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The three art i s ts  a l l  work very intui t ive ly ,  and they have the gi f t  of  recognis ing an a lmost  

inexhaust ib le weal th of  beauty,  d ivers i ty  and depth even in the very t ranqui l  deta i l s  of  l i fe .  In Andrea 

Pernegr's  case,  i t  i s  everyday objects  and envi ronments to which she fee ls  a  deep connect ion and 

which inspi re her  paint ings.  I rene Wölf l  a l so recognises  the spec ia l  in the mundane.  With incredib le 

care,  even affect ion,  she col lects  waste paper of  a l l  k inds,  which becomes the start ing point  for  her  

careful ly  ta i lored paper  stor ies .  Eduardo Vega de Seoane concentrates  more on the immater ia l  leve ls  

of  l i fe ,  on percept ion i tse l f ,  on the senses,  on fee l ing a l iveness .   

And this  i s  a l so what the pictures  te l l  us  in the f i rs t  p lace.  They te l l  of  perce iv ing,  of  express ing,  of  

interpret ing.  The art i s t ic  express ion i s  immediate and very personal ;  no inte l lectual  concepts  are 

pursued here,  but  rather  the st ra ightforward need to express  onesel f .  Or  I  would even say that  i t  i s  

not  about express ing onesel f ,  but  the affect ion,  even the love for  th ings (Andrea Pernegr) ,  for  the 

mater ia l  ( I rene Wölf l )  and for  l i fe  (Eduardo Vega de Seoane) .  That  may sound k i tschy now, but  I  do 

stand by i t .  Because whenever  I  have deal t  with the art i s t ic  pos i t ions here for  th is  speech,  I  have fe l t  

surrounded by a p leasant  c loud of  care and affect ion,  I  have been drawn into th is  p leasant  fee l ing of  

los ing onesel f  complete ly  in doing or  looking -  a state in which one i s  complete ly  int imate with 

onesel f  and yet ,  at  the same t ime,  not  ent i re ly  at  one's  own. I t  g ives me a fee l ing of  peace,  and peace 

i s  something we can a l l  use r ight  now. 

 

EDUARDO VEGA DE SEOANE 

When Eduardo Vega de Seoane paints ,  he t r ies  to switch off  h is  mind as much as poss ib le and puts  

h imsel f  in a state of  the greatest  poss ib le empt iness .  He would l ike to paint  without th inking,  entrust  

brushes and colours  to intui t ion and thereby uncover  the most  fundamental  percept ions and 

sensat ions and t rans late them di rect ly  into paint ing.  His  paint ings are about the immater ia l ,  l ike the 

fee l ing of  l i ve l iness ,  the sound of  music ,  the vastness  of  the sky,  the poetry  of  language,  the smel l  of  

a summer's  day. . . .  

In  the creat ive process ,  he osc i l lates  between the inner  wor ld and the outer  wor ld,  between the 

sensual ly  perce ived envi ronment and what i t  t r iggers  ins ide him. The intermingl ing of  concrete sensory 

impress ions and abstract  -  a lbei t  qui te rea l  -  sensat ions a lso leads to a s imultanei ty  of  

representat ional i sm and abstract ion in paint ing.  For  as  abstract  as  h is  paint ings may seem, they a lways 

t r igger  representat ional  assoc iat ions,  e .g.  in emblemat ic  deta i l s  or  part ly  a l so the way he composes h is  

colour  surfaces.   

However ,  for  Eduardo Vega de Seoane,  categor isat ions such as "abstract" or  "concrete" are obsolete 

anyway.  He has not  chosen one or  the other  -  he i s  far  too f reedom-lov ing and intui t ive to impose 

such art i f ic ia l  l imitat ions on himsel f .  He fo l lows the brush wherever  h is  intui t ion leads h im. His  

paint ing i s  not  abstract  or  representat ional ;  i t  i s  s imply paint ing -  pure and f ree.  On a meta- leve l ,  h is  

paint ings a lso te l l  s tor ies  about paint ing in and of  i t se l f .  Just  as  music  te l l s  s tor ies  f rom pi tches,  

chords,  harmonies  and ul t imately  f rom v ibrat ions,  Eduardo te l l s  s tor ies  out  of  or  about colours ,  forms 

and s igns.   
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For  me,  h is  works t ransmit  a fee l ing of  f reedom and l ightness .  I t  may sound strange,  but  I  have the 

fee l ing that  there i s  s t i l l  enough space between the areas of  colour ,  enough a i r  to breathe f ree ly  and 

become wide.   

Look at  h is  paint ings the way you l i s ten to a concert ,  enjoy a g lass  of  good wine,  rece ive a d isp lay of  

tenderness .  Use your eyes as  a sensory organ or ,  even better ,  as  an organ of  sensual i ty  and st ro l l ,  

fabulate,  fantas i se your way through Eduardo's  paint ings,  which give you every f reedom. 

 

ANDREA PERNEGR 

For  Andrea Pernegr,  the point  of  departure for  her  paint ings -  as  a l ready ment ioned -  a lways l ies  in 

objects  -  even i f ,  as  an outs ider ,  you might not  recognise th is  at  f i r s t  g lance.  But  i f  you stand with 

Andrea in f ront  of  one of  her  paint ings,  she wi l l  te l l  you with the greatest  of  ease what object  she has 

painted there.   

She devotes herse l f  to the th ings of  day-to-day use to which we normal ly  pay no part icular  attent ion,  

but  which accompany us throughout our  l i ves  and whose s ight  and use shape our  everyday l i ves :  the 

armchai r ,  the blender ,  the soup bowl . . .  -  or  outs ide:  the st reet  lamps,  t rees,  f lowers ,  the garden. . .  For  

Andrea,  they are homely objects  that  offer  secur i ty  and support  in an unexc i ted,  unpretent ious way.  

And indeed:  couldn't  i t  be sa id that  our  th ings are not  a l so our  home somewhere? Don't  we a l l  have a 

fami ly  of  th ings a longs ide our  human fr iends and fami ly  members? At least ,  that  i s  the case with 

Andrea.   

She re l ieves th ings of  thei r  pure funct ion,  charges them with stor ies ,  with fee l ings,  with vague inner  

images that  could never  be put into words,  but  perhaps could be in paint ing.  For  the v iewer,  the 

or ig inal  th ing in the picture i s  often no longer  recognisable because of  a l l  the abstract ion.  Al though:  

Andrea Pernegr does not  only  abstract  -  i .e .  reduce -  because she does not  only  take something away 

f rom the objects  but ,  at  the same t ime,  adds something to them: personal  leve ls  of  meaning,  

memor ies ,  layers  of  colour .  Even i f  the start ing point  i s  often no longer  recognisable,  the s igni f icance,  

the care and ser iousness  with which the (h ide-and-seek)  game was played remain palpable and v is ib le .  

The hint  of  a memory of  chi ldhood,  when things st i l l  spoke to us and the bed was a cast le .  In the end,  

i t  i s  the essence that  i s  what i t  i s  a l l  about.  The essence of  th ings,  the essence of  paint ing,  the 

essence of  chi ldhood,  the essence of  Andrea Pernegr.   

The penci l  in her  hand draws a di rect  l ine to the inner  chi ld,  draws her  into stor ies  and fantas ies  that  

begin with th ings.  A s imple object  i s  enough for  her  as  a vehic le  into a wor ld of  imaginat ion and 

inspi rat ion.  
 

 

IRENE WÖLFL 

The fact  that  an indiv idual  th ing receives so much attent ion and care i s  actual ly  rather  rare in our  

throwaway soc iety .  Yes,  th ings are incredib ly  important  to us;  the consumer soc iety  l i ves  f rom the fact  

that  we constant ly  accumulate more and new things around us,  but  the indiv idual  th ing,  so to speak,  

loses va lue as  a resul t .  I t  becomes interchangeable,  replaceable.  The resul t  i s  a  huge amount of  

rubbish.  I  have to th ink of  my three-year-old son.  Funni ly  enough,  he l ikes  the word "rubbish" very 

much and has a l ready real i sed that  qui te ordinary objects  become rubbish at  some point .  There are 

border l ine cases where he i s  not  qui te sure,  e .g.  empty medic ine boxes or  s l ight ly  crumpled paper .  

Then he asks me,  " Is  that  rubbish a l ready?" Most  of  the t ime,  I  answer yes.   
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I t  i s  in th is  process  of  t ransformat ion f rom useful  paper  to waste paper that  I rene Wölf l  comes into 

play.  Because her  art i s t ic  process  begins where the convent ional  use of  paper  ends.   

I rene Wölf l  i s  a  col lector .  She col lects  over looked deta i l s  and forgotten memories ,  textures ,  patterns 

and colour  tones,  torn edges and paper  fo lds.  She col lects  used things that  are no longer needed after  

thei r  use and ref ines the (now) worthless  through attent ion and care.  She pays attent ion to the 

unnot iced and creates miniatures of  the minimal ,  prec ious objects  of  the forgotten,  gems of  care.   

The art i s t  seeks d ia logue with the found mater ia l s ,  for  they a l l  have something to te l l ;  they a l ready 

carry  a story or  s tatement within them. This  b iography of  the mater ia l  i s ,  of  course,  part icular ly  

intense in the case of  papers  that  document personal  exper iences,  such as  let ters  or  photos,  which 

often end up in p i les  at  f lea markets  after  the death of  thei r  authors .  But  s imple packaging mater ia l s  

or  pages f rom pr int  media and books a lso br ing thei r  own stor ies .  I rene Wölf l  l i s tens,  cuts  out ,  tears  

open,  arranges.  She careful ly  establ i shes new re lat ionships,  sp ins narrat ive threads and re invents  the 

story(s ) .   

I rene chooses her  paper quotat ions with del iberat ion and intui t ion -  a  greet ing f rom t imes past ,  an 

interest ing texture,  a ye l lowed crease,  an a i rmai l  envelope.  With the smal lest  excerpts  f rom the past ,  

she te l l s  mult i - layered "picture" stor ies  that  a lways  reta in a mystery and re locate the v iewer in a state 

between cur ios i ty  and nosta lg ia.  


