positive photograph mounted
on card: albumen paper: from collodion glass plate negative, Bibliotheque Nationale de France,
Paris, 1857.

40. On the technique: Bernard Marbot, “La Question des nuages,” http://expositions.bnf.
fr, from the exhibition file Quand passent les nuages, Bibliothéque nationale de France, Paris, 1988,
http://expositions.bnf.fr/legray/reperes/nuages/index.htm (accessed 4 September 2020).

41. Sylvie Aubenas, “La ligne, le volume et I'espace,” 1bzd., http:/ /expositions.bnf.fr/legray/
arret_sur/2/index2b.htm (accessed 4 September 2020).

42. Le Gray often uses the same sky for several seascapes, combining it with a different sea: a
negative of 1852 might also be combined with one of 1856. This treatment is close to the cinemato-
graphic technique of editing that results in scenes of a composed time even though they give “the
impression of a spatial contiguity and a temporal continuity.” (Marie-Thérese Journot, Le Vocabu-
laire du cinéma, 2nd ed., Paris, Armand Colin, 2008, p. 77). In this sense, time is more cinematogra-

phic than photographic.
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Fig. 3.b. Gustave Le Gray, Etude de nuages. Clair-obscur, positive photograph mounted on card:
albumen paper: from collodion glass plate negative, Bibliothéque Nationale de France, Paris,
1856-1857.

Likewise, Seestzick (See-See) cancels any kind of plausibility, despite the use of
photographic sources. As the two photographs overlap, the sky seems independent
from the sea. This discontinuity produces an effect of estrangement underlined by
the illusory character of the landscape’s trompe-T'oeil.** The two different shots put

244

together two different “abstracts™* of reality, but their combination creates a fictional,

abstract, and intermedial seascape.

43. Hubertus Butin & Stefan Gronert (eds.), Gerbard Richter, Editions 1965-2004, Cata-
logue raisonné, Ostfildern-Ruit, Hatje Cantz, 2004, p. 74.

44. Abstractin this sense derives from the literal sense of the verb “abstract,” meaning: detach,
extract, separate, isolate; therefore, the noun/adjective refers to an extract, an excerpt. Elsewhere,
if not mentioned otherwise, the term “abstract”/“abstraction” is used as a reference to the artistic
tendency that, as opposed to figuration, excludes any intention to represent visible reality and ap-
pearances of the outside world.
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AMONG DIFFERENT MEDIA: GERHARD RICHTER’S LANDSCAPE AND ITS MEDIAL EXCHANGES

Although Le Gray proves that a photograph can be made “post-capture” and
composed a posteriori, Richter is unable to do the same despite his intention to
“make” a photograph and not to imitate one.” As already mentioned, Richter uses
different ways to evoke or imitate the photographic idiom and techniques, but, as
Rajewsky would argue, the artist can only use painting’s own medial possibilities
that he puts in practice. Therefore, limited by his own painterly means, Richter
could only make an artwork look as #f it were a photograph. This “as if” character
of the intermedial practice is an aspect that Rajewsky underlines for photorealistic
painting,* an artistic movement that also brings into play photography in an indirect
way.” The photorealist painting creates the illusion of photographic quality, giving
the impression of a photograph. It thus exists 7 relation to the photographic medium,
which does not manifestitself materially but through painting’s own instruments.* For
both photorealist works and Richter’s photo-paintings, the absence of photography
is imposed as a condition of this “as if” character. Sharing these similar specific medial
configurations, neither Richter nor any photorealist can “make a photograph” due
to the material constraints and restrictions of their own medium—a painting could
appear like, but never become, a photograph. A better look at the artwork would

always reveal its discernible identity as painting.

However, even though Richter’s photo-paintings overlap with photorealism
during the late 1960s and early 1970s, and although he participated in various
photorealistic exhibitions,* the artist would not affiliate himself with the movement.
As opposed to photorealists, Richter does not aspire to achieve an artistic result but,
as mentioned earlier, a blurred and flawed photography. Contrary to photorealist
canvases that are even “more perfect than the camera,” as the painter insists, Richter’s

“as if” quality does not result from the reproduction of photography’s realistic

45. Despite the fact that he also claims that “it is simply a photograph painted with oils,”
“Statement, 10 octobre 1973,” Richter, Elger & Obrist, 2009, p. 84.

46. Deriving from pop art, photorealism or hyperrealism occurred in the United States in the
late 1960s as a reaction to abstract expressionism, abstraction in general, and other contemporary
movements like minimalism.

47. Rajewsky, 2010, p. 58.

48. Ibid.

49. Especially “Documenta s” in Kassel 1972 (30 June-8 October) where hyperrealists were
prominently presented, but as the artist says, he never requested it (“Interview with Gislind Naba-
kowski, 1974,” Richter, Elger & Obrist, 2009, p. 89).

so. Richter finds that photorealists are in a sort of competition with the camera, which does
not express himself (“Interview with Dorothea Dietrich, 198s,” 1bid., p. 151). “I didn’t need to make
an exact copy,” Richter claims (“Statement, 10 octobre 1973,” bid., p. 84).
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aspect, whose rendering is photorealists’ most important objective. For Richter, it
is the rendering of all the defaults, which actually destroy this illusion of depicting

photographic reality, that make a canvas appear as a photographic image.

B) SeesTiick (SEE-SEE)’S INTRA-MEDIALITY: GuSTAVE COURBET’S AND GERHARD

RICHTER’s WAVES

Richter’s Seestiick (See-See) does not only indirectly® refer to another medium but also
contains an zntra-medial reference to the medium of painting. This means that the
only existing and engaged medium, painting, refers to other paintings.* This dialogue
is implied by the seascape’s wave-motif. Firstly, the depiction of a large scale, empty
seascape evokes the long Romantic landscape tradition and especially Caspar David
Friedrich who, as the rich literature on the subject has shown,* has deeply impacted
Richter’s work. As a matter of fact, most of Richter’s landscapes until the early 1980s
share common aspects with Romanticism.>* The artist himself claims to have wanted
to paint “something beautiful” that gives him pleasure like the German Master’s
canvasses, proving at the same time that it is still possible to paint like Friedrich.> For

156 3

the artist, the work of the great masters “does not belong to the past,”* it has “nothing

»57

to do with time,”” thanks to its “certain quality” which is timeless.®

Painting the sea as a theme also alludes to the French tradition of nineteenth-
century artists (Gustave Courbet, Eugéne Boudin, James Whistler, Henri Riviere,

etc.) who painted for the first time their firsthand experience of the sea. Placing

st.  This reference is “indirect” in the sense that, as it was made clear earlier, photography has
no “direct,” material presence in the artwork. Rajewsky, 2010, p. 58.

s2. Rajewsky, 2015, p. 30.

53.  Many art historians have focused on the subject: Dietmar Elger, Oskar Bitschmann,
Hubertus Butin, Jean-Philippe Antoine to name a few. Richter’s landscapes in particular are often
associated to Romanticism as exhibitions like Richter und die Romantik (Kunstverein Ruhr, Es-
sen, 8 May—12 June 1994), The Abstraction of Landscape, Northern Romanticism to Abstract Expres-
stonism (Fundacién Juan March, Madrid, s October 200713 January 2008), From Caspar David
Friedrich to Gerhard Richter German Paintings from Dresden (Paul Getty Museum, Los Angeles,
6 October 200629 April 2007) have also shown. Richter himself has also been questioned on the
subject (Richter, Elger & Obrist, 2009, p. 376).

s4. Dietmar Elger, “Gerhard Richter: Blurry Landscapes,” from the exhibition catalogue 7he
Abstraction of Landscape: from Northern Romanticism to Abstract Expressionism, Madrid, Funda-
cién Juan March: Editorial de Arte y Ciencia, 2007 p. 217.

ss.  “Interview with Robert Storr,” Richter, Elger Obrist, 2009, p. 423.

56. “Letter to Jean-Christophe Ammann (1973),” Ibid., p. 72.

s7. Ibid., p. 61

58. Ibid.,p.370.
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themselves in front of the sea,”” physical proximity allowed them to observe their
“model” from a frontal, new point of view. This fresh perspective offered them a new
composition and a new motif, the wave, whose representation of movement was a
real challenge.* In particular, Courbet’s innovative paintings no longer offer a general
overview of the coastal line, but they zoom-in on the sky and sea. This is the case
of La Vague (1869) (see Fig. 4), today at the Museum of Fine Arts in Lyon. Instead
of contemplating the sea from a distance—as was the case in his earlier “paysages de
mer”—Courbet restricts his composition to two elements, the waves and the clouds,
extracting the seascape from the coastal line. The painter puts his spectator in front
of the stormy wave that rises in the middle of the composition and thus becomes his
only motif, or as Cézanne put it “on la [la vague] regoit en pleine poitrine. On recule.
Toute la salle sent l'embrun.” The scene imposes itself on the gaze and body of the
spectator,® who “is barely able to locate his or her position and cannot know the point

from which the painter composed the canvas.”*

As in Courbet’s painting, Richter’s Seestiick (See-See) is constructed on the same
single motif of the wave, presented in a very similar composition that captivates and
disorients the spectator. Due to the absence of perspective, there is no fixed, single
angle to contemplate the waves: the point of view “is everywhere and nowhere.”**

Courbet’s dense horizon line, the one Céline Flécheux calls a “false” horizon because

59. Annette Haudiquet explains how the artists proceed: “Ils se placeront en hauteur, sur la
falaise ou sur la céte rocheuse pour saisir le motif plus ou moins serré, en plongée, ou ils se poste-
ront au pied de la falaise. Sur la gréve, ils tourneront leur chevalet de maniére 4 intégrer la présence
minérale de la cote et jouer ainsi sur les trois éléments eau-terre-ciel, ou, et c’est plus nouveau, ils
se positionneront volontairement face 4 la mer, abolissant ainsi tout lien avec le site. Cest dans ce
face-a-face qui exclut toute référence 3 un paysage nommé que le point de vue adopté par le peintre
est le plus radicalement novateur.”Annette Haudiquet, “Joutons”, from the exhibition catalogue
Vagues—antour des Paysages de Mer de Gustave Courbet. Le Havre, musée Malraux, 13 mars—
6 juin 2004, Paris, Somogy, 2004, p. 16-17.

6o. Ibid.,p.1s.

61 Itis Cézanne’s reaction in front of the Berlin Nationalgalerie’s Vzgue as quoted by Joachim
Gasquet, Michael Doran, Emile Bernard, Jules Borély, Maurice Denis, Joachim Gasquet and Paul
Cézanne, Conversations avec Cézanne, Paris, Macula, 1978, p. 143-144.

62. As Michael Fried points out for another Courbet painting, there is a “desire to evoke not
simply the activity of a seeing that was also a virtual embracing but also an experience of corporea-
lity, mobilized around the act of painting [...].” Michael Fried, Courbet’s Realism, Chicago, Univer-
sity of Chicago Press, 1992, p. 266.

63. Céline Flécheux, “Courbet, the Wave and the Horizon,” from the exhibition catalogue
Das Meer, la mer; the sea, de Zee. Hommage a Jean Hoet, Ostende Museum, Ostend, 2014, p. 108.

64. Céline Flécheux, L horizon : des traités de perspective au land art, Rennes, Presses universi-
taires de Rennes, 2009, p. 34.
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Fig. 4. Gustave Courbet, La Vague, oil on canvas, 65.78 cm x 90.5 cm, Musée des Beaux-
Arts de Lyon, Lyon, 1870 © Lyon MBA/Photo Alain Basset.

of how it artificially structures the landscape,® reappears in Richter’s Seestzick (See-
See) as a white line constructed by the original collage’s two photographs. Holding
the whole structure together, separating and bringing both parts of the composition
together, the horizon functions as a point of reference for the spectator in front of the

abstract landscape since it “organizes and reaffirms our relationship to the earth.”*

Those common characteristics with Courbet’s landscapes display Richter’s
absorption of anterior tradition that offers an indirect manifestation of other
seascapes. As there is no medial border crossing, painting’s referencing remains within
the pictorial tradition. In fact, Seestiick (See-See)’s references to the French painter point
out all these elements (composition, subject, horizon) thanks to which Courbet’s
series of seascapes established a new landscape tradition, leading to the rupture with

the previous artistic heritage.”” Even though referring to Courbet does not involve

6s. Ibid.,p.31.

66. Rosali%d E. Krauss, “Stieglitz: Equivalents,” Le photographique : pour une théorie des écarts,
Paris, Macula, 1990, p. 135.

67. Céline Flécﬁeux, “La Vague : Courbet et la photographie,” Jackie Pigeaud (ed.), L zau, les
eaunx : Xes Entretiens de La Garenne Lemot, Rennes, Presses universitaires de Rennes, coll. “Interfé-
rences,” 2016, p. 33—SL.
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any kind of medial difference, the medial configurations become more complex if we
take into consideration the intermedial references (in the sense used above) within
the referred artwork, La Vagne’s own medial system. The latter is tightly connected to

photography, as has also been the case for realism in general.®*

Thanks to the seascape’s and waves’ realistic depiction, La Vague evokes the photographic
medium® and Le Gray’ seascapes in particular (which Courbet possibly knew).” In 1857, a
decade before Courbet, the wave became Le Gray’s main motifin La Grande Vague (see Fig. 5).”*

|

Fig. 5. Gustave Le Gray, La Grande Vague. Séte, no. 17, albumen silver print from glass
negative, 33,8 cm x 41,5 cm, Bibliothéque nationale de France, Paris, 1857.

68. “Courbet’s paintings, and those of other realists were often equated with photographs
and said to be as vulgar or as ugly, as artless, as feeble, as were the images produced by the machine,”
Scharf, 1974, p. 128. As it has %een established, Courbet used photographs for his paintings, espe-
cially his nudes as well as his landscapes, 7bzd., p. 130 —136 and Joél Petitjean, Gustave Courbet et la
photographie, Lyon, Falg(e, 2012).

69. The seaand sky werea Eopular subject among photographers before being used by Cour-
bet. Already by 1854, photographers were able to “fix tﬁe image of the rolling waves of the sea” and
therefore photograph with fair accuracy the action of waves, Scharf, 1974, p. 346.

70. Courbet could have known Le Gray’s seascapes as they had been very successful, and Le
Gray used to have a studio in the same building as Nadar, whom Courbet visited often, Flécheux,
2016, P. 40.

71P.) Gustave Le Gray, La Grande Vague. Seéte. no. 17, albumen silver print from glass negative,
33,9 cm X 41,5 cm, Bibliotheque nationale de France, Paris, 1857.
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In both works, the artists share the same subject and construct a similar composition
which frames a frontal view of the seaside. Le Gray gives us a general overview of
the stormy ocean at the moment when a foamy, crashing wave strikes, while Courbet
wants to capture a “real” wave, the moment when it splashes and washes out in
the sea, in the same way photography does. He “zooms” into his singular wave—a
technical possibility that is today associated with a photographic quality. As already
mentioned, the horizon line plays a decisive role for each artwork. Both compositions
try to capture the instant, and in order to do so, they treat their subject in series.”
Through Courbet’s own intermedial references, a dialogue with La Grande Vague
emerges inevitably in Richter’s Seestzick (See-See). For instance, in Le Gray’s picture,
the white foamy clouds respond to the white foam of the waves. Similarly, Courbet’s
cloudy, grey sky reflects itself in the wild waves of his first plan in the exact same way
as Richter’s upper half is literally mirrored in the lower half. These inter- and intra-
medial relationships trigger a reflection on the properties of all three artworks: any
reference to a previous artwork (as here Courbet) means that the latter brings along its

own medial system, allowing in this way other, indirect allusions to emerge.

While Seestiick (See-See) is a painting within a painting, the canvas results from
all those perceptible allusions to photography’s techniques and medium as well as
the evocations of painting’s tradition. Therefore, Seestzick (See-See) implies not only
multiple references across more than one medium but also across different forms
of art that the broader term t7ans-artistic could easily embrace. As the prefix trans-
suggests the transgression of boundaries,” seeing this exchange as a dialogue across
the arts enlarges our spectrum, which is thus able to consider the different artistic
expressions and traditions and is not strictly limited to the discussion of medium,
a discussion that might seem to merely focus on the more technical and material

aspects of the artistic support.”*

72. Flécheux, 2016, p. 38.

73. Irina O. Rajewsky, “Potential Potentials of Transmediality. The Media Blindness of (Clas-
sical) Narratology and its Implications for Transmedial Approaches,” Alfonso de Toro (dir.), Trans-
latio : tmmméji};lz'té et transculturalité en littérature, peinture, photographie et au cinéma, Paris,
I’Harmattan, 2013, p. 30.

74. Even though it is beyond the scope of the present paper to enter into the discussion of me-
dium’s definition, we are considering the medium as the “ensemble des aspects matériels et formels
qui définissent un art donné et conditionnent spécifiquement les ceuvres qui y ressortissent.” Jacques
Morizot & Roger Pouivet (eds.), Dictionnaire d esthetique et de philosophie de L art, 2¢ ed., Paris, Ar-
mand Colin, 2012, p. 301, a definition which points out the material character of the medium.
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OVERPAINTED PHOTOGRAPHS: INTER-MEDIAL LANDSCAPES OR THE FUSION OF A NEW

FORM OF ART

As mentioned earlier, the presence of photography in Richter’s work is not limited
to its use in the photo-paintings. Richter mingles the photographic and the pictorial
medium in his overpainted photographs which create a new discipline” in the

traditional genre of landscape.”

Overpainted photographs are a more recent practice
the artist has been developing since 1989. They originally resulted from accidental
drops of paint that fell on his photographs while copying them on canvas.”” Richter
initially hesitated about considering them an independent work of art. That is why
he included them in the 4#las, where he used to “accommodate everything that was
somewhere between art and garbage and that somehow seemed important to [him]

and a pity to throw away.””®

Richter uses different techniques to “overpaint” his photographs. It is
however impossible to trace and identify the exact applied technique.” What can be
immediately perceived is the smeared paint and the photographic surface. This is why

the term intermediality in the sense that Ginette Verstraete uses it*

would ideally
illustrate the media relationship of overpainted photographs, since it describes the
fusion of two or more media which are transformed into a new form of art. Contrary
to photo-paintings, where the photographic reality is absorbed by the painting, in
the overpainted photographs both realities seem to exist independently as both media
remain very distinct. The photographic medium receives the paint on its surface,

but the photographic paper does not integrate the pigments neither materially nor

75. With the use of the term discipline in this paper, we imply the creation of a new category
of an artistic expression.

76. This section is making use of some of the conclusions that were drawn in the author’s
article: Danaé Spathoni, “De la destruction 4 Iabstraction, les photographies surpeintes de Gerhard
Richter,” Ligeia, vol. 173-176, no. 2, Editions Ligeia, October 2019, p. 7-20.

77. Some overpainted photographs of these “accidents” can be found in the A#as since 1962.
See for example plate 53 and 54 from 1967, and plate 190 from 1969. For more details: Markus Hein-
zelmann, « Blurring: Gerhard Richter’s Overpainted Photographs as Objects of Contemplation »,
in Museum Morsbroich (ed.), Gerhard Richter: overpainted photographs, Ostfildern, Hatje/Cantz,
2008, p. 87.

78? The first overpainted photographs occupy plates 468 and 469. Some will be offered to
relatives or used as postcards (/bid., p. 87-88). Also see “Entretien avec Dieter Schwarz (1999),”
Richter, Elger & Obrist, 2009, p. 332. Richter is not the first artist to “retoucher” the photographic
surface. Artists like Peter Beartf, Arnulf Rainer, Anselm Kiefer, Jochen Gerz, Timm Ulrich, and
Helena Almeida have also edited photographs.

79. For the techniques in detail see in Heinzelmann, 2008, p. 84-8s.

80. Ginette Verstraete, “Introduction Intermedialities: A Brief Survey of Conceptual Key Is-
sues,” Acta Universitatis Sapientiae, Film And Media Studies, no. 2, 2010, p. 7-14.
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physically. This means that the idiom of each medium, the smeared blur for painting
and the verisimilitude for photography, is preserved.*’ Photography and painting
thus manage to keep their respective characteristics and maintain “their differential
specificity”® enriching the resulting work of art. Two pictorial traditions meet and
coexist simultaneously, creating an interesting tension. On the one hand, photography
is used as a ready-made, but not yet considered a work of art. It becomes one as soon
as the color is added. On the other hand, paint tends to cover the photograph, which
resists and remains predominant since the work is still a small-scale (10 cm x 15 cm)

printed photograph on glossy paper.

Nevertheless, the photographic and the pictorial complement each other despite
their distinct qualities and tension. In fact, paint sometimes seems to complete

the photographic pre-existing composition,* adding motifs to it. For instance,

Fig. 6. Gerhard Richter, 21.3.92, oil on colour photograph, 12.5 cm x 17.5 cm, 1992 © Gerhard
Richter 2022 (24022022).

8. Hawker, 2007, p. ss.

82. Ibid.

83. Jean-Francois Chevrier, Entre les beaux arts et les médias : photographie et art moderne,
Paris, LArachnéen, 2010, p. 89.
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in 21.3.92 (1992) (see Fig. 6) blue paint spreads in the lower half of the picture. A
horizontal strip left without paint reveals the photograph: the sky and the crests of
white mountains. The added colors create the new motif of a watery surface and
produce a new composition that evokes a lake surrounded by mountains. As paint
is combined with the rest of the photographic composition, it completes it, even

corrects it by adding something that was missing in the first place.

Fig. 7. Gerhard Richter, 1.8.89 [Lake Como], oil on colour photograph, 102.2 cm x 15 cm, 1989
© Gerhard Richter 2022 (24022022)

In the same way, in 1.8.89 [Lake Como] (1989) (see Fig. 7) Richter adds with
pigments another grey-white triangular form that rises as a mountain in front of
another chain in the background. The resulting compositions of the overpainted
photographs prove that once again Richter controls his medium, having carefully

decided the colors and the forms.
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The Sils (1992) series is another example (see Fig. 8).** Here, the mountainous
landscapes are sprinkled with small, round splashes of red paint that evoke snowflakes.
As the new composition now depicts a snowfall, the artist’s intervention on the

photographic picture entirely modifies the photographic moment.

Fig. 8. Gerhard Richter, 5.2.92, oil on colour photograph, 8.9 cm x 12.5 cm, 1992 © Gerhard
Richter 2022 (24022022)

Richter again uses paint in a corrective way and thus creates a new photograph of a
fictional landscape. These examples show that the combination of the two media results
in a co-relation and an interaction within the photographic surface that influence each
other: the new composition reveals the mutual affect and the new form of art that

emerges.® Their definition as “overpainted photographs” fails to describe this new form

84. Sils (1992) is a series resulting from the artist’s various stays in Switzerland that were exhi-
bited for the first time in July 1992—March 1993. It is also the subject matter of his art book of the
same title (Gerbard Richter. Sils, Miinchen, Oktagon, 1992).

8s. Verstraete, 2010, p. 10. Chiel Kattenbelt also interprets intermediality as “the co-relation
of media in the sense of mutual influences between media” (p. 20-21), a correlation that he sees as
a mutual effect (p. 25). “Intermediality in Theatre and Performance: Definitions, Perceptions and
Medial Relationships,” Cultura, Lenguaje y Representacion/Culture, Language and Representation,
vol. 5,2008, p. 19-29.
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as the product of this intermedial configuration.* The new, enriched art object is only
conventionally described as a photograph since the latter can only refer to the material

support and not the actual resulting fusion of both photography and painting.

Looking at some more examples of overpainted photographs, one could remark
that some are more covered with paint. In this case, another tension is suggested.
Thanks to both media’s idioms existing on the same surface (smeared formless motifs
of paint and verisimilitude), photography can still be linked to figuration and painting
to abstraction® triggering a conflict between the two. In 27.9.94 (1994) (see Fig. 9), for
instance, since two thirds of the image are covered with paint, the photograph becomes

an almost monochrome surface or, to put it otherwise, turns into an abstract surface.

% Gerhard Richter, 27.9.94, oil on colour photograph, 12.5 cm x 17.5 cm, private
collection, 1994 © Gerhard Richter 2022 (24022022)

86. The definition is rather descriEtive of the process which is in fact paint over a photograph
but cannot render the new "of p otogra h. A “redefinition of media co-relationship” seems
necessary, as Kattenbelt Would also put it (/bid., p. 25).

87. Susan Laxton, “As Photography: Mechamclty, Contingency, and Other-Determination in
Gerhard Richter’s Overpainted Snapshots,” Critical Inquiry, vol. 38, no. 4, 2012, p. 792.
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At the same time, adding a layer of paint creates another (third) dimension which
changes the texture. This change in the texture of the photographic surface as
another effect of intermediality influencing the artwork’s perception. The spectator
is led to a “refreshed perception” that takes into consideration that photography’s
previously existing “specific conventions are changed.”® This allows “new
dimensions of experience to be explored”® that encourage new ways of looking
and understanding the new surface, its new materiality, and the consequences that
it entails. The photographic image’s illusion is irreversibly broken by a tangible
material. Everything of this image that has to do with photography is erased and
destroyed, or best case scenario, it appears randomly, only to interfere with the
pictorial reality. The thin traces left by the paint’s application create a blurry effect
that no longer seems an external element but part of the new whole. A subtle play
takes place between the colors (pre-existing and added) and the photographic

motifs, between abstraction and figuration.

This confrontation of the photographic and the pictorial illustrates Richter’s
reflection on the difference between the two media. For the painter, photography
presents the immateriality of an illusory image—it is not tangible; it is only a picture.”
Richter counteracts this aspect of photography by adding the materiality of the paint.
Found at the heart of this intermedial fusion, landscape, as the subject of the pre-
existing image, is attached to the photographic and the figurative. On the other hand,
abstraction is associated with the pictorial dimension and materiality of the work of
art. The abstract forms of the paint make the landscape of the final image abstract.
This “abstract landscape” has to find its fragile balance: less paint deprives it of its
abstract character, too much paint stifles it completely. Each abstract landscape is

unique, like a painting, but on photographic paper enriched by both media’s qualities.

PHOTOGRAPHY AFTER PAINTING IN /28 FoTos voN EINEM BiLp [128 PHOTOGRAPHS
oF A PAINTING]’': A TRANS-MEDIAL LANDSCAPE

In summer 1978, Richter was invited to the Nova Scotia College of Artand Design in

Halifax to teach for a semester. He painted Halifax, a small-format abstract painting

88. Kattenbelt, 2008, p. 25.

89. Ibid.

90. “Interview with Jonas Storsve,” Richter, Elger & Obrist, 2009, p. 273.

or.  Gerhard Richter, 128 Fotos von einem Bild [128 Photographs of a Painting], photographs
on card, 127 cm x 400 cm, Kunstmuseen Krefeld, Krefeld, Germany, 1978.
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of intense colors (yellow, blue, white, green) on a red background. Since the painter
did not have a large studio where he could paint, he had the idea to photograph
Halifax. As the artist explains, he captured the canvas from 128 different points of
view, “from different sides and angles, under various light conditions, and from
various distances.””* He even took the canvas out of its stretcher to spread it out
on a table and a chair where it formed folds.” Then Richter gathered the resulting
128 black and white photographs “in four-by-four grids on eight white cardboard
panels, and arranged the panels in two rows of four,”* as an ensemble forming a

picture (see Fig. 10)

Fig. 10. Gerhard Richter, 128 Fotos von einem Bild [ 128 Photographs of a Painting], photographs
on card, 127 cm x 400 cm, 1978 © Gerhard Richter 2022 (24022022)

Transferring painting to photography and creatingin this way anew photographic

work of art of a painting’s reproduction is a practice of #7ans-mediality.”> The term

296

describes the “transfer from a medium to another,”® a sort of adaptation” of painting

92. “Interview with Jonas Storsve, 1991,” 1bid., p. 114.

93. Hans Ulrich Obrist, Dieter Schwarz, Gerhard Richter et al., Gerbard Richter: Books, New
York, Dresden, Gregory R. Miller & Company, 2014, p. st.

94. Elger, 2009, p. 241.

9s.  The term is implied here in the sense that Verstraete and Kattenbelt use it (Verstraete,
2010, p. 10 and Kattenbelt, 2008, p. 23). This understanding of its meaning is quite similar to what
Rajewsky names as “medial transposition” (see footnote above)—the subcategory which includes
adapration.

96. Kattenbelt, 2008, p. 20.

97. Lars Ellestrém also sees adaptation (as a media phenomenon) as a sort of transmediation
that entails the transfer of media traits from one medium to another, “Adaptation and Intermedia-
lity,” Thomas Leitch (ed.), The Oalg(fsard Handbook of Adaptation Studies, Oxford, Oxford Univer-
sity Press, coll. “Oxford Handbooks,” 2017, p. 509-526.
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into photography, into the language and means of the photographic medium.
This understanding of the term also implies transmediality as the “translation of
one medium into another.””® Both translation” and adaptation as similar cases of
transmediality focus on the transfer that implies a media change, a transposition after
which the painting loses all the qualities of its medium. However, as it is adapted to

another one, it gains new photographic characteristics.

Photography after paintingisa practice Richter tried for the first time in 1966 when
he photographed his photo-painting Kleine Pyramide [Small Pyramid] of 1964.1®
It was a way for the painter to restore damaged paintings or to regain possession of
works he no longer had."™ Even though this practice is adopted for very few of his
paintings, it concerns works like Betzy,'"* Ema (1988),'" Petite Baigneuse (1994),'"*
Loo Paper (1965),'> Oncle Rudi (1965)'* which are key canvases in the artist’s career.
The resulting photograph is an original work, signed, authorized, and controlled by
the artist. Considering the first use of photography as a means of reproducing and
communicating a work of art,'"”” Richter gives his art greater accessibility by finding a

way to democratize it.

98. Verstraete, 2010, p. 10. Verstraete does not seem to make a difference between transla-
tion and adaptation. Kattenbelt also speaks of translation as a case of transmediality, Katten-
belt, 2008, p. 23.

99. For translation, I would like to borrow the definition used by the linguist Roman Jakob-
son who described the notion as “two equivalent messages in two different codes,” “On Linguistic
Aspects of Translation” [1959], Lawrence Venuti (ed.), The Translation Studies Reader, London,
Routledge, 2012, p. 127.

100. Gerhardp Richter, Kleine Pyramide [Small Pyramid], oil on canvas, 36 cm x 36 cm, Cata-
logue raisonné: 48-1,1964.

1o1. Robert Storr, Gerbard Richter. Doubt and Belief in Painting, New York, MoMA,
2003, p. 144.

102. Gerhard Richter, Bezty, oil on canvas, 102 x 72 cm, Catalogue raisonné : 663—s,1988.

103. Gerhard Richter, Ema, photograph based on the oil painting Ema (Nude on a Staircase),
200 x 130 cm, Catalogue raisonné : 134, 1966.

104. Gerhard Richter, Petite Baigneuse, oil on canvas, st cm x 36 cm, Catalogue raison-
né: 815—1,1994.

105. Gerhard Richter, Loo Paper, cibachrome photograph mounted on cardboard, framed and
behind glass, 71.5 cm x 66 cm, Editions CR: 83, 1965.

106. Gerhard Richter, Ondle Rudy, oil on canvas, 87 cm x so cm, Catalogue raisonné: 85, 196s.

107. When photography was first invented, artists found a new means of documentating their
activities, amon, Whici was the reproduction of works of art (Scharf, 1974, p. 79). Even the artists
themselves (Delacroix, Courbet, or Ingres) would have their works photographed once comple-
ted (£bid., p. 161). These illustrations and their publication will create the first hybrids of exhibi-
tion catalogs and catalogs raisonnés. Replacing engraving as a means of spreading the knowledge
of artworks, photograpﬁy renders painting’s diffusion simpler and faster, encouraging exchanges
between artists (Zbzd.).
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However, Richter does not aim to make an exact reproduction of a painting. In
this sense, his translation is not faithful but a recreation, a creative rewriting'®*—the
same way an adaptation could also function. The final photograph is the result of
several adjustments and changes which take a lot of time and effort.!”” As a matter
of fact, Richter applies photographic techniques. For example, he changes the light
and colors, zooms in the original composition, or takes out-of-focus pictures of a
painting that is already blurred: “I take even more focus out of the painted image,
which is already a bit out of focus, and make the picture even smoother.”"® In other
words, “once converted into the other medium [photography] very little reminds us
of the medium specificity of the original [the painting].”""" Painting’s idiom nearly
disappears as the artist adapts to the means the camera has to offer."’* As he is the
same “author” of all the artworks, Richter appears as a self-translator. As any bilingual
author in between different languages, he finds himself playing with different media,
using his authority and poetic license to rewrite his original, while keeping the same
“message” in photography’s own language and qualities."”* Therefore, the return to
the photographic medium'** gives birth to an image which is different not only from

the original photo-painting but also from the initial photographic source.

As in any other photograph after painting, 128 Fotos von einem Bild differs
significantly from the initial abstract painting. The 128 black and white photographs
change the color tones of the abstract painting, transferring it into a strictly

photographic category. This is the first of the photographic idioms which gives a

108. Paola Di Modesta, “Translation in Visual Arts,” Interartive | Contemporary Art + Thought,
no. 8, 2013, https://interartive.org/2013/08/translation-in-visual-art (accessed 17 February zozig.

109. Gerhard Richter says: “Sometimes I make a print from a painting, a multiple, using pho-
tography, and that takes a lot of time. First, I have a reproduction and it looks horrible. Then I
begin to change it, make it out of focus or something, or put it under plexiglass, so that it somehow
becomes an independent object,” “Interview to Robert Storr,” Storr, 2003, p. 165.

wo. Ibid.

. Kattenbelt, 2008, p. 23.

12. In his photo-paintings and in the inverse transfer from painting to photography, one finds
similar aspects of the photographic idiom. However, in the second case, Richter no longer needs
any painterly means, since he is able to take full advantage of the camera’s possibilities.

3. Rainier Grutman & Trish Van Bolderen, “Self-Translation,” Sandra Bermann & Cathe-
rine Porter (eds. ) A Companion to Translation Studies, John Wiley & Sons, Ltd, 2014, p. 324.

114. As the “original” work of art is a photo- palntmg, this means that it derives from a photo-
graghlc source copied on canvas, as was analyzed earlier. Photographing the photo-painting brings
us back to a photograph, the original image-reference.
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new identity to the image.'”® The original composition is reduced in 128 close-ups.
The different points of view and the proximity to the subject create interesting light
variations between very bright areas and very dark areas left in the shadow. The
128 photographs are presented framed behind glass protection, which adds distance.
All these manipulations and transformations resulting from the passage to the new
medium become the new characteristics of an independent object that go beyond its
different physical characteristics (photo paper, size, frame). The new object neither
reproduces the painting’s effect nor tries to restore the canvas. The photographs do not
preserve the painting’s physical reality; in fact, the artist sees his practice as a procedure

of subtracting painting’s materiality, and thus “it becomes something different.”"¢

A contradiction might seem to appear as far as the medium’s role is concerned
in the photographs after painting: on the one hand, through his reproducing of
paintings, Richter renders his art more accessible by defying painting’s uniqueness
and offering multiple copies of its photographic reproduction that can be (re)printed.
More people can own an original Richter artwork (the print), which at the same time
communicates further an original canvas. On the other hand, this reproduction is
indeed “something different” from the original artwork since, as already seen, the
resulting artwork is not a faithful copys; its colors, format, and scale vary substantially.
More importantly, it is another medium which fully uses its own (medial) properties
and possibilities. The reconciliation of this contradiction is achieved thanks to the
nature itself of this transfer, earlier described as a translation. As translation results
in “two equivalent messages,”"” in our case, it concerns two equivalent zmages in
different languages, each proper to its medium. Indeed, despite all the modifications,
the reproduced, photographic image most often allows recognition of the original

painting. As the photographic image is still an equivalent to the original, sharing

5. Hans Ulrich Obrist links the work to Man Ray’s photograph L ’E/emgf de poussicre
(Obrist, Schwarz & Richter, 2014, p. s1) since the photograph, as Hans Belting puts it, does not
represent the Grand Verre but “la poussiere qui s'était accumulée sur le Grand verre, lequel avait
été entreposé a plat” (Hans Belting, Le chef-d veuvre invisible, (trans. Marie-Noglle Ryan), Nimes, J.
Chambon, 2003, p. 418).

116. AsRichter continues in the same interview “I wouldn’tknow how to say that—to say how
the new quality of the photographic work is different from a reproduction,” Storr, 2003, p. 165. In
another interview, Richter explains “Photography has almost no reality; it is almost 100% picture.
And painting always has reality: you can touch the paint; it has presence [...],” “Interview to Jonas
Storsve, 1991,” Richter, Elger & Obrist, 2009, p. 273.

117. See definition in footnote 93.
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the same title and common subject on their surface, it accomplishes both conflicting

functions.

Nonetheless, 128 Fotos von einem Bild is a different case of photography after
painting, probably unique in Richter’s oeuvre. Due to the modifications, even though
the connection to painting remains, the spectator cannot easily discern the original
abstract painting. The new work reveals “all these interesting qualities that painting
does not have.”"® The photographs seem like snapshots of an unrecognizable place
that resembles a landscape.’” Like Richter’s abstract paintings, each picture shows
“scenarios, surroundings or landscapes that do not exist, but they create the impression
that they could exist.”'* In fact, the collage seen from a distance looks like a desert or a
mountainous landscape with no signs of life. As Richter admits, “the details themselves
weren’t so interesting, it was the fact that I could see them as a landscape, like gazing
at an alien planet that you were arriving at or flying over.”’*! Indeed, the collage
evokes the first photographs of the moon, alluding to the photo archives of a space
expedition. The painter transforms his photography into an extraterrestrial landscape
seen from far away. As always, Richter superimposes painting and photography, and
both realities are found in the transmedial landscape, broken down into 128 pieces and

then made unrecognizable.

THE MULTI-MEDIAL LANDSCAPE OF | 28 DETAILS FROM A PicTure, HALIFAX 1978:
CO-PRESENCE AND COEXISTENCE

The 128 photographs of Halifax also gave birth to 128 Details from a Picture,
Halifax 1978 (see Fig. 1), Richter’s first work which can be considered an artist’s
book."”” It is a small 65—page book of photographs containing Richter’s short

commentary on the creation of the project.

8. Richter says: “It became a completely different object with a frame, with a sheet of plastic
over the i image which hangs so freely [...]. It sﬁowed all these interesting qualities that the painting
does not have,” Storr, 2003, p. 167.
9. Richter, Elger & Oikj)rlst 2009, p. SL.
120. Godfrey, Serota, Brill & Morineau (eds.), 2011, p. 19.
21. Richter, Elger & Obrist, 2009, .

122. To be more precise, Polke/Richter (1966), the exhibition catalog for a show at Gallery h
(Hannover, 1966) combining randomly texts and images, or even the first edition of A#as (1972),
also published on the occasion of an exhibition, both look like an artist’s book and not ordinary
exhibition catalogs. 128 Details is the first book not linked to a show or another event.
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128 details from a picture
(Halifax 1978)

THENOVA SEOTIAFPAMPHLETS

Fig. 11. Gerhard Richter, Gerhard Richter: 128 Details from a Picture (Halifax 1978),
1, artist’s book (paperback), 27 cm x 19 cm, 1980 © Gerhard Richter 2022 (24022022)

As in his other art books realized later on, Richter combines two media, that of the
book and that of photography. There is no fusion between them, but a co-presence

in the resulting same object. In other words, there is multi-mediality, as Ginette
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Verstraete!?

put it to refer to this type of coexistence of two different media in the
same object. It should be mentioned that Richter’s attachment to books shows his
close relationship to literature.'?* At the same time, he confronts the long tradition of
livre d artiste and evolves its concept in the second half of the twentieth century. His
books do not include collaborations with poets and do not mix poetry and painting,

125 There are never limited editions or

although he usually combines text and image.
rare and valuable books as he chooses traditional book forms, classic techniques, and
cheap paper.'* Like the photographs after painting, art books can be thus seen as a

medium to communicate his art to a wider audience.

128 Details from a Picture, Halifax 1978 (1980) contains images arranged in
groups of four across double page spreads, two to each page. If at first glance there
is no particular order, a closer observation reveals that the first photographs show
frontal captions followed by side views of the painting Halifax. The end of the
book contains more abstract, blurry photographs. The book as a medium gives the
possibility to “read” carefully the pictures/photographs, to pay attention to their
details in a way that 128 Fotos von einem Bild presented on the wall could never allow.
The reader/spectator can now take his/her time to process materially the book in
his/her hands while taking advantage of the aesthetic experience of looking—this

experience might not only last longer but also be repeated at any time. Despite the

123. Verstraete, 2010, p. 10. Many specialists treat the notion similarly: Kattenbelt sees multime-
diality as the combination of different media in one and same object (Kattenbelt, 2008, p. 22.). Wolf
understands it as a form of intermediality—called direct or overt intermediality—(“Musicalized
Fiction and Intermediality: Theoretical Aspects of Word and Music Studies [1999],” Walter Bern-
hart (ed.), Selected Essays on Intermediality by Werner Wolf (1992-2014), vol. 10, Brill/Rodopi,
2017, p. 243) and is interested in the “co-presence” of two or more (discernible) media in one ar-
tefact (Wolf, “Intermediality,” David Herman (ed.), Routledge Encyclopedia of Narrative Theory,
London, Routledge, 2004, p. 254). Likewise, Rajewsky also finds multimediality (elsewhere “metga
combination”) as a narrow sense of intermediality understood as the combination and co-presence
of at least “two conventionally distinct media or medial forms of articulation” (Rajewslgy, 2005,
p- s2 and 2015, p. 35).

124. Richter’s mother was a bookseller and passed on to her son her passion for literature, en-
couraging his interest in Nietzsche, Goethe, Schiller,etc. from a very young age. In 1950, Elger has
shown that Richter enjoyed working on reproductions of Goethe’s Faust (1808) and Schiller’s 1777l-
liam Teéll (1804) among others (Elger, 2009, p. 10). Some paintings of the artist often bear titles
inspired by German literature, such as his abstract Faust (1980).

125. Books have had a special place in Richter’s work since the beginning of his career. In fact,
he was the first editor of his work, finding a way to organize, take control of his production, and dis-
tribute it. Since 1962, he has been preparing his first self-organized catalog raisonné. A#las is another
effort to organize and publish his “collection” of images. Richter is also the editor of his own texts
and interviews published in a regularly updated volume which (like Azlas) is a work-in-progress.

126. Obrist, Schwarz & Ric%lter, 2014, p. IL
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close study, the photographs still do not reveal the origin of the source they document.
Due to the particularity of 128 Fotos von einem Bild as a case of photography after
painting in which, as mentioned earlier, the original abstract painting cannot be easily
identified,'”” the observation of the prints shows that they indicate a reference to
painting in general. In fact, the photographs focus on the materiality and the physical
characteristics of what seems to be an unidentified surface that looks like a rough wall
rather than a canvas. Still, painting’s conventional qualities and characteristics specific
to its medium can be identified: the close-ups capture pigments of paint emerging

from the flat surface of the canvas as well as the traces left from the painter’s brush.

The combination of photography with the format of the book is used as an
instrument to read and view a painting.’*® The book transforms the photographs
into pictures printed on sheets of paper, undermining their photographic status
and character. Those images are adapted to the scale, the paper as material, and
the pagination of the book as a medium. The latter continues what photography
initiated: the complete subtraction of the pictorial and material identity of the abstract
painting. However, the medium of the book maintains photography’s specificity'® as
the small format of the 128 prints is preserved and the photographic image remains
unchanged, reproduced on each page. In the 1998 second edition of the book, as we
will see later, photography’s materiality is also evoked. Therefore, in the artist’s book,
what describes the relation between the media (the book and the prints available
through the book) is the emphasis on their mutual co-presence in one object/artefact.
The artist’s attention to the book itself (the interest in its type of paper, format, and
the photographs’ layout and order) render 128 Details from a Picture, Halifax 1978 a
piece of art for its own sake, printed in multiple copies. Besides, as photography keeps
its specificity, the reproduced 128 photographs are also a Richter artwork brought to

a wider public through the book’s pages. This means that book’s role as medium is

12;7. As already mentioned, the artist’s photographs after painting usually share the same tit-
le with the originaf canvas. However, in 128 Fotos von einem Bild, the painting Halzfax does not
survive in the title of the photographs. In the artist’s book, the painting is mentioned in its title
(128 Details from a Picture (Halifax 1978) or in German 128 Fotos von einem Bild, (Halifax 1978))
while maintaining the reference to the photographic original.

128. Ibid., p. 19. Each medium, the book and the prints separately, invites two different kinds
of looking which result from the different materiality of each medium and the support that encou-
rages different aesthetic experiences in the reader’s hand or on the wall. Each artwork, either asa case
of multimediality or of transmediality, allows a different appreciation of the same original.

129. This is in fact seen as a principle of multimediality itself (Kattenbelt, 2008, p. 22).
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significant in creating “something different,” a new piece of art while at the same time,

it functions as a means to render his previous art more accessible.'*’

In 1997, during an exhibition of his Halifax drawings,"* Richter was asked to
review the photographs from 128 Details from a picture. He responded with a new
book: Gerbard Richter. 128 Fotos von einem Bild (Halifax 1978), 1998 (see Fig. 12).

g0

=
'y

’s

Fig. 12. Gerhard Richter, 128 Fotos von einem Bild, (Halifax 1978), III [128 Details from a
Picture (Halifax 1978), III], artist’s book (paperback), 16 cm x 23.5 cm, 1998 © Gerhard
Richter 2022 (24022022)

The new book shows a different approach to the 128 black and white photographs.
Here, he presents them in a different layout and horizontal format (1x 6.2 x 9.2 inches).

Each photograph occupies an entire page, thus revealing the uniqueness of each one,

o. Richter will also do the same later with his art book: Gerhard Richter & Hans Ulrich
Obrist (eds.), Gerhard Richter. Abstraktes Bild 825-1I. 69 Details, Krankfurt a. M., Insel Verlag,
1996). In this case, the artist made color photographs, showing details of his Abstract Painting [CR:
825—11] from 1995.

131 Gerhard Richter, exhibition “66 Drawings Halifax. 128 Fotos von einem Bild, Hali-
fax 1978,” Kaiser Wilhelm Museum, Krefelt, Germany, 1 May 1997-29 June 1997.
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CGHAWARD RICHTER, 128 FOTDS
) Ty ; 2 : -l-j :l = -

Fig. 13. Gerhard Richter, 128 Fotos von einem Bild, (Halifax 1978), IV [128 Details from a
Prcture (Halifax 1978), IV], artist’s book special edition and oil on black and white photograph,
14.9 cm X 22.4 cm, 1998 © Gerhard Richter 2022 (24022022)
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giving the possibility to the reader to focus on a single image and appreciate it as
such.'® As far as the book’s paper quality is concerned, this edition uses glossy paper.
Its shiny surface gives back to photography one of its physical qualities and therefore
preserves even more effectively the photographic medium’s specifity and materiality.
For a special edition of this artist’s book, Richter accompanied 128 copies of his book
with one of those 128 photographs from 1978 (see Fig. 13). In fact, he partially covered
each black and white photograph with grey paint, creating 128 different overpainted
photographs. Grey paint occupies the lower part of the picture shaping a horizontal
strip which divides the surface in two: a photographic half and a painted one. The

width of the paint strip varies, from very thin to covering half of the photograph.

Overpainted photographs’ intermediality, studied earlier, meets the artist’s book’s
multimediality, while all media refer to painting, Halifax. Overpainted photography
provides the work of art the physical and immediate presence of paint that the canvas
originally had. At the same time, it brings to life a new landscape composition. Split
in two, the horizontal straight grey line evokes the horizon, as the structure brings to
mind Richter’s bisected seascapes. In this sense, those overpainted photographs allude
to Hiroshi Sugimoto’s famous black and white pictures structured in two zones of
sky and sea.’® In this successive superposition and interaction of photography,
painting, and landscape, grey paint destroys the (abstract) photograph of Halifax
which lays underneath, whereas the resulting composition is a revitalized landscape: a

photographic, (doubly) pictorial, and abstract seascape.

Alltheabove studied medial exchanges and relationships of multi-medial, trans-medial,
inter-medial, zntra-medial landscapes that result from the combination of disciplines
and references to landscape painting, photography, and art books, their techniques
and media, prove how in Richter’s hands a traditional genre can be enriched from the
different allusions, relationships, and artworks from which it derives. Adopting the

French theorist’s Gerard Genette’s terminology, Richter’s landscape is a palimpsest “ou

132. Thanks to a closer observation, each picture can reveal almost representational images that
come out of the shadows, resembling Brassai’s night shots of the Parisian wet streets (Brassai, Pavés
parisiens, Paris de nuit, 1931-1932).

133. The Japanese photographer had been taking photographs of seascapes around the world
for nearly twenty years (1980-2003), presenting the same composition of the sky and sea. As with
Richter, the only motif is the horizon.
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T'on voit, sur le méme parchemin (cest-a-dire 2 la méme surface de la page et du texte
écrit) un texte se superposer a un autre qu’il ne dissimule pas tout a fait, mais qu’il
laisse voir par transparence.”"** The surface is obviously not the surface of a page or a
text, but of the artwork, and this is where multiple, superposed layers containing the
anterior pictorial tradition and other arts can be found. Thanks to their transparency,
all those components become not only visible and accessible to the viewer but also

enrich landscape painting on the threshold of the twenty-first century.

134. Gérard Genette, Palimpsestes : la littérature au second degré [1982], Paris, Editions
du Seuil, 2014, p. 556, original emphasis.
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Among Different Media: Gerhard Richter’s
Hyper-Medial Landscape

ANTHI-DANAE SPATHONI
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ABSTRACT

From the artist’s very first photo-paintings to the most recent abstracts, landscape
has been an omnipresent subject in Gerhard Richter’s career that presents a complete
openness to different media, especially photography. This article attempts to study
these multidisciplinary and intermedial references, the dialogue and mingling of the
arts, as well as their contribution to landscape painting. Its purpose is to show not
only how Richter integrates other works and characteristics from different arts, but
also how works of art earlier in time can be perceived in his landscape depictions. To
this end, the study of some representative examples helps us embrace various aspects
of Richter’s practice, especially the ones that engage in a particular dialogue with
abstraction, rendering the works of art, as it will be shown, into intra-, inter-, trans-,

and multi-medial landscapes.

REsumE

Le paysage est un sujet omniprésent dans I'ceuvre de lartiste allemand Gerhard
Richter. Depuis ses premieres photopeintures marines, le paysage est enrichi par des

médias artistiques différents et, surtout, la photographie. Cet article essaie d'explorer
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ces relations et références intermédiales créées, le mélange des arts et leur contribution
au genre paysager. A cette fin, étude des exemples caractéristiques de ses paysages
nous aidera a révéler le dialogue entre I'ccuvre d’art et Iabstraction, la tradition
picturale et les autres arts, et ainsi découvrir un palimpseste des paysages intra-, inter-,

trans-, multi-médiaux.
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